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Editorden: RAST’ta Uluslararasilasma ve Kalite Vizyonu
Degerli Rast Miizikoloji Dergisi yazarlari, hakemleri ve okuyuculan,

Rast Miizikoloji Dergisi, Dogu ve Bat1 miiziginin kesisme noktasinda dogan bir dergi olmasi
acisindan bir cok kopriler kurmaktadir. Bu kopriilerden bir tanesi 3-5 Aralik 2021 tarihleri
arasinda yapilan Uluslararas1 Rast Muzik Kongresi ile de atilmistir. Uluslararasi Rast Mu-
zik Kongresi’ne diinyanin bir cok iilkesinde onemli akademisyenler katilmistir. IRMC’nin
miizik bilimi icin 6nemli tartismalarin yapildig1 bir platform olarak gelismeye devam ede-
cegine inamyoruz. ikinci kongrenin Mayis 2021 yilinda olmasi icin planlamalar yapilmak-
tadir. Kongrede secilen makalelerin yayinlanmasi dergimiz tarafindan desteklenmektedir.

Rast Muzikoloji Dergisinin, bu yil Disiplinlearas1 Mizik Arastirmalan 6zel sayinin da hazir-
liklar1 devam etmektedir. Ozel sayimiza katki sunan herkese tesekkurlerimizi sunuyoruz.

Rast Muzikoloji Dergisinin 2022 yiinda Mart, Haziran, Eylul, Aralik olmak lzere 4 sayi
halinde yayinlanmasi kararimizi tim okuyucu ve yazarlarimizla paylasiyoruz. Rast Muzi-
koloji Dergisi’ne olan tevecciih bizleri mutlu etmektedir. Ancak makale degerlendirme
sureclerinde oldukca fazla bir yuk birikmektedir. Bu acidan yazarlarimizin sabirli ve anla-
y1sli olmalart konusundaki hassasiyetleri icin de tesekkur ederiz.

Saygilarimizla
From the Editor: Internationalization and Quality Vision at RMJ
Dear authors, referees and readers of Rast Musicology Journal

Rast Musicology Magazine creates many bridges in terms of being an academic journal
that was born at the intersection of Eastern and Western music. One of these bridges
was laid with the International Rast Music Congress held between 3-5 December 2021.
Important academicians from many countries of the world attended the International
Rast Music Congress. We believe that the IRMC will continue to evolve as a platform for
important discussions for music research. The second congress is planned to be in May
2021. The publication of the articles selected in the congress is supported by our journal.

This year, the preparations for the special issue of Rast Musicology Journal, Interdiscipli-
nary Music Studies, are continuing. We would like to thank everyone who contributed to
our special issue.

We share our decision to publish Rast Musicology Journal in 4 issues in March, June, Sep-
tember and December in 2022 with all our readers and writers. The trust in Rast Musico-
logy Journal makes us happy. However, it creates quite a burden and responsibility in the
article evaluation processes. In this respect, we would like to thank our authors for their
patience and understanding.

Best regards
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Ozet

Bu calismada 2007-2017 yillan arasinda uretilmis olan 400 sarki Uzerinden Turkiye’deki
populer mizik Gretiminin formel 6zellikleri saptanmaya calisilmistir. Boylelikle, soz konusu
miziklerdeki genel egilimlerin neler oldugunun; bu egilimlerin kiiresel ya da yerel, hangi
endustriyel/kiltirel etmenlerle iliskili oldugunun anlasilmasi amaclanmistir. Yapilan
analizler neticesinde, yerel mizik malzemesine dair dgelerin Tirkiye popiler miziginde
siklikla yer bulmasi; birtakim baskin miiziksel 6gelerin 6rneklemin geneline olan yayginligi
ve genel anlamda, miizikler lizerindeki kiiresel-endiistriyel etkinin belirginligi gibi sonuclara
ulasilmis ve s6z konusu sonugclar kiiltiirel, miiziksel ve endiistriyel baglamda irdelenmistir.

Anahtar kelimeler

miizikte endlistriyel egilimler, popiiler miizik calismalari, miiziksel analiz, miizik endlistrisi

Giris

Yuz yila yakin bir zamandir popller
muzik calismalari  miuzik biliminin
hemen her alaninda ilgi uyandiran
ve cok cesitli yonlerle ele alinan
calismalar oldu. So6z konusu olgu
sosyal, kilturel, ekonomik, dilbilimsel,
muziksel vb. yonleriyle cok sayida
disiplin tarafindan masaya yatinldi.
Analog-dijital gecisinin ve bilhassa
internet tabanli iletisim araclarimin
yayginlasmasinin  ardindan, hemen
her konuda oldugu gibi bu alanda da
onemli kinlma anlarn yasanmistir. Bu
makale de TUBITAK-1001 biinyesinde
1 Bu makale Tirkiye Bilimsel ve Teknoloji Kurumu

TUBITAK 1001 Projesi (Proje No:215K165) destegiyle
uretilmistir.

gerceklestirilen  “2007-2017 Yillan
Arasinda Turkiye’deki Populer Muzik
Uretiminin Betimsel ve Semiyotik
Analizi” adli projenin (Proje No:
215K165) miziksel analiz boliimindeki
formel incelemelerin bir uUrunu olarak
ortaya cikmistir. Boylelikle populer
muzik  parcalarinin  salt-muziksel
ogelerinin tespit edilmesiyle ortaya
¢ikan frekanslarin (egilimlerin)
belirlenmesi ve bu egilimler lizerinden

soz konusu Uretimin tanimlanmasi
hedeflenmektedir.
Amac

Calismanin temel amaci Turkiye’deki
populer mizik udretiminin miuziksel
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egilimlerini nicel veriler ({izerinden
ortaya koymak ve bu sayede tahmine
dayali cikarimlar yerine salt muziksel
ogelerin hangi yogunlukta ve cesitlilikte
kullanildigin tespit etmektir. Bu sayede,
populer muzik Uretimindeki muziksel
egilimlerin Tiirk miizigine 6zgi ogelerle
olan bag1 ve diinya mizikleriyle olan
iliskisini daha somut bir duzlemde ele
alip tartismak mumkun olacaktir.

Yontem
Makaledeyer verilen analizparametreleri

salt-muziksel ogelerin formel,
baska bir deyisle bicimsel/yapisal
ozellikleri ~ Uzerinden  belirlenmistir.

Yukarida bahsedilen proje kapsaminda
yapilan analizlerde kullanilan analiz
parametrelerinin  bazilarina  burada
yer verilmemistir. Bu revizyonun iki
temel nedeni vardir: Birincisi, proje
kapsaminda yapilan analizlerde yapisal
analiz parametrelerinin disinda, sarki
kayitlannin fiziksel oOzelliklerinin (ses
siddeti, dinamik genislik vb.) incelendigi
sorgular bulunmaktadir?; ikincisi ise
birtakim parametrelerin ve buradan
elde edilen bulgularin dagiimlarim
anlamli, kullanishi ya da yorumlanabilir
gorilmemesidir. Bu calismada yer
verilen parametrelerin hangi amacla
secildigine dair bilgilere ilerleyen
kisimlarda ilgili parametrelerin basliklan
altinda yer verilmistir. Genel bir bakisla,
Vokal Unsurlar, Eksen Sesi gibi analiz
parametreleri birtakim istatiksel
sonuclar verirken, Ezgilerin Konturu,
Ritmik Ozellikler, Mod/Makam Kullanim,
Tonalite gibi parametrelerden elde edilen
sonuclar soz konusu orneklerinyerel yada
kuresel muzik sermayesiyle olan iliskisini

2 Analizlerin bu kismi ile ilgili bulgular Nisan 2019’da
iTU biinyesinde gerceklestirilen Uluslararas Miizik ve
Bilimler Sempozyumunda bildiri olarak sunulmustur:
https://musicandsciences.itu.edu.tr/genel-bi-lgi-ler/
sempozyum-program

gormekte faydali bulunmustur. “Muzik
sermayesi” kavrami buradaki yerel/
kiuresel ayrnimini yapabilmek icin ozellikle
secilmistir. Baska bir deyisle, orneklerde
rastlanan salt muziksel bulgularin hangi
referanslarla iliskilendirildigi “sermaye”
kavrami ile ifade edilmistir. Ornegin,
makam ya da makamsallik gibi ozellikler
Tirk miziginin salt miziksel sermayesi
icindedir ve yerel olarak kabul edilmistir.
Diger yandan, Modilasyon, Tempo
Degisimi, Genel Bicim ve Yardimci
Bicim Ogeleri gibi analiz parametreleri
yoluyla sarkilardaki “dogrusal” vyapi,
uzaklasma ve donis egilimleri gibi
ozellikler anlasilmaya ve yorumlanmaya
calisilmistir.

S0z konusu sarkilarin  salt-muziksel
analizlerinin sonuclari bu makalede
gecen 19 alt baslik ile verilmistir. Ortaya
cikan dagilimlara dair yorumlar vyeri
geldiginde yine bu basliklar altinda
yapilmis olsa da asil degerlendirmeler
Sonu¢ bashiginin altinda siralanmistir.
Benzer sekilde, konuyla ilgili literaturin
ele alindig1 ve tartisildig1 kisim olarak da
Sonu¢ bolumu uygun gorulmustar.

Evren ve Orneklem

Ad1 gecen proje Turkiye’deki popller
muzik Uretiminin  2007-2017 yillan
arasindaki 10 yillik donemini ele alir.
Bu willar arasinda bandrollu olarak
yayinlanmis tum sarkilarin listesine
Baglantih  Hak  Sahibi ~ Fonogram
Yapimcilari Meslek Birligi’nden  (MU-
YAP) ulasilmistir. Bunun nedeni, Turkiye
Musiki Eseri Sahipleri Meslek Birligi
(MESAM) ve Mizik Yorumculan Meslek
Birligi (WUYORBIR) ile yapilan gériismeler
sonucunda en tutarli ve zengin verinin
sadece MU-YAP’tan gelebilecegi
yonundeki tavsiyeler olmustur. Ayrica,
bu gorusmeler sirasinda ihtiyac duyulan
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verilerin ancak 2007 yili ve sonrasinda
saglikli  bir bicimde tutuldugu da
belirtilmistir.

Arastirma evreninin belirlenmesinde en
onemli kriter “populerlik”tir. Bu nedenle
MU-YAP’tan temin edilen ve MU-YAP
tarafindan toplamda 10 kategoride?
hazirlanan TOP Listeleri’nde yer alan
sarkilar, farkli mecralarda ve farkh
bicimlerde (fiziksel satis, internet
uzerinden kiralama, indirme vb.) en
fazla tuketilen sarkilar olduklan icin
projenin evreni, 10 yillk donemde TOP
Listeleri’nde yer alan tum sarkilardan
olusur. Buna gore projenin evreni, farkh
MU-YAP TOP Listeleri’nde bulunan 1542
birimden olusmaktadir. 1542 birimin
icinde birden fazla yilda listeye giren
sarkilar da bulunmaktadir. Bir sarkinin
birden fazla yilda listeye girmesi,
o sarkinin popiilerliginin onemli bir
gostergesi oldugu icin boylesi durumlar,
mukerrer giris olarak kabul edilmemis ve
yerlerine listenin alt siralarindan sarkilar
alinmamistir.

Orneklem benzesik ornekleme
(homogeneous sampling) yontemi ile
ortaya ¢cikanlmistir. Benzesik ornekleme,
bir tur iradi ornekleme olan amacl
orneklemenin (purposive/purposeful
sampling) alt turudur. Zira, benzesik
ornekleme veri ve bilgi bakimindan
kullamsli olan orneklerin secilmesine
olanak tanirken, aynizamanda calismanin
amaci dogrultusundaki birtakim
olcutleri karsilayan, istenen ya da
aranan ozellikleri barindiran o6rneklerin
secilebilmesine  imkan  vermektedir

3 Bahsi gecen kategoriler “Fiziki satis, mobile truetone
(Mobil cihazlardaki zil sesi), mobile ring back tone (Mobil
arama/c¢agn sirasinda ¢calinan arka plan miizigi), mobile
interactive voice response (interaktif sesli yanit), mobile
fulltrack-download-renting-streaming ve download
Windows Media Audio, radyo ve televizyonlarda en fazla
yayinlanan sarkilar” olarak siralanir.
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(Buyukozturk vd., 2014, s. 90). Benzesik
ornekleme, evren icinde calisma konusu
ve problemleriyle iliskili bir alt-grup
olarak ortaya cikar (Buyukozturk vd.,
2014, s. 91; Ekiz, 2013, s. 105). Diger
yandan, iradi orneklemenin, arastirma
evreninin iyi tanindigi  durumlarda
tesadufi ornekleme gore daha gercekci
sonuglar verdigi dusunulmektedir
(Orhunbilge, 1997, s. 8; Schreuder vd.,
2001, s. 285). Dahasi, iradi orneklemin
evreni temsil etme olanagi da daha
yuksektir (Teddlie ve Yu, 2007, s. 80).

Orneklem olusturulurken MU-YAP TOP
Listeleri’ndeki sarkilara, sarkinin
listeye girdigi yil ve o6rneklemdeki sira
numarasindan olusan numaralar verilmis
ve yillara gore bir araya getirilmistir.
Ardindan bu sarkilann frekanslan
(sikliklar1) belirlenmistir. Ornegin bir
sarkiMU-YAP TOP Listeleri’nin 4 tanesinde
birinci sirada ise frekansi 4 olarak, MU-
YAP TOP Listeleri’nin 1 tanesinde ikinci
sirada ise frekansi 1 olarak kodlanmistir.
Bu frekans belirleme yontemi, sirasiyla
tum sarkilara uygulanmistir. Ardindan
soz konusu sarkilara 1-20 arasinda
agirliklar verilmistir. Buna gore MU-
YAP TOP Listeleri’nde birinci sirada
olan sarkilara 20, son sirada olan
sarkilara 1 agirligi verilmis, agirliklar
ile frekanslar carpilarak her sarki icin
agirikli toplamlar bulunmustur. Her yil
icin bu agirikli toplamlar siralanarak
yillara gore en yiiksek agirlikli toplama
sahip olan 40 sarkidan olusan sarki
listeleri  olusturulmus ve neticede
projenin odaklandigi yillar icin toplamda
400 birimden olusan bir orneklem elde
edilmistir. Doloayisiyla, bu calismadaki
evren 2007-2017 donemindeki popller
sarkilar iken, benzesik grup ise yukarida
bahsedilen  yontemle frekans ve
agirliklar hesaplanan ve toplam agirlik
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bakimindan en yuksek sayiya ulasan
sarkilan ifade eder.

Analizler ve Bulgular

Vokal Unsurlar

Muziksel analizler sarkilarin ses kayitlan
uzerinden yapilmistir.  Ses kayitlan
disinda herhangi bir gorsel referans
icermemektedir. Bu sebeple, vokal
unsurlar  belirleyen cinsiyet gruplan
olas1 bir toplumsal/kultirel cinsiyet
tanimindan bagimsiz, salt miiziksel
alanda ifade ettigi ses oOzelligi/
bolgesi lizerinden degerlendirilmis ve
belirlenmistir.

Tablo 1. Vokal unsurlarin cinsiyetlere gére dagilim

Tar %
Kadin 40.4
Erkek 52.6

Kadin grup | 0.3

Erkek grup 0.3

Karma 6.4

Vokal unsurlar agirlikli olarak herhangi
bir cinsiyet lizerinde yogunlasmis olmasi
ya da olmamasi gibi durumlar salt
muziksel ozelliklerden ziyade toplumsal/
kiltiirel baglamdaki yorumlar acisindan
kiymetlidir. Miziksel ozellikler agisindan,
vokal unsurlara dair yorumlamalar, olasi
birtakim capraz iliskilerin gozlenip
gozlenmedigi lizerine yogunlastiginda
faydali olabilir. Ornegin,

e Sarki tipleri acisindan kadin/
erkek/karma vb. gruplarin one
ciktig1 bir bulguya rastlanmamistir.

o Ezgi genisligi

(ilgili parametre

ileride  yeniden verilecektir),
her iki grupta da yakin sonuclar
vermistir.

Dolayisiyla, vokal unsurlar uzerinden
herhangi bir sarki tipinin ya da muziksel
ogenin belirginlestigi, “kadin ya da erkek
icraciyahas” olarak degerlendirilebilecek
bir bulgu s6z konusu degildir. Bu konunun
tek istisnasi, eksen sesidir ki bu da
cinsler arasi biyolojik/fizyolojik kaynakl
ses ozelliklerinin dogal bir sonucudur ve
ilgili parametrenin aciklandig1 kisimda
yeniden deginilecektir.

Sarki kayitlarinda ana icra unsuruna
(bu %93 oranla solo sarkicidir) eslik
eden yardimci vokal desteginin orani
%50.9’dur. Yardimci vokal unsurunun var
oldugu durumlan incelemeden once,
%49.1 oranla, sarkilarda yardimci vokal
olmamas1 goze carpar.

Tablo 2. Yardimci vokal destegi 6zellikleri

Tur %
Kosut 29.4
Dikey 20.9
Yatay 0.3
Heterofonik 0.3
Yardimci vokal yok | 49.1

Sarkilarin %50.9’luk boluminde yardimci
vokal destegine rastlanmistir. Yardimci
vokallerin %20.9’luk kismi, 3’lu ya da
6’l1 armonik araliklarla ana vokali takip
eden dikey ozellikler gostermistir. Ana
vokal partisinin paralel 3’li ve 6’li
araliklarla desteklendigi bu orneklerde
yardimc1 vokal coksesli dikey dokunun
bir parcasidir. Ancak, islevsel armonide
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oldugu gibi herhangi bir parti ylriyusu
ozelligi gostermezler; biiylik cogunlukla
ana vokal partisinin paralel bir yan-
uyusumlu aralikla takip edilmesinden
ibaret kalmislardir.

Tablo 2’de kosut olarak tanimlanan
yardimc1 vokallerin tamami ana vokal
partisini 1’li ya da 8’li araliklarla, kosut
olarak takip ederler. Bu ozellikteki
yardimci  vokallerin  orani, c¢oksesli
dokuyu kuvvetlendirici ozellikte olan
vokal desteginden daha yiiksek ¢ikmistir
(%29.4). 1’li ve 8’li araliklar tam-
uyusumlu araliklardir. Bir diger tam-
uyusumlu aralik olan 5’li araliginin
kosut bir bicimde kullanildig1 6rneklere
rastlanmamistir.  Dolayisiyla, tumiyle
tam-uyusumlularin ~ kosut  hareketi
uzerine sekillenen bir doku yaratma
egiliminden s6z etmek ya da konuyu bu
sekilde genellemek dogru olmayabilir.

Yatay ya da heterofonik olarak kabul
edilebilecek orneklerin oran1 oldukca
dusuktur. Bu ornekler sarkilar icerisinde
oldukca kisa pasajlar halindedir ve yatay
ya da heterofonik ozellikleri de yoruma
aciktir.

Ezgi Genisligi

Orneklemde yer alan sarkilarnin ezgi
genisligi ana vokal partisi lizerinden
belirlenmistir. Ana vokal partisinin
yayildigt en pes ve en tiz sesler
arasindaki bu mesafe kadin ve erkek
sesleri Uzerinden gosterilmistir. Zira,
karma vokal icralarin oldugu sarkilarda
(vokal partilerinin birbirlerini kosut
takip etmedigi orneklerde) her iki ses
tirliniin  genisleyebildigi ses sahasinin
ortalamanin oldukca ustinde ¢ikma
ihtimali vardir. Bu gibi Ornekler
disarida  birakilmistir.  Ezgi  genisligi
parametresinin temel amaci, populer
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bir sarkidaki ana vokal partisinin ezgi
genisliginin ortalama degerlerine
ulasmaktir.

Tablo 3. Ezgi genisliginin cinsiyetlere gore dagilimi

Tar Genislik
Kadin (solo) | 13 ses
Erkek (solo) | 13 ses
Daha oOnce Dbelirtildigi gibi, ezgi

genisligi konusunda kadin ya da erkek
icracilara ozel bir sonu¢ ya da bulguya
rastlanmamistir. Ortalama ezgi genisligi
13 ses (13 yarim ses) kadardir. Bir
sekizli (oktav) mesafenin yarim ses
Uzerinde olan bu saha, ozellikle inici
ya da c¢ikici-inici tipteki seyir ozellikleri
acisindan yeterli olsa da modulasyon,
transpozisyon ya da makamsal/modal
genisleme gibi teknikler icin her zaman
yeterli olmayabilir. Dahasi, s6z konusu
ezgi genisligi her sarkida aynmi oranda
doldurulmamaktadir. Ornegin birtakim
sarkilarda 5. ya da 6. dereceden 12. ya
da 13. derece yapilan ani sicramalar da
ezgi genisligine dahil edilmistir.

Bu kissmda genel bir degerlendirme
yapilacak olursa,

e 13 seslik ezgi genisliginin eksen
sesinin pes bolgesine genisleme
ozelligi nadirdir.

e Yeden sesinin kullaniminin da ayni
Olcide nadir olmasi ilgi cekicidir.
Yedenli ezgiler, blyiik cogunlukla
eksen sesinin pes bolgesine yapilan
genislemeler icerisindedir.

o Ozellikle nakarat bélmelerini ezgi
genisligi baglaminda belirleyen iki
temel ozellik gozlenmistir:
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o Cogunlukla 5. derece odakli ve
inici ozellik gosteren yapilar

o Eksen cekirdegi bolgesindeki
stabil ya da dongusel yapilar

Ezgi yoni ile ezgi genisligi arasinda
herhangi bir iliskiye rastlanmamstir.
Zira, 5. derece bolgesi ya da 1 sekizli
genisligi inici ya da cikici-inici tipteki
seyirlere halihazirda olanak vermektedir.
Bunlara karsin, soz konusu ses sahasini
artinci etkenler su sekilde siralanabilir:

e Makamsal / modal
bolgelerinin olmasi;

genisleme

o Ozellikle B bdlmesi (cogunlukla
nakaratlara denk diusmektedir)
sonrasi yeni bir muzik duslincesi
barindiran donis ya da gecis
kopruleri;

¢ Modilasyonlar ve transpozisyonlar.

Ezgilerin Konturu

Ana vokal partisindeki ezginin seyir
ozellikleri (yonii) bu parametre baslig
altinda incelenmistir. Statik olarak
kabul edilen ezgiler, daha once ezgi
genisligi kisminda da belirtildigi lizere,
bilhassa nakarat bodlmesinin yuksek
oranda tekrar ettigi ve ana vokaldeki
ezginin eksen cekirdegi  bolgesi
icerisinde olan ezgilerdir. Bunlarin yani
sira rap/hip-hop vb. tirlere yakinlik
gosteren tipteki sarki ezgileri de buyuk
oranda statik oOzellik gostermistir.
Atlamali ezgiler, cogunlukla bir ezgi
ahenginin gozlenmedigi; eksen, 5’li
vb. bir bolge icerisinde dongusel
olmayan ve anlik sicramalarin, geri
donislerin sik goriildigl ezgi tipleri
icin kullanmilmistir.

Tablo 4. Ezgilerin konturu

Tur %

Statik 17.6
Atlamali 0.7
inici 64.4
Cikici 11.4
inici-Cikici 1.3
Cikici-Inici 4.6

Ezgi konturu baglaminda en baskin tip
inici ezgilerdir. inici 6zellik makamsal
ya da modal birtakim geleneksel
ozelliklerle de iliskilendirilebilir. Zira,
ezginin seyri makamsal izler tasiyan
muzikler icin oldukca belirleyici bir
etkendir. inici seyirlere Tirk miizigi
makamlarinin  cogunda  rastlamak
mumkindir. Bu sebeple, konuyla
ilgili  bulgular makam ve modal
ozelliklerle ilgili  parametrelerin/
bulgularin acgiklandigi kisimda da
destekleyici nitelikte olacaktir. Bu
analiz parametresinde %64.4 oraninda
karsilasilan inici ezgi tipi cogunlukla
5. derece ve oktav (eksenin oktavi)
bolgesini hedef alan ve bu bdlgelerin
vurgulanmasini takiben eksene ya da
eksen bolgesine inen ezgi tipidir.

Melizmatik ve Silabik Ozellikler
Ana vokal partisinde karsilasilabilecek
melizmatik  oOzellikler yerel miuzik
sermayesi  ile iliskisi  bakimindan
onemlidir. Sesli ile biten hecelerin
belirli bir oranda farkli notalar boyunca
uzatilmas1 gerek Tirk halk miiziginde
gerek klasik sarki turlerinde sk
karsilasilan bir durumdur. Bunun yam
sira, muhtemeldir ki melizmatik yap1 tum
bir makam miizigi cografyasinin ve yine
Dogu menseli erken Hristiyan miiziginin
tipik ozelligi arasinda goriilebilir.
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Tablo 5. Melizma

Tur %

Melizmatik 20.8

Silabik 79.2
Oncelikle, orneklerde  karsilasilan

melizmalarin uzunluk oranlarinin ya da
ezgilerdeki melizma yapma egiliminin
aynm olmadigimm vurgulamak gerekir.
Birebir geleneksel melizmatik ozelliklere
rastlamak guctur. Ancak, hecelerin
uzama egilimleri nispeten daha kisa olsa
da sarkilarda rastlanan bu gibi vokal
kesitler melizmatik olarak isaretlenmis
ve %20.8’lik bir oranla karsilasilmistir.
Orneklemi olusturan sarkilardaki vokal
partisi ezgilerinin yaklastk  1/5’inde
melizmatik  egilimler  belirlenmistir;
ancak bu egilim, geleneksel
referanslardaki melizmalar kadar gorece
uzun ya da yogun degildir. Sarkilarda
silabik tiir hakimdir. Heceler ve notalar
arasindaki oran birbirine yaklastikca,
dogal bir bicimde sozciik sayis1 ya da
tekran da artmaktadir. Baska bir deyisle,

o Silabik ozellikler arttikca sozcik
sayis1 ya da sozcuklerin tekrar
orani da artar.

¢ Melizmatik ozellikli sarkilarda daha
az sozcuk ya da sozcik tekran soz
konusudur.

Ritmik Ozellikler

En basit anlamiyla ritim, zamanin
parcalara bolunmesidir. Bu bolunmenin
sekline gore Uc cesit ritimden soz edilebilir:

e Esit duzenli ritim: Zamanin esit
uzunluklara bolunmesiyle olusur
(6rnegin metronomdan isittigimiz
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esit uzunluktaki sesler).

¢ Esit Olmayan Duizenli Ritim: Zamanin
degisik uzunluklara bdéliinerek
bir duzen olusturmasiyla olusur.
Temelinde yine esit dizenli bir
ritim vardir. Muzikte kullamlan
ritmin turi de genel olarak
esit olmayan duizenli ritimdir.
Gerek halk muzikleri gerek sanat
muziklerindeki geleneklerin
estetik anlayisi icerisinde, seslerin
inici-cikici ahengi ya da fonksiyonel
etkiyle olusan simetri, icerisinde
rahatlikla duyumsanan esit duzenli
ritmin bulundugu ezgileri meydana
getirmistir.

e Dizensiz Ritim: Zamanin belli
bir duzen gozetmeden, rasgele
bolinmesiyle  olusan  ritimdir.
Muzikte duzensiz ritme seyrek
rastlanmir. Ses miziginde, konusur
gibi  soylenen baz1 resitatif
bolumler, uzun hava, bozlak, maya
gibi olcuye gelmeyen bir ritimle
soylenen halk ezgileri, baz1 20.
ylizy1l yapitlarinda gorebilecegimiz
dogactan calinan yerler vb.
diizensiz ritimle karsilastigimiz
muziklere ornektir.

Ozellikle diizensiz ritimli 6rnekler, diger
parametrelerde bahsedilen yerel muzik
sermayesi ile iliski baglaminda onemli
bulunmustur. Zira yerel miziklerde
taksim, uzun hava, maya vb. gibi dizensiz
ritimli muzik orneklerine de rastlanir.
Bu sebeple, asagidaki tabloda diizensiz
ritim orani sifir olsa da gosterilme geregi
duyulmustur.
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Tablo 6. Ritmik 6zelliklerin dagilim

Tur %
Esit olmayan duzenli 98.8
Dizensiz 0
Karma 1.2

Esit olmayan duzenli ritmin cok yuksek
oranda ¢ikmasi beklenen bir durumdur.
Bu ritim tird halihazirda miizigin
temel ritmidir. Ancak, Sadece diizensiz
ritimden olusan herhangi bir ornege
rastlanmamistir.  Esit olmayan duzenli
ritim ve duzensiz ritmin beraber
kullanildigr  ornekler %1.2 ile sinirl
kalmistir. Ayrica, buralardaki duzensiz
kesitler de oldukca sinirlidir; tamam giris
kesitlerinde ya da tum bicimin tamamen
tekrar ettigi yapilarda A bolmesinin
(kitalarin) onunde yer almislardir.

Olcii

Sarkilarin  genel  karakterleri  ve
egilimlerin tespiti acisindan en onemli
parametrelerden biri olcu ozellikleridir.
Gerek vuruslarin gruplanmas1 gerekse
vuruslarin  bolunme yapis1 acisindan,
olculer birbirlerinde farkli yapilara
sahiptirler. Buna gore olculer iki ayn
simfta tanmimlanirlar:

e Vurus sayilarina gore:
e iki vuruslu dlcliler (2/4, 2/8 gibi)
o Uc vuruslu odlciiler (3/4, 3/8 gibi)

e Dort vuruslu olculer (4/4, 4/8
gibi)

¢ Vuruslarin bolunmelerine gore:

« ikiserli dlciiler (ikiserli vuruslardan

olusan 2/4, 3/4, 4/4 gibi olculer)

o Ucerli olciiler (Ucerli vuruslardan
olusan 6/8, 9/8, 12/8 gibi olculer)

e Aksak olculer (Vuruslarinin
bazilan ikiserli, bazilan ucerli olan
7/8, 9/8 gibi olcller)

Bir 6lcliyli dogru sekilde belirleyebilmek
icin yalmzca kac vuruslu oldugunu ya
da yalmzca vuruslarin bolunme yapisini
bilmek yetmeyecek, ikisini de bilmek
gerekecektir. Yukarida belirtildigi gibi,
olculer vurus sayilarina gore iki, U¢ ve
dort vuruslu olabilirler. Asagidaki tabloda
cikan oranlar bu ol¢u tanmimi Uzerinden
degerlendirilerek ortaya ¢ikmistir.

Tablo 7. Olcii
Tur %
2 vuruslu 2’serli 0.3
4 vuruslu 2’serli 92.5
2 vuruslu Aksak 1
2 vuruslu 3’erli 6
3 vuruslu Aksak 0.3

Yukandaki tablodan da anlasilacag lizere
sarkilarin %92.5’inde 4 vuruslu ikiserli olcu
tipinin hakim oldugu gorilmiistir. Ayrica,
2 vuruslu 2’serli olculer de aym olcu
yapisinin bir turevidir. Ancak, sarkilardaki
kicuk bicim ogelerinin yapis1 buyuk
cogunlukla 4 vuruslu gruplara uygundur.

Diger yandan, ozellikle aksak oOlciilere
rastlanma oranimin  dusuk  c¢ikmasi
dusundurucudur. Tipki ritim konusunda
oldugu gibi olcli konusunda da yerel
muzik sermayesiyle olan iliski, en
azindan aksak olciiler baglaminda zayif
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gorunmektedir. Aksak olcu yapist %2’nin
altindadir.

Bir diger goze carpan bulgu, 3 vuruslu
2’serli olcu tipine hic rastlanmamis
olmasidir. Yine de sarkilarn dans karakteri
acisindan buna en yakin olcu tipi olan 2
vuruslu 3’erli olculer %6 oraminda tespit
edilmistir. Bu olcu tipine yerel muziklerde
de rastlamak mumkundur.

Tempo

Turlne, enerjisine ya da dizenleme
tarzina bakilmaksizin sarkilarin aritmetik
ortalama temposu 101 metronom?® olarak
bulunmustur. Genel olarak bakildiginda
orta hizda gorulebilecek bu tempo
elbette ki farkli islevler, farkl turlerdeki
sarkilar arasinda ayrica degerlendirilmeli
ve ortalama ona gore alinmalidir.

Tempo ortalamalarinin en dogru sekilde
yorumlanabilmesi acisindan karakterlerine
gore sarkilar tiplere aynlmistir. Bu tipler
dusuk, orta ve yuksek tempolu olarak ¢
gruba ayrildiginda her bir grup icin ortaya
cikan ortalamalar su sekildedir:

Tablo 8. Tempo ortalamalan (aritmetik)

Tur Ortalama

Disik 78

Orta 89

Yiuksek 111
Diger yandan, tempo Olciimlerini
farkli ortalama tirleri (medyan ve

4 Bu konu sonu¢ boluminde ayrica ele alinmistir.
Sarkilar icerisinde 4 vuruslu 2’serli olarak gorilen
birtakim dlciilerin baglayici ritmik 6gelerinin 3 vuruslu
aksak ozellikler gosterdigi goriiliir. Ancak, buna ragmen
bu gibi sarkilardaki olcu yapilarn “aksak” olarak
siniflandirilmamistir.

5 Dakikadaki vurus sayisini belirtmek icin BPM (Beats
Per Minute) yerine metronom (MM) terimi tercih
edilmistir.
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mod) agisindan degerlendirmek de
mimkiindir. Ornegin, yukandaki ¢

tempo gurubunda ortanca
tempolar asagidaki gibidir:

(medyan)

Tablo 9. Ortanca tempolar

Tur Ortalama
Dusuk 78

Orta 88
Yiksek 115

Bunlarin yam sira, bir diger ilgi cekici
bulgu, soz konusu tempo gruplan
arasinda en sik kullanilan tempo sayilan
Uzerinedir. Bazi tempo sayilarina,
digerlerine oranla sik rastlanmistir. Bu
asamada, tempo olcumlerinin bilgisayar
yazilim1 destegi ile hassas bir sekilde
tespit edildigini vurgulamakta fayda
vardir. Asagidaki lic tempo grubunda en
sik rastlanan tempo sarkilarin studyo
ortaminda belirlenen temposunun birebir
aynmisidir. Genis bir say1 dizisi icerisinde,
tek bir tempo sayisinin one ¢ikiyor olmasi
distuindiriicidur. Oyle ki, bu durum
endustriyel uretim kaygilan icerisinde
belirli bir tip ya da enerjideki sarkilarin
spesifik bir sayiya (tempoya) hassas bir
sekilde ayarlandigini, konuyla ilgili bir
bilincin, egilimin oldugunu gosteriyor
olabilir. Buna gore, uc tempo gurubunda
en sik rastlanan tempo sayilar ve grup
icerisinde kullamlma oranlar soyledir:

Tablo 10. Sik kullanilan tempolar

Tur Mod %
Dusuk 78 11
Orta 92

Yiksek 128
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Tempo Degisimi

Tempo degisimi, tipki modiilasyon konusu
altinda deginilecegi gibi bolmeler ya da
mizik duslinceleri arasindaki uzakligin
ya da bu gibi ogelerin cesitliliginin
belirlenmesinde onemli bir etkendir.

Tablo 11. Tempo degisimi

Tar %

3.5
96.5

Tempo degisimi var

Tempo degisimi yok

incelenen sarkilarin biiyiik
kisminda (%95.5) tempo degisimine
rastlanmamistir.  Degisimin  oldugu
sarkilarda ise genellikle giris
bolmelerindeki kisa calgisal kesitler
etkili olmustur. Sarkilarin temel bicim
ogeleri ve miuzik dusunceleri agisindan
belirgin bir tempo kullanimi, degisimi ya
da cesitliliginden bahsetmek giictdir.

Eksen (Karar) Sesi

Eksen sesi ile ilgili incelemeler
genel ortalamanin yanm sira kadin ve
erkek ses gruplarinin yogun olarak
kiimelendigi perdeleri belirtecek
sekilde de yapilmistir. Oncelikle, bu
iki ses gurubunun biyolojik/fizyolojik
ozellikler bakimindan farkli perdelerde
yogunlasmis olmasi gayet dogaldir. Diger
yandan, her iki ses gurubu arasinda, soz
konusu farkliliklar bakimindan 1 sekizli
mesafenin oldugunu da belirtmek yerinde
olacaktir. Oyle ki, kadin ses grubu bolgesi
orta sekizli, erkek ses grubu bolgesi
ise kiicik oktav agiriklidirt. Asagidaki

6 Sekizlilerin isimlendirilmesi konusunda kansiklik
yasanmamas1 adina orta sekizlideki perdelerin aym
zamanda (farkli gosterim sistemlerinde) 4. sekizli
(0rnegin orta La icin La4 ya da A4), kiiciik sekizlideki
perdelerin ise 3. sekizli (6rnegin kiicik La icin La3 ya
da A3) seklinde gosterildigini belirtmekte fayda vardr.

tabloda perdeler sirasi ile verilirken
oranlar siralanmamistir.
Tablo 12. Eksen sesi
Perde Genel % Kadinlarda Erkeklerde
La 13.6 10.1 144
Lakt / Sib 6.3 7.2 6.1
Si 133 14.4 11.7
Do 9.0 5.8 10.6
Do#/Reb | 4.2 5.8 33
Re 72 10.1 44
Ref/Mib | 3.0 36 2.8
Mi 10.2 5.8 12.8
Fa 114 15.1 7.2
Fa#/Sob | 5.4 5 7.8
Sol 6.9 6.5 8.3
Solt/Lab | 9.3 10.8 8.9

Oncelikle géze carpan bulgu La bélgesinin
hem kadin hem de erkek gruplari icinde
baskin oldugudur. Kadin ses grubunda en
yuksek oran Fa olarak goziikse de La’nin
yarim ses pes (Sol# / Lab) ve 1 ses tiz (Si)
uzakligi, yani La odakli bu bolge belirgin
bir sekilde baskindir.

Diger yandan, erkek ses grubunun agirlikli
kullandigi eksen perdesi La olarak ¢ikmis
olsa da Si, Do ve Mi perdelerinde de
yogunluk oldugu goze carpar. Ozellikle
Mi perdesinin %13’e yakin oranda sonuc
vermesi ve bu bakimdan en baskin kadin
grubu eksen perdesine cok yakin olmasi
ilginctir.

Bilhassa, sekizli asirn ezgi genisligi
olan sarkilarda Mi ekseni erkek vokal
icras1 acisindan zorluklar icerebilir;
ancak, boylesi durumlarda ozellikle
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orta sekizlideki Re bolgesi erkek
ses Ozelliginin en parlak ve baskin
duyuldugu alana denk diismesi
acisindan avantajli gorilebilir. Konuyla
ilgili bir diger olasiik, genisleme
bolgeleri ile ilgilidir. Ornegin, pes
bolgede genisleyen bir ezgi tipinde,
eksen perdesinin gorece daha tiz bir
bolgede belirlenmis olmasi olagan bir
durum olarak tahmin edilmektedir.

Eksen Cekirdegi

Eksen cekirdegi sorgusu sarkinin tonal,
modal ya da makamsal olup olmadigina
bakilmaksizin, herhangi bir dikey esligin
tespit edilmesi durumunda (Bkz. Tablo
22’de dikey eslikli sarkilarin oram)
eksen bolgesindeki akor cekirdeginin
tespit edilmesidir. Bu baglamda yapilan
incelemeler neticesinde su oranlarla
karsilasilmistir:

Tablo 13. Eksen cekirdegi

Tar %
Major 7.3
minor 92.7

Sarkilardaki minor cekirdek egilimi
goriildigli lzere oldukca baskindir.
Onemle belirtmek gerekir ki s6z konusu
oranlar herhangi bir tonal iliski ya
da tonalite unsuru olup olmadigina
bakilmaksizin belirlenmistir. Bunu
mumkin  kilan en etkili gosterge
bilhassa dikey eslik iceren sarkilardaki
akor vyapilandir. Orneklemi olusturan
sarkilardaki eksen akorlar gozlenmistir.
Boylesi  bir  referansin  olmadig
durumlarda (Bkz. Tablo 22) ise kullanilan
dizi  ozellikleri  (araliklar1)  temel
alinmstir.

Minor cekirdekli gurubun aym zamanda
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minor tonalitede olanlarinin oranm ise
%19’dur. Diger yandan major cekirdekli
sarkilar icerisinde major tonalitede
olanlarin oram %12’dir. Major tonalitede
olmayip, major eksen cekirdegi olan
%88’lik grubun ise hicaz makaminda
oldugu tespit edilmistir. Zira, hicaz
dizisinin 3. sesi (ya da 3. derecesi) olan
do# ile eksen sesi olan La aras1 buyuk
ucludur.

Sarkilardaki minor eksen cekirdegi
baskinliginin 6nemli bir sebebi olarak,
yine yerel muzik kulturd Uzerinden
edinilen modal ya da makamsal dizilerin
cogunlugunun 3’lilerinin kiciik (minor)
olmasi ornek gosterilebilir.

Modal Kullanimlar

Modal yapiyla ilgili incelemeler ilging
sonuclar vermistir. Bu noktada altinin
cizilmesi gereken konu, modal ya da

makamsal ayriminin  nasil  yapildig
Uzerinedir. Tiurk mizigi teorisinde
gecmisten gunumize c¢okca makam

tarifi yapilmisti. S0z konusu tarifler
genellikle ana diziyi olusturan 4’lu ve
5°li diziler; ana dizinin genislemesini
saglayan durumlar; karar (eksen) ve
guclu perdeleri ile ilgili ozellikler ve
seyir ozellikleri uzerinde durmuslardir.
Bu noktada, dizisel ozelliklerden daha
ziyade karar ve glclu perdeleri ile seyir
ozellikleri, bu calismada mod-makam
ayrimi acgisindan belirleyici olmustur.

Ozellikle seyir ile ilgili en belirgin
tariflerden  birini  Abdulkadir  Tore
yapmistir. Tore’ye gore “Her makam
kendi skalas1 icinde kalmakla birlikte
bu skaladaki sesleri kendine mahsus bir
seyir ve eda ile kullanir. iste, cesni budur.
Araliklan ve seyirleri birbirine benzeyen
iki makam ancak cesnileri incelenerek
ayirt edilebilir” (Akt. Kutlug, 2000,
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s. 77). Buradan da anlasilacag lizere
dizisel benzerlikler makam tarifi ya da
siniflandirmasi icin yeterli degildir. Aym
diziyi kullanan birkac makam olabilir.
Ayni sekilde, ayn diziyi kullanan ve ayni
seyir ozelliklerini barindiran muzikler de
cesnileri bakimindan farkli makamlarda
olabilirler. Dolayisiyla, s6z konusu bu
tarifler neticesinde,

e Karar sesi ve guclu ozellikleri;
« Seyir sekli ve
e Cesnileri

bakimindan ilgili makam tariflerine
uymayansarkilaricinmodalsiniflandirmasi
uygun gorulmustir. Ancak, tam olarak
makam tarifini karsilamasa da kullanilan
dizisel ozelliklerin hangi makama daha
yakin oldugunun goriilebilmesi acisindan
asagidaki tabloda da fark edilebilecegi
uzere modal tipler makam isimleri ile
gosterilmislerdir.

Tablo 14. Mod kullanimi

Mod %
Yok 26.0
Kardi/Frigyen tipli 40.6
Hiseynf tipli 2.9
Doryen 29.8
Mindr pentatonik 0.6

Kiirdi” ya da frigyen tipli olarak belirlenen
modal yap1 ornekler icerisinde en baskin

7 Sekizlilerin isimlendirilmesi konusunda karisiklik
yasanmamas! adina orta sekizlideki perdelerin ayn
zamanda (farkli gosterim sistemlerinde) 4. sekizli
(ornegin orta La icin La4 ya da A4), kiiciik sekizlideki
perdelerin ise 3. sekizli (6rnegin kiiciik La icin La3 ya
da A3) seklinde gosterildigini belirtmekte fayda vardir.

olanmidir. Hatta, modal olarak tespit
edilmis ornekler arasinda bu dizinin
gorilme oram %55’tir. Bu durum, dizisel
olarak orneklemi olusturan sarkilarin
yerel miizik sermayesi ile olan yakin bagi
acisindan onemlidir.

Diger yandan, s6z konusu dizinin islenis
bicimi Kiirdi makam (Kiirdi dizisi icin bkz.
Sekil 52) tariflerindeki genel cerceveye
cogunlukla uymamaktadir. Elbette ki
populer bir sarkida ya da endustriyel
bir Uretimde makamsal oOlcutlerin goz
onine alinmast beklenemez; ancak
makamsallik ol¢utleriyle ilgili bu durum,
s0z konusu kullanimin makamsal olarak
kabul edilmesini de guclestirmektedir.
Bunun yerine, geleneksel Tiirk miziginin
makamsal etkilerinin  bir  sonucu,
gostergesi oldugu tespiti daha dogru
olabilir.

Bu noktada, ilgili dizinin neden Kirdi
makam ile tam olarak eslestirilemedigi
tzerinde durmakta fayda vardir.
Oncelikle, orneklerdeki ezgiler seyir
bakimindan ilgili makamin tarifiyle
hemen hemen hi¢ uyusmamistir. Bir kiirdi
makami seyrinde, ezginin La perdesi
uzerinden baslamasi; Re perdesini
belirginlestirmesi; Do Uzerinde asma
karar yapmasi ve ozellikle yeden sesi olan
Sol’uduyurmasi gerekir. Ancak, incelenen
sarkilardaki ezgilerin seyirlerinde bu gibi
egilimlerin ya hicbirine rastlanmamistir
ya da ezgiler seyir bakimindan oldukca
kisith ve muglak oldugundan tutarli bir
cikarimda bulunmak mumkun olmamastir.
Yizde 90’1na yakini inici seyir yapan bu
sarkilarin bircogundayeden sesinin dahi
kullanilmadig1 goriilmuistdir.
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Sekil 1. Kirdi dizisi

Bir diger gbze carpan konu, kirdi
makaminin  Tirk miizigi geleneginde
cokca ragbet gormeyen bir makam oldugu
tespitidir. Kutlug, konuyla ilgili olarak
sunlan soyler: “Bugiin elimizde Kiirdi

makamindan cok az eser vardir. Tanburi
Refik Fersan, makami canlandirmak icin
bir pesrev yapmissa da musikiciler bu
makami nedense pek kullanmamislardir”
(Kutlug, 2000, s. 160).

4

[ Fan ) r J

o *

Sekil 2. Frigyen modu

Diger yandan, kiirdi dizisine oldukca
benzeyen frigyen modu (Sekil 53), islenis
bakimindan cesitli muzik kulturlerinde
farkliiklar gosterse de ozellikle orta
cagdan giinimiize kadar sikca kullanilan
modlar arasinda olmustur (Powers, 2001,
s. 634). S6z konusu modal yapinin ispanyol
muziklerinde de sikca kullanilmasi, hatta
ispanyol halk miiziklerinin endiistriyel
muzik alaninda da kendine yer etmis
olmas1 ayrica irdelenmesi gereken bir
durumdur.

Makam Kullanimi
Makamsal ozellikler ve makamsal ogelere
dair bulgular, modal kullanim bolimunde

Hicaz 4'lusu

bahsedilen cekinceler sebebiyle simirli
kalmistir.  Dolaysiyla, literaturdeki
makam tariflerine en cok benzeyen
ornekler secilmeye calisitmistir.

Tablo 15. Makam kullanim

Makam %
Yok 92.1
Hicaz 5.8
Huseyni 1.5
Ussak 0.9
Mindr pentatonik 0.6

=—fe

[ |
#9 o O 45'_1#. S

L) |

Rast 5'lisi

Sekil 3. Hicaz makami dizisi
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Ornekler icerisinde en sik rastlanan
hicaz makami (Sekil 54) makam tarifi
bakimindan en uyusumlu 6rnek olmustur.
Makamin seyri, genislemesi, karar ve
glclu perde ozellikleri bu uyusuma
cikici, bazen de cikici olarak belirtmis;
dizinin hem tiz hem de pes taraftan
genisleyebileceginin altim cizmis
ve glclu perdesi olarak Re’yi ifade
etmistir (Ozkan, 1994, s. 140). Soz
konusu uyusumun bir diger sebebi de
perdeler, daha dogrusu perde sistemidir.
Orneklemi olusturan sarkilarin  biiyiik
cogunlugu, hicaz icerenlerin ise tamami

Hicazda kullanilan perdeler, hiiseyni
ya da ussak gibi makamlara nispeten
tampere sistemdeki perde frekanslarina
daha yakindir.

Hiseyni ve  ussak  makamlarinin
ornekler icerisindeki toplam oranm %2.4
olarak belirlenmistir. Bu durum, ses
sistemi bakimindan onemlidir. Zira, bu
makamlardaki baz1 perdeler frekans
olarak hicazdaki gibi tampere sistemin
perdelerine yakin degildirler. Her iki
makamin ikinci derecesi olan Si koma
bemoll (segah perdesi) bu makamlar
icin oldukca karakteristiktir.

tampere sistemde icra edilmistir.
Ussak 4'lusu
| | -
= | L A
‘9 P < N
© |
Baselik 5'lisi
Sekil 4. Ussak makami dizisi
Diger yandan, dizisel olarak hiiseyni disilmis bir makamdir.  Ornegin,

ve ussak makamlarnn  birbirlerine
benzemektedir. Ancak, makamsal
miizigin diger temel 6zellikleri sebebiyle
birbirlerinden ayrilirlar. Ornegin, ussak
makaminin (Sekil 55) guclu perdesi Re
iken, hiiseynide Mi’dir. Ayrica ussak
makami cikici bir seyir yaparken, hiiseyni
inici-cikic1 bir seyir karakteri gosterir.

Hiiseyni makam (Sekil 56) gerek klasik
Tirk mizigi gerek Tirk halk miizigi
acisindan sikca karsilasilan ve yer yer
teorik calismalarda oldukca uzerine

Huseyni 5'lisi

Kemal ilerici ana dizi olarak belirledigi
hiiseyni makaminin bitiin Tirk dizilerini
barindirdigini; halkin sevdigi, begendigi
uzun ve kirnk havalarin ¢ogunlugunun
hiiseyni oldugunu soylemektedir (ilerici,
1981, s. 1). ilginc bir sekilde, yine
benzer bir yaklasim ile Kantemiroglu da
edvarinda hiiseyni makaminin oldukca
onemli oldugunu, hatta, hiiseyniyi diger
tim makamlardan degerli buldugunu
ifade etmistir (Kantemiroglu, 2001, s.
62).

<

2) g" —

%Ii-'

[Y)

Ussak 4'lus

Sekil 5. Hiseyni makam dizisi
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Tonalite

Eksen sesi basligi altinda gerek kadin
gerek erkek icracilarda La bolgesinin
baskinligindan bahsedilmisti. Major/
minor tonalitesi icerisinde oldugu
belirlenen sarkilarda da bu bolge
agiriklidir. Ancak, burada La’dan Fa
diyeze kadar uzanan bolgede hemen
hemen esit bir dagiim gorilmistdir.
Ton merkezlerinin genellikle diyatonik
sesler Uzerinden gitmesi ilgi cekicidir.

Diger yandan, bir sarkinin Major/minor
tonalitesinde olup olmadiginin, diger
bir deyisle tonal olup olmadiginin ayrica
netlestirilmesi gerekebilir. Burada esas
alinan olcutlerin basinda tonal dizi
icerisindeki hiyerarsi ve buna bagl
olarak olusan armonik yapi1 onemlidir.
Ceken (dominant) akoru bolgesinin
belirginligi, eksene (tonic) baglanis
bicimleri; kalis (kadans) ozellikleri
soz konusu olcutleri belirleyen baslica
unsurlardir.

Eslik yapisi basligi altinda da goriilecegi
uzere dikey (armonik) eslik, sarkinin
tonal olup olmamasindan bagimsiz
olarak baskindir. Ancak, tonal olarak
kabul edilebilecek sarkilara da bir
o kadar az rastlanmistir. Bu durum,
akorlar arasindaki tonal iliskinin de
az oldugunu gosterir. Bunun bir diger
gostergesi, Tablo 17 ve 20’de gosterilen
eksen kaymasi vemodulasyon
oranlandir.
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Tablo 16. Ton

Ton %
Lab minor 1.6
La minor 11.3
Si Major 1.6
Sib Major 1.6
Si minor 16.1
Do Major 1.6
Do minor 11.3
Re minor 14.5
Mi minor 12.9
Fa# min6r 11.3
Fa minor 6.5
Sol Major 1.6
Sol minor 8.1

Tipki eksen cekirdegi konusunda oldugu
gibi, tonal olarak kabul edilebilecek
sarkilarda da minor tonalitenin baskinligi
goze carpar. Tonal sarkilarin sadece
%13’U majordur.

Eksen kaymasi, yine tonal iliskiler
bakimindan sikca kullanilan bir terimdir.
Ancak, bu arastirmadaki kapsami
tonal olmayan sarkilari da ele alacak
sekilde duslintilmustir. Bilindigi Uzere,
modulasyon en temel tanimiyla, bir
tondan baska bir tona gecisi ifade
eder. Ancak, bu gecis ayn1 zamanda
kalislar yoluyla ya da yeni eksen sesini
oldukca vurgulayacak bir yapi1/kurgu
ile dinleyicinin kulagim yeni bir tona
hazirlamalidir. Baska bir deyisle, kulagin
tam olarak yeni eksene alismadigi ya
da ezginin, coksesli dokunun boylesi
bir bicimde kurgulanmadig1 gecici ve
nispeten kisa kesitler eksen kaymasi
olarak degerlendirilmistir.
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Tablo 17. Eksen kaymasi

Tur %
Eksen kaymasi yok 68.2
Eksen kaymasi var 31.8

Ton basligi altinda mizik disiinceleri

arasindaki uzaklasmadan ve
modulasyonun  buradaki  oneminde
bahsedilmisti. Eksen kaymalan bu

konuda ton degisimleri kadar 6nem arz
etmese de ezgi yapilan ve ezgi seyrinin
genel egilimleri hatta cokseslenmesi
bakimindan fikir vericidir. Yukaridaki
tablodan da  anlasilacag uzere
sarkilarin 1/3’Unden az1 eksen kaymasi
icermektedir.

Genel Bicim

Sarkilarin genel bicim yapisi buyuk oranda
birbirine benzemektedir. Bu benzerligin
baslica sebebi “kita+nakarat” duzeninin
oldukca baskin olmasidir. Baska bir
deyisle, sarkilarin bliyiik cogunlugunda
sadece iki farkli temel muzik dusuncesi
vardir ve bu da “AB” seklinde bir
bicimtipi ortaya ¢ikarmaktadir.

Tablo 18. Genel bicim semalan

Bicim %
AB 93.8
ABC 4.9
AAA 1.2

Ozellikle halk miiziklerinde sikca gériilen
AAA semasi en az rastlanan bicim turu
olmustur. Diger yandan, ABC semasindaki
C bolmesi her sarkida aynm karakterde
ya da gorevde degildir. C bolmesinin

yeni bir muzik dustincesi olarak kabul
edilebilecegi sarkilar kisithidir. Bu gibi
C bolmeleri Amerikan popller sarki
formu (AABA) ya da Ballad Form olarak
da bilinen 32 olculuk sarki formundaki
C bolmesine (Middle-8) benzer. Bunlarin
bazilarindaki C bolmeleri, B bolmesinden
sonra A'ya doniis saglayan bir donis
koprusu gorevini Ustlenmislerdir.

Yardimci Bicim Ogeleri

Orneklemi olusturan sarkilarin yardimci
bicim dgeleri acisindan cok zengin oldugu
soylenemez. Sarkilarin  %65.7’sinde
yardimc1  bir gorev Ustlenen bicim
ogesine rastlanmamistir. Bu noktada, so0z
konusu “yardimci” taniminin Uzerinde
durmakta fayda vardir. Bu calismada, bir
bicim ogesinin temel/genel/ana bir oge
olarak tammlanabilmesi icin kendine
0zgl, belirgin bir muzik dustncesini
barindirmasi olcuti uygun gorulmustur.
Buna gore, asil muzik dusuncelerini
tekrar etmeyen ancak onlara yardimc
gorevler ustlenen bicim ogeleri “yardimc
bicim ogeleri” olarak tammlanmistir. S6z
konusu gorevler su sekilde aciklanabilir:

e Hazirlayicn ogeler (Nakarat-onu
[pre-chorus]ve giris [introduction])

e Baglayici/Birlestirici ogeler (Koprii
[Bridge])

o Pekistirici ogeler (Cikis [Outro],
Kuyruk [Coda] ve tum gelistirme
bolmeleri)
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Tablo 19. Yardimci bicim ogeleri

Oge %
Nakarat-onu 16
Kopri 10.2
Giris 6.3
Cikis/Koda 1.8
Yardimci oge yok 65.7

Yardimc1 bicim ogeleri arasinda en cok
one cikan nakarat-onu (pre-chorus)
ogesidir. Sarkilarin geneline hakim olan
AB bicim semasinda B’nin (nakaratin)
hazirlanmasi; B’deki yogunluk, yiksek
enerji ve hareket oncesi bir beklenti,
hazirlik yaratilmasi bu ogenin gorevidir.
Nakarat onu bir bakima gecis koprusu
olarak da dusunilebilir; ancak, gecis
koprulerinin gorevi, iki farkli muzik
diistincesini birbirine baglamaktir. Zira,
iki dusunce arasinda buyuk bir uzaklik
(ritmik, tonal vs.) s6z konusu degilse,
aradaki kopriiniin de cogunlukla islevsel
biryaniolmayacaktir. Dolayisiylanakarat-
onu ogesi, gorevi/islevi bakimindan
“baglayici/birlestirici” olmaktan c¢ok
“hazirlayici/caginci” bir 6ge olarak goze
carpar.

Diger yandan, baglayici ya da birlestirici
olarak kabul edilen kopru oOgesinin
oram %10.2°dir. Ancak, yine belirtmek
gerekir ki, sarkilar icerisinde bu
gorevdeki kopriilerin etkinligi, bolmeler
(muzik dusunceleri) arasindaki yakinlik
sebebiyle zayif kalmistir.

Giris (introduction) ogelerinin
belirlenmesinde, A vya da B’deki
temanin/dusuncenin  birebir  tekrar

etmis olmamasi baslica olcut olmustur.
Bu ogelerin nispeten farkli  bir
karakterde, mumkiinse yeni bir ritmik/
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melodik malzeme icermesi ya da temel
muzik dusuncelerini hazirlayic1 sekilde
kullamlmis/kurgulanmis  olmalarnn  bir
diger olcit olmustur.

Kuyruk (koda) ve cikis (outro) ogeleri
genellikle “pekistiricilik” islevi
bakimindan aym baskinbk ya da
etkinlikte olmayabilir. Baska bir deyisle
kuyruklar, c¢ikis olarak adlandinlan
ogelere gore daha gelismis pekistirici
ogelerdir. Ancak, incelenen sarkilar
icerisinde  bu ayrimi1  yapilabilmesi
mumkun olmamistir. Sarki sonlarindaki
bu ogeler genellikle kisa; yeni bir muzik
disuncesi barindirmayan ya da mevcut
temalarin cokca pekistirilmedigi ogeler
olarak kalmstir.

Modiilasyon

Tonalite ve modilasyon iliskisinden
daha once bahsedilmisti. Bu baglamda,
cogunlukla modal yapida olan
sarkilardaki modulasyon oraninin fazla
ctkmamast sasirtici degildir. Bunun iki
sebebi olabilir:

e Modal ya da makamsal yapinin
tonaliteye ve tonal iliskilere
nazaran modilasyona daha az
elverisli olmasi;

e Muzik dusuncelerinin halihazirda
birbirine  yakin  belirlenmesi,
uzaklasmaya dair bir kurgunun,
daha dogrusu egilimin olmamasi.

Tablo 20. Modiilasyon

Tur %
Modyilasyon yok 91.5
Modulasyon var 8.5
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Baskin Ritmik Ogeler

Baglayic1 ritmik ogeler cogunlukla
ezgilerdeki  ritmik  yapimin  degil,
eslikteki baglayici; siirekli devam eden
ya da siklikla duyulan ritmik yapinin
gostergeleri  olarak  dusunulmustur.
Bu baglamda sarkinin hemen hemen
tamamina hakim olan, hatta sarkiya
karakterini veren; zaman zaman S0z
konusu miizigin tiriini dahi belirlemede
etkili olan bu baglayic1 ritmik yapiya
orneklemin %45’inde belirgin olarak
rastlanmistir. S6z konusu ritmik ogeler
cesitlilikbakimindansinirlidir. Yerelmuzik
sermayesinin olcu ve ritim bakimindan
zengin oldugu disunildiigiinde bu durum
dusundurucuddr.

Tablo 21. Baglayic ritmik dge

Tur %
Baglayici ritim yok 55.1
Baglayici ritim var 44.9

Baglayic1 bir ritmik kalibinin oldugu
dusunulen sarkilarin %66.4’inde aym
ritmik oge (Sekil 7) goze carpar. Asagida
4 vuruslu ve 2’serli olcude (4/4’luk
olcli) yazilan ritmik ogeye nadiren de
olsa 2 wvuruslu olcllerde rastlamak
mumkindur. 2/4’luk bir olcide aym
ritmik ogenin yazilis1 ve bu ritmik 6genin
cesitlenme sekilleri (sarkilarda rastlanan
bicimleriyle) soyledir:

1 2 3

4
2. -
r

Sekil 7. Sarkilarda en sik gorilen
baglayici ritim Ggesi.

|

-
N
w

~—" [|

23 12 3 1

w5

Sekil 9. Dort vuruslu ikiserli ve ¢ vuruslu
aksak olcu iliskisi

W'%‘hv'ﬁv

Sekil 8. Baskin ritmik 6genin 2 vuruslu
hali ve cesitleri

Bu sekilde bakildiginda -ki soz konusu
sarkilarin  transkripsiyonu yapildiginda
da aym olcu sayilarimin  kullanilmasi
kacimlmazdir- herhangi bir Tirk miizigi
usulu ile tam olarak ortlusmeyen bir
ritmik oge karsimiza c¢ikmaktadir. Bu
durum, dizisel ve calgisal, yerel muzik
sermayesi ile olan iliskiden daha genis
bir alanla (muzik kilturu ile) olan
etkilesimi ifade eder. Yer yer melfuf
ritmi olarak da adlandinlan bu baskin
ritmik ogeye (Kanat, 2020, s. 21) tim bir
Akdeniz cografyasinda, oOzellikle Kuzey
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Afrika, ispanya, Orta Dogu, Tiirkiye ve
Yunanistan’da rastlamak mumkunddur.
Ritmik kalip yakindan incelendiginde,
Sekil 6’daki 4 vuruslu 2’serli olcunun
aslinda 3 vuruslu aksak bir yap1 uzerinde
de sekillendigi goriilebilir:

8/8’lik bu aksak yap1 Tirk miizigindeki
dilyek ya da miisemmen ile de dogrudan
eslesmez. Misemmen uslli benzer
gibi gozukse de oradaki 2’serli bolutler
ortada yer almaktadir. Diger yandan,
bir ritmik ogenin cok sayida sarkiya
bastan basa hakim olmasi, bu 6genin
kullammiyla ilgili ciddi bir egilimin
ortaya ¢ikmasi icin daha fazla 6rnege ya
da referansa isaret etmek gerekebilir.
Oyle ki, 2003 yilinda Eurovision Sarki
Yarismasi’nda Turkiye’yi temsil eden ve
birinci olan Sertab Erener’in Every Way
That | Can adli sarkisinda da ayni ritmik
ogenin baglayici, baskin bir rolii olmasi
ilginctir. Dahasi, bundan iki yil sonra
ayn yarnismada yine birinci olan, Yunan
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sarkic1 Helena Paparizou’nun My Number
One adli sarkisi, 2009°da Turkiye adina
yarismaya katilan Hadise’nin Dum Tek Tek
adli sarkisi (4. olmustur) da bu baglayici
ritmik ogenin Urlnuddir. S0z konusu
liste daha eski ya da yeni bircok sarkiyr
icine alacak sekilde genisletilebilir.
Ozellikle Avrupa merkezli popiiler miizik
endustrisinde oldukca goz oOnunde
olan boylesi bir yarismada 2 yil arayla
birinci olan sarkilarin ayni ritmik ogeler
uzerinden sekillenmesi, Turkiye’deki
egilimin de bu yonde yogunlasmasin
saglamis olabilir.

Sure

Sarki sureleri, baska bir deyisle, urunin
hangi zaman simiri/boyutu icerisinde
tasarlanip  sunuldugunun anlasilmasi
ve endustri icerisindeki bu egilimin ne
oldugunu gormek bakimindan onemlidir.
Genel sure ortalamasi 245 saniye, yani
yaklasik 4 dakika olarak tespit edilmistir.

B Siire (Saniye)

270

260

250

240

23

o

22

o

21

o

200

2007 2008 2009 2010 2011

261
251 = 220
244 246
557 240 739
I I I 226

2012 2013 2014 2015 2016

Grafik 1. Sire (Yillara gore dagiim)

Grafik 1’de sarki surelerinin yillara gore
dagiimlar1  gosterilmistir.  Ortalama
sarki suresi olan 245 saniye seviyesi ise
kirmiz1 cizgi ile belirtilmistir. 2010 ve
2013 wyillanndaki sicramalar disinda,
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genel olarak sarki surelerinde azalma
oldugu dustinilmektedir. Oyle ki, 2013
yii disarida birakildiginda, 2011’den
sonraki sarkilarin siire ortalamalar genel
ortalamanin altinda kalmstir.
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Eslik Yapisi

Bu sorgu baslig1 altinda, sarkilarin eslik
partileri islenmis ve buradaki doku
ozellikleri tespit edilmeye calisilmistir.
Dikey, baska bir deyisle armonik esligin
baskin cikmasi sasirtici degildir. Diger
yandan, herhangi bir sistem ya da gelenek
gozetilmeksizin yatay (kontrpuan
ya da herhangi bir kontra ezgi vb.)
uslupla karsilasilmamasi da ayni sekilde
olagan karsilanmistir. Buna bagli olarak
orneklemde karma bir coksesli doku da
gozlenmemistir.

Tablo 22. Eslik yapis1

Tar %
Dikey 71.4
Yatay 0
Kosut 28.6
Karma 0

Yukaridaki tabloda goze carpan bulgu,
kosut olarak belirlenen secenegin %28.6
oraninda tespit edilmis olmasidir. Kosut
eslik, herhangi bir akor ya da kontra
ezgi barindirmayan; biiyiik cogunlukla
ana vokaldeki (ya da solo calgidaki)
ezgiyi sekizli aralikla (genellikle bas
hareketleriyle) takip eden eslik yapisim
tanimlamak icin  kullamlmistir.  Bu
durum, boylesi sarkilarda herhangi bir
coksesli dokuya rastlanmamasi acgisindan
ilgi cekicidir. Aynca, eslik yapisinin
kosut oldugu sarkilar, daha 6nce tempo
basliginda “yliksek tempolu” seklinde
simflandinlmis olan, dans karakteri ve
enerjisi yuksek sarkilardir. Bu sarkilarin
bir diger ozelligi, tamaminin eslik
calgilarinin elektronik olmasidir.

Tartisma ve Sonuc¢

Miziksel analizler sonucu ortaya
cikan  sikliklar/yogunluklar  birtakim
egilimlere isaret eder. S6z konusu
egilimleri meydana getiren miiziksel
malzeme icindeki cesitlilik ise simrl
bulunmustur. Buna karsin yerel ya da
kuresel, benzer miuziksel malzemeler
Uzerinde yogunlasan iretimin aslinda
endustriyel birtakim olcutler Gzerinden
sekillendigi kanis1 oldukca gliclenmistir.
S0z konusu ogeleri, muzik semiyolojisi
literaturinden asina olunan “ozgin”
birtakim referanslarla eslestirmek ise
glctur. Baska bir deyisle, referanslar
ic ice gecmis, benzerlikler artmis ve
sinirll bir muziksel malzeme uzerinde
yogunlasan egilimler anlama dair
cikarimlar yapmay1 hayli zorlastirmistir.
Sozii edilen egilimler su
siralanabilir:

sekilde

e Dizisel ozellikler ve baskin diziler;
e Baglayici ritmik ogeler;
¢ Coksesli doku ve minor baskinlik;

e Temel ve yardimc1 bicim ogeleri
arasindaki iliski;

Modal yapinin sarkilar icerisinde oldukca
baskin oldugu daha once belirtilmisti.
Frigyen moduna ya da Kirdi makami
dizisine benzeyenbudizilerinolusturdugu
ezgilerise cogunlukla inici karakterdeydi.
Genellikle 4’lu bolgesinden hareketle
eksen sesine donen ve o bolgedeki
donglisel hareketini eksen cekirdegi
tzerinde gerceklestiren bu baskin egilim
iki sekilde yorumlanmistir:

e YUrlyucu perdelerde inici bir seyirle
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kurgulanan ezgi tipi, durucu
bolgeyi ve duruculuk, rahatlama,
sonuca ulasma, tamamlanma

anlamini da pekistirici bir roldedir.

e Cozulme, rahatlama, durma gibi
etkilerin stk yasanmasi ya da
duyurulmasi akilda kaliciigi ve
fark edilirligi artinr.

Frigyen ya da kirdi tipli modal
kullanimlardaki sikligin cografi/kiltiirel
temelleri de goz ard1 edilmemelidir. Bu
gibi modal kullanimlar ispanya’dan Orta
Dogu cografyasi, hatta, tiim bir Akdeniz
muzik dunyasinda yaygindir (Manuel,
2010, s. 72). Dahasi, Tirkiye’deki
populer muzik uretimleri Uzerine
yapilan cesitli arastirmalar da bu modal
tipin cogunlukta oldugu gostermistir
(Karahasanoglu, 2016, s. 65).

Cokca atlamali  hareketler vyapan,
hatta tonal sistemin sagladig1 olanaklar
neticesinde daha uzak tonlara ve muzik
dusuncelerine  (temalara) gitmeye
elverisli olan miizikler de cogu kez benzer
egilimler Gizerinden sekillenebilir. Ancak,
surekli soru cimleleriyle devam eden ve
cogu kez tam bir ¢oziilme, karara varma
yapmadan bir baska dusunceye (temaya)
gecen bir muzik, ayn rahatlama islemini
daha kisa ve yogun sekilde, siirekli veren
bir miizigin yanminda “dezavantajli”
olacaktir. Baska bir deyisle, bicim (boyut)
uzadikca, anlatilan oyki de uzayacak
(kurgu  karmasiklasacak), cozulme,
durma, rahatlama noktalar1 arasindaki
mesafe de artacaktir. Bu sebeple, hele
ki enduistriyel sartlarin belirleyici oldugu
alanlarda uretilen miizigin bahsi gecen
“rahatlatic1” unsurlarn duyurmak icin cok
fazla vakti olmayacaktir. Bu asamada
“stre” baslikli siklik analizinden elde
edilen bulgulan hatirlatmakta fayda
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vardir. Son u¢ yiin ortalama sarki sureleri
genel ortalamanin altinda kalmistir.

Tam bu noktada, soziu gecen rahatlama,
cozulme, durma vb. islevleri Ustlenen
mizik oOgelerinden bahsetmek ve soz

konusu isleyisi aciklamak yerinde
olacaktir. Ortak Uygulamadan?
ginumuze, ton merkezli, dizisel,

dogrusal ve kacinilmaz olarak siireklilik
iceren salt-muziksel malzeme icerik
olarak degisse de islevsel anlamda biiyiik
bir degisim gostermemis olabilir. Oyle ki,
20. yuzyildaki modern ya da post-modern
birtakim muzik calismalan disanda
birakildiginda (ki Ortak Uygulamanin
etkileri o zamanlarda da devam etmistir),
Ortak Uygulama ile glinumuz endustriyel
muzik Uretimini tarihsel olarak ayiran bir
engel yoktur. Bu durum icerik, malzeme
ve kurgu icin de yer yer boyledir. Zira
mizik aym “dogrusal” egilimini devam
ettirmektedir.

Miizikte  dogrusallik, toplumbilimsel
mizik yorumlarinin da odaginda olan
konularin basinda gelir. Muzik teorisi
literaturinde “sureklilik” olarak ele
alinan kavram, miizigin baslica isleyis
seklidir. Oyle ki, miizik, zamani kullanan
(malzeme edinen) bir sanattir; basi
ve sonu temsil eden iki zamansal
nokta, “an” arasinda kalan seslerin ve
sessizligin kompoze edilmesidir. Michel
Serres miizigi “zamanin akis1 karsisinda
diyalektik bir durus” olarak tamimlamistir
(Attali, 2017, s. 18). Ancak, soz konusu
“diyalektik durus” baz1 durumlarda
“illizyona” donusebilir. Bu durum,
zaman (ve zamanin kullanimini) muzik
acisindan onemli bir silaha doniistiirdiigi

8 Kisaca Avrupa coksesli miziginin Geg-Ronesans,
Barok, Klasik ve Romantik donemlerini (yaklasik 1650-
1900) tanimlamak iizere kullanilan Common Practice
ifadesinin dogrudan cevirisidir.
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gibi “unutturucu” ve “hatirlatic1” 6geler,
bestecinin elinde, dinleyicinin hafizas
ile oynayan ya da dinleyicinin hafizasina
oynayan birer arac olarak kuvvetlenebilir

Orneklemdekarsilasilanbicimveyardimci
bicimlere daha onceki bolumlerde
deginilmisti ve AB (kita+nakarat)
yapisinin hakim bicimsel kurgu oldugu
vurgulanmisti. Ancak, bu calismada
elde edilen bicimle ilgili bulgular su
saptamanin  dogmasina yol acmistir:
Kita+Nakarat dizeni Turkiye’deki
popiiler miziklerin yabanci oldugu bir
yap1 degildir; fakat nakarat-onii gibi bir
yardimc1 oge gecmis muziklerde de bu
denli sik ve islevsel kullanilms midir?
Mevcut orneklemin 2007-2017 arasinda
olusu ve gecmise yonelik (en azindan
Turkiyeicin) bu gibibirarastirmaverisinin
olmayisi, sorunun cevaplanmasini bu
asamada mumkun kilmasa da soz konusu
yardimc1 bicim 0Ogesinin (nakarat-onu)
AB formu icerisinde kendisine yer
bulmasi, “dogrusalligin” giiclenmesi
ve aym oranda oykulesmenin artmasi
anlamina gelebilir. Nakaratlar en yuksek
enerjiyi, en baskin ve akilda kalic1 ritmik
yapiy1 ve ezgileri saklayan bolmelerdir.
Onlann  hazirlayan, bu hazirlama
siiresince gerilimin artmasin saglayan
ve “kavusma, cozulme, rahatlama”
noktalarinin daha glclu yasanmasina
olanak veren bu gibi yardimci ogeler
yukaridaki sekilde “germe/gerilme”
olarak genellestirilen meraklandinci,
bekletici, hazirlayic1 ya da cagirnc
olarak tammlanabilecek islevleri yerine
getirerek aslinda “gergin/rahatsiz” bir
bolge yaratmakta ve nakaratin gelisiyle
beraber ortaya c¢ikan “rahatlamanin”
kiymetini artirmaktadirlar.

Orneklemdeki sarkilarin bicim ézellikleri
icerisinde en zayif olduklarnn konu da

“uzaklasma” etkisidir. Oysa, Ortak
Uygulamanin bicim ve armonisi 20.
yuzyilin populer muzikleri icin de temel
malzemedir. Halk miuziklerinin kita ya
da kita-nakarat diizeni lzerinden giden
genel yapist Ortak Uygulama boyunca
uzamalar, ic ice gecisler, kopriiler ve diger
yardimci kesitler yoluyla daha karmasik
bir yapiya burinur. Ayrica, herhangi bir
tematik kurgu (O0rnegin sonat allegrosu
formu) icerdigi gelistirme bolmeleriyle
yaptyr daha da karmasiklastirmistir.
Benzer uygulamalar, “gelistirme”
dusuncesiyle her zaman ortusmese de
kita-nakarat dizenine eklenen orta
bolmelerle 20. yizyilin popiler tirlerine
de yansimistir. Dahasi, giris ve kuyruk
kesitleri ve biraz once ustunde durulan
nakarat-onu ogeleri gibi yardimci bicim
ogelerinin koklerini de Ortak Uygulama
icerisinde bulmak mumkindir. Bu
asamada vurgulanmasi gereken nokta,
soz konusu ogelerin nitel ya da nicel,
endustriyel uUrunde aym icerikte
olamamasi durumudur. Baska bir deyisle,
armoni ya da bicim ustaligiyla “uzun-
anlat1” Uzerinden yapilan iscilik, tabii ki
populer muzik alaninda cabuk uretilen,
cokca Uretilen ve aynm oranda tuketilen
muzik endustrisinde aym icerikte
olmayacaktir. Ancak, soz konusu olan
dogrusallik oldugunda ve bicim oOgeleri
oykulestirmeye elverisli bir bicimde
kurgulandiginda islev (hazirlama,
unutturma, cagirma, ¢ézme, rahatlama
vb.) yine ayni islevdir.

Sarkilara hakim coksesli dokunun dikey
oldugu ve bunun tonal akor iliskilerini,
daha  dogrusu islevsel  armoniyi
icermediginden bahsedilmisti. Ayrica,
eksen cekirdegiyle ilgili kisimda da
benzer konular aciklanmis ve baskin
olan tliriin minor oldugu, bu durumun
tonal sarkilarda da aym gorildiigi tespit
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edilmisti. S0z konusu baskinligin temel
sebeplerinden biri elbette ki kullanilan
modal dizilerin kendi yapilarindan
(araliklarindan) kaynaklanmaktadir.
Diger yandan minor egilimin sosyal,
kulturel ya da psikolojik acidan herhangi
bir durumu ifade edip etmedigi konusu
dusundurucuddr.

Bunlarin yani sira, minor ya da major
karakterdeki bir miizigin dinleyici
nazarinda hangi duygulari uyandirdigi da
tartismali bir konudur. Ancak genel kam
muziksel deneyimleri ya da bilgilerinden
bagimsiz olarak dinleyicilerin major
tonlarda pozitif, minorlerde ise negatif
bir  duygusal egilimler gosterdigi
yonundedir (Parncutt, 2014, s. 325).
Yine de bu olcut tek basina yeterli
olmayabilir. Hatta, tempo, major ya
da minor karakterden daha etkin bir
rol Ustlenebilir. Genel kabul, hizli
temponun olumlu, pozitif duygularla;
agir temponun ise negatif duygularla
iliskili oldugu yoniindedir (Rigg, 1940, s.
566). Dolayisiyla hizli calinan bir minor
miizik, yavas calinan bir major miizige
oranla daha fazla pozitif dusunceler,
duygular uyandirabilir. Baska bir deyisle,
hizli minorler de negatif gondermelerin
disinda duygusal cagnsimlar yapabilir.
Orneklemdeki hizli  sarkilanin  ayni
zamanda minor olmasi bunun tipik bir
gostergesidir.

Analizler neticesinde orneklemin genel
olarak yerel muzik sermayesine siklikla
basvurdugu; buradan edindigi ogeleri
yeniden isledigi lizerinde yer vyer
durulmustu. Bu noktada, s0z konusu
etkileri siralayarak netlestirmek yerinde
olacaktir:

¢ Dizisel/modal uygulamalar
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e Vokal teknikleri  (cogunlukla
siislemeler ve nagme bolgeleri)

e Baglayici, belirgin ritmik kurgular

Diger yandan, yerel miizik sermayesinin
yani sira kuresel miuzik kultirinin ve
endustriyel egilimlerinin de sarkilar
uzerinde etkisi olmas1 kacinmlmazdir.
Populer muziklerin kuresel oOlcekteki
endustriyel  ozellikleri;  produksiyon
ve promosyon sekilleri; toplumsal,
ekonomik ve simgesel sermayelerinin
neleri icerdigi elbette ki bambaska bir
konudur. Ancak, incelenen orneklemin
birtakim konularda diinya olcegindeki
baziegilimlerdenetkilendigi goriilmiistiir.

Muziksel analizler lzerinden elde edilen
tum bulgu ve yorumlar, Turkiye’deki
popiuler muzik Uretiminin oncelikli
olarak yerel, kismen de kiiresel egilimler
Uzerinden  sekillendigi  yonlindedir.
Bu egilimlerin endustriyel iliskiler ve
beklentiler baglaminda “tipik” olanin
yeniden iretimine yol actigi, bunun da
tur, icerik, besteci, sarkici, tempo, mod,
ton, orkestra vb. etkenlere bakilmaksizin
onemli bir “benzesme, aynilasma”
sonucunu dogurdugu gorilmdistiir.
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Musical trends of Turkish popular music between 2007-2017

Extended Abstract

The first two decades of the twenty-first century were a period in which the music industry
and popular music trends underwent significant changes. At the beginning of these stand the
spread of broadband Internet technology and the emergence of new mass media. However
technological innovations were not limited to the Internet; the means of music production,
promotion and consumption tools have also changed drastically. One of the most important
events is widespread of use of these production and promotion tools. For instance, the use of
personal computers with increased processing power has become available and some hardware,
which was quite expensive in the past, has begun to be simulated through software technology.
Thus, as in many other fields, new production activities have emerged in the field of popular
music. This situation may have led to the formation of some major trends. This study aims to
identify these trends in the Turkish popular music scale.

This study is based on a sample size of 400 Turkish popular music songs produced between 2007
and 2017. The most important inclusion criteria in determining the sample is popularity. We
consider the songs in the TOP Lists provided by MU-YAP and prepared by MU-YAP in a total of 10
categories as the population of the research, since these lists show the most consumed songs
in different media and different formats (CD sales, online rentals, downloads, etc.). It consists
of all the songs on the TOP Charts in 10 years. Accordingly, the universe of the project consists
of 1542 units in different MU-YAP TOP Lists. The songs were analyzed with regard to their basic
musical elements such as rhythmic patterns, scales, modes, makams, tempo, tonality, etc. Our
aim is to reach the frequencies of these elements through such an analysis and to appoint which
trends have shaped the Turkish popular songs in these years.

The results of the analyses are given under 19 subtitles. Some ratios in the frequency tables
given in these subtitles are remarkable. For example, the Phrygian is the most frequently used
mode, with 40% of all modal songs; the descending melodic contour is dominant in 64% of the
songs; 92% of the tonic chords are minor triads; Hicaz has been the most common makam; no
modulation was found in 91% of the songs; within 10 years, the average length of the songs
decreased from 251 seconds to 226.

As a conclusion it can be stated that Turkish popular music trends have two sources: local
musical materials and global/industrial effects. Musical elements such as rhythmic patterns,
modes or makams mostly come from the local musical culture. We also observed that such local
reflections are gathered under 4 categories: modes/makams, vocal techniques and ornaments,
instruments and instrumental techniques and rhythmic patterns. On the other hand, global
effects have often been found to be effective on the formal structures of the songs. Some
industrial standards of mixing and mastering such as dynamic ranges, loudness levels, etc. have
also been observed as global effects.

Keywords
industrial tendencies in music, popular music studies, musical analysis, music industry
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Abstract

The purpose of the study is to determine the degree to which active teaching methods influence
the music education of modern children based on theoretical background and empirical and
experimental studies at Russian experiences. In this study, document analysis technique, one of
the qualitative research techniques, was used (citiations). Research on active music education
were determined and examined. Within the scope of this research, articles and books related to
active music education were selected. These articles were analyzed thematically and reported.
When the articles about active music education were examined, they were discussed under two
thematic titles. These; Using Methods on Active Music Teaching and Implementation of Active
Music Teaching at Class, Game-based Instruction at Active Music Teaching, Assessment of Music
Lesson. As a results of study; due to the age and the features of information perception, modern
children master music better if one develops the skill of problem statement, finding the ways
of solving the problem and its actual solution, when the student is an active participant in the
education process, turning from an object of influence into a subject of the learning and creative
activity. During experimental work, the authors identify the effect from applying specially
developed and described in the article active methods and forms of working with children during
music lessons. The results of the experiment prove that active methods of teaching music form a
positive learning motivation, increase cognitive activity in students, promote independent study
and the understanding of large amounts of educational information, foster heuristic abilities and
unconventional thinking as well as universal learning and creative skills and abilities.

Keywords
music education, problems of teaching modern children, activation of cognitive activity,
learning and creative activity.

Introduction

In the era of globalization, informati-
zation and electronic-digital forms of
communication, a person’s intelligent
and value-based attitude to reality gi-
ves way to superficial exchange of in-
formation and pragmatic use of tech-

nology. The creative manifestations of
the personality are being increasingly
absorbed by the mass consciousness
and the collective mind. Currently,
there is a decrease in active social
communication and cognitive initiative
in the children’s environment, caused
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by pragmatic approaches to life, defor-
mation of interpersonal relationships
and consumerism in setting life goals.
The problem of the constant growth of
the information environment around a
person and the isolation into the world
of virtual communication causes a chan-
ge in the algorithm for processing and
filtering information and often comes
down to a demonstration of nihilism and
a lack of desire to take initiative (Shoni-
ya, 2017).

Researchers emphasize the problem
of insufficient development of creati-
ve skills and a creative attitude to the
world in modern children, the skills that
allow the children to see the beauty
in works of art and the environment as
well as improve the world around them.
Lysykh and Pak (2012) and N.T. Shoniya
(2017) note the superficial perception
of a large number of information facts
without further analysis and application
to fundamental life processes. The child
becomes a “hostage” of the virtual spa-
ce and, instead of development, recei-
ves an adaptive adjustment to the multi-
channel information field (Erosh, 2011).

Subtitle: Effective Teaching Music

To solve these problems, one needs to
search for resources that will help one
to balance modern contradictions in the
field of informatization and the child’s
personal development. In view of this,
we can highlight the positive effect of
using active methods of teaching music
which are described in serious acade-
mic developments by Blednykh (2014),
Vakhrusheva (2008), Erosh (2011), Ka-
linina (2003), Morozova and Pereverze-
va (2019), Ostapenko (2020), Shlykova
(2016), Pereverzeva et al. (2020a) and
many others. However, the degree of

influence and impact of active methods
of teaching music on the development
of children, tested in practice, have not
been covered in the academic literatu-
re, and have not been studied from the
perspective of the problems of the child-
ren’s insufficient cognitive activity deve-
lopment, heuristic thinking and creative
skills in general necessary for a person’s
productive life.

Music teaching is characterized by using
certain forms, methods and techniques
of creative teaching and development
in music lessons (Bezborodova, 2018;
Erosh, 2011; Morozova, 2017; Toropo-
va, 2016). Among the innovative metho-
ds and forms, active teaching methods
stand out as the most efficient at this
stage of the education system deve-
lopment around the world. Modern pe-
dagogical technologies contain a wide
range of methods, means and forms of
working with students aimed at the com-
prehensive development of every child’s
personality. These technologies include:

e development training;

e research-based teaching methods;

e learning through lectures and seminars;
e problem-based learning;

e project-based learning methods;

e gaming or game technologies;

e a “portfolio” system of innovative as-
sessment;

e multilevel training;
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e the method of “debates” or “battles”;
e learning in cooperation;

e case-based method or the method of
specific situations;

e collective training system;

e the technology of block-modular lear-
ning;

¢ information and communication tech-
nologies;

e project activities;

e workshop technology and others (Ka-
linina, 2003; Morozova & Pereverzeva,
2019; Rigina, 1982).

According to Shlykova (2016, p. 94),
“modern methodological approaches are
based on teacher-student interaction at
the level of co-creativity; playful entry
into the atmosphere of the lesson; fami-
liarizing the whole class with musical ac-
tivity, considering the individual charac-
teristics of each student”. However, due
to the novelty, active methods require
practical testing and assessment of the
actual efficiency of impact on children.
For this purpose, experimental work has
been carried out, the results of which
are presented below.

The hypothesis of the study is that acti-
ve methods of teaching music, in additi-
on to influencing the comprehensive and
harmonious development of the child,
have an additional effect on the child’s
cognitive activity and initiative, form a
positive learning motivation, stimulate
independent activity, foster heuristic
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abilities and unconventional thinking.
Music evokes an emotional response in
a person, and therefore, like no other
art, contributes to the development of
universal educational and creative skKills,
so the familiarization with music seems
to be one of the most efficient ways of
forming a creative attitude to the world
among representatives of the informati-
on society.

Methods

Design of Study

One of the most important topics in mu-
sic education is how to do active music
education. A lot of research has been
done on this subject in Russia (Sergee-
va, 2013; Toropova, 2016; Khutorskoi,
2005; Bezborodova, 2018). In this study,
it is aimed to make a descriptive analy-
sis of the researches on active music te-
aching. In this respect, the problem of
this research is that in modern educa-
tion, the time frame for learning music
is narrowing, requiring today’s students
to acquire knowledge in a short time. In
addition, over the past 1.5 years, there
has been a forced need to participate
more in distance learning. This requires
teachers, on the one hand, to improve
the teaching methodology and, on the
other, find approaches to increase the
effectiveness of the development of
cognitive initiative in schoolchildren, as
well as their non-standard thinking and
independence in educational and creati-
ve activities.

Research Model

The research methods included the-
oretical analysis and methodological
development of forms of working with
children during music lessons, testing,
experimental work on the use of active
teaching methods, followed by a qualita-
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tive and quantitative assessment of work
results. In this study, document analysis
technique, one of the qualitative rese-
arch techniques, was used (Erosh, 2011;
Ostapenko, 2020). Research on active
music education were determined and
examined (Morozova, 2017; Pereverze-
va, et al., 2020a; 2020b).

Documents/Sampling

Within the scope of this research, 13 ar-
ticles and 7 books were selected in the
search made with the keyword “active
music teaching”. These sources were
analyzed thematically and reported.

Results

Theme 1. Using Methods on Active
Music Teaching

Testing children before and after the
experiment makes it possible to objec-
tively assess the degree of influence of
active methods on the musical develop-
ment of children.

Through theoretical analysis, we identi-
fied innovative pedagogical technologies
that corresponded to the principles of
active teaching methods:

e The technology of development
education is a problem-based presen-
tation of educational material which
partially determines the students’ se-
arch or independent project research
(Vakhrusheva, 2008);

e Technology for the development of
critical thinking - a clash of students’
life ideas with scientific facts (Nevzo-
rova & Semenov, 2020);

e Information computer technologies
- the creative plan should contain

problems or tasks that require com-
puter technology to solve them, the
use of ready-made digital educational
resources (Sergeeva, 2013);

e The technology of individual-per-
sonal and practical-activity approa-
ches - the students’ creative work,
the ability to correct the work throu-
gh self-control and self-assessment
(Erosh, 2011);

e Technologies of scientific and philo-
sophical approaches - hermeneutics,
semiotics and semantics (Aksenova et
al., 2020) as well as interdisciplinary
and polyartistic approaches (Perever-
zeva et al., 2020b).

Thatiswhyone prioritizes active teaching
methods in modern pedagogy. According
to the classification of active learning
methods by Blednykh (2014), Vakhrushe-
va (2008), Ostapenko (2020), Khutorskoi
(2005) and others, there are non-imita-
tion and imitation (non-game-based and
game-based) methods (Pereverzeva et
al., 2020a). Among these methods, the
most efficient in their application in mu-
sic lessons in elementary school are the
review and problem-based conversati-
ons (classes during the academic year),
field classes with thematic discussion
(attending a concert, festival, museum,
etc.), competitions and music quizzes.
The most relevant to the cognitive in-
terests of children of primary school age
are game-based (roleplaying, business,
plot-roleplaying and intellectual games,
game design, mini-contests) and imita-
tion-game-based (discussion of options,
holding a seminar, presentation lessons,
concert lessons, quizzes, rehearsal les-
sons, performance lessons) teaching
methods. Based on common approac-
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hes, we have developed active methods
of teaching music to children in primary
schools.

As research shows, a person remembers
only 10% of the read information that he
reads, 20% of the heard information, 30%
of the seen information, 50-70% of the
information received when participating
in group discussions, 80% of information
received when solving problems on one’s
own and formulating conclusions and
90% of the information received with
direct participation in educational and
creative activities, including the inde-
pendent statement of problems, and the
search for solutions, and the formulati-
on of conclusions (Lysykh & Pak, 2012;
Nevzorova & Semenov, 2020; Shoniya,
2017). These data were considered in
the development of innovative musical
and pedagogical technologies which inc-
lude: role-playing games, brainstorming,
the method of associations, project acti-
vities, vocal-instrumental and dance im-
provisations, methods of active listening
to music, field trip lessons, lessons-ga-
mes, conversation lessons, competition
lessons, discussion lessons, etc.

Theme 2. Implementation of Active
Music Teaching at Class

Experimental work on the use of active
teaching methods for children in music
lessons consisted of three stages: the
diagnostic stage which included the as-
sessment of the level of training and re-
sidual knowledge of children about mu-
sic as an art form (testing and survey)
as well as the level of development of
musical abilities and skills (method of
problem-creative tasks); the formati-
ve stage when active teaching methods
were actually used in music lessons; and
the control stage when we evaluated
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the efficiency of the applied methods.
The experiment involved 126 students
in years one through three of a general
education school in Moscow. Diagnosti-
¢s showed that most children reached
a low level of general musical develop-
ment, a little fewer were at the average
level and very few had a high level of ge-
neral musical development. The results
obtained made it possible to assert the
need to introduce active teaching met-
hods for children of primary school age
in music lessons as the most efficient in
the formation of general musical culture
and aesthetic taste, basic knowledge of
music, the development of musical abi-
lities, and most importantly - fostering
the love for music as the most important
in every person’s life kind of art.

Active methods of teaching music to
children include interactive ones. Inno-
vative forms of work during music les-
sons developed based on interactive
teaching methods now include “A polyp-
honic minute”, “The harmony of signs”,
“Graphic visualization”, “Voice acting”
and others. We will give examples of the
content component, the subject result
and the metasubject result of using the-
se forms of work in music lessons (Pere-
verzeva et al., 2020a).

Active teaching methods were used at
all stages of the lesson - when presen-
ting and reviewing new material, revising
what was learned in the previous lesson
and even when checking homework but
the methods have a special effect when
organizing students’ independent work on
a new topic and reviewing the material.
Here are some examples of specific prob-
lems that were used when working with
participants in the experimental group of
schoolchildren (Sergeeva, 2013).
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When studying the topic “Symphony Or-
chestra”, the students performed the
task “Quiz” to identify musical instru-
ments by sound. After the material was
explained - the topic and the names of
the instruments - the students listened
to the sound of the instruments in the
recording and then guessed which inst-
rument had sounded, according to the
video recordings of fragments of the mu-
sicians’ performances played back wit-
hout sound (Toropova, 2016).

To engage the attention and increase
the interest, the schoolchildren were al-
lowed to play the instruments that were
in the classroom - these were the piano,
guitar, accordion, flute, drum, rattles
and bells. The method of reviewing the
material was the task “Business cards”,
in which, as a homework assignment,
the children independently made brief
descriptions of musical instruments
with photographs on small-format cards
(Vakhrusheva, 2008).

Active teaching methods were also used

when presenting new material. Thus,
the method of problem-based presenta-
tion was used in the classroom for the
most complex topics related to musical
genres, musical expressive means and
modern music styles (Khutorskoi, 2005).

Theme 3. Game-based Instruction
at Active Music Teaching

Solving the crossword puzzle became
the basis of the lesson on “Genres of
vocal music” (figure 1). First, the child-
ren were shown a presentation that inc-
luded the main material on the topic:
the names and main characteristics of
vocal genres (song, sentimental ballad,
folk couplets, aria, duet, cantata, orato-
rio, etc.), accompanied by illustrations
(photographs and video clips of musici-
ans’ performances). To review the ma-
terial, the schoolchildren, divided into
two groups, developed crosswords using
cards with definitions and descriptions
of vocal genres, and then the groups
exchanged crosswords and solved them
(Pereverzeva et al., 2020b).

Figure 1. Solving the crossword puzzle
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The topic “Genres of instrumental mu-
sic” was presented in the form of an
adventure game: schoolchildren wat-
ched a short film (20-25 min.) about
the music of different nations and the
dances of European countries - minu-
et, waltz, tango, gigue, polonaise, etc.
Each dance was performed in national
costumes, the musicians played mostly
on folk instruments, videos were recor-
ded in different countries - all this was
incredibly fascinating and delightful for
the children. After such an “adventure”,
the students enjoyed doing their home
assignment “Info-Carousel”: each of the
children made a rotating round table
from a large piece of cardboard (like
in the TV game show “What? Where?
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When?”’) with many sectors which conta-
ined the names of dance genres of diffe-
rent nations. Students had to remember
the country of origin for each dance and
a description of its main characteristics,
and then rotate the table and determi-
ne the name of the dance, which they
had to tell about. In the next lesson, a
“blitz-quiz” was held - a game “What?
Where? When?” dedicated to the dances
of different nations, in which the pieces
of a rotating table made by the students
were used. This topic was continued by
the study of other genres of instrumen-
tal music in the form of an independent
work called “Expertise”, where the stu-
dents carried out an “examination” of a
particular genre (figure 2).

Minuet
Salsa Tango
Courante Polonaise
Polka Allemande
Waltz
Trepak
Gigue Allemande

Figure 2. Genres of instrumental music

To review the studied material, one can
use such active methods as thematic ga-
mes “True or not?” (search for matching
terms and definitions), “Plastic intonati-
on” (movements to the music for diffe-
rent dances), “Verbal painting” (descrip-
tion of the music one listened to - one can
choose only adjectives, verbs or nouns),
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“What have | not forgotten?” (students
retell the most memorable moments of
the lesson using vivid figurative speech),
“Applause” (students clap when the te-
acher correctly names an instrument or
a particular notation sign), “Confusion”
(students arrange cards with musical no-
tes and their names, which are delibera-
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tely placed incorrectly) and role-playing
games such as “Wise Owl” (an expert is
chosen among the children who asks the
others questions on a new topic, the ot-
hers answer, and the one who answers the
best becomes the next expert), “Letter
to oneself” (describing their impressions
of the music the children listened to)
and “Teacher and student switch places”
(showing presentations prepared and eva-
luated by the students). Therefore, the
topic “Program music” ended with the ho-
mework “Letter to myself”, in which each
student described the impressions of the
piece of program music the student had
listened to and compared them with the
student’s own experiences and feelings.
The most interesting were the “letters”
which described the impressions from the
plays of the cycle “The Carnival of the
Animals” by C. Saint- Saéns and “Pictures

at an Exhibition” by M.P. Mussorgsky.

At the lesson devoted to musical exp-
ressive means, the participants of the
experimental group played out the prob-
lem situation “If | were a composer” and
designed musical images based on alre-
ady mastered expressive means and per-
forming techniques. Thus, the children
were asked to choose several paintings
by artists and suggest how they could
“provide a score” for the images - what
kind of music the children would write
as composers. When studying the topic
“Fantastic images by A.S. Pushkin, ima-
ges in Russian music”, schoolchildren
solved a similar problem situation even
before getting acquainted with musical
works - the children assumed how Push-
kin’s fairy tale characters would be em-
bodied in music (figure 4).

Figure 4. Children images on the topic “Fantastic images by A.S. Pushkin, images in Russian music”

However, before mastering expressive
means, the students got acquainted with
the means through auditory analysis and
the task “Find an analogy”: the students
listened to plays from the “Children’s
Album” by P.I. Tchaikovsky and selected
an appropriate description of the nature
of the music, for example, when playing
“The Sick Doll”, students chose a card
with the following description: “A sad

piece with a touching melody in which
sounds similar to groans and pleading
are heard” (figure 5). “Morning Prayer”
was characterized as “a piece expressing
a sense of peace, reverence and spiritu-
al harmony. The melody is dominated by
smooth melodious intonations, the rh-
ythm is even, the tempo is moderate.”
“Winter Morning” corresponded to the
description “ghostly enlightened music
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depicting a foggy frosty morning.” All
this develops a sensitive ear for music,
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imagination and musical-analytical and
associative thinking.

Figure 5. The task “Find an analogy”

The game “Music Quiz” was also held:
when performing works known to stu-
dents, tempo, register, mode, dynamic
shades, etc. were deliberately changed
so that it was difficult for schoolchild-
ren to recognize the compositions (figu-
re 6). However, the very expectation of
the game and the feeling of competiti-
on incredibly motivated and interested
children in studying the educational re-

pertoire included in the program of the
“Music” subject. The technique of acti-
vating the educational and creative work
of the student leads to the development
of analytical skills, musical abilities, me-
mory and thinking in general: students
learn to compare and contrast musical
works, highlight the distinguishing fea-
tures, independently systematize know-
ledge and apply knowledge in practice.

Figure 6. The game “Music Quiz”
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Finally, the most efficient of the active
methods of teaching music to children
in primary school is the method of crea-
ting an artistic context that corresponds
to the polyartistic approach to teaching
different types of art and, at the same
time, is personality- and practice-orien-
ted. The factors that determine the ef-
ficiency of this method are the use of
analytical abilities and methods of asso-
ciative thinking, the search for analogies
and connections between different types
of art and going beyond music into other
spheres of life. Thus, musical works be-

come clearer and closer to schoolchild-
ren, get deeply into consciousness and
become a part of their life. The creation
of an artistic context can be a selection
of works of music, painting, literature
and architecture close in mood, image
or content component, supplementing
this range with one’s creative proje-
cts: drawings, poems, impression-based
compositions, presentations, etc. Let’s
give an example of pictorial analogies
of the piano preludes by C. Debussy “La
cathédrale engloutie” and “Feuilles mor-
tes” found by schoolchildren (figure 7):

Figure 7. Pictorial analogies of the piano preludes by C. Debussy “La cathédrale engloutie”
and “Feuilles mortes” found by schoolchildren

Theme 4. Assessment of Music
Lesson

At the final stage of the experimental
studies, to assess the efficiency of using
active teaching methods during music
lessons for children in primary school,
a repeated assessment was carried out
of the level of the children’s possessi-
on of residual knowledge (knowledge
of the studied children’s songs, musical
instruments and genres, means of mu-
sical expression, etc.), the level of de-
velopment of musical abilities (repeat
an unfamiliar melody after the teacher,
determine the pitch of sounds and dis-
tinguish between major and minor), as
well as the skill of auditory perception
and the ability to emotionally experien-

ce and understand music (sing a song in
a certain spirit, determine musical emo-
tions from a sounding fragment, descri-
be impressions in words from a piece of
music). Schoolchildren learned all this in
music lessons, and active teaching met-
hods, lesson scripts, exercises and as-
sighments were developed for all these
components of general musical culture
(Ostapenko, 2020).

The assessment of the level of the resi-
dual knowledge in children was carried
out traditionally - using the method of
interviewing schoolchildren on the topi-
cs covered which included test tasks on
the studied works, musical instruments,
vocal and instrumental genres, musical
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expressive means, musical emotions and
the relationship between music and ot-
her types of art. The test consisted of
30 questions and tasks. Testing took pla-
ce both in the experimental and in the
control groups of children in primary
school to objectively assess the efficien-
cy of the methods used in the process
of teaching children from the first group
(Rigina, 1982).

The results were predictable: the child-
ren from the experimental group coped
with the test tasks much better than
those from the control group. A high
level of academic performance, a high
level of knowledge of the studied topi-
c¢s and high and medium levels of deve-
lopment of musical abilities and mastery
of the skills and abilities of musical ac-
tivity achieved by the students of the
experimental group in comparison with
the control group proved the efficiency
of specially developed methods used in
music lessons in years one through three
of general education schools. Moreover,
other advantages were discovered du-
ring the use of active teaching methods
(Morozova, Pereverzeva, 2019).

Active teaching methods made it pos-
sible to increase the interest of school-
children in the material being studied,
take an active position of the “earner”
of knowledge in the educational process
as well as comprehensively and thorou-
ghly investigate new topics by searching,
analyzing and evaluating information.
Moreover, active teaching methods help
to achieve other, equally important go-
als and objectives of the educational
process:

e the formation of positive learning mo-
tivation;
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e increasing the cognitive activity of stu-
dents;

e active involvement of students in the
educational process;

e promotion of independent activity;

e development of thought processes -
memory, thinking, logic;

o efficient assimilation of a large amount
of educational information;

e development of creativity and uncon-
ventional thinking;

e development of the communicative
and emotional spheres of the student’s
personality;

e determination of conditions for the
manifestation and development of the
individual and personal capabilities of
each student;

e development of skills for independent
mental work;

e development of universal educational
and creative skills and abilities.

Modern textbooks on music, as a rule,
contain only certain forms of work with
children based on active methods (Ser-
geeva, 2013; Suslova, 2015). The ap-
proach we proposed was based on their
consistent application. Active teaching
methods were smoothly included in all
stages of the lesson. Thus, the emotional
attitude at the beginning of the lesson
provides motivation for learning activi-
ties; the creation of a problematic situ-
ation actualizes and fixes the difficulty
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in educational activities; problematic
dialogue allows one to identify the cau-
ses of the difficulty; interactive forms of
classes, tables, presentations, whitebo-
ards, problematic situations and project
assignments help to determine the ways
out of difficulties in educational activi-
ties; project-based, somewhat explora-
tory, research activity leads to the cho-
ice of ways to implement the project;
group and pair work with educational
materials, the fulfillment of training tas-
ks determine the primary revision with
talk-through; self-control and self-este-
em accompany independent work with
self-testing against a standard; working
based on reminders and interactive ma-
terials ensures inclusion in the knowled-
ge system and activates the revision and
review; finally, the final self-examinati-
on and self-assessment of the student
implement the reflection of educational
activities in the lesson. A primary school
graduate goes through all these stages
and forms of educational activity thanks
to the use of active teaching methods
(Bezborodova, 2018).

Conclusion

As shown by the experimental studies,
the use of the above methods and tech-
niques contributed to the development
of students’ ability to formulate a prob-
lem, find ways to solve a problem and
its solution. All this promoted a cogniti-
ve initiative, developed unconventional
thinking and independence of children
in their educational and creative activi-
ties. The student became an active par-
ticipant in the learning process, turning
from an object of influence into a subje-
ct of their own activity.

The significance of the research findings
lies in the fact that active teaching met-

hods should be applied consistently due
to changes in the ways modern children
perceive information. In modern child-
ren, an intelligent and value-based hu-
man attitude to reality and a creative
attitude to life give way to superficial
information exchange and pragmatic use
of technology.

Recommendations

The results of the research - specially
developed and described in the article
active methods and forms of working
with children in music lessons - can be
used in further studies related to the
development of musical abilities (lado-
melodic hearing, rhythmic feeling, me-
mory, and thinking).

More accurate results could be obtained
from an empirical study of the impact
of active methods of teaching music on
an international scale and the use of lar-
ge empirical data for analysis, however,
these results allow us to speak about the
efficiency of implementing the develo-
ped methods in practice.

A comparative analysis of the results of
mastering certain skills and abilities of
musical-creative activity using traditio-
nal (explanatory-illustrative) and game
teaching methods considered in this
work is also promising.

Active teaching methods that have pro-
ven their effectiveness should be inclu-
ded in textbooks for teaching music to
children and implemented into practice.
The most useful of them for young mu-
sicians should also be selected. Further
research is required by the issues con-
cerning the effectiveness of the use of
active methods in teaching older child-
ren, the possibility of accelerating the
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process of learning music through the
use of games and problem-based tasks,
and the mechanism of the impact of ac-
tive methods on perception and cogniti-
on of musical images.

The limitations that we encountered in
the research process were related to the
introduction of game methods into the
curriculum, as well as the material base.
The main difficulties in the diagnostic
process were in the selection of crite-
ria and assessment of the level of deve-
lopment of musical abilities and skills as
components of general musical culture.
The criteria were chosen based on the
development of children’s song reperto-
ire. However, modern schoolchildren are
closer to the repertoire of mass music;
therefore, it is advisable to develop new
criteria based on new musical preferen-
ces and interests of modern children.
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Abstract

In the 19th century, leading piano pedagogues stressed the importance of accuracy and speed
in piano playing. “Nothing is worse than wrong notes,” wrote Czerny, only to be chastised
by Beethoven asking for more musical teaching. 20th and 21st-century research has shown
that this technic-interpretation divide is a false dichotomy: even early-level students are
able to discern emotional expression and musical form while simultaneously building their
piano technic. A knowledge-based approach to piano teaching will incorporate insights
derived from current research into aural perception and motor learning. These include
audiation: the ability to sing inwardly, think in sound and understand every detail of music
making without the physical presence of sound. Building a student’s sense of interoception,
the awareness of sensations inside the body; and proprioception, the consciousness of limb
position and movement outside the body, will facilitate technical development. Helping
a student integrate all of this into their executive control, the ability to switch rapidly
from task to task and quickly focus attention in different parameters, has been proven to
improve brain function. “Technic comes from the mind (Geist), not the fingers,” said Liszt.
In light of the growing interest in neurologically informed teaching, current research is
summarized and cited, and practical, step-by-step applications are provided for immediate
use in the teaching studio, demonstrating a new integrated schema for building a strong
technical foundation in all piano students.

Keywords
audiation, delayed continuity practice, executive control, interoception, kinesthetic
learners, proprioception, visual learners

Defining the basic elements of piano
technic helps make our learning faster
and our performances more expressive
and reliable. Fewer hours of work, too!

What makes a good piano technic?
Viewed in the simplest way, it’s the
ability to:

e Play and release notes, one at a
time or simultaneously with other
notes, at a desired point in time

e Project differing degrees of loud-
ness and tone quality for single no-
tes and those within a chord

e Perform accurately and expressi-
vely at any tempo

Technic fundamentals are, not surp-
risingly, focused on the mechanics of
playing. Every pianist has to spend
significant time working on these.
But too much focus on pure mechani-
¢s can result in an interpretation that
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is dry, even sterile. So the key word is
“expressively.” Technic must be linked
to musical expression. “You have to be
motivated toward communication,” the
legendary Juilliard teacher Adele Marcus
once told me during a lesson. “If not,
why bother with everything else?” But
her views are not universal.

Many teachers describe piano technic
as the ability to play scale and arpeg-
gio passages with clarity at great spe-
ed. Performance of repertoire is often
viewed through a similar lens: accuracy
and evenness are valued above origi-
nality and communication. This narrow
definition of technic is not new; it has
persisted since the first half of the ni-
neteenth century. Learning then was of-
ten based on what some historians call a
“mechanistic model.”" Many piano-tea-
ching authorities believed that students
first needed to painstakingly assemble
fundamental skills (a useful idea if not
taken to extremes); creative thinking
was not permitted until the basics were
learned, but deemphasized even then.
Some recommended practicing drills
for a full year before commencing mu-
sic study. Even after the student began
work on repertoire, authors advised that
a full 75% of total practice time should
be devoted to pure technic. Do your
arms hurt? Keep going! More than one
expert advocated continuing to practice
past the pain threshold. Accuracy and
control were everything. “In music, not-
hing is worse than playing wrong notes,”
wrote Czerny.?

1 Lia Lior, “In Music Nothing is Worse than Playing
with Wrong Notes,” Journal of Historical Research in
Music Education 38 no.1 (October, 2016): 5-24.

2 Carl Czerny, Letters to a Young Lady on the Arts
of Playing the Pianoforte, trans. by J.A. Hamilton,
(New York: Hewitt & Jacques, 1837-1841, reprint Da
Capo Press, 1982), 5.

Beethoven disagreed. He wrote to Czer-
ny, who was the teacher of Beethoven’s
nephew Karl, asking him to focus more
on interpretation. “Don’t stop him be-
cause of trifling mistakes but point them
out after he has finished the piece...|
have always followed this method, it
soon makes musicians which, at least, is
one of the first purposes of art...”® Simi-
lar dialogues took place between Men-
delssohn and Moscheles, Clara Schumann
and Brahms. They asked each other: is
mechanical control the only important
aspect of piano technic? Can elemen-
tary-level students think musically?

Contemporary research provides a simp-
le answer: yes.* Young students intuiti-
vely understand musical motives and
phrases. They can readily discern simple
structural function and feelings of closu-
re. Students don’t have to wait to deve-
lop a perfect technic in order to enjoy
music making. Our 21st-century defini-
tion of piano technic must encompass
interpretation, not delay it.

Piano technic is the ability to express in
motion any and every musical idea—inc-
luding, but not limited to, fast even sca-
le playing. Technic should be linked to
interpretation in each moment of practi-
ce. A good practice session is a chance to
explore the interpretive content of your
repertoire more deeply as well as buil-
ding motor control. What about the te-
chnic of pedaling? Of creating beautiful
tone? Of playing softly with projection?
Each requires it own inventive technic.

3 Alexander Thayer, Life of Beethoven, rev. and ed.
by Elliott Forbes (Princeton University Press, 1991),
679.

4 Jeanne Bamberger, “Learning from the Children
We Teach,” Bulletin of the Council for Research in
Music Education 142 (Fall, 1999): 48-74.
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Application—Making Scales and
Arpeggios Expressive

Identify a piece you have performed
that features, at least in part, scale or
arpeggio playing. Describe three possib-
le ways to play the scales and arpeggios
musically and creatively.

Questions to consider:
* What is the mood of the section fe-
aturing scales?
» What role do the scales play in your
interpretation?
o Melodic
> Accompanimental
o Virtuosic
 Other features to think about
o Articulation
> Dynamics
o Accents

Preconditions of a Good Technic

Audiation

Reading music is treated by most teac-
hers as fundamental to learning to play
the piano in the 21st century, sometimes
to the detriment of other musical skil-
ls. This was not always the norm. In the
18th and 19th centuries, pianists were
expected to be able to improvise. Cle-
menti and Mozart both improvised at
their famous contest before Austrian
Emperor Joseph Il in 1781.> Hummel,
Czerny and Kalkbrenner, among other le-
gendary pianists of the day, wrote piano
methods providing guidance on improvi-
sing preludes.® Everyone did it, perhaps
not always with success: a Mr. Kellner of

5 Katalin Komlds, “Mozart and Clementi: A Piano
Competition and Its Interpretation,” Historical
Performance 2 no.1 (Spring, 1989): 3-9.

6 Valerie Woodring Goertzen, “By Way of Introduction:
Preluding in 18th- and Early 19th-Century Pianists,”
The Journal of Musicology 14 no.2 (Summer, 1996):
300.

2759

2021, 9(2) 2757-2768

Smith

London prefaced his own composition in
D major with an “inappropriate introdu-
ction” in D-flat major, according to one
contemporary source.”

The ability to think in sound, rather than
responding solely to marks on a printed
page, is key to improvising well. It is
also a prerequisite to good technic and
interpretation, perhaps the most impor-
tant one. The legendary 19th-century pi-
ano teacher Theodor Leschetizky (1830-
1915) would work on all the interpretive
details of a performance—phrasing, tem-
pos, balance, pedaling—on long walks,
telling his assistant Ethel Newcomb “lis-
tening to the inward singing of a phra-
se was of far more value than playing it
a dozen times.”® The famous American
folk singer Pete Seeger wrote “music
teachers sometimes overemphasize the
importance of learning to read music
early. Would you teach a baby to read
before it could talk? Should a teenager
study dance notation before learning to
dance? Musicians need in the beginning,
to train their ears, their vocal chords, or
their hands, and to develop the sense of
music that tells them when to sing [or
play] what.”? | tell students: If you can’t
hear it or sing it--you can’t play it.

Piano playing should always be prefaced
by audiation, a term coined by Dr. Edwin
Gordon in 1975. Audiation “takes place
when one hears and comprehends music
for which the sound is no longer or may
never have been physically present.”!?
For a performer, it’s the ability to shape

7 Goertzen, 299-337.

8 Ethel Newcomb, Leschetizky As | Knew Him (New
York: Da Cap Press, 1967), 18-19.

9 Pete Seeger, Henscratches and Flyspecks (New
York, NY: Berkley Medallion Books, 1973), 9.

10 Edwin E. Gordon, Learning Sequences in Music
(Chicago: G.I.A. Publications, 1980), 3.
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sound in your mind before you play; to
develop a clear mental picture of what
sounds you want to hear in advance ins-
tead of responding to—and fixing--the
sometimes-haphazard results of ungui-
ded fingers. Audiation means thinking in
sound instead of with musical notation
or pedagogical words. It’s the crucial
first step to developing an outstanding
piano technic.

Application—Practice Audiation
Using Delayed Continuity

Frank Merrick (1886-1981) was a Lesc-
hetizky student who later taught at the
Royal College of Music in London. He
capped his distinguished teaching care-
er in 1958 by publishing a book called
Practising the Piano (London: Barrie &
Rockcliff), one of the best sources of
practice advice ever written.

In Practising the Piano Mr. Merrick devo-
tes a chapter to something he calls “de-
layed continuity,” a practice device that
develops audiation, although he did not
use that word.

1. Choose one of the pieces you are
currently studying.

2. Mark the beginning and ending of
each phrase with a bracket

3. Divide each phrase into motivic
units, marked with a caret and a fer-
mata

4. Play the first motivic unit. When
you get to the spot that you marked
with a caret and fermata, stop and
hold that note or rest. While holding
that note or rest, sing the melody of
the next motivic unit in time.

As you sing, alternate mental focus on
different performance skill areas, one
at a time. For each skill area, sing out

loud until you are completely satisfied;
then repeat, singing silently (audiating).

* Melodic shaping and timing
 Fingering

* Technic

* Pedal

* Memory

e Any other area you think needs
work.

But being able to completely realize your
musical sound plan through the physica-
lity of piano technic is not so easy. Your
ideas in sound have to be expressed th-
rough a complex set of physical motions
and coordinations at the keyboard. Each
small movement has to be balanced and
correct; sequenced in patterns with ot-
her motions; and be performed properly
with no chance of an on-stage do-over.
These are part a category of learning
broadly called motor skills, abilities re-
lated to muscular activity, ranging all
the way from what are called fine motor
skills in the hands and wrists to the gross
motor skills using the larger muscles in
our torso, arms and legs. The princip-
les of skilled motor learning apply to all
movement: it is “a product of four diffe-
rent elements: force, velocity [speed],
accuracy, and purposefulness. In a skill-
ful performance, all four elements must
be performed at the same time in exact-
ly the right combination and amount.”"
Coordinating these four components at
the piano takes practice, a lot of it. But
organizing your practice appropriately
and concentrating on essential tasks in
the correct order can speed up the pro-
cess.

A famous pioneer in piano technic rese-

11 Michael Kent, The Oxford Dictionary of Sports
Science and Medicine (Oxford: Oxford University
Press, 2006), 356.
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arch, Otto Ortmann, wrote “piano pla-
ying is movement, not position.”' This
is especially true in the early stages of
piano study. Swimmers, figure skaters,
dancers--all learn fundamental move-
ments one at a time in the early stages
of study. It should be the same in lear-
ning the piano. Once each discrete mo-
tion has been mastered to a reasonable
degree and can be performed without
much conscious thought (scientists call
this “automaticity,”’®) then the move-
ments can be linked in sequence to cre-
ate musical expression. | borrow a term
from the world of dance to describe this
series of motions: choreography.

For many years, piano teachers belie-
ved that the ability to perform techni-
cal choreography was innate, a musical
talent that a few people have somehow
been gifted, but which most do not pos-
sess. Research over the last 30 years
has clearly demonstrated that many of
these skills can be learned. It’s worth
the effort. Students have higher levels
of fine motor skills in kindergarten have
higher rates of achievement for years
afterward™, not just in sports and rec-
reational activities but in intellectual

12 Tao Wu, Piu Chan, and Mark Hallert, “Movement
Automaticity Shows Less Activation, but More
Connectivity: AModel for Brain Efficiency,” Physiology
News 73 (Winter, 2009), https://www.physoc.org/
magazine-articles/movement-automaticity-shows-
less-activation-but-more-connectivity-a-model-for-
brain-efficiency/, accessed July 30, 2021.

13 Tao Wu, Piu Chan, and Mark Hallert, “Movement
Automaticity Shows Less Activation, but More
Connectivity: AModel for Brain Efficiency,” Physiology
News 73 (Winter, 2009), https://www.physoc.org/
magazine-articles/movement-automaticity-shows-
less-activation-but-more-connectivity-a-model-for-
brain-efficiency/, accessed July 30, 2021.

14 Meghann Lloyd, Travis J. Saunders, Emily Bremer,
et al. “Long-Term Importance of Fundamental Motor
Skills: A 20-Year Follow-Up Study,” Adapted Physical
Activity Quarterly 31 (2014): 67-78.
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and academic pursuits, too."

Interoception

The first step to developing your own
expressive choreography is to achieve
mindfulness about yourself. Some stu-
dents think: | know myself better than
anyone. | know what | like, | know what
| don’t like, and | know what | can do.
Research does not entirely support this.
Starting in 1999 social psychologist David
Dunning and colleagues have been stud-
ying the reasons people overestimate
their own abilities.'® People often exag-
gerate their talents and ignore their de-
ficiencies; they don’t receive accurate
feedback from themselves and others.
The phenomenon is so common and cros-
ses so many fields of endeavor that has
a name, the Dunning-Kruger Effect. It’s
not limited to North Americans. Other
scientists have found evidence of simi-
lar trends in Asia and Europe." You will
never reach your technical goals without
self-awareness, self-regulation and the
ability to self-correct.

Interoception is inner consciousness,
“the perception of sensations from insi-
de the body and includes the perception
of physical sensation related to internal

15 Claire. E. Cameron, Laura L. Brock, William M.
Murrah, et al., “Fine Motor Skills and Executive
Function Both Contribute to Kindergarten
Achievement,” Child Development 83 no. 4 (July-
August, 2021): 1229.

16 David Dunning and Justin Kruger, “Unskilled
and Unaware of it: How Difficulties in Recognition
of One’s Own Incompetence Lead to Inflated Self-
Assessments,” Journal of Personality and Social
Psychology 77 no.6 (December, 1999): 1121-1134.
17 Michael Muthkrishna, Joseph Heinrich, Waturu
Tokokawa, et al., “Overconfidence is Universal?
Elicitation of Genuine Overconfidence (EGO)
Procedure Reveals Systematic Differences across
Domain, Task Knowledge, and Incentives in Four
Populations”, PLoS One 13 no.8 (2018), https://
journals.plos.org/plosone/article?id=10.1371/
journal.pone.0202288, accessed August 1, 2021.
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organ function such as heart beat, res-
piration, satiety, as well as autonomic
nervous activity related to emotions.”®
Interoception helps you integrate your
physical sensations with thinking and fe-
eling. This pertains to the choreograp-
hy of technic as you practice as well as
coping with emotional stress when you
perform. Students often lack awareness
of internal bodily sensations that need to
be brought into consciousness; they may
not even know how to perceive them or
cannot maintain attention for more than
a few moments.

Interoception can be improved in three
steps:"?
* Building the vocabulary of body lite-
racy through improved consciousness
of body use and sensation
» Developing somatic (bodily) aware-
ness during practice and performance
« Fostering the capacity to sustain and
assess interoception over time

Application--Interoception
Focus on your feet while seated at the
piano: foot position is an important part
of body alighment necessary for good te-
chnic.
* Your toes should be pointing forward
* Your weight should be focused on
the inside of each foot
Improve your interoception of foot posi-
tion and its affect on your body:

18 Cynthia J. Price and Carole Hooven, “Interoceptive
Awareness Skills for Emotion Regulation: Theory
and Approach of Mindful Awareness in Body-
Oriented Therapy (MABT),” Frontiers in Psychology
9 (May 2018), https://www.frontiersin.org/
articles/10.3389/fpsyg.2018.00798/full, accessed
June 19, 2021.

19 Cynthia J. Price, Elaine A. Thompson, Sheila A.
Crowell, et al., “Immediate Effects of Interoceptive
Awareness Training through Mindful Awareness
in Body-oriented Therapy (MABT) for Women in
Substance Use Disorder Treatment,” Substance
Abuse 40 no.1 (2019): 5.

1. Mindfully experience foot position
a. How would you describe the fee-
ling of sitting with your feet in the
proper “toes forward-weight on the
inside of the foot” position?

b. How would you describe the fe-
eling of sitting with your feet pla-
ced incorrectly, with toes pointing
out and weight on the outside of the
foot?

c. Walk around briefly using both
foot positions and describe the sen-
sation.

2. Choose a section of one of the

works you are practicing. Play throu-

gh it at a medium-slow tempo, wit-
hout using any of the pedals, focusing
continually on your feet.
a. Were you able to keep your at-
tention on your feet for the perfor-
mance of the whole section?
i. If not, where were the spots
your attention lapsed?
ii. Can you identify the reason
your attention strayed from your
feet?
b. Repeat until you can maintain fo-
cus on your feet for the whole per-
formance
i. Repeat again, adding use of
the pedal(s) as appropriate whi-
le still focusing on foot position

3. Gradually increase the length of

the performance section maintaining

focus on your feet.

Expand your focus to other bodily parts
and to the emotions you experience whi-
le practicing and performing, following
the same steps.

Proprioception

Proprioception refers to a person’s sense
of motion in space outside of the body:
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“of relative position and movement...”%
It’s your perception of yourself moving
in the outside world. Proprioceptive tra-
ining has been proven to change brain
function and even alter the brain’s phy-
sical qualities?' as well as improving mo-
tor skills. Thinking about proprioception
has been going on at least since the time
of Aristotle but there is still much to be
learned.

Most proprioceptive functions take place
below the level of conscious awareness:
they are routine parts of daily life. But
the high degree of precision necessary
for skilled pianism requires pianists to
bring proprioceptive movements into
conscious awareness, mindfully adjus-
ting even the smallest position change
in light of knowledge, experience and
ongoing sensory input. New movements
require much deliberation in the early
stages of learning; once mastered, too
much conscious thought actually inhibits
performance.?

Application--Proprioception
A technical difficulty that can seem un-
solvable can sometimes be traced back

20 Jessica M. Holst-Wolf, I-Ling Yeh, and Jiirgen
Konszak, “Development of Proprioceptive Acuity in
Typically Developing Children: Normative Data on
Forearm Position Sense,” Frontiers in Neuroscience
10 (2016), https://www.frontiersin.org/
articles/10.3389/fnhum.2016.00436/full, accessed
July 28, 2021.

21 Assal Habibi, Beatriz Ilari, Katrina Heine, et
al., “Changes in Auditory Thickness Following
Music Training in Children: Converging Longitudinal
and Cross-Sectional Results,” Brain Structure and
Function 225 (2020): 2463-2474.

22 Kazuhiro Yasuda, Yuki Sato, Naoyuki liumra,
et al., “Allocation of Attentional Resources
Toward a Secondary Cognitive Task Leads to
Compromised Ankle Proprioceptive Performance
in  Healthy Young Adults,” Rehabilitation
Research and Practice (2014), https://www-
ncbhi-nlm-nih-gov.www?2.lib.ku.edu/pmc/articles/
PMC3910264/?tool=pmcentrez&report=abstract,
accessed August 5, 2021.
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to a problem in your sensory processing.
These types of problems are difficulties
of perception, not due to lack of talent.

If you think this may be your situation,
try these steps:

1. Simplify Remove distractions.
Make your environment as calm as
possible. Begin your work away from
the keyboard:
a. Check your spinal organization,
rocking your body in a gentle rhythm
forwards, backwards and sideways
until you feel centered. Feet should
be facing forward.

2. Amplify Select a technical prob-
lem-spot to work on. Analyze the
required movement and joint posi-
tion. Break down each motion to its
smallest components.
a. Begin by practicing away from
the keyboard, on the fallboard or
any flat surface.
i. First practice out of rhythm.
Start with slow motions, spee-
ding up as you feel comfortable.
ii. As you gradually feel calm and
organized, start to play it in the
correct rhythm, still away from
the keyboard.

3. Apply Practice the problem spot at
the keyboard in rhythm, beginning at a
slow tempo and gradually speeding up.

4. Repeat Lots of drill enables you to ac-
complish complex motor tasks with less
conscious thought.

Executive Control
Interoception (your sense of what is go-
ing on inside you) and proprioception


https://www.frontiersin.org/articles/10.3389/fnhum.2016.00436/full
https://www.frontiersin.org/articles/10.3389/fnhum.2016.00436/full
https://www-ncbi-nlm-nih-gov.www2.lib.ku.edu/pmc/articles/PMC3910264/?tool=pmcentrez&report=abstract
https://www-ncbi-nlm-nih-gov.www2.lib.ku.edu/pmc/articles/PMC3910264/?tool=pmcentrez&report=abstract
https://www-ncbi-nlm-nih-gov.www2.lib.ku.edu/pmc/articles/PMC3910264/?tool=pmcentrez&report=abstract
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(your awareness of your movement and
positioning in the world outside your
body) are functions of something scien-
tists call executive control. Your sense
of executive control helps you make fine
adjustments to the effort, force and
weight of your external proprioceptive
movements and the kinesthetic sensa-
tions of interoception. This enables you
to focus attention where needed, inside
to out, switching your focus from inner
sensations to outer movements of the
fingers, arms and torso. Can you inhibit
distractions and move from task to task
quickly and accurately? Musically trained
adults and children have been proven to
have higher levels in these areas compa-
red to non-musicians, even after only six
months of musical study.?

Anything that improves brain function
improves piano technic. “Technique co-
mes from the mind (Geist), not the fin-
gers” wrote Liszt in the 19th century,
well before sophisticated brain research
was possible; to Busoni, “the greatest
technique has its seat in the brain.”?
There are two different types of imagery
that influence motor learning.

 Visual learners can imagine move-
ments mentally, sensing dimensions
of space without necessarily having to
move. This can be from their own per-
former’s perspective, or as if imagining
themselves in the third person, as an
audience member might see them.

23 Jennifer Zuk, Christopher Benjamin, Arnold
Kenyon et al., “Behavioral and Neural Correlates
of Executive Functioning in Musicians and Non-
Musicians,” PLOS ONE 13 no.1 (2014, corrected
2015 and 2018), https://journals.plos.org/plosone/
article?id=10.1371/journal.pone.0099868, accessed
July 29, 2021.

24  Kenneth Hamilton, After the Golden Age:
Romantic Pianism and Modern Performance (Oxford:
Oxford University Press, 2008), 160.

* Kinesthetic learners often need to
feel the energy of the bodily move-
ment and positioning non-visually.

Students internalize motor learning in
their own way. This can influence beco-
ming a skilled technician. Students that
score highly in both visual and kinesthe-
tic learning develop technic faster; vi-
sualizing oneself as if seen by another
person also speeds technical learning.

Application—Executive Control
“Spoon-feeding in the long run teac-
hes us nothing but the shape of the
spoon.”

E.M. Forster, “Sayings of the Week,”
The Observer, October 7, 1951.

Every person is unique. Your goal is to
learn from every experience--but to
completely develop your sense of exe-
cutive control, you have to contribute
to your own process. Create your own
knowledge!

Choose section of a work you have been
playing for awhile.

1. Change your practice circumstan-
ces.
a. If you used to practicing in the
evening, practice first thing in the
morning instead. Practice on a diffe-
rent piano: even a lesser-quality ins-
trument can help you hear freshly.

2. Mindfully experiment with diffe-
rent interpretive contexts. Focus on
the experience, not the words.
a. Auditory this relegates to the
imaginative sound of what you play.
Make up stories about the piece and
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then deliberately change them
i. Develop a bold interpretation
ii. Play the same section again,
playing gently and with subtlety.
b. Visual write down a chart of your
piece including interpretive points.
Diagram how one event leads to
another.
c. Kinesthetic focus on how you
feel when you play, interoceptively
and proprioceptively, Adjust your
physicality as necessary.

Conclusion

Students who try to develop their piano
technic by repeating the hardest piece
they can find at top speed will not suc-
ceed. A better course is to choose to be-
come excellent at practice, focusing on
inner sensation and outer movement gu-
ided by thought. Planning the key facets
of your sound should precede physical
movement “Think ten times, [before]
playing once,” Leschetizky advised his
students.? The goal is the projection of
imagination and communication through
technical mastery.

Remember that piano playing is motion
rather than location. The more effec-
tively your executive control manages
your interoception and proprioception
the more precise your fine and gross mo-
tor motions will become. Practice the
four elements of motor learning, force,
velocity, accuracy and purposefulness,
in small chunks with many mindful re-
petitions.

Does so much focus on motor execution
and planning seem too time-consuming?
It isn’t. These skills will make your prac-
tice more effective. Paradoxically, when

25 Frank Merrick, Practising the Piano (London:
Barrie and Rockliff, 1958), 1.
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your practice skills are good, you won’t
have to work so hard. In one study, when
highly skilled pianists were assigned a
tapping task, they improved their motor
skill activation rapidly while non-musici-
ans did not. You might say that pianists
who were expert at practice were able
to largely skip the slow improvement
phase of task-learning, accomplishing in
minutes tasks that took others weeks.2

26 Margret Hund-Georgiadis and D. Yves von Cramon,
“Motor-Learning Related Changes in Piano Players
and Non-Musicians Revealed by Functional Magnetic-
Resonance Signals,” Experimental Brain Research
125 (1999): 417-425.
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Abstract

The present study aims to compare modern Russian and foreign methods of teaching pop vocal
to college and university students from the point of their effectiveness and educational results
based on the analysis of the theoretical background and experimental studies. Globalization,
internationalization of cultures, the active introduction of electronic educational environments,
and distance and online learning now allow mastering many vocal techniques and teaching
methods and putting them into practice in a short amount of time. In this regard, the need
to compare and evaluate modern Russian and foreign methods of teaching pop vocals, as well
as identify the advantages and determine the prospects for their further use in pedagogical
practice become relevant. The study summarizes the experience of teaching pop vocals and a
comparative analysis of three modern methods of teaching - one foreign (Joe Estill) and two
Russian (M.L. Kats and O. Donskaia). The results of the experiment show that the effectiveness of
these techniques is due to the emphasis placed on the active and comprehensive development of
the vocal apparatus, singing support, rhythmic coordination, singing vibrato, vocal techniques,
melismatics, and the development of the vocal range and voicing resonators. The control stage
of the experiment reveals the expressiveness of singing, the integrity of vocal pieces, the density
of sound in all registers, and the improvement of the quality of timbral coloration of the voice
in the tested group of students. These results were undoubtedly promoted by the previously
studied and newly implemented methods of teaching pop vocals.

Keywords
pop vocal, teaching method, joe estill vocal school, maria kats vocal teaching method, olga
donskaia vocal school

Introduction singing has faded into the background;

At the turn of the 20th and 21st centu-
ries, pop singing as a form of professi-
onal vocal art combining the folk song
traditions, modern music, freedom of
rhythm, and expressive arrangement
of the work became especially popu-
lar among young people (Pereverzeva,
2017). The bel canto style that used
to be of great importance in academic

the emphasis was put on the indivi-
dual, their unique manner of perfor-
mance, speech intonation, the ability
to convey the meaning of the written
text, and the expressive embodiment
of the stage image.

Fundamental classical vocal schools
serve as a strong foundation that has
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stood the test of time. However, it is the
pop vocal that is one of the most popu-
lar areas of training in faculties of cultu-
re and art all over the world today. This
is due to the development of pop cultu-
re in general and the mass popularizati-
on of this art form (Pereverzeva et al.,
2018). Pop vocal is a relatively new type
of special vocal technique. Summarizing
the research devoted to the differences
between pop and other vocal techniqu-
es, the following can be distinguished:

e The basic concept of pop singing is di-
rect emotional communication with the
listener, the freedom and openness of
artistic expression of feelings.

e Diction, proper work of the articula-
tory apparatus, and support for breat-
hing are extremely important.

e Mannerisms, incorrect word stress or
deliberate stretching of sonorous con-
sonants, imitation of wind instruments,
and jazz scat are allowed.

The modern system of vocal training is
changing rapidly, and the time frame is
increasingly narrowed which calls mo-
dern music school and college graduates
to maximize their knowledge and skills
in a short period of time. Requirements
for the training of specialists in various
fields of pop culture and art are incre-
asing. There are also growing require-
ments for teachers who use methods
that have proven to be effective or de-
velop their own methods of pop vocal
training (Polotskaia, 2016).

Literature review

The methodological foundation of the
study is formed by scientific-pedagogi-
cal and psychological research and met-

hodical developments in the sphere of
pop vocals including vocal pedagogics,
the overall method of musical educati-
on, the methods of teaching the techno-
logy and aesthetics of pop vocals, voice
training, the formation of vocal-perfor-
mance skills, and vocal performance
art.

1.0. Isaeva’s work (Isaeva, 2017) contains
the historical aspects of the emergen-
ce of variety art and refers to outstan-
ding actors and singers, much attention
is paid to diction, rhythm, articulation
exercises, and the use of sound equip-
ment in practical lessons.

The method of singing in the vocal po-
sition developed by Seth Riggs (Soliani-
nova, Demidova, 2019) allows vocalists
practicing both pop and academic vocals
to control their voices automatically
without obvious clamps. This technique
can be used at any age without the risk
of damaging the vocal apparatus. Di-
aphragm and oblique abdominal musc-
les supply the right amount of air, and
the vocal cords work properly freely.
The uniqueness of this method also lies
in the possibility of doing the exercises
on one’s own without a vocal teacher by
listening to a recording of the textbook.

Among the Russian vocal methodologies,
we can highlight such authors as O.L.
Donskaia-Anisimova (2019), V.V. Emeli-
anov (2000), M.L. Kats (2018), V.l. Ko-
robka (1989), E.P. Kuznetsova (2017),
0.V. Pivnitskaia (2014), F.L. Polotskaia
(2016), A.M. Pronin (2012) E.A. Sibiren-
ko (2019), and E. Howard (2007). The
authors point out that the methods of
teaching the pop vocal technique vary
from student to student and filtering
out the ideal vocal instrument sound
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takes years. Unlike academic vocals
that always use live orchestral instru-
ments, pop music increasingly involves
completely electronic sounds which, in
turn, requires the vocalist to have good
physical, intonation, and vocal training.
“Pronunciation, diction and singing “in
a mask”, while smiling are the most
important expressive means in the pre-
sentation of song material”, - indicates
E.P. Kuznetsova (2017, p. 189). This is
fully supported by other Russian deve-
lopments of pop vocal training among
which we can allocate the works of V.
I. Korobka (1989) and 0O.S. Chernova
(2014) providing detailed descriptions
of complexes of exercises for the deve-
lopment of students’ singing apparatus,
abdominal rib-diaphragmatic breathing,
and sound phrasing in the pop technique
of singing.

F. L. Polotskaia (2016) indicates that

“Vocal pedagogics is a subject that is
constantly improving and developing,
there are new methods of discovering
and forming the voice. This is due to
the fact that pop singing finds great
importance in the individuality, ar-
tistry, and recognizability of the vo-
ice from the first notes of the sound”
(p. 432).

The teacher needs to form, find, and
develop these qualities in students, as
well as to be able to analyze the comp-
lex nature of educational and peda-
gogical technologies in general. Based
on the analysis of Russian and foreign
methods of pop vocal training that are
already known and studied in detail in
this work, we can state that each of
them sets certain learning objectives
and influences the further development
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and discoveries in pop vocal training in
music colleges.

Problem of Study

In this study, it is aimed to compare the
methods used in pop voice education.
According to this, the methods used in
vocal education in Russia and the mo-
dern vocal training system are changing
rapidly. The time frame for student edu-
cation is narrowing, requiring today’s
graduates of music schools and colleges
to receive maximum knowledge and skil-
ls in a short time. In addition, over the
past 1.5 years, there has been a forced
need to participate more in distance
learning. This requires teachers to im-
prove the teaching methodology while
students need to make more volitional
efforts to strive for personal self-deve-
lopment and adapt to distance learning
conditions.

Methods

Research Model

This research was designed according to
the comparison method, one of the qu-
alitative research methods (Estill Voice
International, n.d.; Katz, 2018; Donska-
ia-Anisimova, 2019). Accordingly, 3 met-
hods used in pop vocal (The Estill Voice
Training International Academy School,
The methods of Maria Lvovna Kats, The
method of Olga Anatolievna Donskaia) in
Russia were compared according to pra-
ctices, observations, experiences and
research results.

Comparison Units (Methods of
teaching pop vocal)

Within the framework of the study, we
summarized the experience of teaching
pop vocals and conducted a compara-
tive analysis of three modern training
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methods - one foreign and two Russian:

The Estill Voice Training International
Academy School (by Joe Estill) which
has produced over a million vocal mas-
ters and coaches worldwide and has its
own unique and patented methodology
for teaching vocal technique (Estill Voi-
ce International, n.d.);

The methods of Maria Lvovna Kats
(2018) developed in the process of pro-
fessional concert activities and applied
in pedagogical practice in the Russian
State University of Social Sciences, as
well as during the training and educa-
tion of actors of the Mossovet Theater,
the Russian Institute of Theater Arts,
Moscow Art Theater, Gogol Center, the
Theater of Nations including Alexander
Domogarov, Ksenia Rappoport, Paulina
Andreeva, Nadezhda Angarskaia, Anas-
tasia Stotskaia, Ekaterina Guseva, Nata-
lia Gromushkina, and many others;

The method of Olga Anatolievna Dons-
kaia representing the Russian school of
pop vocal “Freedom and Will”, profes-
sor of the Department of Pop and Jazz
Singing of the Moscow State Art and Cul-
tural University, an associate professor
of directing and acting at the Russian
Academy of Theater Arts (the Moscow
State Art and Cultural University), the
author of a unique vocal technique who-
se graduates are win and participate
in many prestigious international com-
petitions and television projects (Kirill
Koroviakov, Aurika Mgoi, Alexander Pes-
kov, Julia Khusainova, and many others)
(Donskaia-Anisimova, 2019).

Results
Scientifical Aspects of Methods
All three methods emphasize active and

comprehensive development of the voi-
ce apparatus, singing support, rhythmic
coordination, singing vibrato, vocal te-
chniques, melismatics, and the develop-
ment of the vocal range and voicing re-
sonators. Each school has its own vocal
developments derived from practical
pedagogical and concert practice, con-
tinuous self-improvement, and exten-
sively studied scientific works on vocal
art. Each vocal methodology is unique
in its discoveries and refined ways of
presenting information to students whi-
ch results in a powerful dynamic in the
development of the vocal apparatus and
the creative potential of the experimen-
tal group (Howard, 2007).

Vocal schools of the three modern met-
hods of pop vocal teaching were studied
in the course of practical pedagogical
work to identify their advantages, the
specifics of the technologies, and the
prospects for the implementation of
these scientific developments in the
educational process (Pereverzeva, Smir-
nov, 2017).

At the present moment, there is only
one scientific method - Estill Voice Tra-
ining (Voice Craft) that has been prac-
ticed in virtually all European countries
since the 1980s and was first introduced
in Russia in 2015. All propositions of the
method are based on and supported by
scientific research. A list of scientific
papers, publications, and videos can
be found on the website of Estill Voice
International, an association that orga-
nizes worldwide research and training.
The effectiveness and safety of the
exercises are also scientifically verified
(Pronin, 2012).

The uniqueness of this method lies in
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the confirmed scientific developments
and laboratory research revealing the
anatomy of the vocal cords, larynx,
cartilage, demonstrating it in video re-
cordings, and describing it at seminars.
Joe Estill’s main discovery in the deve-
lopment of the EVT method is the noti-
on of belting as a separate manner of
vocal performance very similar to dense
mixed singing in which the sound in the
second octave in female voices is heard
from the outside as a very dense resona-
tor-like chest sound. Breathing remains
short and practically without air, there
are variants with the addition of nasal,
covered sounding. There are some simi-
larities with folk and conversational sin-
ging, the main distinguishing feature is
the slightly or highly forced sound that
comes, however, from the resonators, so
there are almost no loud volume drops
in the professional sound (Estill Voice In-
ternational, n.d.).

The second discovery is the speech po-
sition, or singing in a conversational
position (Seth Riggs), a prominent rep-
resentative of this vocal technique is
Frank Sinatra who skillfully sang in this
manner without any microphones easily
performing in large venues (Perever-
zeva, 2019). These methods of sound
extraction can be combined with other
methods, for example, subtone or nasal
twang (Italian singer Eros Ramazzotti)
in vocal phrases that make up a musical
work, thus obtaining the variety man-
ner of singing the distinctive feature of
which are various and multi-genre vocal
methods of sound extraction. These te-
chniques have been easily mastered and
successfully applied in the training of
pop-jazz vocalists (Budnitskaia, 2012).

It should be noted that EVT pays little
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attention to singing support in cont-
rast to the detailed and well-developed
exercises in our method or the method
of O.A. Donskaia. There is a concept of
anchoring (from anchor) - these are two
points of certain “tension” in the back
of the wings of the back and the cervical
spine in a dynamically voluminous extra-
ction of sound in opera or belting genre.

M.L. Katz was trained in Speech Level
Singing personally by Seth Riggs, and
her vocal methodology is based on his
teachings. Speech Level Singing allows
for vocal training at any age, makes it
possible to expand the singing range in
a short time, and allows to control the
vocal apparatus freely. My book touches
on the problem of developing the met-r-
hythm that is necessary for every sin-
ger, especially those working with live
bands, and has paramount importance
in performing jazz music. Much of im-
provisational music originates from Af-
rica, the most important sources being
African American blues and gospel (Pe-
reverzeva, 2019). Improvisational music
requires special attention to complex
warm-ups for the expansion of the sin-
ging range with a detailed singing of the
intervals of stable-unstable steps in dif-
ferent forms with gradually increasing
tempo (Pereverzeva & Smirnov, 2017).

M.L. Kats recommends regular exerci-
se on elliptical trainers or doing singing
warm-up exercises on a balancing disc.
In the process, the brain activity is si-
multaneously focused on several activi-
ties - vocalization, breathing, and phy-
sical work on balancing the body on the
training apparatus. At this point, vocal
and muscle clamps disappear because of
the multidimensional tasks performed
by the brain and neural networks, mo-
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reover, there is physical training for the
whole body, and the focus is constantly
switching which prevents dwelling on
the problem areas.

O. A. Donskaia’s methodological deve-
lopments analyze the psychophysical
processes during singing in the “singing
mask” and the correct use of nasal re-
sonation. In her recommendations, the
larynx remains very mobile, and the
root of the tongue is to be lowered
down. This technique makes it very easy
to use the belting technique from the
EVT. Donskaia’s technique makes it easy
to understand the principle of jazz squ-
are phrases (Donskaia-Anisimova, 2019).

Thus, it becomes easy to swing and not
drag out vocal phrases. It should be no-
ted that all three vocal techniques are
unique and provide many opportunities
to master the vocal apparatus in comp-
letely different genres of vocal art such
as opera and musical Broadway, jazz
and alternative rock, electronic music,
and urban romance which is an absolute
priority in learning pop vocals (Shafaz-
hinskaya et al., 2019).

Assessment of the effectiveness of
training

The results of students’ training were
evaluated in practical pedagogical work
in a college through practical exercises,
vocal figures, breathing exercises, and
work on the song repertoire with and
without an accompanist. During the ex-
periment, at the end of each month, the
students were gathered in groups for
general question-and-answer lessons on
the knowledge of vocal terms, the stru-
cture of the vocal apparatus, the proper
functioning of the singing support, and a
discussion of the manner and techniques

of sound production by famous Russian
and foreign performers.

The duration of each of the individual
lessons was 45 minutes and the combi-
nation of methodological principles in-
volved in them was as follows: Warming
up facial muscles and the cervical spine,
twisting, exercises for breathing, diaph-
ragm, and pelvic floor muscles, articula-
tion exercises, tongue twisters, Moran’s
point, working through the main reso-
nators in warm-up chants, exercises on
smoothing the registers, interval chants,
relieving muscle clamps, the exercise
of different ways of sound production
in one vocal phrase, a detailed step by
step analysis of the selected song, the
elimination of phonetic, melodic, and
articulation errors, singing the song ma-
terial with the metronome, work with
the accompanist.

Examples of exercises used

Below we present some examples of
exercises that have shown to be effecti-
ve in training pop vocalists.

Exercise 1. Melisms, emphasis on the
rapidity of singing, accurate intonation
on the jotated eye sounds. A minimal
amount of air is consumed in the perfor-
mance (from the author’s manual).

Exercise 2. Building up even vowel
sounds, interval intonation. Smoothing
transitional registers (from the author’s
manual).

Exercise 3. Tongue twister with the
supporting letter “1”: “Karl u Klary ukral
korally, a Klara u Karla ukrala klarnet”
(Russian). The supporting sounds should
not fall through but be pushed to the
bridge of the nose, this requires voicing
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the vowel “a”. In this case, all the sono-
rous sounds will become clear (from the
manual of O. L. Donskaia).

Exercise 4. For relaxation and even bre-
athing before the main singing of the
figures. Four short inhales and exhales,
then one long inhale and a long exhale
immediately after. The exercise is to be
performed at a quiet pace with silent in-
halation and exhalation through the nose
(from the complex of EVT exercises).

Exercise 5. Tongue twister exercise:
“Sshit kolpak ne po-kolpakovski. Nado
kolpak perekolpakovat da perevykolpo-
vat” (Russian). The exercise strengthens
the low position. The student has to fold
their hands in front of them, on their
belly, and imagine that the whole exer-
cise is voiced in the direction of this spot
or that the top note that goes to the oc-
tave down should sound to them exactly
one octave lower. For this purpose, the
point of the lower jaw is used. The stu-
dent has to stay in the same position.
On the top note, the jaw is pulled down,
brought slightly forward, attention is
paid to the vowel “i” - it is necessary
to avoid letting the “y” vowel mark the
lower note in the high position through
the “n” sound.

In the process of working on singing
warm-ups and perfecting individual ph-
rases, the experiment participants were
tasked with approaching the “boring”
exercises and monotonous repetitions
of the same repetitive vocal figures cre-
atively through imagining it to be a frag-
ment of a musical piece. The students
were suggested to take a phrase from a
famous song and sing it using different
vocal techniques, for instance, a 3-word
phrase from the famous song “All by
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myself” (sing the 1st word in a belting
manner, sing the 2nd word in a subtone,
and finish the 3rd word with belting).
The sounds had to then be combined
into a single vocal phrase followed by
swapping the places of the techniques.
The developed skill was then applied in
solo songs using a dynamic microphone.

Discussion

The experimental study of the effecti-
veness of Russian and foreign methods
of pop vocal training was conducted at
the Moscow College of Improvisational
Music (MCIM) in Moscow that graduates
professional jazz musicians. The period
of study varies depending on the level of
knowledge and training of the students
(4-5 years). The experiment sample
consists of 18 students of the prepara-
tory and 1st year of the vocal depart-
ment at the age of 18-30 years old. The
study began in September of 2020 and
the conclusion and result summarizati-
on took place in the middle of January
of 2021. Experimental and experimental
work included 2 control stages:

e intermediate;
e final.

The experimental group of 18 trainees
was divided into 10 students of the 1st
year and 8 students of the 2nd year of
the vocal department of the MCIM.

Further on, students with a high level of
training (initial vocal data, musicality,
and theoretical background), average
level of training (problematic transitio-
nal notes, unstable vocal support), and
below the average level (no training in a
children’s music school) were identified
in the sample (see Figure 1).
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Levels of students’ training

The diagnostic stage was based on stu-
dents’ ability to create and possess:

e stage image, artistry;

e psychological stability at open lessons
and concerts;

e skills of abdominal breathing during
singing support;

e practical knowledge of nominal chants
and vocalizations.

Diagnostics during the experimental

B High level of training
W Average level of training
0 Low level of training

Figure 1. Levels of training
in the participants of the
experimental group (18 pe-
ople). The control group was
taking individual 45 minute
long lessons once a week for
half a year. Students of the
1st year (10 persons) were
simultaneously training in
two vocal schools of Maria
Lvovna Kats and Olga Leoni-
dovna Donskaia. Students of
the 2nd year (8 people) were
studying by the EVT program

study were based on practical exer-
cises and tasks from M.L. Kats’, O.A.
Donskaia’s, and the EVT methods (see
Figure 2). The experimental group of
students generally showed good results,
however, in the process of training by
modern methods, problems with associ-
ative thinking (interpretation of works)
and comprehension of new material
(comprehension of information) were
observed, some students demonstrated
inattention in the classroom and, con-
sequently, showed poor recollection of
the presented information(tolerance of
perception).

45

W High level

B Average level
I Low level

Tolerance of
perception

Interpretation of
works

Comprehension of
information

Figure 2. The results of diagnostics on practical exercises and tasks in the experimental group
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The intermediate stage of experimental
work shows that in all three methods
of teaching pop vocals, singing in the
speech position is introduced into pra-
ctical classes gradually and depends on
the initial degree of students’ prepara-
tion. The overall scores of 9 students
corresponded to a high level (5 points),
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6 students were at the average level (3
points), and the remaining 3 students
had a low level (one point each) (see
Figure 3). Difficulties arose in learning
tongue twisters, memorizing vocal figu-
res by the EVT method, and memorizing
the structure of the song material.

Levels of students’ training

B High level of training
M Average level of training
Low level of training

Figure 3. Levels of training in the experimental group participants after the experiment (18 people)

A comparative analysis of the initial and
final stages shows clear dynamics in the
process of receiving training according
to these methods, as well as personal
professional growth. Thus, the main ob-
jective of forming students’ vocal awa-
reness in terms of the practical appli-
cation of modern methods of pop vocal
training was fulfilled.

As a result of the experimental work
with a group of students in the educa-
tional process, many of those who pre-
viously had little vocal experience and
improvisation skills have gained these
qualities along with creative interest
and confidence in their vocal abilities
through a strong-willed effort and de-
sire for personal self-development. The
control stage of the experiment reveals
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expressiveness of singing, the integrity
of vocal pieces, the density of sound in
all registers, and improved quality of
timbral coloration of the voice in the
tested group of students. This improve-
ment was undoubtedly promoted by the
use of the previously studied and newly
implemented methods of teaching pop
vocals.

Conclusion

The analysis of the existing psychop-
hysical and methodological features of
vocal training for college students leads
to the conclusion that the teacher nee-
ds to be well versed and apply proven
methods of vocal training. Modern pop
vocal teachers pay much attention to
the psycho-physical features of sound
extraction, as well as teaching the ba-
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sics of sound extraction, the method of
resonance singing, compliance with voi-
ce hygiene, the development of the res-
piratory apparatus, and the acquisition
of singing support. This ensures profes-
sional voice production and the mastery
of singing skills and abilities.

Modern methods of vocal training stress
the importance of the participation of
certain muscle groups in setting the
correct vocal breathing. For example,
according to the Estill Voice Training
method and M.L. Kats’ methodology, the
development of proper vocal breathing
also requires training neck and upper
back muscles, it is important to follow
the correct posture, try to sing while
moving or on a treadmill. The student
must know and be able to timely diag-
nose colds, therefore, they have to be
familiar with their main symptoms.

Recommendations

The results of the work will be used in
further studies of modern methods for
teaching pop vocal, including the met-
hod of S. Riggs and |. Sokerina, the ad-
vantages of which can be determined by
comparing specific learning outcomes.
In the future, it makes sense to evalu-
ate the effectiveness of these methods
when teaching students with the same
initial level of training, as well as tea-
ching beginner students. Further rese-
arch might also concern the question of
the influence of training according to
one method or another on the artist’s
creative career. It would be interesting
to trace which pop singers achieve hig-
her artistic results - those who were tra-
ined according to the method of Estill,
M.L. Katz, or O.L. Donskaya?

The present study is limited by all three

of the aforementioned techniques being
implemented and compared in the con-
text of training pop college students.
The study results can be implemented
in assessing the effectiveness of the use
of techniques for training pop singers
in universities based on experimental
work. The theoretical value of the work
consists in a comparative analysis of the
most popular methods of training pop
vocalists and the identification of their
common grounds determining the effe-
ctiveness of their use in the educatio-
nal process. The practical significance
of the study lies in the formulation of
methodological recommendations for
the training of pop vocalists in college.

The limitations of the study were due to
the subjectivity of the criteria for asses-
sing learning outcomes. Since the artis-
tic aspect is not parameterizable, that
is, it cannot be measured or calculated,
the assessment is based on the emotio-
nal impressions of singing. It is advisab-
le to develop more objective criteria or
refer to the assessment of the parame-
ters of pop singing with the help of te-
chnical means - computer programs for
the analysis of sound information.
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Ozet

Osmanli’nin son zamanlarindan giiniimiize kadar uzanan Tiirk miizigi icra geleneklerinden
“fasil” ozel bir yer teskil eder. Aym makamda birkac eserin agirdan hareketliye belli
bir dizilimle icra edilmesi 6zel anlaminin yani sira fasil, herhangi bir musiki icrasim
aciklamak icin de kullanila gelmis, genis bir anlama malik olmustur. Ondokuzuncu yuzyil
basinda beliren “klasik fasil” ile ayni yiizyiin sonundaki “direklerarasi fasil”in icerik ve
sunum acisindan farklar1 bulunmasi, veriler dogrultusunda bu dramatik doniisimiin de
aciklanmasini gerektirmektedir. Repertuar, icracilar ve bu kultur icinde olusan icra uslubu,
yaklasik son yliz yildir yaygin olarak kullanilan Avrupa notasinin dikte ettigi yalinliktan ¢ok
uzak bir konumdadir. Fasilda kullanilan ritm sazlarin velveleli Gslubu ile mizrapli sazlarin
uzun seslerde yaptiklan ilave notalarin birbiriyle ilgisi oldugu aciktir. Bu calismada, fasil
Usluplarindaki doniistimiin tarihsel izleri siriilecek ve direkleraras1 fasil geleneginde

mizrapli ve ritm sazlarin fasil miizigine etkileri irdelenecektir.

Anahtar Kelimeler

fasil, icra nota farklilig1, mizrapli sazlar, refakat, agir aksak

Giris

Tirk miizigi, szl ucucu bilip yaziy1 ye-
rine koydugundan beri musikinin ve mu-
siki kaltliriinlin kavrayisindaki muglaklik
suregider. Hoca, ustad, virtiioz yani oto-
rite; talebe, kursiyer yani acemi; bunun
da otesinde bilginin konusu, hududu ve
tammi tartismali bir haldedir. Yeni kav-
ramlar eski kavramlarin esliginde haya-
ta eklemlendigi icin kargasa olagandir.
Bu noktada eskinin ya da yeninin tara-
finda olmaktan oOte problemin acikca
ortaya konulmasina ihtiyac¢ vardir.

Bat1 ile birlikte yasamak yerine Bati-
lilasmak zorunda olan Osmanli’da, bu
yeni yasam bicimini kabullenis alt sinif-

ta agir bir tempoda gerceklesirken Ust
simf, yenilikleri daha hizli bir sekilde
karsiliyordu. Bu sebepledir ki Turk Bati-
Lilasma tarihi buyuk oranda Ust simiftaki
hareketliligin tarihidir. Bununla birlik-
te alt sinifin begenilerine iliskin malu-
matimz hi¢ yok degildir ancak bunlar
yeterli olmadigi gibi kolayca istifade
edilebilecek sistemli bir tasniften de
-simdilik- yoksundur. Toplumsal kabul-
lenisin siyasi derinligi bir yana miizik-
te, ozellikle de fasil turinde gorunen
sonuclar, imparatorlugun son yiizyilimin
kisa bir 6zetini yansitir. Zira bu fasillar,
yeni Ust ve alt simifin kesistigi ve bu-
lustugu mekanlarda, birlesen bir miizik
begenisi sembolidiir.
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Calismada, fasil ve onu barindiran top-
lumsal yapidaki tarihsel donusumun iz-
leri surulecektir. Ayrica Uslup farki nota
uzerinde belirtilmeyen bir eserin, direk-
lerarasi’ fasil Uslubunda icra edilirken
enstrimanlarda dikkat edilen hususlar
uygulamadaki ornekleri lizerinden goste-
rilecektir.

Canl ve neseli bir tarz olan direklerara-
s1 fasil icrasinda klarnet, keman, yayl
tanbur gibi uzun sesli calgilarin melo-
dinin kose basi olan bir tek sesi uzunca
tinlatarak biraktigi canlilik etkisi yahut
nagme iskeletinin Ust ve alt bolgelerin-
de geleneksel motiflerle yaptig1 yaratici
suslemeler, bu sazlarin yapisinin direk-
leraras1 fasilda dikkat ceken hususiyet-
lerindendir. Lakin direklerarasi fasilin
dinamik yonunu en belirgin sekilde gos-
terenler tef ile darbuka gibi ritm ve ud
ile kanun gibi mizrapli calgilardir. Direk-
lerarasi fasli, ¢cikan girift sonuca binaen
bir biitiin olarak degerlendirdigimiz icin
buna etki eden her enstruman ve fasil
icinde yarattiklarn canlilik teknikleri ca-
lismamizin menzilinde yer almaktadir.

Fasl-1 Tarih

19. yuzyilda, sanatin herkesce ulasi-
labilir olmas1 yonundeki anlayisla bir-
likte Tiirk miizigi de demokratlasmaya
baslamis; boylelikle genel tarih, ilgi
alanim aristokrat simifinin tercihlerin-
den genis halk kitlelerinin tercihlerine
dogru cevirmistir. Bu konuda en biyik
etken siliphesiz, genis kitlelere mizigi

1 lIstanbul’da Vezneciler ve Sehzadebasi arasindaki
caddenin bir kismi Osmanli doneminde Direkleraras
olarak amlirdi. Bu cadde o dénemde istanbul’un
en onemli eglence, kiltlir ve sanat merkezlerinden
birisi olarak kabul gormustir. Kahvehaneleriyle
meshur Direklerarasi, ozellikle Ramazan aylarindaki
miizikli eglenceleriyle halkin vazgegilmez ugrak bir
yeri olmustur. Detayli bilgi icin bkz. Bekir Tosun,
“Direkleraras1”, icinde DIA, istanbul: Tiirkiye Diyanet
Vakfi Yayinlari, 1994, s. 367-368.

ileten ses kayit teknolojilerindeki ge-
lismelerdir. Meclislerin veya toplu icra
sekillerinin toplumun her tabakasinda
olabilecegi tahmin edilse de tarihsel
seyri belgelerle gorilebilen meclisler,
saray gibi Ust kulturun yahut tekke gibi
siniflar Uzerinde (ya da alt ve ust siniflar
arasinda araci) kurumlarin meclisleridir.
Repertuar ve tavir acisindan farklilikla-
rindan oturu bu noktada evvela saray
musiki meclisleri Uzerinde durmak ye-
rinde olacaktir.

Osmanli’da musiki meclislerindeki ter-
tibin genel ad1 olan fasil, 16. yilizyildan
beri kullanildig1 anlasilan bir kavram
olarak tebarlz eder. Fasil, icranin ya-
pildig1 an’1 tarif ettigi gibi bir makamin
genisleme ve cesitleme yollarin1 gos-
termek Uzere bestelenen bir dizi muzik
eserinin de adidir. Pesrev, kar, beste,
agir semai, yiiriik semai ve saz semaisi
gibi formlardan olusan fasil, bugin kla-
sik takim yahut klasik fasil ismiyle bili-
nen lll. Selim donemine ait fasildir. Turk
makam miiziginin bel kemigini olusturan
bu klasik formatin ne zaman ve hangi
streclerden gecerek bu sekli aldigi ma-
alesef bilinmemektedir. Musikiyi himaye
eden sarayin ve en buyuk patronu olan
padisah makaminin, suphesiz, bu mec-
lislerin devamliigindaki rolii biiyiiktdr.
Osmanli’dan evvel, fasil benzeri mec-
lislerin Abbasi ve iran gibi saray kiiltiir-
lerinde de oldugu bilinmektedir. Bahse
konu olan caglarda kaleme alinmis si-
nirli sayidaki musiki risalelerini ince-
leyerek faslin tarihsel siireci hakkinda
kronolojik bir okuma yapan Eugenia Po-
pescu-Judetz’in tespitleri her ne kadar
kesin yargilar icermese de suphesiz bu
etkilesimi aciklayict en makul hipotez-
lerdir. 15. yuzyil kaynaklarindan refe-
ransla hareket eden Judetz’e gore Tiurk,
iran ve Arap kiiltiirlerinde fasil benzeri
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tecriibeler nevbet? adiyla yasiyordu ve
fasil terimi muhtemelen Osmanli’da ilk
kez 16. yuzyilda kullanilmaya basland.
Judetz, 17. yuzyilda Osmanli saray mu-
sikisi repertuar seckisi mahiyetindeki Ali
Ufki’nin (Saz U S0z) ve Kantemiroglu’nun
(Kitabii itmi’l-mUsiki ala vechi’l-hur(ifat)
mecmualarinin icerdigi fasillar; Hafiz
Post ve Evliya Celebi’nin aciklayici me-
tinleri Uzerinden ornekler ve detaylarla
kompakt bir fasil tarihi ortaya koyar.3
Ancak, aciklanamayan tek sey icra us-
lubundaki ve icerigindeki donisiumdiir.
Zira soz konusu donemdeki kavl, tasnif,
naks, savt, semai, murabba gibi formlar
ve bunlann gerektirdigi icra Uslubu kla-
sik takim icinde bahsedilen formlar ve
icra Uslubundan cok baskadir. icerikteki
bu dramatik degisimi gosterecek kay-
naklar olmadigr icin tarihsel okumalar,
yalmzca mevcudun tespiti ve serhinden
oteye gidemeyecektir. Donusumun ilis-
kilendirilebilecegi en akla uygun ¢6ziim
siyasi konjonktiirdeki degisimdir. Devlet
politikalarinin farkli cenahlara yonelisi-
ne bagli olarak kitlesel hareketliligin ce-
sitlenmesi, fonksiyonunu sabit birakmak
suretiyle mizigin icerigini de etkilemis
olmalidir. Judetz’in (1999, 786-87) bu
konudaki aciklamasi soyledir:

“Fasil, kavramsal olarak bir degi-
siklige ugramamasina karsin klasik
mizigin icra bicimi, mizik kultiriin-
deki modernlesme ve Batililasmadan
2 Eski bir Tirk gelenegi olarak nevbet, ilk olarak
Buyuk Selcuklular doneminde karsimiza cikmaktadir.
Hiikiimdarin hakimiyet sembollerinden biri olarak kabul
goren nevbet, Tiirklerin isldmiyet’i kabuliiyle Tiirk-
istam devletlerinin bir téresi halini alir. “Askeri miizik
toplulugunun saray veya otagi oniinde davul vurarak
icra ettigi miizik” anlaminda da kullanilan nevbet
gelenegi, Osmanli Devleti’nde mehterhane biinyesinde
devam ettirilmistir. Detayli bilgi icin bkz.: Timur Vural,
Turklerde Askeri Mizik Gelenegi Tug, Nevbet, Mehter,
Konya: Cizgi Kitabevi Yayinlar, 2013.
3 Detayli bilgi icin bkz.: Eugenia Popescu-Judetz,
“Osmanli’da Fasil”, icinde OSMANLI, c. 10, Ankara: Yeni
Turkiye Yayinlari, 1999.
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etkilenmistir. Batili enstrumanlarin
benimsenmesi ve teorik fikirler bir
yere kadar kompozisyonun icerigini
ve muzikal duzenlemeleri etkisi alti-
na almistir. Sanat mdizigi konserinin
tiyatro sahnesinde sunulmasi icracilar
ile dinleyici arasindaki iliskiyi farkli
kilmistir. Ote yandan faslin semantik-
lerinden farkli kollar olusmustur. Fasil
metinleri ve muzik notalan sanat mu-
ziginin eglence miizigi alaninda genis
bir bicimde yayilmasina yol acmistir.”

Hanedan uyesi ve padisah namzeti bir
sehzadenin Avrupa’daki gelismeleri takip
etmesi, Fransiz sarayi ile mektuplasma-
s1 muhakkak ki 15. veya 16. yuzyildaki
bir saray mensubu icin dustnulemezdi.
Ancak lll. Selim’in butun bunlan ve faz-
lasim gerceklestirmesi Avrupa toplumun-
daki siyasal, toplumsal, teknolojik gelis-
melerin etkilerinin 18. yuzyil sonlarinda
artik sarayin icine kadar ulastigin1 gos-
terir. Zira sehzade Selim tahta gectigin-
de, musikide de gozle gorilir birtakim
degisiklikleri onerecek ve tesvik edecek-
tir. Bu anlamda faslin donusumu hakkin-
da Judetz’in soyledigi “modernlesme ve
Batililasma” eger bu donem icin kulla-
nilmissa dogrudur. Fakat “Sanat mizigi
konserinin tiyatro sahnesinde sunulma-
si...” seklindeki ifadeler, bu pre-modern
donemi degil, farkliliklarin yerlesik bir
hal aldigi 19. ylzyil ortalarim1 da ima
eder. 19. yuzyildaki fasil ise oncu izleri
ne klasik fasilda ne de daha oncesinde
gorulebilecek bir formata burunmdus, Ju-
detz’in de belirttigi gibi eglence miizigi-
nin icinden cikan bir kol olmustur.

19. Yiizy1l Fasl

Cok eski bir donem olan nevbetlerden
klasik fasila gecis sureci, yazili kaynak
yetersizligi sebebiyle tam olarak acikla-
namamaktadir. Lakin sasirtici olan husus,
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bugline daha yakin olan yani klasik fasil-
dan sonraki donemin bilinmezligidir. 19.
ylizyilda fasil mefhumu, daha eglenceli,
hareketli ve lirik bir formata donusur.

Miizigin en biyiik hamisi olan saray, kla-
sik donem kiime fasli’nda yiksek mu-
sikinin en buyuk temsilcilerini himaye
ederken aym zamanda miizige kendi
zevki dogrultusunda yon veriyordu. 19.
yuzyilda ise sarayin maasli Turk muzi-
gi mensuplan, cogunlukla sembolik bir
anlam tasiyordu. Artik hukumdarlar ik-
tidarin mesruiyetini, seriata riayetini
kontrol eden saray muhafizlarina degil,
Avrupalilik fikrine sadakatini kontrol
eden daha buyuk kitlelere ispatlamak
zorundaydi. Opera dinlemek yahut pi-
yano calmak bu yeni ulkiiye daha iyi
hizmet edecek, sanata verdigi 6nemin
gostergesi sayilacak ve muzik dinleme
etkinliginin yeni mekanlar1i da konser
salonlan olacaktir.”

19. yuzyil basinda yonetimdeki yapisal
degisiklikler, dolayli olarak miizikal ya-
samin seyrini de etkilemistir. Merkezi
idare olan saraydan, iliskide olunan
Batili Ulkelerin sistemiyle denk duse-
cek pozisyonlar (nazir/bakan) atanan
hiikimet sistemine gecis yapilmis, bi-
rokrasi sin1fi saraydan cikip sehrin farkh
noktalarindaki hususi hizmet daireleri-
ne tasinmistir. Bu durum, Harem’den
Enderun’a saray ici gundelik hayatin,
tesrifatin da degismesi anlamina gelir.
Alaturka musiki mensuplan ic¢in ise bu
konaklar yeni cazibe noktasi haline ge-
lecektir. Sanatcinin en buyuk patronu,

4 19. yuzyil, Sultan Abdilaziz gibi Alaturkaya daha
meyyal padisahlar da ¢ikaracaktir. Ama bu, onlarin da
Bati’ya ve geleneklerine karsi tamamen negatif tutum
icinde olduklart anlamina gelmez. Yeni donemin adeti
olan tiyatrolara Sultan Abdiilaziz’in verdigi maddi
destekler icin bkz. Namik Sinan Turan, “Osmanli’nin
Son Doneminde Opera”, Evrensel Kiiltur Aytik Kiltir ve
Edebiyat Dergisi, Ocak 2011, s. 25-26.

tercihlerini politik emelleri dogrultu-
sunda ayarlarken devlet erkani eski ve
yeni pratikler arasinda daha kritik ve
tarihi bir rol oynayacaktir.

Yuksek musiki ve gelenekleri, bir yan-
dan Avrupa miizigi ile kimyasin1 degisti-
rirken bir yandan da konak sahiplerinin
zevkine uygun bir hale burinecektir.
Boylelikle saray uslubu ile sehir Uslubu-
nun yeni bir terkibi olusacaktir. Bu yeni
terkip, hem saray terbiyeli konaklarda
hem eglence yerlerinde hem de Batili
konser salonlarinda yer bulabilecektir,
zira bu kozmopolit ortamin meyvesi ol-
dugu icin tim zevklere hitap eder. 20.
ylizyilda bu yeni gelenegin sembol ismi
Tanburi Cemil Bey’in yaptig1 mizik icin
kimilerince séylenen “istanbul musikisi”
tabirinin (Cemil 2002, 13) altinda da bu
sosyal temeller yatiyor olmalidir. Sehir
musikisi ile saray musikisi oteden beri
keskin cizgilerle ayrilmamistir. Ancak
klasik donemde boylesi yogun ve mec-
buri iliskiler olmamis, seyr-i tabii icinde
makul alisverisler yasanmis olmalidir.

Ote yandan 17. yiizyil baslarindan iti-
baren Istanbul, aldig1 yogun gocler so-
nucunda bir sosyo-kiiltiirel degisime
de onculuk eder. Cem Behar (2020, 59)
bu durumu, “bir yandan yogun kirsal
gocle birlikte istanbul’a gelen yoresel
muzikler ve calgilar, bir yandan da se-
hirde yeni varlikli tabakanin olusmasi
baskentte musiki uretim ve icrasinin
farkli mecralara yonelmesine de sebep
olmustur,” seklinde aciklar. Ayrica Is-
tanbul musiki hayatinda yasanan bu ce-
sitlenme, tercih edilen repertuvara da
yansimis, ciddi mizik ve eglence miizigi
birbirine daha cok yaklasmistir. Dinleyi-
cinin de icraya istirak ettigi bir tertip
olan fasil, bu sosyalligin icerisinde icra
edilen yeni miizigin ad1 olmus ancak
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icerdigi formlar ve Uslup sarayda icra
edilen evvelki fasillardan ayn bir hivi-
yet kazanmistir. Sozlu formlar, yalnmzca
akilda kalic1 melodilerden olusan kucuk
sarkilara yerini birakmis, Pesrev ve Saz
Semaisi ayni kalmissa da uslubu fasilda-
ki diger eserlerle biitlinliikk olusturacak
sekilde hareketlenmistir.

Eskiden beri musiki himaye merkezle-
rinden biri olan sehir, saraydan daha
onemli bir konuma erismistir. Bu yeni
faslin, Misliman ve Gayrimislim Is-
tanbul halklarinin ortak algisinda sekil-
lenmis, sehrin eglence miiziklerinden
etkilenmis bir tertip oldugunu tahmin
etmek zor degildir. Bu durumu kuvvet-
lendiren delilleri, etkisi bugline uzanan
meyhane muziklerinin icra uslubunda
gorebilmek mumkundur. Kamusal alan-
daki gucunu pekistirmeye baslayan mu-
zik, Cumhuriyet gazinolarinin onculleri
olan kahvehaneler ve meyhanelerde bir
tuketim unsuru haline gelmistir.

Kahvehane-Meyhane

Osmanli eglence hayat1 icerisinde
onemli bir yere sahip olan meyhane
kulturunu anlamlandirabilmek icin, bu
mekanlarin atas1 olarak adlandirabi-
lecegimiz kahvehanelere ve Kkiiltiiriine
deginmek yerinde olacaktir. Yukarida
da bahsedildigi gibi, farkli mekansal
arayislar icerisine giren musikinin halk
ile bulustugu mecralardan biri de 16.
yuzyildan itibaren Osmanli topraklarin-
da yayginlasmaya baslayan kahvehane-
lerdir. Oyle ki, Direklerarasi’nin meshur
Fevziye Kiraathanesi, 19. yuzyil muzik
kiltirini yoneten onemli bir mekan
olarak tebariiz eder. Her tirli eglence
unsuruna yer veren bu mekan, donemin
profesyonel sazende ve hanendelerinin
icra ettigi fasillann muhafaza etmesi
acisindan da onemlidir. Fevziye Kira-
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athanesi’nin sahne programinda Rama-
zan aylarinda her gece -Kadir geceleri
haric-, diger aylarda ise yalnmzca Cuma
ve Pazar gunleri olmak uzere Karagoz,
meddah, kukla, tiyatro gosterileri ve fa-
sil icralar oldugu goriilmektedir (Mima-
roglu 1971, 5727). Ramazan ayinda iftar
ve sahur arasindaki canliigiyla bilinen
Direkleraras’nin bir gelenegi olacak
ki, bu ayda Fevziye Kiraathanesi’ndeki
fasil icralan iki makamdan olusacak ve
dort saat surecek sekilde duzenlenmis-
tir (Pekin 2015, 55). Kemenceci Vasila-
ki (1845-1907) ve Kemani Tatyos Efendi
(1858-1913) gibi isimlerin yonetiminde
gerceklestirilen ve gunumuzdeki fasil
icrasiyla benzerlik gosterdigi diistiniilen
fasillarin dinleyicileri de bir hayli onem-
li isimlerdir. Tanburi Cemil Bey (1871-
1916), Rauf Yekta Bey (1871-1935),
Lem’T Atli (1869-1945), Zekai Dede (0.
1897) gibi Tirk miiziginin gelisimine
katki sunan muzisyenlerin bu fasillara
dinleyici olarak katilmas1 (Mimaroglu
1971, 5727), 19. yuzyil fasil kulturd ve
yayginligi hakkinda onemli referanslar
sunmaktadir.

Sanatcilarin ugrak yeri haline gelen kah-
vehaneler, yerini meyhanelere birakana
kadar fasil icralarinin da bel kemigi ol-
mustur. 19. yuzyil basinda yonetimde
gerceklesen yapisal degisimlerden halka
acik miizik ve eglence mekanlar da et-
kilenmis ve kahvehanelerin yerini mey-
haneler almaya baslamistir. Baskentteki
meyhanelerin gorindrligl artmis, mi-
zik ile olan iliskileri kuvvetlenmis ve ar-
tik meyhaneler “marjinal bir mekandan
olagan bir eglence mekanina” evrilerek
kahvehanelerin popularitesine son ver-
mistir (Cokugras 2016, 148).

Tanzimat Donemi’nin Osmanli eglence
hayatina biraktig1 bir baska miras ise ga-
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zinolardir. Kahvehanelere nazaran daha
genis ve cesitli halk kitlelerini® agirlamis
olan ve ilk orneklerine 20. yuzyilin bas-
larinda rastlanan gazinolar, bunyelerinde
musikiyi de barindinirlar. Gazinonun ilk
orneklerinden olan Emperial Bahcesi’nde
haftanin belirli glinlerinde Kemani Tatyos
Efendi’nin incesaz programi yaptigi®, Fe-
ner iskele Gazinosu’nda da taninmis mii-
zisyenlerin sahne aldiklan, aktarilanlar
arasindadir (Zat 1994, 379).

Bahse konu olan 19. yuzyilin bu cok renk-
li sosyal tablosunun icinde muzik, butin
katmanlar icin onemli bir yer tutmakta-
dir. Avrupa miizigi icra ve dinleme disip-
linleri ile tamsan Tirk ekabiri, miizigin is-
leyisine yonelik teknik ve teorik birtakim
arayislar ve birbirinden farkli “cozim”
onerileri sunmuslardir. Lakin fasillar, de-
gisim tartismalarindan etkilenmeksizin,
muzisyenlerin i¢ duinyalarinin en tabii bir
yansimasi gibi durmaksizin icra edilmis ve
bu anlayisa uygun cok sayida eser veril-
mistir.

Repertuvar

Donem, busbutiin Bati’ya donuk pro-
filler cikardig1 kadar koklere yonelmek
gerekliligini vurgulayan aydinlar da ye-
tistirmistir. Bu yonelisin amaci, Bati’ya
yenilmisligin tezahuriidir ve eski parlak
gunleri one cikararak bugunu Bati norm-
larina eristirmektir. Rauf Yekta Bey, mu-

sikisinaslar arasinda careyi gecmiste ara-
5 Cumhuriyet’in ilammin ardindan varligini siirdirmeye
devam eden ve hatta piyasa miiziginin tek kalesi haline
gelen gazinolarin, 1950-1960 villarn aras1 Tirkiye
Cumbhuriyeti iktidarinda olan Demokrat Parti doneminde
bu demografik cesitliligi daha ziyade sermayenin yeni
sahipleri olan Anadolu gocmenlerinden olusacaktir.
Detayli bilgi icin bkz. Bedirhan Biyiukduman, “Demokrat
Parti Doneminde Uygulanan Kdltiir Politikalarinin Tirk
Makam Miizigine Yansimalan”, Yayinlanmamis Yiksek
Lisans Tezi, Yildiz Teknik Universitesi SBE, 2020, s. 95-
97.

6 Kahvehanelerde icra gosteren fasil gruplarina bu
donemde “incesaz takim” da denilmektedir. Bkz. Ersu
Pekin, age, 2015, s. 55.

yanlarin en basinda gelenlerdendir. Rauf
Yekta Bey’de gecmisin, ozellikle de Ill.
Selim doneminin guzelliklerini vurgular-
ken “‘sadelik icinde asalet ve metanet’
uUsllbu”” deyip glinlin miizigini ise bozuk
olarak isleyen ve disaridan mudahaley-
le “terakkiye” [ilerlemeye] (Ozdemir
2010, 135) muhtac bir vaziyet icerisinde
gostermek gayesi vardir. Ancak butin bu
goruslerini, tipki Batili konsertistler gibi
giyinmis “yeknesak siyah kostumli sazen-
deler”in (Ozdemir 2010, 131) 6niinde bir
konferans seklinde sunmaktan cekinmez.
Yazarin asil meselesinin, konser gibi Ba-
tidan devsirme adetlerle micadele de-
gil klasik Uslubun one cikarilmasi oldugu
aciktir. Ne var ki tipki bugtin gibi 0 zaman
da piyasa ve klasik denilen mefhumlar
kalin cizgilerle ayrismis degildir. Dartilel-
han tarafindan yapilan konserleri izleyip
yorumlayan Rauf Yekta Bey’in konserde
icra edilen klasik bestecilerin eserle-
rini one cikarmasi ve diger eserleri de
“hos-ayende ve setaretli eserler huzzan
neselendirdi” (Ozdemir 2010, 128) gibi
dinleyicinin keyiflenmesi icin icra edilmis
hareketli eserler gibi sozlerle degerlen-
dirmesi dikkat cekicidir. Yine buna benzer
konserlerden birinde icra edilen Hicazkar
fastini degerlendiren Rauf Yekta Bey su
sozleri sarf eder: “Bu fasilda okunan sar-
kilar hakikaten hiisn-i intihab edilmis idi.
Piyasada okunan ve -miilga saltanat dev-
rinin harem agalar gibi- ekserisi birbirine
benzeyen Hicazkar sarkilardan herkese
gina geldigi icin (Yok hilafim...), (Seb-ta
seher...) gibi sarkilar sami’in biylk bir
7 “(TanbQri Emin Aga)’min pesrevi -bestekarinin
zamanindan beri piyasada ugradi§1 bin tiirli tahrifattan
azade olarak-galindi ve misikimiz Uciincii Selim asrinda
haiz oldugu ‘sadelik icinde asalet ve meténet’ Usllbu
hakkinda dinleyenlere bir fikir verdi. (Darilelhan)
Ustadlarinin asar-1 eslafa gosterdikleri bu hirmetkarlik
sayan-1 tesekkiirdir.” Bkz. Hiseyin Ozdemir, “Rauf Yekta
Bey’in, Resimli Gazete, Yeni Ses ve Vakit Gazetelerinde
Misiki  ile  Ilgili  Makalelerinin  Incelenmesi”,

Yayinlanmamis Yiiksek Lisans Tezi, istanbul, Marmara
Universitesi SBE, 2010, s. 125.
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alaka ile dinlediler” (Ozdemir 2010, 116).
Piyasada okunan Hicazkar sarkilarin birbi-
rine benzerligini saltanat devrinin harem
agalarinin birbirine benzemesiyle tesbih
eden Rauf Yekta Bey, bu nedenle konser-
deki 6zgiin Hicazkar parcalarin dinleyen-
ler tarafindan begenildigini belirtmistir.
Lakin burada kendisinin ovguyle bahset-
tigi Asariye Camii imam ibrahim Efendi®
(0. 18807?)’ye ait “Yok hilafim hem mu-
dara bir yana” isimli Agir Aksak sarki ve
“Seb-ta seher akar su gibi caglar aglarim”

Hi224m SArk
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Baloglu & Biiyiikduman

isimli Devrihindi usGliindeki Hasim Bey’in
(1815-1868) sarkis1, klasik doneme degil
19. yuzyila ait eserlerdir.’ Eserler yazarin
benimsedigi “sadelik ve metanet lslubu”
icerisinde icra edilmis oldugu icin muhte-
melen dikkate deger goriilmistiir. Fakat
her haliikarda Agir Aksak sarkilarin faslin
ilk sirasin1 alip Beste’ye galip geldigi acik-
tir. 19. ylzyildan 1950’lere degin uzanan
surecte nadiren klasik fasil formlari bes-
telenmistir ancak bu surec direklerarasi
faslin en verimli cagi olmustur.™

Dede E o

Nota 1. ismail
Dede Efendi’ye
B L atfedilen
Hizzam
Sarki’dan kesit.

Tipki klasik fasil (takim) repertuarinda
formlarin belli bir standarda oturmus ol-
masi1 gibi direklerarasi fasli da belli bir
ustl sirasim ve icra adabimi takip eder.
Tablo 1’de goriildiigu lizere bu usUl ter-
tipleri icinde sarki formlarinin degisken-
ligi s6z konusudur. Ancak orneklerdeki
butun terkiplerde, ilk U¢ siray1 paylasan
Pesrev, Agir Aksak ve Sengin Semai usali
ve formunun ittifakla kabul edildigi go-
rulmektedir. Bu noktada calismada, bu
uc form ele alinarak orneklendirilmis ve
fasil icras1 aciklanmaya calisitmistir. Ca-
lismada ele alinan ornek fasillarda, he-
men biitlin fasillarda oldugu gibi en az
iki adet mizrapli saz (kanun, ud ya da
tanbur) bulundugu gozlemlenmistir. Bu
sebeple toplu icra icinde sazlarin mun-

8 Detayli bilgi icin bkz. Yilmaz Oztuna, “Ibrahim
Efendi [Asariye Hatibi]”, icinde Buyik Tirk Musikisi
Ansiklopedisi, Istanbul: Milli Egitim Basimevi, 1969, c.
1, s. 292.
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9 ismail Dede Efendi’ye nispet edilen Agir Aksak usdiliindeki
Hiizzam sarki “Derdimin dermani sensin ey peri” (bkz. Nota
1), 9/4 uslliniin o donemde de var oldugunu dustindiirebilir
fakat bu sarkinin Dede Efendi’ye sonradan atfedilmis olma
ihtimali daha kuvvetlidir. Yine Numan Aga’ya atfedilen
ayni ustildeki Nihavend sarki “Akibet viran edip gonlim
felek” ve Haci Sadullah Aga’ya atfedilen Hicazkar sarki
“Gel seninle yarin ey serv-i revan” icin de tahminimiz bu
yondedir. Haci Sadullah Aga’nin eserinin Agir Aksak usGliintin
ilk mahsullerinden oldugunu kabul eden bir calisma icin bkz.
Feridun Oney, “Lenkfahte Bestelerin Ayinca Ozellikleri”,
Yayinlanmamis Yiiksek Lisans Tezi, istanbul, istanbul Teknik
Universitesi SBE, 1993, s. 5. Bu bestelerin rivayet edildigi
bestecilerin dogru oldugu kabul edildigi takdirde sark
formunun kendisinden sonra yayginlastig1 vurgulanan Haci
Arif Bey donemi ile degisimi aciklamak formiilii de bir bakima
yanlislanmaktadir. Fasildaki Uslup degisimini Haci Arif Bey’le
iliskilendiren bir calisma icin bkz. Osman Nuri Ozpekel, “Tiirk
Misikisinde Fasil ve Icra”, Yeni Tiirkiye, 2014, s. 1132.

10 Sarki formunun yiikselisi Hac1 Arif Bey (1831-1885) ile
sembollestirilse de Tanburi Mustafa Cavus, ismail Dede Efendi
ve lIl. Selim gibi bestecilerin verdikleri eserler sarki formunun
daha gecmise gittiginin kanmitlandir. Lakin bu sarkilarin
direklerarasi fasildaki gibi bir gelenekle icra edildigi bilgisine
sahip degiliz. Ancak Haci Arif Bey’den bu yana ozellikle
direkleraras1 faslina uygun eserler veren bestecilerden
Kemani Tatyos Efendi, Bimen Sen (1873-1943), Udi Selanikli
Ahmed Bey, Sermiiezzin Rifat Bey (1820-1888), Leon Hanciyan
(6. 1947), Lemi’ Atli, ismail Hakki Bey (1866-1927) gibi isimler
zikredilebilir. _
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ferit olarak secilmesi ve notaya alinmasi
buyuk zorluk yaratmaktadir. Notaya alir-
ken kabul edilen referans yalmzca bir
enstriimanin yaptig1 siislemelerin degil
saz heyetindeki bultln enstrimanlarin
yaptig1 siislemelerin ortalamasini yaz-

mak veya baskin duyulan melodi cizgisini
notalamak seklinde olmustur. Notalarda
goriilecegi lizere farkliliklan belirtmek
adina ilk satirda eserin notasi, ikinci sa-
tirda fasil icras1 ve en alt satirda ritim
notasi' yer almaktadir.

Tablo 1. Hakki Derman, Emin Ongan ve Ergin Kizilay tarafindan
tertip edilmis ikiser fasil ve dahil edilen formlar.

Hakki Derman Emin Ongan Ergin Kizilay

Hicaz Hizzam Hiizzam Tahirbuselik Kirdilihicazkar Hizzam
Pesrev Pesrev Pesrev Pesrev Pesrev Pesrev
Agir Aksak Agir Aksak Agir Aksak Agir Aksak Agir Aksak Agir Aksak
Agir Aksak Agir Aksak Agir Aksak Sengin Semai Agir Aksak Sengin Semai
Sengin Semai Agir Aksak Devr-i Hindi Tlrk Aksag Sengin Semai Diyek
Ara Taksim Ara Taksim Ara Taksim Ara Taksim Ara Taksim Ara Taksim
Agir Aksak Sofya Aksak Misemmen Curcuna Curcuna
Sengin Semai Aksak Aksak Curcuna Yurik Semai Aksak
Aksak Curcuna Aksak Semai Aksak Semai Aksak Aksak

Sofyan Aksak
Sofyan
Icracilar bireysel modern duyuslari onceleyen

Klasik ve fasil icralart devam ederken
20. yuzy1l modernizminde miuzikal kim-
liklerin mahiyeti degismis ve miizik tir-
lerinin i¢ ice gectigi modern bireysel
terkipler one cikmistir. Bununla birlikte
bu donemde tek yonli bir muizisyen ka-
rakterine sik rastlanmaz. Sozgelimi fasil
icrasinda ustalasmis bir miizisyen, dini
muziklerde de varlik gosterebilir yahut

11 Makalenin genelinde kullanilan ritim notasyonu,
geleneksel cift cizgili gosterimden farkli olarak tek cizgi
Uzerinde gosterilmistir. Bu gosterime gore sap1 yukarn
yonli olan notalar bas sesi (diim), asag1 yonlii olanlar ise
tiz sesi (tek, te, ke, kd) belirtmektedir.

bir sazende fasil icra edebilir. Bireysel,
modern bir terkibin pesinde olan son
donem kemence sanatcilarindan Derya
Turkan’in fasil icra etmesi yahut gele-
neksel uslubu benimseyen tanbur sanat-
cis1 Ozer Ozel’in deneysel calismalarda
da yer almasi buna ornek gosterilebilir.
Tlrk mizigi icracilarindaki biitiin bu
uslup karmasasina ve gunden gune icra
alanin kaybetmesine ragmen direklera-
ras1 fasil gelenegindeki icra uslubunun
onemli bir degisiklige maruz kalmadan
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halen devam ettigi soylenebilir.

20. yuzyilda Ahmet Yatman (1897-1973),
Serif icli (1899-1956), Yorgo Bacanos
(1900-1977), Sukru Tunar (1907-1962),
Hakki Derman (1907-1972), Kadri Senca-
lar (1912-1989), ismail Sencalar (1917-
1992), Fahrettin Cimenli (1934-2018),
Ergin Kizilay, Ahmet Meter gibi isimler
direklerarasi fasil icrasinin en buyuk sa-
zendeleri arasindadir. Tipki melodik saz
icracilarinda oldugu gibi, ritim calgisi da
Gungor Hosses (1938-2014), Atilla Mayda
(1936-2019), Seyhun Celik, Ahmet Kulik
gibi isimlerin icralan dikkate alindiginda
klasik Usluba nazaran mesruiyetini ilan
etmis ve ritim icracisinin 0zgun tavrin-
dan etkilenmeye baslamistir. Moderniz-
me karsin gelenegi biinyesinde muhafaza
eden direklerarasi fasil miziginde, ha-
nendeliginin yaninda elindeki tef ile aym
zamanda bir sazende olan serhanendelik
olgusu da stiregelmektedir. Bu gelenegin
temsilcileri arasinda Kemal Gurses (1913-
1991), Kasim inaltekin (1925-2005), Sami
Ozkanli (1926-1994), Nurettin Celik, Mus-
tafa Keser, Mehmet Glntekin, Mustafa
Dogan Dikmen gibi isimler zikredilebilir.

Melodik icra Uslubu

Tirk miziginin, eser icrasinda nagme
grafiginden sapma esiginin 19. yiizyil-
da daha da esnetildigi anlasiimaktadir.
Judetz’in ifadesiyle artik bu donemde
adeta “icracilar ve besteci arasindaki
rekabet ruhu” cok daha belirgin olmaya
baslar. Oyle ki, faslin 6teden beri ismi ve

12 Bugiiniin ickili eglence mekanlarinda icra edilen,
farkli mizik tirlerinin repertuarlarinin icra edildigi ve
Tirk miizigi ile kurulabilecek tek iliskisi ud, kanun,
darbuka gibi geleneksel sazlar ile calinmasi olan ve eski
bir isimlendirmeden miras olarak “fasil” olarak anilan
miizik, bu makalenin simirlan icinde degildir. istanbul
eglence miizikleri baglaminda s6z konusu giincel
fasillarin da ele alindig1 bir calisma icin bkz. Fikret
Merve Eken, “19. Yiizyildan Giiniimiize istanbul Eglence
Hayatinda Fasil” (Yayinlanmamis Yuksek Lisans Tezi,
istanbul Teknik Universitesi SBE, 2007).
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fonksiyonu degismeyen tek unsuru olan
Pesrev’in bol suslu icrasi, klasizm taraf-
giri Rauf Yekta Bey’in cikislarina sebep
olmustur. itirazlarina gecmisten ornek
vermesi sasirtict degildir; Rauf Yekta
Bey, Tanburi Biiyiik Osman icin su rivaye-
ti dile getirir:

“Eserlerini tahrif edenlere kars1 pek
ziyade cani sikildigr meshur olup bir
kiraathanede ‘ussak’ pisrevinin tes-
limine gecilecek mahalline bir par-
ca ilave eden bir kandniyi dovmege
bile kalkistig1 mervidir. Su rivayete
nazaran musariinileyhin bugiin iade-i
hayat etmesi kabil olsa pisrevlerinin
ugradigi tahrifat glina-giine ne suretle
mukabele edecegi ca-yisualdir.” (On-
cel 2010, 119)

Rauf Yekta Bey’in bayagi buldugu pes-
rev icrasindaki canliligin, donemin ses
kayit yildizi Tanburi Cemil Bey’in icra-
larinda goriilebilecegi malumdur. Klasik
eserlerin sade icra edilmesi yonunde
Rauf Yekta Bey’in soziini ettigi yol da
devam edegelmistir.”® Ayrica belirtilme-
lidir ki esasen klasik ve fasil icrasi birbi-
rinin tam zidd1 degildir; benzer siisleme
araclan her iki tarzda yaklasik olarak
aynmidir. Farklilasan durum, bu susleme-
lerin sunum sekliyle alakalidir; bestenin
onune gecmekte mutereddit olan klasik
icrada eklemeler cekingen ve mumkun
mertebe sessiz olurken fasil icrasinda ise
suslemeler -ozellikle mizrapli sazlarda-
alabildigine vurgulu calinir. Mesud Cemil

13 Orneklerde isleyecegimiz fasil sarkilarindan “Yillar
ne cabuk gecti” isimli Sengin Semai uslliindeki Hicaz
sarkinin (beste: Bimen Sen) oniinde ve sonunda baska
sarki olmaksizin miinferiden ve fasil tavn disinda
yorumlanmis ornekleri icin bkz. Munip Utandi, Yillar
ne cabuk gecti, CD, Aynalikavak’tan Kalamis’a (Kalan
Ses  Goruntu, 1995), https://open.spotify.com/
track/4BRQHAtQH9I80EFKdwhBId;  Nesrin  Korikeu,
Yillar ne cabuk gecti o giinler arasindan, CD, Bir Sarkidir
Yasamak Box Set (Bonus Muzik Prod., 2013), https://
open.spotify.com/track/4Kw20WvCD6jzekt020DnNf;
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Bey’in (1902-1963), klasik tanbur tavrina
yakin bir Uslupla solo olarak icra ettigi
Kemencgeci Vasil’in (1845-1907) Kurdi-
lihicazkar Pesrevi’nde™ temkinli susle-

meler ve uzun sessizliklere ayrilan cesur
sadelestirmeler acikca gorulmektedir
(bkz. Nota 2).

Kiirdilihicazkar Pegsrev
Mesud Cemil'in icrasindan kesit

Usal: Agwr Diiyek

Kemenceci Vasil

Nota 2. Kemenceci Vasil’in Kirdilihicazkar Pesrevinin Mesud Cemil tarafindan tanburla solo icrasindan kesit.

Bestekarla yansircasina icra ise bugi-
ne uzanan bir Uslup olarak devam eder.
Ornegin Kemenceci Vasilaki’nin mezkar
pesrevi, 1950’lerde Kemal Gurses yone-
timindeki bir Kurdilihicazkar fasli icinde
calinirken daha hareketli bir formata ri-
nur."™ Mizrapli sazlarin bir vurus ve iki vu-
rus hatta bazen yarim vurus nispetindeki
notalan onaltilik ve otuzikilik parcacik-
lara bolerek caldigr goriilmektedir.' Bu
tur bolunmelerin en basit sekli bir nota-
y1 kendi cinsinden notaya bolmek, yani
ciftlemek seklinde olamdir."” Bolunmeler
daha ziyade, melodilerde yapilan oyun-
larla cesitlendirilir. Ornegin inici melo-

14 https://open.spotify.com track/400cHfTRnBwOgzlhP
Km 9LH?si=3f308684616c4f06

15 Bkz. Kemal Glrses, Kirdilihicazkar Pesrevi,
CD, Kurdilihicazkar Fasli Huzzam Fasti (Uluginar
Miizik, 1994), https://open.spotify.com/

track/3TVSog8EdjYL1LymDDpaqU.
16 Bkz. Nota 3.

17 Bkz. Nota 3, Bolim a.

18 Bkz. Nota 3, Bolim b. -

di grafiginde Tiirk miizigi icra cesitleri-
nin (dini, klasik, fasil, artistik icra vb.)
bircogunda vyapilan carpmalarin nota
gibi duyurulmasi bunlardan biridir. Sesli
carpma da denilen bu hareket, bilindigi
gibi her bir nota arasina bir sonraki no-
tanin eklenmesiyle yapilir."® Direklerara-
s1 fasil geleneginin temel farki ise daha
once de belirtildigi gibi bunlarin vurgulu
olarak icra edilmesidir. Nota 3’te Uclincu
olcu ile dorduncu oOlcu arasinda kalan,
alt1 ¢izili olarak isaret edilen bolumde,
bir mizrapli sazin (ud) yaklasik yedi vu-
rusluk bir suire icinde onaltibktan daha
biiylik nota calmadigi goriilecektir. Yine
ayni bolimde, nagmenin Ust ve alt sesle-
rine sapmalar, uzun notalarda arpej, ini-
ci notalarda sesli carpmalar ve benzeri
suslemelerin bir arada bulunmasi, fasil
icrasindaki ritmik sirekliligi saglayan ka-
rakteristik araclardir.
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Kiirdilihicazkar Pesrev

Kemal Giirses yonetimindeki fasil icrasindan

Usal: Agir Dityek

Kemengeci Vasil
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Nota 3. Kemenceci Vasil’in Kurdilihicazkar Pesrevinin Kemal Girses yonetimindeki Kurdilihicazkar Fasil icrasindan.

incelenen ornekteki Uslup sadece bu
eseri calan heyete ozel bir yorum olma-
makla beraber, genel olarak fasil, basin-
dan sonuna bir butunluk icinde calinir.
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Dolayisiyla pesrevlerin icrasindaki bu ha-
reketlilik, faslin diger formlarimin icra-
sinda da gecerlidir. Nota 3’te gosterilen
ornekleri, ayni eseri icra eden farkli bir
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saz heyetinin farkli bir donemdeki icra-
sinda da bulunabilmektedir. 1993 yilinda
Ergin Kizilay yonetimindeki heyetin icra
ettigi Hiizzam faslin pesrevinden (Tan-
buri Biyiik Osman Bey) teslim bolimi™
ve Agir Aksak sarkinin® (Sabrimi gamze-
lerin sihr ile tarac edeli) icradaki zemin
bolumi; 2019 yiinda Mehmet Glintekin
yonetimindeki istanbul Fasil Toplulugu
tarafindan icra edilmis bir Hicaz faslin-
daki?' Sengin Semai icin ise “Yillar ne
cabuk gecti” isimli sarkinin nakarat bo-

/N

limunin notalar1 Nota 4, 5, 6 ve 7’de go-
rulebilir. Bu eserlerde de yine pesrevde
goriildiigli gibi melodi grafiginin temel
cizgisinden kopmadan ahenk seslerin
duyuruldugu kiiclik bolinmeler,? ciftle-
meler,? inici nagmelerde Ust ve alt ses-
lere sapmalar,?* uzun notlarda arpejler?
vardir. Ayrica notay1 bir noktadan baska
bir noktaya gotiren kopri melodiler? ve
uzun soluklu notalarda kucuk motifler
olusturma geleneginden ornekler?” de
isaret edilebilir.

AN AN

/N

;A;A A\

Sekil 1. 9/4’liik Agir Aksak Usdliiniin Mesk Aktarimindaki Gosterimi.

19 Bkz. Ergin Kizilay, Hiizzam Pesrevi, CD, Siiper Fasil
Vol. 2 (Kalite Ticaret Plak, 1993), https://open.spotify.
com/track/3p6KUh8X8q9WmOXuSawRA7.

20 Bkz. Ergin Kizilay, Hiizzam Pesrevi, CD, Siiper Fasil
Vol. 2 (Kalite Ticaret Plak, 1993), https://open.spotify.
com/track/6kDg5RQYMjmc35BqQA8Céa.

21 Bkz. Hicaz - Istanbul Fasil Toplulugu - TURING -
16.04.2019, (TURING KULTUR SANAT Youtube kanali,
24.04.2019), https://youtu.be/s7jtEZiT28Y?t=937,
erisim tarihi: 24.11.2020.

22 Bkz. Nota 5, Bolim e; Nota 6, Bolim d; Nota 7,
Bolim d.

23 Bkz. Nota 5, Bolim b, c, e; Nota 7, Bolim d.

24 Bkz. Nota 4, Bolim a, b; Nota 6, Bolim a.

25 Bkz. Nota 6 Olcii 4.

26 Bkz. Nota 5, Bolim d; Nota 6, Bolum e.

27 Bkz. Nota 6, Bolim c; Nota 7, Bolim c.
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Hiizzam Pesrev

Ergin Kizilay yonetiminde Hiizzam Fasil Ierasindan
Usil: Devr-1 Kebir Osman Bey
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Nota 4. Ergin Kizilay yonetimindeki fasil heyetinin icrasindan Osman Bey’in Hiizzam Pesrevinin Milazime bolumd.
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Sabrim1 Gamzelerin Sihr ile Tarac Edeli

Ergin Kizlay yonetiminde Hezzam Faslt icrasmdan
Ustl: Agir Aksak Beste: Bimen $en
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Nota 5. Ergin Kizilay yonetimindeki fasil heyetinin icrasindan “Sabrimi gamzelerin sihr ile tarac edeli” sarkis1 zemini.
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Ritmik icra Uslubu

Tirk miiziginin temel ogelerinden olan
ustl olgusu, fasil icralarinda cesitli de-
gisimlere ugramis ve fasil musikisinde
mistakil bir tavir halini almistir. 20.
yuzyildaki ulasilabilen kayitlar incelen-
diginde, fasil icerisindeki ritmik yapinin
velvele ve siisleme agirlikli icra edildigi
goriilmektedir. Bu calisma baglaminda
fasil musikisi icerisinde incelenen Pes-
rev, Agir Aksak ve Sengin Semai eserle-
rinin icralarina bakildiginda bu 6zgiinliik
daha da belirgin olmaktadir.

Gelisimi itibariyle glinumuzde icra edilen
fasil musikisi -istisnai durumlar haricin-
de- bliyuk usdllerden ayrilmis ve bu usil-
lerle olan ilisigini koparmistir. Tanburi
Cemil Bey’in 1900 tarihli bir yazisindaki
ifadelerinden yola ¢ikarak bu konudaki
tartismalarin gectigimiz ylizyiin basinda
da var oldugu anlasilmaktadir. Bahsi ge-
cen yazisinda Cemil Bey, biiyiik usiller
yerine dortlik cinsinden usdllerin kulla-
nilmasi gerekliliginden bahisle su sozleri
sarf eder (Kiyak 2017, 34-5):

“Dum, tek, teka, ta hek darabat-1
muteselsile ve met’abesine uydu-
rulmasindan dolayl, makamatimizin
glizelligine raci bir tesir-i ruhaniden
baska, sanat-1 musikiyyeye temas
eder yeri olmayan biiylik usGlli asar-1
musikiyyedeki vezn-i munharif ile,
bunlarin dort dortluk ile calinirken
arz ettikleri tevazun-i tam arasin-
da kabil-i inkar olamayacak bir fark
mevcuttur. Bir taraftan notanin kabul
ve istimalini, diger taraftan da biiyiik
uslllerin tedaviiliini istedikleri halde
bunlara ait olmasi lazim gelen 92/4,
86/4, 126/4 gibi yalmz Avrupalilarca
degil bizce de giiliinc ve calib-i istihza
olacag stiphesiz olan adad-1 kesriyye-
yi kullanamayacaklar, binaenaleyh
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yine diyekten baska bir sey olmayan
dort dortluk haricine cikamayacaklar
tabiidir.”

Cemil Bey’in onerdigi degisimin, Tirk
miziginde buylk usGl olgusunun kaldi-
rilmasina yonelik, bir modernlesme ha-
reketi oldugunu séylemek miimkiinddir.
Cemil Bey her ne kadar fasil miizigini di-
sunerek bu cikarimda bulunmamissa da,
ozellikle direklerarasi fasilda Devrikebir
(28/4), Fahte (20/4), Cember (24/4) gibi
biiylik uslillerde bestelenen pesrevlerin,
Tanburi Cemil Bey’in deyimiyle “diyek-
ten baska bir sey olmayan dort dortluk”
Sofyan usQlii ve bu usaliin farkli sekiller-
de suslenmesi ile icra edilmesi soz konu-
sudur (bkz. Nota 4).

Pesrev icralarinda bir baska onemli hu-
sus ise, mulazime ve faslin ilk sozli eseri
olan Agir Aksak Sarki arasindaki gecistir.
Agir Aksak usilii, 9 zamanli olmakla bera-
ber 9/8’lik Aksak usUliiniin daha agir bir
mertebesidir. Fasil icralarinda kullanilan
Agir Aksak sarkilar, Nota 5’te goriildiigl
gibi 2,5 zamanl bir sus notasi ile baslar.
Ancak fasil musikisi gelenegi geregi bu
sus notasi, pesrevin mulazimesinin son
oOlciislinden baslayan ve baglanti saz1 ad
verilen melodiler butunu ile doldurulur.
Nota 4 ve 5’te goriilebilecegi lizere bu
son Olcii, Agir Aksak usdliine baglantiyi
kolaylastirmak icin 3+2 seklinde kurgula-
nir. Buradaki 3 vurus Agir Aksak usGliniin
son 3 darbini, 2 vurus ise ayni usGlin ilk
2 darbim temsil eder. Boylelikle ritmik
bir yap1 bozuma ugratilan pesrevin usuli
ile Agir Aksak usdlii arasinda homojen bir
geciskenlik saglanmis olur.

incelenen ornekler icerisinde direklera-
ras1 fasil musikisinin bir gelenegi halini
almis susli ve velveleli icra tekniginin
yaninda ritim ve melodik sazlar arasin-
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daki paralellik de goze carpmaktadir.
Tipki bir Ust bashikta anlatildig1 gibi,
Vasilaki’nin Kirdilihicazkar Pesrevi’nde
tef sazi ile yaratilan ritmik kaliplar fasil
icrasindaki melodik icra ile bir birlikte-

lik ozelligi tasimaktadir. Agirlikli olarak
16’k vuruslarin kullanildigr bu icrada
melodi ve ritim sazlarinin vuruslarinin
denklestigi Nota 3’te acikca goriilmek-
tedir.

Yillar Ne Cabuk Gegti O Giinler Arasindan
Istanbul Fastl Toplulugu Hicaz Fasil icrasmdan

Usill: Sengin Semai & Beste: Bimen Sen
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Nota 6. istanbul Fasil Toplulugu icrasindan “Yillar ne cabuk gecti” sarkisimn nakarati 1/2.
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Nota 7. Istanbul Fasil Toplulugu icrasindan “Yillar ne cabuk gecti” sarkisimn nakarat1 2/2.
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icrasi itibariyle biiyiik us(l gibi goriinen
Agir Aksak, ritim icracilan icin kavran-
mas1 zor bir pratik olarak karsimiza ci-
kar. Teoride oldukca basit gibi goruinen
bu uslle ait eserlerin icrasi, auftaktl
girisleri sebebiyle usta icracilar arasinda
bir yetkinlik olarak goriliir. Mesk usaliin-
deki aktarnminda “4 Sofyan ve 1 Sengin
Semai” (bkz. Sekil 1) seklinde anlatilan
bu ushl® fasil icracilan tarafindan 8’lik
notlara boliinerek icra edilir?®. Bu calis-
manin kapsaminda incelenen Agir Aksak
icrasinda, usUlin kuvvetli-zayif zaman-
lan temel uslle sadik kalinmayarak de-
gistirilmis; velvelesine de aykin olarak,
ozellikle sus notalarina ve gifte hecele-
rinin baslangicina kuvvetli zaman darbi
yerlestirilmistir. Nota 5, bolum b ve bo-
lum d orneklerinde ritim calgis1 tarafin-
dan melodi sazlar ile kurulmaya calisi-
lan birliktelik gerek kuvvetli zamanlarin
denklestirilmesi gerekse merdiven tir-
manisinda ayni nota degerlerinin kulla-
nilmasi ile yaratilmistir.

Fasil siralamasinda genellikle Agir Aksak
sarkinin ardindan gelen Sengin Semai
ustliindeki eserlerin ritim icrasinda da
icracinin 0zginligl goze carpmaktadir.
Serhanende Mehmet Glintekin tarafin-
dan tef ile gerceklestirilmis olan Nota
6’daki ornek icrada, tipki yukarnda in-
celedigimiz Agir Aksak icrasinda oldugu
gibi, ushlin kuvvetli-zayif zamanlarinin
farkli kurgulandigr goriilmektedir. Ayrica
ritim sazinin bir serhanende tarafindan
icra edilmesinden kaynakli olarak bu or-
nekte, gufteli bolumlerde sade bir icra
anlayis1 izlenirken saz partilerinde ise
bol suslu bir icra anlayisi izlenmistir. An-
cak yine de melodi ve ritim arasinda bir
beraberlik kurulmaya calisilmis; ritim
sazi, onceki orneklerde de ifade edildigi

28 Seyhun Celik, Fasil Ritmleri konulu gériisme, Istanbul,
21 Mayis 2021.
29 Bkz. Nota 5, Bolim a.

gibi, melodi sazlarla ayn1 nota degerleri-
ni kullanmistir®. Nota 7’de ise bolim a
ve bolum b’de trioleler ile, bolim d’de
ise 16’lik degerler ile melodi ve ritim ic-
rasi arasindaki paralellik oldukca belir-
gin bir sekilde saglanmistir.

Sonug ve Oneriler

Fasil, icra alam ve onu himaye edecek
kurumlardan “yoksun” olan Tiirk miizigi-
nin, bugiinkl durumunda dahi yasayan en
canli uzuvlarindan biridir. Tiirk miziginin
klasik doneminin (lll. Selim) fasillan ile
daha cok halk arasinda oldugu anlasilan
eglence musikisi diyebilecegimiz direkle-
rarasi fasila gecis sureci oldukca onemli
ve ilgi cekici bir konudur. Hac1 Arif Bey’in
besteledigi sarkilardan itibaren bu degi-
simi baslatmak, bir bestecinin sahsi ira-
diyla biylik degisimlere izah getirmek
olas1 degildir. Bu sarkilarin, bestelendigi
cemiyette karsiik bulmasi, asil pesine
dusulmesi gereken meseledir. Tarihsel
veriler, her ne kadar bu sureci acikca
ortaya koymaya yeterli degilse de her
donemde sosyal hayatin bir parcasi olan
miizigin son iki yiizyildaki degisimini gor-
mek icin sosyal dokudaki genel degisimi
takip etmek son derecede kiymetlidir.

Bir baska asama olarak, faslin aldig sek-
li; repertuar, form, ritm ve genel Uslup
hakkinda analizler takip etmelidir. Butin
icra usluplan icin notanin yalmizca bir
versiyonundan yararlanildigina gore DF
s0z konusu oldugunda notanin nasil desif-
re edilecegi dogru aktarilmalidir. Modern
Tlrk miizigi egitiminde meskin muadili
olarak goriilen birebir enstriiman egiti-
minde, solist sazende yetistirmekten ote
fasil icracisi olarak yetkinligini artirmak
adina calismalar yapilmali, sozlu eserler
mufredata eklenmeli ve farkli tavirlarda
icra ederken yapilmasi gerekli desifraj

30 Bkz. Nota 5, Bolim a ve Boliim b.
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yontemi ogrenciye verilmelidir. Bu an-
lamda, calismamizin sinirlar kapsamin-
da ornekleri verilen fasil analizleri gibi
geleneksel aktarim silsilesinin son halka-
lar olan fasil heyetlerinin butun kayitla-
n incelenmeli, her enstriuman grubu icin
bu analizlerin sayis1 artinlmalidir.

Calismada yapilan analizler gostermistir
ki ritim sazlardaki canlilik ozellikle miz-
rapli enstrimanlarin Uslubunu etkilemis-
tir. Yahut duragan sesleri kiiciik parcalara
ayirmak suretiyle yapilan melodik hare-
ketlilik, ritmin uslubuna tesir etmistir.
Cikis noktasindan ziyade mizrapli sazlar
ile perkusyon sazlar arasinda homojen
bir unison Uslubun gelismisligi acikca go-
rulmektedir.

Nazariyat kitaplarinda ana darp ve vel-
vele olmak uzere iki sekilde gosterilen
usullerin cesitliligi, miizigin yasadig
mekansal degisimlerin sonucunda artmis
ve darbuka ve tef gibi daha serbest icra-
y1 mumkun kilan vurmali calgilar ile son
raddesine ulasmistir.

Calismamizin konusunu olusturan fasil
gelenegine bakildiginda ise ritim saz-
larin, blyiik usUlleri yap1 bozuma ugra-
tarak daha velveleli, melodik ve kivrak
icralarda bulundugu gézlenmistir. Oyle ki
28/4, 32/4 gibi biyiik usiller parcalana-
rak 4/4’likk Sofyan usuliine indirgenmis
ve bu sekilde icra edilmistir. Ayrica iki
eser arasindaki baglanti sazlarinda da bu
yap1 bozumun uygulandigi ve usul olci-
siniin disina cikildig belirlenmistir.

Yine ritim sazlarin bu gelenek icerisin-
de en belirgin ozelligi, mzrapli sazlar
ile sagladig1 ahenk ile triole gibi Tirk
miiziginde melodiye 0zgii kabul edilen
motiflerin ortaklasa kullamliyor oldu-
gu saptanmistir. Mizrapli sazlar ve ritim
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sazlarin ortak nota degerlerinde bulusa-
rak gerceklestirdikleri icra, direkleraras
fastin yapisina uygun olan bol velveleli
ve kalabalik icrayi goriiniir hale getirmis,
bu gelenegin olmazsa olmaz bir parcasi
olmustur.
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Transformation in the history of the fasil and the accompaniment
traditions in direklerarasi fasil

Extended Abstract

One of the Turkish music performance traditions from the last times of the Ottoman Empire
to the present, “fasil” constitutes a special place. In addition to the special meaning of
performing several pieces in the same magam with a specific sequence from slow to moving,
fasil has also been used to explain any musical performance and has a broad meaning. The
differences between the “classical fasil” that appeared at the beginning of the nineteenth
century and the “direklerarasi fasil” at the end of the same century, in terms of content and
presentation necessitates an explanation of this dramatic transformation in the light of the
data. The repertoire, the performers, and the performance style formed in this culture are far
from the simplicity dictated by the European notation, which has been widely used for the last
hundred years. It is clear that the style with velvele of rhythm instruments used in the fasil
have a relationship with the additional notes made by the plectrum instruments in long sounds.
In this study, the historical traces of the transformation in fasil styles will be traced, and the
effects of plectrum and rhythm instruments on fasil music in the direklerarasi fasil tradition
will be examined.

In this study, in which the data analysis method, one of the qualitative research methods, is
used, the transition from the classical fasil to the direklerarasi fasil is explained by associating
it with political changes. Because, with the modernism that gradually took over the social life,
in the last century of the Ottoman Empire, daily life became active, and partnerships were seen
between the palace bureaucrats and the city as never before. The traces of the common musical
taste in the last period of the Ottoman Empire were traced in the memories of the performers
and the audience in places such as coffee houses, taverns, and casinos, and information about
the repertoires and performers of direklerarasi fasil after the Republic was given. To show the
direklerarasi fasil style, four different pieces, which are definitely used in fasil repertoires,
have been analyzed on musical notes. Two of them are “Pesrev” in “Agir Dilyek” and “Devr-i
Kebir”; the other two are songs in the “Agir Aksak” and “Sengin Semai” styles. Performance
samples were selected from the performances of three different musical groups. The analyzes
are shown on the note with the original score of the piece, the additions of the plectrums,
and the velvele of the percussion instruments in three separate parts. As a result, it has been
understood that despite the changes in the political conjuncture that affects the functioning
of music, the tradition of direklerarasi fasil still continues. Today, instrumentalists are widely
trained to become soloists. However, for the continuation of the direklerarasi fasil tradition,
which continues to come to life by chance in the modern world, the ornamental forms created
by the fasil style should be utilized to the maximum extent in instrument education. The unity
of rhythm and plectrum instruments should also be dictated during the education process.

Keywords: fasil, difference of interpretation and note, plectrum duate, accompany,
agir aksak
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Ozet

Rauf Yekta Bey, gec Osmanli ve erken Cumhuriyet doneminin mizik bilimcisi, teorisyeni ve
arsivcisi olarak Osmanli/Tirk mizigi tarihinde onemli bir konumdadir. Rauf Yekta Bey’in
biyografisi ile ilgili -makalemize de oncul olmus- cesitli calismalar yapilmistir. Rauf Yekta
Bey’in vefatindan sonra, 80 yildan fazla bir siuire arastirmacilara kapali olan arsivinin agilmasi
ile hem calisma yasamina hem de kisisel hayatina dair bilinmeyen yeni veriler ortaya
cikmistir. Kisisel arsivinin calisilmasinin ardindan ¢ikan belgeler incelendiginde, Rauf Yekta
Bey’in biyografisine eklemeler yapilmasi ve kendisi ile ilgili baz1 anlatilarin gozden gecirilerek
biyografi insasina gereksinim duyulmustur. Bununla birlikte Basbakanlik Osmanli Arsivi’nde
bulunan belgeler, donemin gazetelerinin taranmasi ve son donemde yapilan arastirmalar Rauf
Yekta Bey’in biyografisinin yeniden yazimini gerekli kilmistir. Bu makalede, tim yeni belgeler
dogrultusunda Rauf Yekta Bey’in biyografisi yeniden ele alinmistir.

Anahtar Kelimeler
rauf yekta bey, biyogrdfi, arsiv calismasi

Giris

Osmanli/Turk muzik tarihinde onemli
bir yere sahip olan Rauf Yekta Bey’in
biyografisi ile ilgili oncul calismalar
bulunmaktadir. Rauf Yekta Bey, Paris
Konservatuvan profesorlerinden Albert
Lavignac’in (1846-1916) yonetiminde
bir  kurul tarafindan hazirlanan
Encyclopédie de la Musique’in besinci
cildine, Fransizca olarak “Turk
Musikisi” maddesini kaleme almis
ve yazi 1922 yilinda yayimlanmistir.
Bu ansiklopedi maddesinin, Orhan
Nasuhioglu tarafindan Tiirkce cevirisini
iceren ve Tirk Misikisi basligiyla
yayimlanan kitabin girisinde, Murat
Bardakc1 tarafindan kaleme alinan
“Rauf Yekta Bey’in Hayati ve Eserleri”
bolimu, Rauf Yekta Bey ile ilgili ilk
ciddi biyografik calismadir. Kitap 1986

yilinda basilmis olup'; Bardakgi kaleme
aldig1 bolimde, ulastig1 arsiv belgeleri
ve kaynaklar dogrultusunda Rauf Yekta
Bey’in biyografisini hazirlamistir.

Rauf Yekta Bey’in biyografisi ile ilgili
calisan bir baska arastirmaci ise
Suleyman Erguner’dir. Erguner, Rauf
Yekta Bey ve Tiirk Musikisi Uzerindeki
Calismalarn baslikli doktora tezi ve
Rauf Yekta Bey Neyzen-Mizikolog-
Bestekar baslikli kitabinda Rauf Yekta
Bey’in teori calismalar ve eserlerine
yogunlasirken biyografisi ile ilgili bir
bolum de hazirlamistir.

1965 yilinda, Musiki Mecmuasi dergisinin
203 nolu Ocak sayis1 ‘Rauf Yekta Ozel
1 Bardak¢i, M. (1986). Rauf Yekta Bey’in Hayati

ve Eserleri, Tirk Musikisi, Rauf Yekta, (Cev. Orhan
Nasuhioglu), Istanbul: Pan Yayincilik.
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Sayisi’ olarak yayimlanmistir. Derginin
bu sayisindaki yazilar Rauf Yekta Bey’in
hayat1 ve eserlerine odaklanmistir.

Bu Uc¢ calisma disinda, Rauf Yekta Bey’in
yazilarinin Latin alfabesine cevirisini
iceren tezler, muzik teorisi hakkinda
yazilar kaleme alinmis; ancak bu
calismalardaki biyografik bilgiler buyuk
oranda yukarida bahsedilen Uc¢ kaynak
uzerinden sekillenmistir.

Biyografi calismalaninda en  onemli
kaynaklar stiphesiz ki calisilan kisinin kisisel
arsivi ve arsivindeki belgeler, mektuplar,
fotograflar gibi verilerdir. Ancak, Rauf
Yekta Bey’in biyografisi ile ilgili onemli
bilgileri icermesi ongorulen kisisel arsivi ise
uzun yillar boyunca arastirmacilara kapali
kalmistir. Rauf Yekta Bey’in koleksiyonu,
az sayida arastirmacimn  -kisa sureli
olarak- gorebilme firsat1 bulabildigi ancak
muhteviyati ile ilgili simrli bilginin oldugu
bir arsivdi. Arsivin icerisindeki Rauf Yekta
Bey’in kisisel bilgilerini iceren belgeler ile
ilgili ise hicbir calisma yapilamamisti. 2018
yilinda, Nilgiin Dogrusoz editorliigiinde
yayinlanan Rauf Yekta Bey’in Musiki
Antikalan kitab1 ile Osmanli/Tirk miizigi
tarihi bakimindan buylk Onem tasiyan
bu arsiv arastirmaci ve ilgilileri icin
aydinlanmistir. Rauf Yekta Bey’in Musiki
Antikalan, arsivin secme katalogu ve
secilen katalogun icerikleri hiiviyetindedir.
Arsivde bulunan belgeler ile Rauf Yekta
Bey’in biyografisi, calisma hayati ile ilgili
onemli bilgiler de aciga kavusmaktadr.

Kiiltiir Cevresi, Ailesi ve Cocuklugu
Rauf Yekta Bey, dogum adiylaMehmed Rauf,
Sicill-i Ahval kaydina? (Ek-1) gore, “bin
iki yuz seksen sekiz senesi muharremi’l-
haramininbesinde Dersaadet’te”, baska bir
deyisle 27 Mart 1871 tarihinde istanbul’da

2 BOA. DH.SAIDd. 46-285.

dogmustur. Rauf Yekta Bey’in biyografisi
uzerine yapilan calismalarda kendisinin
Aksaray, Karagoz Mahallesi’ndeki konakta
diinyaya geldigi belirtilmektedir. Rauf
Yekta Bey’in cocukluk anilarini aktardig
ve ilk bolumleri eksik olan belgede (Ek-
2), 1294 (1877/1878) yilinda yasanan bir
yangin olay1 sonrasi evlerinin mustemilat
ile birlikte yanmasi nedeniyle “yine
Aksaray’da”, “1293’te (1876) emlak edilen
kosk”e tasindiklarindan bahsedilmektedir.
1294 yilimin Zilhicce ayinda (Aralik 1877/
Ocak 1878) ise babasinin istegi iizerine,
belgede “me’va-y1 kadimimiz” (eski
yurdumuz) olarak bahsettigi Sariyer’e
tasinmislardir (Dogrusoz, 2018, 159).

“Harbiye Nezareti Mektubi-i Seraskeri
Kalemi birinci mumeyyizi olan babasi
Ahmed Arif Bey , ilmiye simfindan
Mehmed Emin Efendi’nin, Mehmed Emin
Efendi de, Reis’ul kiittab vekili Hiseyin
Hisnl Bey’in ogludur. Dergah-1 mualla
kapicibasilarindan ~ Abdullah  Bey’in
oglu olan Hiiseyin Hiisnli Bey’in gorevi
nedeniyle, Rauf Yekta Bey’in ailesi, eski
istanbul muhitinde Reisiilkiittabzadeler
seklinde anilmistir.

Kapicibas1 Abdullah Bey’in babasi ise,
Yeniceri Agaligi’ndan 11 Saban 1178’de
(3 Subat 1765) Kapdan-1 Deryaliga
getirilen ve bir yil sonra azledilen Aga
Hiseyin Husnu Pasa’dir.” (Bardakgi,
1986, 8)

Annesini  3-4 yaslarindayken yayl
arabanin  okunun  gogsiine  girmesi
ile babasin1 ise yedi® yasinda cicek

3 Erguner, Rauf Yekta Bey’in babasinin olim tarihini
1888 yii olarak vermistir ancak bu bilgi babasin 7
yasindayken kaybettigi bilgisi ile celismektedir. Yapilan
arastirma sonucunda Ahmed Arif Bey’in olim tarihine
ulasilamamistir. Bununla birlikte 1878 yilina ait cocukluk
anilarinda babasinin hayatta oldugu anlasilmaktadir.
Olim nedeni olarak bilinen cicek hastaliginin
istanbul’daki salginlan arastinldiginda ise dénemdeki en
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hastaligindan  kaybetmistir  (Erguner,
2003,15; Bardakc1,1986, 8). Kucuk yasta
ailesini kaybetmesiyle vasiligini o donem
istanbul’unun 6nemli zengin ailelerinde
biri olan Altunizade ailesi Ustlenmistir.

Buzpinar ve Baltacioglu, Altunizade
ailesi icin altin isiyle ugrasan, mahlaslar
II.  Mahmut (1785-1839) tarafindan
verilmis ve o donemde vyaptiklan

hayir isleriyle de anilan bir aile oldugu
bilgisini vermektedir (Buzpinar, 2006,
488; Baltacioglu, 2000, 8). Kaynaklarda
verilen bilgiler dogrultusunda, Rauf Yekta
Bey’in hem dogup biiylidiigli ailesinin
hem de vasiligini Ustlenen ailenin maddi
acidan varlikli, saraya yakin ve yer
yer biirokrasinin icinde aileler oldugu
sonucuna varabiliriz.

Egitimi ve Divan-1 Himayun Donemi
Rauf Yekta Bey’in arsivinde bulunan ve
6-7 yaslarinda iken hatiralarini kaydettigi
metindeki 1877 yilindaki anilan, o
donemde okudugu okulla ilgili baz
bilgiler icermektedirt. Arsivde metnin
tamami1 bulunmadigi, 8-13. sayfalan
bulunabildigi icin ilk bahsettigi okulun
adr belirsizdir. Okulundan ‘miifiz-i aziz’
olarak bahseden Yekta, Aksaray’dan
Sanyer’e tasindiktan sonra da bu okula
devam ettigini ve bu iki bolge arasindaki
mesafenin uzakligindan dolayr yasadig
zorlugu anlarinda “... mekteb-i mezkura
devam ediyor idi isem de her giin Aksaray
gibi bir mahalden Bogazici’nin miintehasi
olan mahalle gidebilmek icin buyuk
miskilata ugruyor idim.” (Dogrusoz,
2018, 159) seklinde aktarmaktadir. Bu
okulda birlikte okudugu ve on dort-on
bes yil sonra karsilastig1 arkadaslarinin

buylk salginin 1877-78 Osmanli-Rus Savasi’ndan kacip
istanbul’a gelenler nedeniyle basladig1 6grenilmektedir.
4 Bahsi gecen anilarn 2 sayfasi Rauf Yekta Bey’in Musiki
Antikalar1 kitabinda yayimlanmistir. Anilarin tamam
arsiv calismasi esnasinda Celal Volkan Kaya tarafindan
cevrilmistir.
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isimleri anmlarinda Numune-i Terakki
muallimlerinden Hafiz Cemal Efendi,
ucunci Daire ketebesinden Galip Efendi,
Mekteb-i Milkiye mezunlarindan Ali
Efendi, Tarik-i Aliye’den Tahsin Efendi,
Bahriye zabitlerinden Baki Efendi ve
Udi Asaf Efendi olarak siralamistir. Bu
okulun ismi, anilarinda yer almasa da
Aksaray civarinda, Rauf Yekta Bey’e feyz
veren bir okul oldugu aciktir. Bu okuldaki
derslerinin uzamasi1 nedeniyle, eve gec
kalinca babasinin kendisini bu okuldan
aldigin da vyine cocukluk anilarinda
aktanlmaktadir. Okuldan alinmasi ile
uzuntusuni su sozlerle aktarmistir:

“Bu s0z uzerine asabim gevseyip dusmek
derecelerine geldim ki bu benim icin
pek tabii idi. Cunku, bir defa sinifimin
birincisi  olup  hocalarim  evlatlan
gibi severler idi. Saniyen cocuklukla
beraber arkadaslarimin tevecciih ve
muhabbetlerine mazhar idim. Salisen
imtihanda mukafat alms olup esna-yi
harikte muhrak olan saat bana en blyiik
bir burhan-1 seref oldugundan imtihanda
yine mikafata nail olmak Umidi sevk-
bahs ihtar olmus idi. Rabien soz almakta
oldugumuz iki yliz kurusla beraber sultan
efendimiz hazretlerinin nail-i iltifatr
olmak arzusuna tamamen maglup idim.
Hamisen ilahici bas1 oldugumuzdan
eallye mahsus mektep cemiyetleri icin
sokakta ve mektepte arkadaslara bir
sevk-i tabii ile kumanda etmeyi pek
severdim. Pederimin ‘Artik mektebe
gitmeyeceksin’ sozu  Uzerine iste
bunlarin climlesinden mahrum olacagim
icin degil titremek basimi yerden yere
vursam izale-i ye’s edemeyecek idim.”

Uziintlislini anlatmak icin yazilan bu
cumlelerde okul hayati ile ilgili bilgiler
de saklidir. Simif birincisi oldugu, hatta
bu basarisinin odiillendirildigi, hocalar
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ve arkadaslan tarafindan cok sevildigi,
bu yillarda ilahicibasi oldugu ve bu gorevi
mutlulukla siirdiigti anlasilmaktadir.

Bu okulun ardindan babasinin istegi ile
Fransizca ve Ermenice 6grenmek (zere
“doksan bes senesi cemazeyilevvelinde”
(Mayis, 1878 tarihinde) Buyukdere’deki
Ermeni mektebine kaydolmustur.
Cocukluk anlarindan, Fransizcayr daha
zor buldugu ve cocukca bir hevesle,
arkadaslann ile sosyallesebilmek icin
Ermeniceye meyl ettigi anlasilmaktadir. -O
donemdeki ismiyle- Mehmed Rauf’un okul
arkadaslarinin hemen hemen hepsi Ermeni
oldugundan tatil zamanlarinda onlarla
anlasabilmek icin bu lisana daha hevesli

calistigi ve Ermenicedeki basarisinin
Ermeni  arkadaslan  tarafindan  bile
kiskanildig1 anilarinda  aktarilmaktadir.

Alt1 ayda Ermeniceyi Ermeniler kadar iyi
konustugunu aktaran Yekta, bu dildeki
basaris1 ile ‘baryo’ [zikr-i cemil/basan
belgesi] almaya hak kazanmis ve babasi bu
basarisin1 buyuk bir sevincle karsilamistir.
Rauf Yekta Bey babasinin yasadig
mutlulugu soyle aktarmistir:

Gelelim pedere: Eve baryoyu getirdigim
zaman sevincinden hunglr hungur
agliyor ve bana karsi: “Oglum! Sen
benim ahir zamanima yetistin. Sana
hicbir mikafat edemedim. Soyle!
Cocuklugunla beraber ne istersen onu
soyle! ifa edeyim” diyerek muttasil
soyleniyor idi. Pederimin bu kelamina
mukabil ben de mecmuu yirmi yedi
kitadan ibaret olan kitaplanimin teclid
edilmesini rica ettim. Ertesi glin peder
kitaplar istanbul’a gotiirdii. Haftasina
cumlesi yaldizli, cicili bicili yapilms
olarak geldi. (Dogrusoz, 2018, XIV-XV)

Mehmed
kitaplara

Rauf’un bu
olan merakinin

isteginden,
cocukluk

yillarina uzandigint da soyleyebiliriz.
Ermenicedeki basansi arkadaslarinin yam
sira Blyukdere’de yasayan Ermenilerin
de takdirini toplamistir. Bu durumla
ilgili “iste o zamanlar Biiyiikdere ahalisi
ve esnafi nezdinde sohretim Ermenice
bilmekligimden ve  Sariyer  ahalisi
indindeki mergubiyetim [kiymetim] dahi
glizel sesimden hasil olmustu.” yazmistir.
Anilarindasesiileilgili “glzel, tiz, muharnk
[yakan]” oldugu bilgisini vermistir.

Rauf Yekta Bey’in bu anilan,
cocuklugunun cokkiiltiirli ve birden
fazla dilin konusuldugu bir sosyallesme
alaninda  gectigini  gostermektedir.
Anilarindan ogrenmeye merakli, farkli
dilleri ve Kkulturleri bilmeye hevesli,
basarili, liderlik yapmayi seven, disiplinli,
ozverili ve takdir gordikce daha fazla
calisan bir cocuk oldugu anlasilmaktadir.

Rauf Yekta Bey’in Murat Bardakag
tarafindan  hazirlanms  biyografisine
gore ise Rauf Yekta Bey, Simkeshane
ibtidaisi bitirmistir. Sicill-i Ahval kaydina
gore “Mahmidiye Riisdiyesiyle lisan
mektebinde miiretteb dersleri tahsil
ve ikmal ederek iki kit‘a sehadetname
almistir” Bardakci, Risdiye’yi bitirdigi
tarihi 15 Temmuz 1300 (28 Temmuz
1884) olarak aktarmistir. Sicill-i Ahval
kaydina gore Mahmudiye Rusdiyesi’ni
bitirdikten sonra, “Bin U¢ yuz bir senesi
sevvalinin on {ciinde [6 Agustos 1884]
pederinden mintakil on iki bin bes yiz
kurus bedelli ze‘ametle Divan-1 Hiimayun
kalemine” girmistir. Rauf Yekta Bey’in
biyografisini anlatan calismalarda 12.500
kurusluk gelirin  ‘dedesinden’ geldigi
belirtilmektedir. Ancak Sicill-i Ahval
kaydina gore is, babasindan kendisine
intikal etmistir. Babasinin ve dedesinin
bilgileri incelendiginde de dedesinin
ilmiye, babasinin ise kalemiye sinifindan
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oldugu goriilmektedir. Bu nedenle Divan-1
Himayun’daki isi, babasimin isinin
devami niteliginde oldugundan, kendisine
dedesinden degil babasindan gecmis
oldugu disiiniilebilir. ilk gorevi, katip
yardimaiigidir.> Fransizca 6grenimi icin
Lisan Mekteb-i Alisi’ne de kaydolarak,
cok iyi derecede Fransizca Ggrenir ve
dort yil sonra diploma alir. Arsivinde
bulunan Fransizca diplomast 1899
tarihlidir (Dogrusoz, 2018, 157). Cocukluk
yillarindan itibaren aldigi Fransizca
egitiminin sireklilik gosterdigi aciktir.

1894 yiinda, Hasan Pasa isminde
Halep’teki bir yonetici tarafindan kitabet
ve yazisinin begenilmesi sebebiyle
Halep’e cagnlir ve 14 Temmuz 1984
tarihinde gemi ile istanbul’dan ayrilir.6

Halep’te hattatlik da Ogrenir ancak cok
kisa bir sire sonra geri donerek, Divan-1
Himayun’daki gorevine devam eder.
Hattatligi nedeni ile ‘Yekta’ mahlasim
almistir. 1885 yiindan 1922 yilina kadar
Divan-1 Himayun’da cesitli gorevlerde
bulunur ve 1922 yilinda buradan emekli olur.

Divan-1 Hiimayun’da calistigi yillarda
resmi izinler ile miizik alaninda calismalar
sirdirdigli; 29 Haziran 1914 tarihinde
Istilahat Enciimeni’nde musiki 1stilahati,
2 Haziran 1917 tarihinde mehterhane
ve askeri bandolardaki incesaz takimlan
ile ilgili  olarak  gorevlendirilmis
oldugu arsivinden cikan belgelerden
anlasilmaktadir (Dogrusoz, 2018, 160-
161). Bununla birlikte, 1901 yilinda, unlu
bir Benedikten papazinin evini ziyareti

5 Divan-1 Himayun’daki gorevleri icin bknz: Sicill-i Ahval
Defter Kaydi. Rauf Yekta Bey’in hayatinin kronolojik
listesi icin bknz: Ek-3.

6 Halep’e gitmek lzere bindigi gemide yazdigi, gemide
ve izmir'de yasadiklanim anlattiklan giinliigiin cevirisi
icin bknz. Pacaci, G. (2012). Rauf Yekta Bey’in Gezi
Ginluguniin Tipkibasimi ve Cevrimyazisi, Musikisinas,
12, 18-40.
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sirasinda kitiphanesinden etkilenmesini
“Bunlann gorenler bu memlekette bir
konservatuar var da siz de onun muduru
bulunuyorsunuz zanneder! Halbuki o
zaman memleketim beni Bab-1 Ali’de
hiikimet fermanlarinin yazildigi kalemde
calistinyordu.”  (Surelsan, 1970, 4)
seklinde anlatir. Dolayisiyla, Divan-1
Himayun’da calistigi donemde de Tiirk
mizigi ile ilgili calismalann siirdiirdiigu
ve bu alanda bir resmi gorev ve simgesel
sermaye sahibi olma istegi icinde oldugu
anlasilmaktadir. Bu yillarda Yekta, resmi
gorevle muzik alanminda bir kurumda
calismasa da; Ikbal, Sehbal, Ati Gazetesi
gibi donemin sureli yayinlarinda muzik
ile ilgili biyografi, mizik tarihi ve muzik
teorisi gibi konularda yazilar yazmaktaydi.

Bu sureli yayinlardaki yazilarinin yan
sira en onemli yazilarindan biri olan
Encyclopédie de la Musique’in besinci
cildinde yaymmlanan “Turk Musiki”
maddesini de bu yillarda yazmistir.
Nasuhioglu, cevirisini yaptigi maddenin
onsozinde, Rauf Yekta Bey’in bu
maddeyi 1913 tarihinde kaleme aldigin
aktarmaktadir (Yekta, 1986, 7). Ancak
Rauf Yekta Bey’in arsivinde bulunan A.
Lavignac ile mektuplasmalar1 1909 yilina
dayanmaktadir (Dogrusoz, 2018, 171-
172). 22 Aralik 1909 tarihli mektupta,
A. Lavignac yazilacak yazinin detaylan
hakkindabilgivermis; 23 Mayi1s 1910 tarihli
mektupta ise yazinin son gonderilme
tarihinin 1 Temmuz oldugunu hatirlatip,
yasanacak bir gecikmenin kendilerini
zor duruma dusiirecegini aktarmistir.
Bu mektuba Rauf Yekta Bey tarafindan,
cevaben yazilan musvedde mektupta, o
donemde istanbul’da yasanan kizamik
salgin1 nedeniyle kendisinin, esinin ve
iki cocugunun kizamiga yakalandig,
bu nedenle de istenilen tarihte yaziyr
yetistiremeyecegi icin 1  Eylil’e
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kadar siire talep ettigi yazilmistir. Bu
mektubu yazdig1 donemde halen Divan-1
Himayun’da calisan Yekta, -hastaligin
yani sira- burodaki islerinin zamaninin
cogunu aldigindan, hatta yazisin1 yazmak
icin yirmi dort saat icinden ancak yarim
saat zaman bulabildiginden yakinmistir.
Bu denli zor sartlar altinda yazilan “Turk
Musikisi” maddesi, Tiirk miizigi tarihi ve
teorisini, Batililara anlatmay1 hedefleyen
bir yayindir. “Turk Musikisi” maddesi
hem Batili anlamda bilimsel bir anlatim

sunmast hem de Rauf Yekta Bey’in
uluslararas1  temsiliyeti  bakimindan
onem arz etmektedir.

Muzik alaninda Zekai Dede, Seyh

Ataullah Efendi, Seyh Celaleddin Efendi,
Ali Efendi, Neyzen Cemal Dede gibi
isimlerle calismistir’” (Erguner, 2003, 22).

Dariilelhan Donemi

Cesitli yazili kaynaklarda Rauf Yekta
Bey’in, ilk donemdeki kurumsal yap1
icinde yer aldig1 bilgisi tekrarlanmaktadir.
Ancak, bilgiler 15181nda, Rauf Yekta Bey,
1922 yiina kadar Divan-1 Hiimayun’da
cesitli gorevlerde bulunmus ve buradan
emekli olmasinin ardindan, Dariilelhan’in
ikinci donemi olarak nitelendirilebilecek
yapilanmasinda bu kurumda ders vermeye
baslamistir.  Darlilelhan’in ilk donemi
ile ilgili yazdig1 yazilarin Dariilelhan’a
disanidan bir bakisla ve elestirel olarak
yazildig1 goriilmektedir.

Rauf Yekta Bey, kurumun ikinci yapilanma
doneminde Sark Musikisi Nazariyat ve Tarihi
derslerinin yurutucusu olarak kadroya
dahil olmustur. Aynm1 zamanda Dariilelhan

7 Rauf Yekta Bey’in bestecilik alanindaki calismalan
icin bknz: Tasdelen, D. Dogruséz N. Ergur, E.
(2021). Gelenek, Degisme, Arayis: Rauf Yekta Bey’in
Besteciliginde Gelenegi Sahiplenis ve Deneysel Yonelim.
Osmanli-Tiirk Miizigine Bakislar: Tarih, Teori ve icra. Ed:
Fikret Karakaya. istanbul: Arkeoloji ve Sanat Yayinlar.

Mecmuasi’nda yazilan yayimlanan Yekta,
bu dergide kurumun bu donemi ile ilgili
olumlu goruslerini bildirmistir.

1926 yi1inda, Darulelhan’da Sark musikisi
subesi kapatilmis ve Tirk miizigi,
talimatname ile c¢alisma kosullan
belirlenen ‘Tasnif ve Tespit Heyeti’nin
faaliyetleri ile simrlandinlmistir. Tasnif
ve Tespit Heyeti’nin reisi olarak da Rauf
Yekta Bey gorevlendirilmistir.

Rauf Yekta Bey’in arsivinde, kurumdan
Tirk miizigi egitiminin  kaldirlmasi
Uzerine, Mustafa Kemal Atatirk’e
hitaben yazilan ve alinan bu karardan
bir an o©nce vazgecilmesi gerekliligi
vurgulayan bir mektup miusveddesine
rastlanmistir. Mektupta;

“ Turkiye Reis-i Cumhuru Gazi Mustafa
Kemal Pasa Hazretleri’ne

Tirk milletinin yetistirdigi Farabi ve
ibn-i Sina gibi hukema tarafindan
nazari temelleri kurulan ve garbin
vakif-1 ahval musiki alimleri nezdinde
ciddi bir kiymet-i aliyye ve tarihiyyesi
olan Turk musikisinin Darulelhan’da
tedris edilmemesi hakkinda mahza
sahsi ihtiraslar sevkiyle (sabik mudur
Sureyya Bey tarafindan) Sanayi-i
Nefise encliimenince ittihaz ettirilmek
istenilen verilen kararin beynelmilel
musiki tarihlerinde siddetle tenkit
edilecek bir hadise olacagin kemal-i
ihlas ile temin eder ve (asri prensipleri
almak suretiyle her tirlu tekemmdulata
mustaid ... ve milli harsimizin
tarihinde aleyhimize tarihi kalacak
boyle bir kararin) Maarif Vekaleti’nce
mevkii-i icraya konulmamasi icin
her hususta milletimize dogru yolu
gosteren buyik ve mukaddes Gazimizin
atabe-i sevketine ilticaya mecburiyet
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gordiigiimiizli arz ile beraber bu hususta
serefsadir olacak irade-i celileleriyle
kuvve-i maneviyeleri kirilmis olan
muallim ve talebe kullarinin ihya ve
tebsir buyurulmasim bilhassa istirhama
mubasaret eyleriz ferman.

Dariilelhan Turk Musikisi Muallimleri
Namina” (Dogrusoz, 2018, 185)
yazmaktadir.

Rauf Yekta Bey, Vakit’te yazdigi “Namik
ismail Bey’e Cevap” yazisinda ve Yenises
Gazetesi’ndeyayinlanan“GarpcilaraSiddetli
Bir Hicim” milakatinda, Dariilelhan’in
Tiirk miizigi subesinin kapatilmasi ile ilgili
kararin tebligi gerceklesmemisken, Sanayi-i
Nefise Enclimeni iiyelerinin Tlrk miizigi ile
ilgili fikirlerine sert aciklamalarla cevap
vermistir.

Belirtilen talimatnamenin lizerindeki tarih
9 Aralik 1926’dir. Rauf Yekta’nin Vakit’te
yazdigi “Namik ismail Bey’e Cevap”
yazisimin tarihi 9 Ekim 1926, verdigi
mulakatin yayin tarihi ise 3 Ekim 1926’dur.
Sanayi-i Nefise Encumeni uyeleri ile bu
tartismalarin basladig1 siirecte Rauf Yekta
Bey kurumla ilgili sikintilar1 6ngormus
olacak ki Misir’da bulunan Kahire Dogu
Mizikleri ~ Arastirmalann  Enstitisu’ne
hocallk  basvurusunda  bulunmustur.
Yazismalar 6 Ekim 1926 tarihinde baslamis,
1927 yiinda da devam etmis ancak yapilan
yazismanin  sonucu hakkinda arsivde
herhangi bir belgeye ulasilamamistir (BOA,
HR.IM.205.43; Karaduman, 2013, 476).

Dariilelhan Sonrasi1 Cabalar: Gorev
Aldig1 Cemiyetler, Kurullar
Darilelhan’in, -daha once belirtilen-
9 Aralik 1926 tarihinde Sark musikisi
subesinin kapanmasinin ardindan, Rauf
Yekta Bey, Muallim ismail Hakki ve
Zekaizade Hafiz Ahmet ile birlikte Tasnif
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ve Tespit Heyeti’nde Tiirk miizigini kayit
altina alma misyonunu Ustlenmislerdir.
Bu gorevin yani sira, 1926 yili sonrasinda
kitap yazma ve istinsah calismalarinin
hizlandig1 da goriilmektedir.  Ayrica
Tirk Ocagi’nda konser calismalan
surdurdukleri de bilinmektedir.

Yapilan arsiv calismasi ile Rauf Yekta
Bey’in farkli gorev ve calismalarinin
bulundugu gorilmdistiir.

Darulelhan’in kapatilan Sark musikisi
subesinden bir grup 6grenci tarafindan
kurulan Halk Musiki Cemiyeti’nin idare
heyetinin reisligini yapmistir  (Bknz.
Belge-1). Basinda c¢ikan haberlerde,
cemiyetin azalarinin serbest meslek
sahibi,  islerinde  basarili  olmus
genclerden olustugu belirtiliyor. Cemiyet
araciigr ile, Halk mizigi eserlerinin
agirikli oldugu konserler diizenlendigi
ve yillik cemiyet toplantisi diizenlendigi
anlasilmaktadir.

Halk Musiki cemiyeti
Amatér musikisinaslar Halk musiki-
sinin inz‘:flnlslgll; nasil gah;::r;ar

Belge 1. Vakit Gazetesi, 12 Ekim 1931 tarihli Halk
Musiki Cemiyeti ile ilgili Haber.
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1932 yiinda Halkevi guzel sanatlar
subesinin  muzik komisyonunda yer
almistir  (Bknz. Belge 2). 19 Subat
1932 tarihli Vakit gazetesinde, o
gln Turkiye’nin 19 sehrinde birden
Halkevlerinin acilacag bilgisi verilmistir.
5 Mart tarihinde de Halkevlerinin guzel
sanatlar subesi ile ilgili bir toplanti
duzenlenmistir. Bu toplantida muzik
subesinin Uyesi olarak yer alan Rauf Yekta
Bey, komisyonda Seyfettin Asaf, Cemal
Resit, Hasan Ferid® gibi isimlerle birlikte
calismis ve diger sanat dallarindan
onemli sanatcilarin bir araya geldikleri
komisyonlarla birlikte Halkevlerinin
giizel sanatlar alanindaki egitimi ve
gelisimi ile ilgili fikir vermislerdir.

5= Halkevi'nde giizel ;An’atla.r :
Halkevi giizel san’atlar

subesi tesekkiil etti
Mustakil ressamlarla resim birligi
azast bir tiirli anlasamadilar

+|  Halkevi Giizel San'atlar subesi

Halkevleri reisi Hamit B'yin ri-
inde diin ilk k

WW

Tezyinatgilar: Hakki, Mithat,
Kemal, Hasan Fahrettin, Hakk:
Beyler.

Musikiginaslar: Hasan Seyfet-

ini ak -

Intihap temsil esasina gire ya-
pilmgtir,

Nejat; musikisinaslar, Rauf Yek-
ta Huliisi, Seyfettin Asaf, Hasan
Ferit, Cemal Resit, Abdiilkadir

Ziya;
Ressamlar, Callt Ibrahim, Sami,

Minn:hr. Faruk; heykeltraglar,

tin, Seyfettin Asaf, Huléisi, Cemal
Regit, Sezai Asaf Beyler.

Ressamlar: Vecihi, Sami, Hik -
met, Nazmi Ziya Beyler ve Gii -
zin H.

R larin ihtisas komi,
intihab: bazi miinakasalara ube
biyet ir. Giizel San’atlar

Refik, Ali, Mahmut, t ¢
da Namik fsmail Beykn namzet
gostermiglerdir. Neticede Faruk
Bey 71, Namik Ismail Bey 58, Ne-
jat Bey 56, Calh Ibrahim Bey 47,
Abdiilkadir Ziya Bey 26 rey ka -
zanarak Giizel San'atlar yubesi i-
dare komitesi azas: olmuglardir.

Birligi ressamlar subesi azalarile
miistakil ressamlar komisyona
lnmlcin mlihp odlleoegn nok -

Mlmunlubuvmyd
da salonu ter

Dlirubdu&n hu:hmm.

Diger dért komisyon su zevat -
tan terekkiip etmektedir: lhu dnnadeﬂ subelerinin ldm
Heykeltraglar: Hadi, Mahir | komitesi intihaplan bu hafta § -
Beyler ve Sabiha H cinde yapilacaktrr.

Belge 2. Halkevleri ile ilgili Haber

8 Ayr. bilgi icin bknz: Berkman, E. Tasdelen, D. (Yay.
40. Vefat Yiinda Hasan Ferid Alnar.

Haz.) (2021).

Eskisehir: Anadolu Universitesi Yayinlari.

21 Kasim 1932 tarihli Vakit Gazetesinde,
Turk Dili Tetkik Cemiyeti’nin pek
cok bilim alaninda terminoloji
olusturabilmek icin heyetler olusturdugu
gorulmektedir. Rauf Yekta Bey, bediiyat
ve glizel sanatlar alaninin musiki ve raks
subesi icin Ali Rifat Cagatay, Ekrem Zeki
Ungér, Mesut Cemil Bey, Mahmut Ragip
Gazimihal ve Muallim ismail Hakki Bey
gibi isimlerle birlikte secilmistir®.

Beylerbeyi Musiki Cemiyeti’ni
calistirdigi, 1931 yilinda diizenlenen
Turkiye Bulbulu isimli ses yarismasinda
hakem heyetinde bulundugu ve cesitli
cemiyetlerin kurulmasinda da yardimc
oldugu donemin gazete haberlerinden
ogrenilmektedir.

Kahire Kongresi

Kahire Kongresi, Rauf Yekta Bey’in
uluslararast  temsiliyeti  bakimindan
buyuk onem tasimaktadir. Kral Fuad’in
istegi ile gerceklesen kongre, 1932
yiinda Kahire’de duzenlenmistir. Kahire
Kongresi ile ilgili haberler, donemin
gazetelerinde de cokca yer almistir. Bu
haberlerden, kongrenin hazirliklarinin
1930 yilinda basladigi anlasilmaktadir
(Bknz. Belge 3). 18 Temmuz 1930 tarihli,
“Sark Musikisi” baslikli haberde, bu
kongre icin konservatuvara davetli
listesi ile ilgili bir talepte bulunuldugu
ancak konservatuvarin Bati miizigi ile
ugrastigindan katilim olmayacag1 ve
Rauf Yekta Bey’in isminin bildirilecegi
aktanlmistir (Vakit, 1930, 5). Bildirilen
isimlerden,  Misir  konservatuvarinin
sectigi kisiler davetli olarak kongreye
katilacaklardir.  Rauf  Yekta Bey,
1931 yiinda George Farmer ile
mektuplasmalarinda kongereye aldig

9 Dénemin terminoloji meselesi ile ilgili bknz: Dogrusoz,
N. (2018). Huseyin Sadeddin Arel’in Kaleminden Musiki
Terimleri Meselesi, 2017 Arel Sempozyumu Bildirileri.
istanbul: Tiirkiyat Arastirmalan Enstitiisii.
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davetten bahsetmekte, Farmer’dan
talep edecegi licret hakkinda fikir
almaktadir (Katz, 2015,135).

T

Sark musikisi
Hahirede toplanacak olan

tuvarimiza miiracaat ederek, bu
kongreye kimlerin davet edilmesi
laiznm geldigini sormugtur. Kon-
servatuvanmiz  garp musikisile
igtigal ettigi i¢in Misirda topla-
nacak kongreye istirak edecek
degildir, Ancak « Ennadii musi-
kii Sarki» ye memleketimizde
gark musikisile istigal edenlerin
adreslerini, eserlerini, derecelerini
bildirecek, Misir konservatuvan
bu zevat: isterse davet edecek-
tir, Bizden Rauf Yekta Beyin da-
vet edilecegi tahmin edilmek-
tedir.
gresinde sark musikisinin teld-
miilii igin mbzakereler yapila-
caktir. ‘

Belge 3. Vakit Gazetesi,
18 Temmuz 1930, 5.

Rauf Yekta Bey, Tiirkiye’den secilen diger
katilimc1 Mesud Cemil Bey ile 8 Mart 1932
tarihinde Kahire’ye yola cikmislardir'.
Bu kongrede Rauf Yekta Bey’in ismi, Uc
komisyonda gecmektedir. Bunlardan biri
Miizik Egitimi komisyonu, digeri Miizik
Dizisi (L’ échelle Musicale) Komisyonu ve

uclncusu ritmlerin  ve kompozisyonun
bicimleri (Modes des Rythmes Et
De La Composition) komisyonudur.

Uciincii  komisyonda baskanlik  gérevini

ustlenmistir'.

10 Yolculuk ve kongre sirasinda tuttugu notlarin cevirisi
ismail Baha Siirelsan tarafindan yapilmis; Musiki ve Nota
Dergisi ve musikidergisi.net sayfasinda yayimlanmistir.
11 Kongredeki komisyonlar ve komisyonlardaki kisiler icin
bknz: Katz, I. J. (2015). Henry George Farmer and the First
International Congress of Arab Music (Cairo 1932).
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Emile Arian

Re’0f Yektd Bey

Belge 4. Kahire Kongresi’nden Fotograflar.

Vefati
9 Ocak 1935’te Beylerbeyi’ndeki evinde
hayatin1 kaybetmistir.

12 Gorsellin alindig1 kaynak icin bknz: Katz, 1. J. (2015).
Henry George Farmer and the First International Congress
of Arab Music (Cairo 1932).
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Belge 5. Kurun ve Milliyet Gazetelerinin Rauf Yekta Bey’in vefati ile ilgili yayimladigi haberler.

Sonuc¢
Doneminin
aktorlerinden

onemli dusun ve yazin
biri olan Rauf Yekta
Bey ile ilgili biyografi calismalan
uzun zaman once hazirlanmistir.
Su an eldeki belgeler ve kaynaklar,
yapilmis calismalarin otesinde bilgiler
sunmaktadir. Arastirmacilara a¢ilan Rauf
Yekta Bey’in kisisel arsivi, Basbakanlik
Osmanli Arsivi‘’nde bulunan belgeler,
donemin sureli yayinlarinin taranmasi
ile Rauf Yekta Bey’in biyografisinin
yeniden insasinin gerekliligi dogmustur.
Bu calismada elde edilen yeni
belgelere odaklanilmis ve bu belgeler
dogrultusunda Rauf Yekta Bey’in hayati
incelenmistir. Kisisel arsivinden c¢ikan
belgeler Rauf Yekta Bey’in Musiki
Antikalarnt  kitabinda  gorselleri  ve
icerikleri ile sunulsa da baglam icinde bir
biyografi calismasina ilk kez bu makale
ile malzeme olusturmustur.

Otobiyografik anlatimi
ve bilyudigi

ile cocuklugu
ortam hakkinda fikir

sahibi olmaktayiz. Bu anilardan okulu,
cocuklugu ve kiltirel cevresi ile ilgili
bilgiler edinmekte ve Rauf Yekta
Bey’in fikir diinyasinin kaynagin1 da
anlamlandirmak icin veriler bulmaktayiz.
1922 yiina kadar Divan-1 Hiimayun’daki
calisma hayati ile ilgili detaylar, bu isi
strdiriirken ayn1 zamanda Tiirk miizigi ile
ilgili Uretimini buylk zorluklarla devam
ettirmeye cabalamasi icinde oldugunu
gostermektedir. Arsivindeki belgelerle en
onemli calismalarindan biri olan “Turk
Musiki” maddesinin yazim tarihindeki
celiski giderilmis, A. Lavignac ile
yazismalarindan maddenin yazim tarihi
ve sureci ile bilgi sahibi olunmustur.

Dariilelhan’da calistigr yillarda donemin
Sark ve Garb miizigi tartismalarinda
onemli bir pozisyonda bulunup Turk
miziginin en atesli savunucularindan
olsa da yasanan surecin ve kurumdaki
sorunlarin kendisini Misir’daki
konservatuvara basvuru yapmaya ittigi
gorulmektedir.
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Rauf Yekta Bey’in Darilelhan sonrasi
calisma hayati ile ilgili Tasnif ve
Tespit Heyeti’'ndeki gorevi ve Turk
Ocagi’'nda konser calismalan ile ilgili
bilgiler kaynaklarda vyer almaktadir.
Bununla birlikte yazma ve istinsah
calismalarinin bu donemde hizlandigi da
gorulmektedir. O yillarin gazete ve sureli
yayinlarinin taranmasi ile Rauf Yekta
Bey’in yasaminin bu donemi ile ilgili
de detaylara ulasilmistir. 1932 yilinda
katildig1 Kahire Kongresi ve Rauf Yekta
Bey’in bu kongredeki gorevleri ile ilgili
bilgiler de sunulmustur.

Oyle anlasilmaktadir ki, Rauf Yekta Bey’in
kisisel arsivinin butunu arastirmacilara
acildiginda ve bu arsivdeki belgeler
degerlendirildiginde Rauf Yekta Bey
ile ilgili cok daha detayli bilgilere
ulasilabilecektir.
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Yazarlarin Biyografileri

Duygu Tasdelen

Duygu Tasdelen, istanbul Teknik Universitesi Tiirk Miizigi Devlet Konservatuar
Miizikoloji Bolimii’nden mezun oldu. Yiiksek Lisans derecesini istanbul
Teknik Universitesi Sosyal Bilimler Enstitiisii, Tiirk Miizigi programindan
aldi. Doktorasim istanbul Teknik Universitesi’nde Miizikoloji ve Miizik
Teorisi programinda tamamladi. 2013 yilindan bu yana Anadolu Universitesi
Mizikoloji Bolumii’nde arastirma gorevlisi olarak calismaktadir.

Nilgiin Dogrusoz

izmirde dogdu. 1989 vyilinda izmir Ege Universitesi Tirk Mizigi
Konservatuari’ndan mezun oldu. istanbul Teknik Universitesi (iTU) Sosyal
Bilimler Enstitusu’nden yuksek lisans (1993), sanatta yeterlilik (1997) ve
doktora (2008) derecelerini aldi. 2000 yiinda New England Conservatory of
Music’te (Boston, ABD) Tiirk vokal miiziginin spektrografik analizini yapti.
2001 yiinda Harvard Universitesi Ortadogu Arastirmalari Merkezi’nde (CMES)
Osmanli/Tirk miizigi dersleri vermek lizere misafir ogretim Uyesi olarak
gorev yapti. Osmanli/Tirk Miizigi’nin nota sistemleri, teorisi ve tarihi konularinda kitaplar,
makaleler ve bildiriler yayinladi. Halen iTU Tiirk Miizigi Konservatuar1 miizik teorisi boliimiinde
profesor olarak gorev yapmaktadir.
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Ek-1. Rauf Yekta Bey’in Sicill-i Ahval Defteri Kaydi
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Ek 2. Rauf Yekta Bey’in cocukluk hatiralan
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Ek-3. Rauf Yekta Bey’in Hayatinin Kronolojik Listesi

TARIHLER RAUF YEKTA BEY KRONOLOJiSi

1871: 27 Mart tarihinde istanbul’da dogmustur.

1874: Annesinin vefati.

1875: Babasi Yildiz Hanim’la evlenmistir.

1877/1878: Aksaray’dan Saryer’e tasinmislardir.

1878: Buyukdere’deki Ermeni mektebine kaydolmustur. (Mayis)

1884: Mahmudiye Ristiyesini 1.likle bitirmistir.(28 Temmuz)

Divan-1 Himayln kaleminde katip yardimcisi olarak goreve baslamistir. (6 Agustos)
1885: Zekai Dede ile calismaya baslamistir. (2 yil)

Kayitlar Odasinda calismaya baslamistir.

1885 tarihinden 6nce Hattat Nasih Efendi’den hat dersleri almistir. (Hocanin olimii
1885.)

1886: Mevlevi tarikatina girdi. Kasimpasa Mevlevihanesi postnisini Ali Efendi’den
sikkepls olmustur.

Ney uflemeye baslamistir.

1887: Seyh Ataullah Efendi ile calismaya baslamistir. (1 yil)

Seyh Celaleddin Efendi ile calismaya baslamistir. (2 yil)

1894: Yazi ve hitabeti begenildigi icin Halep’e cagirilmis. Halep’e gidip, kisa siire
sonra geri donmustur.

Sah ney ufleyebilecek duzeyde ney calmaktadir.

1895: Riitbe-i Salise(binbasi karsilig1) olarak terfi etmisitir.

1897: Divan-1 Himay{n Kalemi Ser-miisevvidligine terfi etmistir.(Kasim)

Riitbe-i saniyyenin sinif-1 sanisine (yarbay karsilign) terfi etmistir. (Aralik)

1899: Fransizca diplomasi.

1900: Dordiincii riitbeden nisan-1 Ali Osmani ‘yi almistir.

1902: Esatiz-i Elhan’in I. Ve Il. Cizlerinin yayimlanmamistir.

1903: Dordiinci ritbeden nisan-1 mescidi nisan-1 zisan verilmistir.

1904: Emced Yektay Dogumu.

1906: ikinci riitbeden miimeyyiz (albay karsiligl) getirilmistir.

1908: Baskatip muavini olur.

1909: Kalemde miimeyyizlige getirilmistir.

Fatma Lamia Dogumu.

A. Lavignac ile mektuplasmalari.

1913: Emine Talia Dogumu.

1914: Istilahat Enciimeni’nde musiki 1stilahati alaninda gorevlendirilmesi. (Haziran)
1917: Ahmed Arif Yektay Dogumu.

Mehterhaneveaskeribandolardakiincesaz takimlarileilgiliolarak gorevlendirilmistir.
(Haziran)
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1919: Tiirk Notasi ile Kiraat-1 MUsikiyye Dersleri.

1922: Beylik¢i Muavini iken emekli olmustur.

Yenikap1 Mevlevihanesi’nde neyzenbasi olmustur. (Uc yil)

Tiirk Mlsikisi Monografi’nin yayimlanmistir.

1923: Darulelhan’da ders vermeye baslamistir.

Yegah Mevlevi Ayini Yenikap1 Mevlevihanesi’nde mukabele edilmistir.
1924: Tirk Misikisi Nazariyati’nin yayimlanmaya baslamistir.

1925: Esatiz-i Elhan’in Ill. Ciiziiniin yayimlanmistir.

Sark Masikisi Tarihi’nin yayimlanmistir.

1926: Kahire Dogu Mizikleri Arastirmalan Enstitlisii’ne hocalik basvurusu ile ilgili
yazismalar. (6 Ekim)

Tasnif ve Tespit Heyeti’nde calismaya baslamistir.

1932: Halkevi guizel sanatlar subesinin muzik komisyonunda yer almistir.
8 Mart Kahire Kongresi’ne gitmistir.

Turk Dili Tetkik Cemiyeti’nin terminoloji heyetinde gorev almistir.

1934: Mitalaat ve Erae Havle Mu’temeri’l-Misikkiyyi’l Arabiyye

1935: 8 Ocak vefat etmistir.
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Yeni kaynaklar 1s1§inda yeni bir Rauf Yekta Bey biyografisi

A new biography of Rauf Yekta Bey in the light of new sources

Extended Abstract

Rauf Yekta Bey has an important position in the history of Ottoman/Turkish music as a musicologist,
music theorist and archivist of the late Ottoman and early Republican periods. Various studies
have been carried out on Rauf Yekta Bey’s biography, which was also the precursor to our article.
With the opening of the archive of Rauf Yekta Bey, which has been closed to researchers for
more than 80 years after his death, new unknown data have emerged regarding both his working
life and his personal life. When the documents that came out after the study of his personal
archive were examined, it was necessary to make additions to Rauf Yekta Bey’s biography and
to construct a biography by reviewing some of the narratives. However, the documents in the
Prime Ministry Ottoman Archives, the scanning of the newspapers of the period and the recent
researches necessitated the rewriting of Rauf Yekta Bey’s biography.

The biographical narrative obtained from the archives give us an idea of the environment in
which he grew up. These memoirs give information as to his school, family, childhood, and
cultural surroundings as well as data to make sense of Rauf Yekta Bey’s world of ideas. As can
be understood from these memories, Rauf Yekta Bey had a childhood that was keen to learn,
eager to know different languages and cultures, successful, loving to lead, disciplined, self-
sacrificing and working more as he was appreciated.

Details about his work life in Divan-1 Himayun until 1922 show that he strived to continue his
production in Turkish music despite challenges while continuing his job. It is understood from
correspondences that his work at Divan-1 Himayun was very time consuming and that he tried
to continue his research on Turkish music in what little leisure time he had. The Turkish Music
chapter of the Encyclopédie de la Musique, which includes his theory studies, was published
during this period of his life. The Turkish Music chapter is significant both in that it presents a
scientific narrative as perceived in the West and in relation to Rauf Yekta Bey’s international
representation.

It is observed that even though he had an important position in the discussions on Eastern and
Western music during his employment at Darulelhan and was one of the most fervent advocates
of Turkish music, the experienced process and issues at the institution have pushed him to
applying to the conservatory in Egypt.

It is known that Rauf Yekta Bey assumed a duty on the Classification and Identification Council
and gave concerts at Tiirk Ocag after his employment at Dariilelhan. It is also observed that his
efforts on writing and copying gained impetus during the same period. A review of newspapers
and periodicals of the era has yielded details about this particular period in Rauf Yekta Bey’s
life. Information not available in previous resources was used in an attempt to shed light on
this period in his life. Information on his participation at the 1932 Cairo Congress which is
an important indicator of international representation and his duties there have also been
presented.

In this article, the biography of Rauf Yekta Bey has been reconsidered in line with all the new
documents.

Keywords
rauf yekta bey, biography, archive
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Ozet

Tarih 6ncesinden itibaren Tiirk miizik kiiltiiriinde cesitli degismeler meydana gelmistir. Miizik
kiiltiiri bu siirecte, strekli donuserek guiniimiizdeki seklini almistir. 10. Yiizyilda Farabi,
Pisagor’un yiizlerce yil once ortaya koydugu gezegenlerin sesleriyle ilgili distincelerini kabul
etmeyip sesin meydana gelisini cisimlerin birbirlerine vurulmasiyla aciklayarak Horasan
Tamburu iizerinde 17°li ses sistemini gelistirmistir. Daha sonralari bu ses sistemi, Urmevi’nin
de katkilariyla uzun yillar etkisini gostererek Abdiilkadir Meragi, Yusuf Kirsehri, Hizir bin
Abdullah, Ahmedoglu Siikrullah gibi teorisyenlerin edvarlarinda karsimiza cikmistir. Farkli
ylizyillar ve cografyalarda bu sistemi kullanan cesitli tiir ve formlar meydana gelmistir.
Bunlardan biri makam miiziginde yiizyillar boyunca miizik cevrelerini etkileyen nevbet-i
mirettebdir. Nevbet-i mirettebin uzun bir donem muzik cevrelerince biyik ilgi gormesine
karsin yaklasik 16. yiizyil itibariyla adindan s6z edilmeyisi bu arastirmanin yapilmasi geregini
dogurmustur. Bu arastirma sonucunda nevbet-i miirettebin metinleraras iliskiler kurularak
kiilturleraras: etkilesimler neticesinde bir doniisime ugradig1 tespit edilmistir. Bu donisiim,
genis bir cografyaya yayilarak farkli kiiltiirlerde farkli isimlerle karsimiza ¢ikmaktadir.
Nevbet-i miretteb; Magrip Ulkelerinde nuba, Tiirkiye’de fasil, Suriye ve Misir’da waslah,
iran’da destgah, Azerbaycan’da mugam, Irak’da makam, Ozbekistan ve Tacikistan’da makam
(sasmakom), Malezya’da nobat, Dogu Tiirkistan’da mugam olarak kendini gosterir. Nevbet-i
murettebin cikis noktasi icin, bahsi gecen tiirlerin en eskisi olarak yazili kaynaklarda 8. ve
9. yuzyillarda karsilastigimiz nubayi isaret etmek miimkiinddr.

Anahtar Kelimeler
kiiltiirlerarasilik, metinlerarasilik, nevbet-i miiretteb, nuba

Giris kulturinde derin izler birakan nevbet-i
15. yizyiin 6nemli mizik tirlerinden miretteb hakkinda, daha sonralan
biri  olan nevbet-i miirettebden akibetinin ne oldugu; bir degisime

ozellikle Abdiilkadir Meragi, eserlerinde
sikca bahsetmistir. Cami’ul Elhan adl
eserinde Meragi’nin nevbet-i miiretteb

ugrayip ugramadigi lizerine detayli bir
inceleme yapilmamistir. Gunumuzde
bu konuda yapilmis az sayida calisma

hakkinda genis bilgiler vermesine mevcuttur. Bu calismalar arasinda,
karsin bu tiriin giinlimiize ulasms 2007 yilinda Sireyya Agayeva’nin
bir ezgi o©rnegi bulunmamaktadir. Isldm Ansiklopedisi’ndeki nevbet-i
Ragbet gordugli donemde miizik miretteb maddesi ve 2017 yilinda
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Recep Uslu’nun Tirk Dunyast Sosyal
Arastirmalar Dergisi’nde  yayinlanan
makalesi  “Nevbet-i mduretteb: XI-
XV. Yuzyillarin Gozde Musiki Bicimi
Nasildi?” sayilabilir. Ayrica bazi ulusal
ve uluslararast yayinlarda nevbet-i
mirettebin kismen bahsinin gectigi
soylenebilir. Calismada kullanilan bu
kaynaklara ek olarak; Angelika Jung’un
“Quellen der traditionellen kunstmusik
der Usbeken und Tadshiken Mittelasiens”
[Orta Asya Ozbek ve Taciklerinin
geleneksel sanat miiziginin kaynaklan]
adli kitab1; Ann Lucas’in, “Music of a
thousand years a new history of Persian
musical traditions” adli kitab1; Louis
Ibsen al-Farugi’nin “The suite in Islamic
history and culture” adli makalesi
sayilabilir. Yapilan bu arastirmaya temel
teskil edecek soru sudur: Nevbet-i
murettebin tarihsel sirec icinde ortaya
cikisi, seriiveni ve degisimiyle birlikte
farkli  kulturlerdeki yansimalarnn ne
sekilde meydana gelmistir?

Bu arastirmada temel olarak nitel
arastirma yontemi kullamlmstir.
Nitel arastirma, sosyal dinyanin nasil
yorumlandigi, anlasildig, tecriibe edildigi
ve Uretildigiileilgili olarak genel anlamda
yorumlayici bir ideolojidir (Mason, 1996:
4). Tarama modelinde betimsel bir
arastirma olan bu calismada, nevbet-i
murettebin farkli kulturlerde nasil bir
doniisime ugradigimin  kiiltirlerarasilik
ve metinlerarasilik kavramlar acisindan
degerlendirmeleri yapilmistir. Bu
degerlendirmelerde nevbet-i miretteb
olgusuna tarih, miuzikoloji, edebiyat
ve sosyoloji alanlan cercevesinde

disiplinleraras1 yaklasilmistir.
Tarih  boyunca  kulturler,  cesitli
sebeplerle birbirlerini etkilemislerdir.

Kilturlerarasilik terimiyle ifade edilen bu

etkilesimler sonucu ilk zamanlar bolgesel
olan baz1 unsurlar farkli cografyalarda
ortaya cikabilir. Bu unsurlar, bazen
tamamenaynibazendekiiclik degisiklerle
kendini gosterir. Cunio (2008), Kimberlin
ve Euba’nin calismasindan alint1 yaparak
kiiltirleraras1 miizigi, bestecisinin farkli
kiltiirlerden oldugu durumda birden cok
kulturin ozelliklerini barindiran muzik
seklinde tammlar (s. 21).

Kiltlrlerarast mizigin gerceklesmesi,
tarihsel ve etnomuzikolojik bir bakis
acisi ile geleneksel metinler ve ezgiler
cercevesinde yeniden olusturma
surecini tanimlamanin bir yoludur. Bu
gerceklesme, belirli bir donemin miizigini
yeniden insa etmenin miimkiin olmadigi ve
bunun yerine yeniden yapilanma surecinin
kullanildigi  onciiliiyle  baslar  (Cunio,
2008: 21). Kulturleraras1 iletisimde
miizigin onemli bir yeri vardir. Ortak
muzik kulturlerinde farkli toplumlarin
muziklerinin birbirleri arasinda butunluk
gosteren benzerlikleri dusinildiigiinde,
miizigin kiltlrlerarasi iletisimdeki katkisi
daha da Dbelirginlesir.  Kulturleraras
iletisimde miizigin 6nemini belirtmek icin
s0z konusu toplumlarin iletisiminin tarihsel
sirecine bakmak ve gunumuze getiren
kulturel dokuyu analiz etmek gerekir (Uslu
ve Kurtuldu, 2018: 236). Kulturel hosgoru
gelistiginde Kkiiltlirleraras1 miizigin de
gelistigi soylenebilir.

Nevbet-i Miiretteb’in Kisa Tarihi

Tertip edilmis (muretteb) bir sira
(nevbet) gozetilerek dort ya da bes
bolumden olusmus, bolumlerin icinde
ve diger bolim aralarninda giifte, usdl,

makam  birlikteligi bulunan  mizik
bicimleri nevbet-i miretteb olarak
adlandinlmaktadir (Parmaksiz, 2016:

180). Tek makamdaki birlesik form yapisi
ve dort ya da bes bolumden olusmasi
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ile nevbet-i muretteb, genel hatlariyla
konuylailgilenen muzikologlar tarafindan
bir cesit suite ya da fasila benzetilmistir.
Wright’a gore nevbet, terim olarak
Ebu’l Ferec’in “Kitab al Aghani”' adl
nagmeler kitabinda “donis” anlaminda
kullanmlmistir (Wright, 1993: 1042).

Bu turln izine “Binbir Gece Masallarn?
adli halk hikayelerinin anlatildig1 kitapta
rastlanir ve burada ud ile icra edilmis,
ritmik bir yapiy1 temsil eden darij adlu
nevbet hareketinden soz edilir (Farmer,
1945: 47). Darij, Magrip (Ulkelerinde
halen icra edilmekte olan nuba tiriiniin
bir bolumunu teskil eder.

Nevbet-i murettebin icerdigi
bolimlere, yazili kaynaklarda ilk olarak
Keykavus bin iskender’in 1087 yilinda
yazdigr “Kabusname” adli eserinde
rastlanmaktadir. Keykavus, oglu Gilan

ceen

calgicilarin ~ toresini  anlattigi  36.
boliimiinde “bir mecliste eger calgicilik
yaparsan hep ayni tarz icrada bulunma
bazen hafif, bazen agir cal” der. Bunlan
soylerken bestekarlarin padisahlar icin
hafif ahenkte® hiisrevani, yaslilar igin
rah-1 giran adim verdikleri daha agir
ahenkte besteler yaptiklarin1 belirtir.
Gencler icin basit denilen hafif vezinli,

1 10. ylzyilda kaleme alinmis siir ve nagmeler iceren
20 ciltlik kitap.

2 Farmer, bu eserde Bagdat Balik¢isi Halife,
ibrahim ibn el-Mehdi ve Tiiccarin Kizkardesi,
Ebu’l-Shamat ve Ni’mat ibn al-Rabi’a, Nu’m ve
kole kizi masallarinda nevbet icrasinin varligindan
soz eder. Binbir Gece Masallari, yizyillar boyu
yapilan eklemelerle geliserek anonimlesmis ve son
hali Memlikler doneminde Misir’da sekillenmistir.
Unli seyyah Antoine Galland bu eseri 18.
yizyilda Fransizca’ya cevirerek Avrupa insan ile
tanmstirmistir.

3 Ahenk terimi, “uygunluk, diizen” anlam tasidigi
gibi “cUmbis etme, calip soyleme” anlamlarina
da gelmektedir. Buradaki ifade daha cok “sarki
soyleme” manasindadir. Bkz. Ferit Devellioglu,
Osmanlica-Tirkce. Ansiklopedik Liigat, 1986 Ankara.
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kivrak besteler yapildigin ifade ederken
cocuk ve genc¢ kadinlar icin de kucuk
terane ve nagmeler bestelendigini
soyler (Keykdvus bin iskender, t.y.:
79-80). Boylelikle Kabusname’de ismi
zikredilmeden nevbet-i  murettebin
bolumleri ifade edilirken bunun bir
tertib icinde gerceklestiginin alti cizilir.
Keykavus, eserinde bahsi gecen farkli
turlerin bir araya getirilisini dinleyici

kitlesinin cesitliligine baglar (Jung,
1989: 139). Bu cesitlilik icerisinde
yas, cinsiyet ve makam-mevkiden

bahsetmek miimkiindiir. Kabusname’de
yasli, genc, cocuk ve genc kadinlar icin
yapilarina (mizaclarina) uygun eserlerin
bestelendigi ifade edilirken; padisahlar
icin bestelenen daha hafif tarzdaki
eserlerin, onlarn eglendirmek adina
yapildig1 gorilmektedir. Kabusname’de
izine  rastlanan  hiisrevani,  Yusuf
Kirsehri’nin edvarinda* nevbet-i
muretteb bahsinde soyle gecer:

“Bilgil kim nevbet-i muretteb oldur
kim evvel ki biinyad eyleye bir makam
gostere andan sonra bir pisrev ide
andan sonra hiisrevani ide hiisrevani
oldur kim yine bir makam gostere
andan sonra bir pisrev ide yine ide
eger sakil eger hafif iki devr nakis
nakarat gostere andan sonra bir kavl
ide andan sonra bir gazel ide andan
sonra bir pare ide evvel terane ola
andan sonra bir kavl dahi andan
furldast ide clin bu ka’ideyi ri’ayet
eyleye nevbet tamam olmis olur”
(Dogrusoz, 2012: 146)

Yusuf Kirsehri edvarindaki ifadelerden
yola cikarak hisrevani’nin bir nakis
nakarattan ibaret oldugu soylenebilir.

4 Genis bilgi icin bkz. Nilgiin Dogrusoz, Yusuf
Kirsehri’nin Miizik Teorisi, Kirsehir Valiligi, 2012
Kirsehir.
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Nakisin hareketli ve hafif bir yapiyi
temsil etmesi ise Kabusname’deki
hiisrevaninin padisahlar icin bestelenmis
hafif tarzdaki eser tabirini destekler.
Kabusname’de nevbet diizeni basitten
karmasiga dogru destan-i hiisrevani,
rah, hafif, terane seklinde siralanir.
Destan-i  hiisrevani  geleneksel  bir
destan sarkisini ifade eder. Rah ise yol,
yontem anlamina gelir ki agir tempolu
usll Uzerine kurulmus calgisal parcalar
temsil eder. Farsca rah teriminin Farabi
tarafindan enstriimantal bir prélude icin
zaten kullamlmis olan Arapca tarika’ya
tekabul etmesi ilgi cekicidir (Jung,
1989: 139). Rah’in sozciik anlami icin yol
gosterme, makami tanitma gibi gorevler
ustlendigini soylemek mimkindir. Rah,
bu cercevede gunumuzdeki pesrev ya da
taksim anlamina gelen calgisal bir bolum
olarak tanimlanabilir.

Keykavus’tan sonra 13. yiizyilda Tifasi
“Mut’atii’l-esma fi ilmi’s-sema” adl
eserinde, nevbet-i miretteb bolimlerini
kavl, gazel, terane, zamane ve diger kavl
olarak belirtir (Tanci’den aktaran Uslu,
2017: 180). Aym yizyilda Kudbeddin
Sirazi’nin “Dirretii’t-tac” adli eserinin
musiki risalesinde Urmevi’ye ait bir kavl®
ornegi bulunurken Memliik hiikiimdar el
Nasir’in cocuklarina miizik dersleri veren
Kutayla adindaki miizisyenin, Urmevi’nin
130 civarindaki nevbet bestesinin cogunu
ezberledigi bilinmektedir (Neubauer,
1995: 806).

14. ylzyilda Seyyid Serif Ciircani “Serh-i
Kitabl’l-Edvar” adli eserinde nevbet-i
muretteb  hakkinda  bilgiler verir.
Nevbet-i murettebin detayli anlatim

5 Tifasi bu eserinde miizik ve halk danslarini inceler.
6 13. Yiizyiin biiyiik limlerinden Kudbeddin Sirazi’nin
ebced miizik yazisiyla kaleme aldigi nevbet-i
miiretteb bolimlerinden biri olan bu parcada, forte
(kuvvetli), piano (hafif) gibi dinamikleri gostermesi
ilgi cekicidir.

15. yilzyilda Abdiilkadir Meragi’nin
“Cami’ul Elhan”, “Fevaid-i Asere” ve
“Makasidii’l  Elhan” adli eserlerinde
goriiliir. Makasidi’l Elhan’da kendisine
ait nevbet-i muretteb orneklerinin
bulundugunu soyledigi “Kenzii’l Elhan”
adli eseri ise henuiz bulunamamistir.

Meragi’ye gore kudema’ donemlerden
beri bilinen nevbet-i mirettebden,
Herat miizik ekolii temsilcilerinden Benai
yazdig1 Risale-i MUsiki adli eserinde soz
etmis ve Meragi’ye atifta bulunmustur
(Abbasoglu, 2015: 234). Ayrica Anadolu
edvar gelenegi temsilcilerinden Hizir
bin Abdullah, Seydi ve Yusuf Kirsehri de
eserlerinde nevbet-i murettebden soz
etmislerdir. Yusuf Kirsehri, Safiyyiiddin
Urmevi’nin l¢ yilz civarinda nevbet-i
miretteb besteledigini ve o cagda yiiz
elli tanesinin bilindigini ifade eder
(Dogrusoz, 2012: 146).

Hizir bin Abdullah, “Kitabil Edvar” adl
eserinde nevbet-i miuretteb bahsinde
sunlarn ifade eder:

“Bilgil ki bu ilm-i mdsikide bunca
acib ve garib hikayetlerden bir
gereklu dahi budur kim bilmek gerek
kim nevbet-i muretteb nice olicak
tamam olur soyle gerekdiir kim eger
sazende ise sazim dizmek gerek bir
eksuksuz tamam andan sonra baslaya
bir makam gostere dahi ol makamda
bir pisrev cala ve eyde ve sonra tasnif
eyide andan bir daire cala yahud bir
nagme eyde sonra nevaht cala tamam
eyde dura bu nevbet uriim vilayetinde
olan sazendelerindur amma Arabun
nevbet-i murettebi oldur kim bir
makamda bir usulde gerek hafif olsun
gerek sakil gerek versan gerekse

7 Kadim kelimesinin cogulu olarak “eskiler” yani
eskiden yasamis olan biiyiikler anlamindadir.

2826



RAST MUZIKOLOJI DERGISI

muhammes olsun her kanki darbda
olursa olsun bir makamda bir usulde
amma asl-1 hafif ve sakildiir dort tasnif
eyde evveline kavl dirler ikincisine
gazel dirler Uclncuslne terane dirler
dordiincisiine firlGdast dirler eger
sazende ise sonra bir nevaht ider
heman Arab’un Ustadlan nevbeti
budur amma nevbet-i muretteb de bir
kac nev’iledur...” (Celik, 2001: 244).
Hizir bin Abdullah, nevbet-i mirettebi
bolimleriyle tamttig1 Kitabll Edvar’da
Anadolu ve Arap  muzisyenlerinin
nevbetlerini anlatirken sazendelerin nevaht
calmasi gerektigini ifade eder. Nevaht,
kelime olarak saz calma anlamina gelir ki
bunun da taksimi isaret ettigi soylenebilir.

Abdiilkadir Meragi, Cami’ul Elhan’da
9 adet formdan bahsederek bunlan
soyle siralar: nevbet-i muretteb, basit,
darbeyn, killi’d-durdb, killi’n-nagam,
Arap nesidi, amel, pisrev ve zahme.
Ayrica nevbet-i mirettebin dort bolumlu
oldugunuve genellikle sakil-ievvel, sakil-i
sani, sakil-i remel, fahte ve Tirki-i asl
usulleriyle bestelendigini ifade ederken
isterlerse bestecilerin farkli usdlleri de
kullanabilecegini dile getirir. Eserde
nevbet-i muretteb bolumleri kavl, gazel,
terane, firldast seklinde belirtilirken,
Meragi miistezad® adim verdigi besinci
bolimi kendisinin ekledigini ifade eder
(Sezikli, 2007: 248).

Meragi’nin oliimiinden sonra Hiiseyin
Baykara doneminde Herat’ta yasayan
Alisah bin Hacibiike, Ali Sir Nevai’ye
sundugu  “Mukaddimetii’l-Ustl”  adl
eserinde muzik bicimlerini anlatirken
sazlarin vezinsiz olarak nevaht calmasi

8 Meragi’nin nevbet-i miirettebe eklenen besinci
bolim icin bu ismi vermesinin sebebi miistezad
kelimesinin Arapca’da artmis, cogalmis anlaminm
tasimasidir.
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gerektigini ifade eder. Nevaht, daha
once de belirtildigi lizere taksim olarak
dusunulebilir. Alisah, kitabinda vezinli
ezgilerin  cesitlerini tarif ederken
nevbet-i mirettebin de bahsinin gectigi
su aciklamalarda bulunur:

“Pesrev, musikinin guftesiz seklidir.

Diger adi tarikadir. Eger hafif
usullerden ise-hezec ve evfer
gibi-bunlarin  haneleri Ucten az
olmamalidir. Tekrar eden kisma

serbend-i pesrev derler. Ama eger eser
bir siir kitasi olursa, dort haneden az
olmamalidir. Her hanede bir beyitin
tekrar edip etmedigine bakmaliyiz.
Eger tekrar yoksa ona nakis derler.
Ancak bunun hafif usullerden olmasi
sart1 vardir. Eger donis yapilmis ise
ona savt derler. Onun da u¢ kism
vardir. Birinci kisim tekrarlidir. ikinci
kismin meyan hanesinde tekrar
vardir. Birincisine tasnif derler ve
cogu zaman hafif veya sakil usull
ile olur. Eger okunan siir Arapca ise
ona kavl derler. Ama Arapca olmasa
gazel derler. Eger hem Arapca hem
de baska bir dil ile bir arada ise ona
kavl-i murassa’ denir. Ikincisi, eger
meyan hanenin tamaminin tekrarinm
icine alirsa ona amel denir. Eger dort
tasnif ve bir amel toplanirsa-ki bu
dogru bir birlesme olmaz-bunlarin
usul bakimindan nim sakil ve hafifii’s-
sakil olmasi gerekir. Eger ikinci kita
kavl, ikincisi gazel uUcuncusu tasnif
ise, bu Uclilye terane derler. Bunlarin
siirleri genellikle rubai turundedir.
Dordiincli kavle fiirGdast derler ki,
bu gecmiste zikredilen Uc¢ seyin
sanatlarim  kendinde toplamistir.
Besinci kitayr rahmetli Abdulkadir
kesfetmis ve ona mustezad demistir.
iste bu topluluga nevbet-i miiretteb
denmistir. Padisahlarin disindakileri
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medh? icin kullamlir. Nakis ve savt bu
formda kullanilmaz. On yedi meshur
formun bir arada kullanilmasina
kallu’n-negam, meshur usullerin
bir araya getirilmesine de kill-i
durub derler. Kulli’n-negam ve
kull-i durub bir arada kullanilir ise,
Hoca Abdulkadir ona killiyat adim
vermistir” (Cakir, 1999: 107-108).

Alisah, nevbet-i miurettebin meydana
gelisini swraladigr boliimlerin  birlesimi
olarak yorumlar. 16. yuzyil basinda
vefat eden Alisah’tan sonra da nevbet-i
muretteb baz1 eserlerde  kendini
gosterir. Bunlardan biri olan Seydi’nin
“el-Matla” adli eserinde, “Der beyan-i
adab-1 masiki” bashig1 altinda bu tiirden
su sekilde soz edilir:

“Ve iy Dilsdad bu ilmin evvel
adabindan biri budur kim bir Kkisi
nevbet-i muretteb itmeye sur’u itse,
evvel basliya bir makam gostere,
andan sonra pisrev ide, andan sonra
hiisrevani gostere. Tenbih: hisrevani
oldur kim bir makam gostere, ol
makamda pisrevinden sonra ya sakil
ya hafif iki devir nekarat-1 naksiyle
gostere, andan sonra bir kavl dahi ide,
badehii bir gazel ide ve bir pare dahi
ide kim ana nizane dirler, sonra bir
kavl dahi ide kim ana fiiridast dirler
ve eger bu tertib lizre glyendelik
itse edeb-i musikiyi saklayib nevbet-i
miretteb tamam itmis ola...” (Arisoy,
1988: 83).

El-Matla’da Seydi, nevbet-i mirettebin
taniminm1 yaparken Hizir bin Abdullah’in
sazendelerle ilgili ifadelerine karsilik
gllyendelere (hanende) yani sarkiyi

9 Nevbet-i mirettebi padisahlarin disindakileri
ovmek icin bestelendiginin ifade edilmesi dikkat
cekicidir.

okuyanlara vurgu yapmaktadir.
Goriildugi lizere bahsi gecen edvarlarda,
ozellikle hiisrevani hakkindaki

aciklamalar cercevesinde Yusuf Kirsehrd,
Hizir bin Abdullah ve Seydi’nin nevbet-i
muretteb Uzerine benzer ifadeleri
bulunmaktadir. Yine aym yuzyilda
Necmeddin Kevkebi®, 1522 yilinda
kaleme aldigi “Risale-i Musiki” adl
eserinde nevbet-i murettebin isminden
bahsetmeden bolumlerini kavl, gazel,
terane ve fiirGdast olarak siralar ve bu
formlann birlesmesiyle nevbe turunun
olustugunu ifade eder (Cakir, 2010: 170).
Yusuf Kirsehri, Hizir bin Abdullah ve
Seydi’nin nevbet-i miretteb hakkindaki
aciklamalarinda bulunan benzerlikleri,

farkli donemlerdeki edvar kitaplan
arasindaki metinlerarasilik ile ifade
etmek miumkindir. Metinlerarasilik,

yazili kaynaklar arasindaki etkilesimler
olarak degerlendirilirken ileride
de belirtilecegi lizere  miziksel
metinlerarasilik kavramimuziklerarasilik
olarak tamimlanabilir.

Owen Wright (1992), cesitli
kituphanelerdeki muellifleri bilinmeyen
giufte mecmualanyla birlikte Hafiz
Post’un da giifte mecmuasini ele aldigi
“Words without songs” adli eserinde
nevbet-i mdurettebi organize edilmis
bir dongu ve dort ya da bes hareketten
olusmus bir suit olarak tanimlar (s.
313). Wright, nevbe olarak ifade edilen
bu tur icin nevbet-i muretteb teriminin
kullanilmasinin daha dogru oldugunu
belirtir. Ayn1 eserde, nevbet-i miretteb
icin  Meragi’nin bahsettigi 9 adet
formdan birincisi oldugu bildirilirken

10 16. ylizyilda yasamis olan Kevkebi, Herat’ta din,
astronomi ve miizik alaminda egitim almis, Ozbek
kiiltirinde donemin onemli isimlerinden biridir.
Genis bilgi icin bkz. Ahmet Cakir, Necmeddin
Kevkebi’nin Miizik Teorisi, Etiit Yaywinlarnn 2010,
Samsun.
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(s. 208); gufte mecmualarinin zamansal
iliskilerinin incelendigi bolimde bu
turin 16. vyuzyil ortalarina kadar
varligini siirdiirdiigli ifade edilir (Wright,
1992: 11).

Tiirk Askeri Miizigi ve Nevbet
Nevbet-i miretteb ile etimolojik
yakinligindan ve bazi icra
benzerliklerinden dolayr Tirk askeri
miizigindeki nevbetden de soz edilmesi
gerekir. 11. yuzyilda KasgarliMahmud’un
“Divani Lugat-it-Turk” adli eserinde
Turkmenlerden bahsedilen maddede
“Balasagun’daki sarayin oniinde beyler
icin her guin Uc¢ yuz altmis nevbet davulu
vuruluyordu” ifadesi gecer (Asker ve
Asker, 2008: 34). Uygur Mizigi’nde de
on iki makam, yapisal olarak nevbet
kokenli tiirlerle baglantiidir. Dogu
Tirkistan cografyasinda o6nemli bir
yere sahip olan on iki makam, sadece
miizik alaninda degil aym zamanda
edebl vyapitlarda da kendine yer
bulmustur. Uygur Makami’ni konu alan
edebil eserlerin farkli donemlerdeki
Uygur edebiyatina ait siirler icermesi,
on iki makamin 14. yuzyildan itibaren
bir ilerleme icerisinde oldugunu
yansitmaktadir (inayet, 2007: 382).

14. yuzyil divan sairlerinden Seyyid
Nesimi, “Tek alemde senin yiiziin
sahliga bes nevbet caldi, ind-i sultanlik
tahtimm mekansiz evce kaldir” diyerek
sevdigine yazdig1 siirinde gece gilindiiz,
belirli vakitlerde saray ya da meshur
ziyaretgahlarda calinan nevbetden
bahseder. (Agayeva, 1979: 5). 16.
ylzyi1l divan sairlerinden Baki, aski
sultanlara benzeterek her gin bes
vakit calinan nevbete su beyitle vurgu
yapar: “Husrevane penc nevbet cald
heft iklimde, niih kibabin yankulandurdi
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sipihriin mir-i ask”'" (Sahin, 2011: 37-38).
Selcuklularda sultanlarin  kapilarinda
bes nevbet (nevbet-i pencgane) ve
meliklerin  kapilarinda U¢ nevbet
calinirdi. Osmanli devrinde mehterhane
adini alan, hakimiyet ve giicii temsil eden
bu askeri miizik sultanlarin heybetini
gosteriyordu. Saraylarda nevbet miizigi
takim ve heyetine nevbethane, calanlara
da nevbetiyan adi veriliyordu (Turan,
2008: 392). Hunlar ve Gokturklerden
itibaren hakimiyet sembolii kabul edilen
nevbet gelenegi, isldm doénemindeki
Turk devletlerinde de devam ederek
Osmanlilara kadar surdurulmustar. Turk
ve islam devletlerinde nevbet, savas
harici bir glic sembolu olarak one ¢cikms,
nevbet sayis1 ve zamanlar bazi kurallar
icinde uygulanmis, kurallara uymayanlar
otoriteye asilik yaptig1 gerekcesiyle
cezalandinlmistir (Ozaydin, 2007: 39).

Evliya Celebi Seyahatname’sinde
ozellikle kaleleri anlattigi boliimlerde
belirli zamanlarda icra edilen

nevbetlerden soz eder. Evliya Celebi
300 haneli, 26 kuleli Zile kalesinden
bahsettigi bolimde 100 askerin her
gece 2 kez nevbet caldigin1 (Kahraman
ve Dagli, 1999: 138); Selanik kalesinin
anlatildig1 bolimde de her gece kalenin
5 farkli yerinde nevbet mehterhanesi
calindigim dile getirir (Kahraman, Daglh
ve Dankoff, 2003: 62).

Farmer (1945), “The minstrelsy of the
Arabian nights” adli eserinde nauba
terimiyle bahsettigi tirin iki sekilde
icra edildigini ifade eder. Birincisi

11 Ask emiri yedi iklimde padisahlara yarasir
bicimde bes vakit nevbet caldinp gokyuzinin dokuz
kubbesini yankilandirdi. Bu beyitte ask, insani ele
gecirip yonetmesi anlaminda padisaha benzetilir
ve Selcuklu doneminde her giin bes defa namaz
vakitleri caldinlan nevbete gonderme yapilir (Sahin,
2011: 38).
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bars yillarinda dis mekanda ve belirli
saatlerde, ses yogunlugu yiiksek
calgilarla icra edilen sozsiiz askeri
muzik; digeri ise geceleri oda miizigi
tarzinda icra edilen nevbettir (Farmer,
1945: 5-7). Bir oda miizigi olarak icra
edilen nevbet-i muretteb, islevsel
farkliliklariyla ve icra tarzi ile askeri
muzik olan nevbetten aynlir.

Nuba Gelenegi

Tarih boyunca Tiirkler, iranlilar ve Araplar
siire verdikleri deger nedeniyle sozlu
miizigi 6n planda tutmuslardir. Tiirk sozlu
muzik formlarindan kaside, gazel, sarki,
beste, murabba, kar ve semai; Arap sozlu
muzik formlarindan da kaside, gazel,
muvassah ve zecel sayilabilir. Nuba ise
degisim, donls anlamlariyla Magrip’in
en eski ve en bulyuk dongisel formudur
(And, 2003: 704). Alman muzikolog Curt
Sachs (1943), nubay1r aynm tonalitede
[makamda] dokuz bolumden meydana
gelmis bir kantat olarak tammlar (Sachs,
1943: 391).

Abbasiler donemi 9. yiizyil Bagdat’inda
nuba besteleri yaptigr bilinen Ziryab
lakapli Ali bin Nafi, Abbasi halifesi Harun
Resid’in huzurunda gelistirmis oldugu
kendine ait udu calinca halife tarafindan
taltif edilir. Bu durumu kiskanan hocasi
ishak el-Mevsili ondan sehri terk etmesini
ister'? (Erkocoglu ve Arslan, 2013: 464).
Bu hikayenin dogrulugu kesin olmamakla
beraber herhangi bir sebeple Bagdat’tan
aynilan Ziryab, calismalarini once Tunus
Kayrevan’da daha sonra da ispanya
Kurtuba’da  siirdirmdstiir. ~ Ziryab’in
Akdeniz cografyasina olan bu goci ile
nuba miiziginin Magrip ve Endiliis’e

12 Owen Wright, bu hikayenin inandirciliktan uzak
oldugunu ve el-Makkari tarafindan kurgulandigim
one surmektedir. Bkz. Owen Wright, “Music In
Muslim Spain”, The Legacy Of Muslim Spain, Ed.
Salma Khadra Jayyusi, E. J. Brill, 1992, s. 556.

tasindigr, bununla beraber ishak el-
Mevsili’nin de nuba gelenegini Bagdat’ta
devam ettirdigi disundlebilir.

ilk taslaklan 10. vyiizyilda Irak’ta
yazilmaya baslanan Binbir Gece Masallan
adli eserde bahsi gecen darijin, Ziryab
tarafindan bulunmusolmasimuhtemeldir.
15. yuzyilda Hizir bin Abdullah’in
Kitabii’l-Edvar adli eserinde Araplarin
nevbeti ifadesini kullanarak bolumlerini
belirttigi nevbet-i miirettebin nuba ile
baglantili oldugu dusiiniilebilir.

Nuba, bat1 miizigindeki siiit gibi hareketler
arasinda karmasik bir baglant1 sistemine
sahip cok yonlu bir turdir. Nuba,
sadece bir modun degil ayn zamanda
eserin olusturuldugu kurallar dizisidir.
Ziryab’in tabai’a adi verilen giniin her
saati icin bir tane olmak Uzere 24 nuba
besteledigi arastirmacilar tarafindan
dile getirilmektedir (Marks, t.y.). Bu
sistemi anlatan nadir belgelerden biri,
Granadali ibn al-Katib al-Salmani’nin bir
siiridir. Siir, 24 Endulus nubasinin dort ana
dala bolunmesini anlatir. Farmer, bu siiri
“An old Moorish tutor” adli makalesinde
yayinlamistir (Shiloah, 1995: 84).

Nuba, Bati1 ve Dogu Arap Diinyasi olarak
iki farkli cografi alanda kendini gosterir.
Bir Endiilis mizigi olan nuba, Davis
(2004)’e gore 10 ila 17. yuzyillarda
Misliiman ve Yahudiler tarafindan diger
cografi bolgelere tasinir. 16. yiizyildan
19. yuzyiin sonlarina kadar Turkler
basta olmak Uzere Misir ve Avrupa’da
cesitli yabanc1 etkilere maruz kalan
nuba, temelde popiler olmakla beraber
aristokrat bir himayeye sahip olmustur.
Modern devlet himayesine kadar nubanin
baslica savunuculan sifiler idi. Tasavvuf
mekanlarinin disinda, nuba profesyonel
muzisyenler tarafindan kahvehanelerde,
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diglin ve siinnet gibi dini ve aile
kutlamalarinda da icra edilirdi (Davis,
2004: 2, 4).

Nevbet-i Miiretteb ve Siiit iliskisi
Suit ile yapisal benzerliklerinden dolayi
bazi miizikologlarin islami Siit olarak
degerlendirdigi nevbet-i miretteb, sonraki
donemlerde kilturleraras1 etkilesimlerin
de katkisiyla farkli cografyalarda farkli
isimlerle ortaya cikmistir.

Suit, aym tonalite ve formdaki dans

parcalarimn art arda siralanmasiyla
olusmus bir muzik turtuduar. Ik
orneklerinin  Ortacag’da  goriildugi,

farkli bolumlerin birlesmesiyle olusan
sozsliz miuzik turlerinin en eskisidir.
Bazi Fransiz besteciler, besteledikleri
suitleri ordre diye tanmmlarlar ki bu
terim sira, duzen anlamlanni icerir
(Hodeir, 1990/1992: 114). Ordre,
nevbet-i miuretteb teriminin (nevbet:
sira, muretteb: duzenlenmis, tertip
edilmis) anlamiyla da ortusmektedir.
Agayeva (2007) ise nevbet-i muretteb
icin slit ifadesinin uygun olmadigim
bunun yerine dongusel anlamina gelen
cycle teriminin daha dogru oldugunu
belirtmektedir (Agayeva, 2007: 42).
Stitin aym tonalitede bestelenmis
allemande, courante, sarabande ve gigue
adli bolumlerinin nevbet-i murettebdeki
ayn1 makamla bestelenmis kavl, gazel,
terane ve firidast ile yakinlik gosterdigi
soylenebilir. Yine baz1 suitlerin basinda
icra edilen prélude, fasil miuzigindeki
pesrev  ile islevsel  benzerlikler
gostermektedir.

Lois Ibsen al Farugi, “The suite in Islamic
history and culture” adli makalesinde
nevbeti isldm miizik kiltiiriindeki siiit
olarak tanimlar. Faruqi, ayrica 14. yuzyilin
uinlii gezgini ibn Batt(ita’nin gittigi bircok
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Ulkede askeri gruplarin gerceklestirdigi
siit benzeri performanslardan so6z
ettigini dile getirir. Aym calismada Ali
Jihad Racy’nin bu tire compound form
(birlesik form) denilmesini onerdigi de
ifade edilir (al Faruqi, 1985: 46, 48, 63).

Misir ve Suriye’deki Donglisel
Miizik: Waslah

Baz1 miizikologlarin Islami siiit, kantat
ya da fantasia gibi ifadelerle tanimladig
nevbet ve benzer tirler icin Ali Jihad Racy
birlesik form terimini kullanir. Waslah da
Misir ve Suriye’de kendini gosteren birlesik
yapili bir muzik turudur. Waslah’in ortaya
cikis tarihi, belge eksikligi sebebiyle net
olarak bilinmemektedir. Bununla birlikte
waslah, 19. yuzyil sonlarinda ud, ney ve tef
calgilarina bat1 kemaninin da eklenmesiyle
erkek vokalle birlikte seslendirilen uzun
soluklu takimsal bir icra olarak kendini
gosterir (Racy, 1983: 397).

iran Klasik Miiziginde Destgah

iran klasik miizigindeki destgdh da
tasidigt  dizen anlamiyla nevbet-i
muretteb gibi takimsal yapida icra edilen
bir muzik turudur. Muretteb kelimesinin
tertip edilmis, destgah kelimesinin
ise duzen anlamlarina gelmesi ilgi
cekicidir. Destgah, geleneksel bir sekilde
gruplandinlmis bir dizi parcayr tanimlar.
Bu parcalarin  birincisi  destgahin
makamsal kimligini ifade eder. Bu
makam, eserin icras1 boyunca kadansl
melodik kaliplar cercevesinde sik sik
belirtildigi icin baskin bir yapidadir
(Farhat, 2004: 19).

iran klasik miizigindeki dogaclama
ezgilere genel bir ifadeyle redif
denmektedir. Redif terimi, 12 adet
destgdh1 meydana getiren eserler
takimin1 ifade etmek icin de kullambir
(Cak, 2018: 53). Bu destgahlarin temel
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kabul edilen yedisi sOr, segah, cargah,
hiimayun, mahur, rast pencgah, neva’dur.
Diger besi ise, temel destgahlara bagli
olan abuata, dasti, bayat-i Tirk, afsari
ve bayat-i isfahandir. Destgahlarda glse
denilen baz1 ezgiler bulunur ki bunlar
diger destgahlara geckileri saglayan bir
kopri vazifesi goriir. Her destgahin ozel
bir ismi vardir ve daramad adi verilen
giris mizigiyle baslar (Ardalan, 2012: 6).
Pis daramad da denilen bu giris parcas,
fasil mizigindeki pesrev ile anlam ve
islev bakimindan benzerlik gosterir.

iranli siyasetci ve miizikolog Mehdikulu
Hidayet, Mejma al- Adwar adli kitabinda,
iran sanat miizigindeki destgahin Meragi’nin
eserlerindeki nevbet-i mirettebin taklit
edilmesinden meydana geldigini belirtirken
bu benzerligi destgahlarin da nevbet-i
miirettebde oldugu gibi tertiplenmis
(muretteb) kompozisyon formlarindan
olusmasiyla iliskilendirir. Hidayet, flirGdast
teriminin forud ve dasht kelimelerinin
birlesmesinden meydana geldigini belirtir
(Lucas, 2019: 148). Forud, Farsca’da inis,
sona ermek anlamina gelir ve dogaclama
yoluyla cesitlemeye bagl, sabit kalipli
melodik bir kadansi teskil eder (Farhat,
2004: 25). FirQdast, daha oOnce de
bahsedildigi iizere 4 bolimli nevbet-i
miirettebde (Meragi’nin besinci bolim
olarak ekledigi mistezaddan Once) eserin
final boluminu olusturmaktadir.

Ozbek ve Tacik Kiiltiirlerinde

Sasmakom

Farsca ses ile Arapca makam
kelimelerinden meydana gelen
sasmakom, Ozbekce’de, alti fasil
anlamina gelir. Sasmakom ile ilgili
belgelere 18. yuzyiin ortalarindan

itibaren rastlanmaktadir. Genel olarak
Orta Asya’da 19. yuzyiin baslarindan
itibaren makam terimi asil anlamindan

farkl sekilde ritmik ve melodik bir mod
icerisinde sirayla duzenlenmis suit [fasil]
anlamina da gelmektedir (Sumits ve
Levin, 2012: 235). Ozbek ve Taciklerdeki
alti adet fasil sunlardir: Buzurk, rast,
neva, digah, segah ve 1rak fasillari.
Her biri geleneksel iran miiziginin
destgahlarindan  olusan  sasmakom
(Abubakr, 2017: 68) vyapisal olarak
nevbet-i muretteb ile benzerlik gosterir.

Abdiilkadir Meragi, “Serh-i Kitabi’l-
Edvar” adli eserinin Topkap1 Sarayi
Kutuphanesi 3470 numarali nushasinda
maddeler halinde otobiyografisini verir.
Meragi bu otobiyografide Tiirk, Tacik
ve Araplarin ortaminda nevbet ve gazel
okudugunu soyler.

“Kadir Allah’a sukur olsun. O ki her
diyarda beni aziz kildi. Yillarca huzur
ve isret icinde, dinya sultanlan ile
huzurlu oldum. Zamanin sahlarinin
meclislerinde, koskte, bagda, sarayda
ve eyvanda can yakan sazlar caldim.
Cok sayida guzel besteler yaptim.
Adabi,  padisahlardan  6grendim.
Aradigimi onlarda buldum. Once cihan
sah1 sultan Uveys, asirlarin sahibi
sultan Uveys. Adil bir padisah, diinyaya
adaleti o verdi ve dagitti. Bazen
mecliste sarki soylememi isterdi. Oku
ki huzinden kurtulayim derdi. Bazen
de eglence meclisinde, Tiirk, Tacik ve
Araplarin huzurunda. Ey Abdiilkadir ud
cal!” derdi. Sen ki diunyada benzerin
yoktur. Kah nevbet yap, kah gazel
oku. Sen ki alemde benzerin yok”
(Kolukirk, 2009: 15-16).

Meragi eserlerini icra ederken aym
meclisteki Taciklerin nevbetten
etkilenip ilham aldigi ve bu mizik
turtini kendi memleketlerine gotiirdiigu
dusunulebilir. Ayrnica Timurlu devletinin
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cokiis déneminde Herat’in Ozbeklere
gecisiyle Ozbek ve Tacik Kiiltiiriindeki
sasmakom turunun de ilk nuvelerinin
olustugu soylenebilir. Buhara' dogumlu
Necmeddin Kevkebi, Herat’ta mizik
egitimini  Meragi’nin  Ogrencilerinden
biri oldugu ileri siiriilen Hoca Yusuf
Burhan’dan almistir  (Cakir, 2010:
12). Kevkebi’nin Meragi ekoliinden
gelmis olmasinin, nevbet-i miuretteb
ile sasmakom arasindaki benzerlik
sebeplerinden biri oldugu soylenebilir.

Uzakdogu’da Nevbet izleri

Takimsal tarzda icra edilen nevbet
kokenli turlerden biri olan nobat ise
Malezya’da icra edilmektedir. Nobat,
isltam dininin 13. yiizyilda bolgeye
gelisinden itibaren Sumatra, Malezya
yarim adas1 ile Brunei’nin Malay
saraylarinda icra edilen davul ve tflemeli
calgilar toplulugu olarak kendini gosterir.
Geleneksel Malay topluluklarinda nobat,
siyasi sinirlarin gorsel ve isitsel olarak
cizilmesi anlamina gelmektedir (Raja
Iskandar bin Raja Halid', 2015: 76).

Seljug (1976), “Some notes on the
origin and development of naubat” adli
makalesinde, nevbetin Malezya’ya ilk
gelisini ele alir. Bir Misliiman kralligi olan
Pasai’nin sultan Salih, goreve baslama
toreninde nevbet caldirmistir. Musluman
Malezya kralliginin en eski eseri olan
Hikayat Raja Raja Pasai’ye gore calinan
bu nevbet, Halil ibrahim nevbeti olarak
bilinir (Seljuq, 1976: 146). Aynimakalede,
nevbetin boéliimleri kavl, gazel, terane,
miistezad ve fiir(idast seklinde belirtilir.
Ayrica Fatih Sultan Mehmet’in istanbul’u

13 Ozbekistan simirlan icinde Maveraiinnehir
bolgesinde bulunan tarihi sehir.

14 The Malay Nobat: A History of Encounters,
Accommodation and Development adli tezini
bizimle paylastig1 icin Raja Iskandar bin Raja Halid’e
tesekkiir ederiz.
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fethettiginde Ayasofya’ya girerken,
iranli sair Sadi Sirazi’ye ait su misralan
soyledigi belirtilir: Baykus, Efrasiyab'’in
kubbesinde nevbet dovuyor, orumcek
Kisra'® kemerinde perde oriiyor (Seljuq,
1976: 142). Fatih Sultan Mehmet’in
okudugu bu misralar Tursun Bey’in
istanbul’un fethini anlattigi “Tarih-i
ebu’l-feth” adli eserinde yer almistir. Bu
beyit, baz1 kaynaklarda kicuk farklarla
karsirmza cikar ancak hepsinde de
baykusun mecazi bir sekilde nevbet
caldig1 ifade edilir. Boylece nevbetin o
donem hem Acem memleketinde, hem de
Anadolu’da revacta oldugu soylenebilir.

Eski Fasil (Fasl-1 Atik) ve Nevbet
iliskisi

Fasil miizigi de vyapisal olarak bahsi
gecen turlerle benzerlik gosterir. Fasil,
Arapca bolum, devre anlamlarina gelen
fasl kelimesinden gelir. Fasil kavrami
ayn1 makamda fakat farkli formlarda
sozlu ve calgisal eserlerin belirli bir sira
halinde art arda gelmesinden olusan
bir tur konser suiti seklinde tarif edilir
(Behar, 2015: 38). Geleneksel fasil miizigi
sirasiyla pesrev, kar, murabba, agir
semai, yurik semai ve saz semaisi’nden
meydana gelen bir icra seklidir (Eken
Kucukaksoy, 2009: 3). Klasik fasil olarak
da ifade edilebilecek bu yapinin, sonraki
donemlerde sadece agir tempodan
giderek hizlanan bir konser programi
haline donlstligli goriilmektedir.

Birbiri ardina sirali olan guifteli eserlerle
ve bu eserlerin aralarinda veya sonlarinda
bulunan c¢esitli calgi miuziklerinden
olusan nevbet-i miretteb, daha sonraki
donemlerde fasil formunun ilk ornekleri

15 iran’da cok zorlu ve biiyiik bir kumandan olarak
bahsi gecen savasci.

16 Sasani hiikimdarn Hisrev’e verilen padisahlar
padisah1 anlamina gelen kisra unvanindan tiiretilmis
isimle padisah kemeri anlamina gelen yap1.
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kabul edilmektedir. Bat1 Arap dunyasinda
da nevbe kelimesi fasil anlaminda
kullamlir (Tura, 1985: 60).

Osmanli’da fasil miiziginin meydana
gelisi, iran-Tiirk bolgesinde nevbet diye
bilinen konser suitinin Arap-Fars bicimi
seklinde etkin oldugu 15. ylizyila kadar
uzanmr. Evliya Celebi, fasil miizigini
nevbete eklenen kisimlardan meydana
gelmis bir suit olarak ifade eder. Ayrica
ritim aleti calanicracilarin fasillara diizen
verdiklerini soyler ve icra sekillerini de
fasil yapmak olarak dile getirir (Popescu-
Judetz, 2014: 1145-1146).

18. yuzyiin onemli tarih¢ci ve muzik
insanlarindan biri olan Dimitri Kantemir,
yazmis oldugu “Kitabu ‘ilmi’l-mUsikT ‘ala
vechi’l-hurafat” adli eserinin nazariyat
bolimiinde fasil musikisinin hanende
ve sazende olmak iizere iki sekilde icra
edildigini soyler. Hanendelerin icra
ettigi fasiin taksim, beste, nakis, kar
ve semai’den meydana geldigini belirtir.
Kantemir, hanende faslindaki formlarin
aciklamalarim tek tek yaptiktan sonra
sazende faslina deginir. Sazende fash
sirasiyla taksim, pesrev ve semai’den
olusur. Eserde daha sonra hanende
ve sazendelerin sahne diizeninden
baslayarak birlikte icra ettikleri fasil
anlatili. Kantemir, birlikte icra edilen
fasil icin su ifadeleri kullanir:

“llk olarak bir sazende taksime
baslar. Taksimden sonra sazlar
bir veya iki pesrev calip susarlar.
Onun lzerine, bir hanende taksime
koyulur. Taksimden sonra bir beste,
bir nakis, bir kar ve bir semai okunur.
Hanendeler susunca, sazendeler saz
semaisine baslarlar ve saz semaisini
tamamlayinca sazlarin sadece ahenk
telleriyle dem tutarlar. Onun lzerine,

hanende son olarak bir taksim daha
yapar ve fasil boylece tamam olur”
(Tura, 2001: 172, 187).

Sonug

Yapilan bu arastirma sonucunda, nevbet-i
miretteb tirinin cesitli cografyalardaki
yansimalari ve tespit edilen turlerle
benzerlik ya da farkliiklan diyalektik
bir bakis acisiyla degerlendirilmistir.
Elde edilen bulgularda nevbet-i
murettebin atas1 kabul edilebilecek
nubanin, etkiledigi bolgeler arasinda
Akdeniz cografyasindaki oneminin biiyiik
oldugu soylenebilir. Braudel, “Akdeniz’i
ihtirasla sevdim” (Braudel, 1990/2017:
21) derken, eski caglardan bu yana
birbirleriyle etkilesim icerisinde bulunan
kiltiirlerin - mekanm1  olan Akdeniz’e
hayranligini dile getirir. Kiiltiirlerarasi
iliskilerin yogun olarak yasandig1 bu
ortamda, nevbet-i miirettebin ilk 6rnegi
diyebilecegimiz nubanin bircok kiiltiiri
biinyesinde barindiran Endulus’ten
ve Kuzey Afrika (Ulkelerinden cesitli
etkilesimlerle  degismeler  gostererek
farkli cografyalara yayildigi soylenebilir.
Bu aym zamanda nevbet-i mirettebin
bir  donlisime ugradig1r fikrini de
desteklemektedir. Nevbet-i miurettebin
farkli cografyalardaki yansimalar1 olan
benzer vyapilar, kultirlesme sonucu
olusmustur. Nevbet geleneginin diinya
tizerinde genis bir cografyaya yayilmasi,
toplumlar arasi iliskiler sonucu meydana
gelmistir. Bu kilturleraras1 etkilesimin
sebepleri, savaslar sonucunda gelisen
ticari ve sosyal iliskiler, cografi kesifler,
seyyahlarin yaptiklar geziler olabilir. Bu
iliski agimn yarattigi kiltiir, yiizyillar
boyunca farkli uygarliklar merkezinde
gunumuze kadar aktanlmistir.  Mehdi
Kulu Hidayet’in nevbet-i miretteb ile
destgah arasinda kurdugu iliskiyi mizikte
metinlerarasilik kavrami lizerinden okumak
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mumkundur. Mikhail Bakhtin’in ilk olarak
edebiyat arastirmalan icin kullandig
bu kavrama yeni bir anlam katan André
Malraux, sanatcinin eserini kendi gorusuyle
degil daha onceki eserlerden etkilenerek
olusturdugunu iddia eder (Popescu-
Judetz, 2007: 73). Yeni metinlerin daha
onceki metne eklenmesiyle olusan bu
edebi hareket, daha sonralar biitiin sanat
dallarina yayilir. Popescu-Judetz (2007),
metinlerarasilk kavramim yazili muzik
kaynaklan acisindan ele alirken Margarita
Celma-Tafalla, mizikte metinlerarasilik
kavramim etnomuzikolog Ingrid Monson’in
muziklerarasiik (intermusicality) terimiyle
tanimladigini ifade eder. Boylelikle mevcut

Iran, Azerbaycan, Irak

Alemli & Dogrusoz

olan bir miizige yeni anlam vermek icin
miizigin yeniden yapilandinlmasim bir
neolojizm", olarak kabul eder (Tafalla,
2007).

Angelika Jung, “Quellen der
traditionellen kunstmusik der Usbeken
und Tadshiken Mittelasiens” [Orta Asya
Ozbek ve Taciklerinin geleneksel sanat
miziginin kaynaklan] adli kitabinda
nevbet-i miirettebin diger kiiltiirlerdeki
benzer turlerle iliskisini bir diyagramda
belirtir (bkz. Sekil 1).

17 Bir dildeki sozciiklere benzetilerek yeniden
turetilmis sozcuk.

Sekil 1. Nevbet-i miretteb ve diger cografyalardaki dontstimleri (Jung, 1989: 238).

Sekil 1’de verilen diyagramda nevbet-i
mirettebin, Turkiye’de fasil; Suriye ve
Misir’da waslah; Cezayir, Fas ve Tunus’ta
nuba; iran’da destgah; Azerbaycan’da
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mugam; Irak’ta maqgam, Ozbekistan
ve Tacikistan’da maqgam (sasmakom);
son olarak Dogu Tirkistan’da mugam
turleriyle iliskileri gosterilir.
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Fasil

Tarkiye / \
“ Waslah “
Turkiye \ Suriye, Misir
\
N
Nevbet-i Miiretteb Nobat
Azerbaycan, Iran Nuba Malezya
Endulis

/| Destgah, Mugam, Magam
[ iran, Azerbaycan,

Ozbekistan/Tacikistan/Irak

Mugam
Dogu Tarkistan

Fas, Cezayir, Tunus /
\ / \

\

Sufiyana
Kesmir

Sekil 2. Nuba kokenli tiirlerin farkli cografyalardaki doniisimleri

Pacholczyk (1993), Yakin Dogu ve Orta
Asya’daki cesitli Islami siiit geleneklerini
incelerken, Fas ve Kesmir’in muzikleri
arasinda onemli derecede benzerlik
oldugunu fark eder. Daha sonra Endiiliis ve
Fas’ta nevbe [nuba], Turkiye’de mevlevi
ayini ve fasil, iran’da destgah, Kesmir’de
sufiyana miizigini siit geleneklerine
ornek olarak gosterir. Pacholczyk, bahsi
gecen muzik turlerinin birbirlerine
olan benzerliklerinin farkli cografyalar
arasindaki  siyasi-kulturel iliskilerin
sonucunda gerceklesmis olabilecegini
ifade eder (Pacholczyk, 1993: 358).

Arastirmamizin sonucunda, Pacholczyk
ve Jung’un ortaya koydugu tirler
arasindaki iliskilere Malezya’da icra

edilen “nobat” tlrlinun de eklenmesiyle
yeni bir diyagram olusturulmustur (bkz.
Sekil 2).

Sekil 2’deki diyagramda, ortaya cikis
tarihi en eski olan nubanin kulturleraras
etkilesimler sonucu genis bir cografyaya
yayildig1 goriilmektedir. Bu cografyalarin
dagiimi asagida verilen harita Uzerinde
temsili olarak gosterilmistir (bkz. Sekil 3).

Nevbet-i murettebin farkl
cografyalardaki izleri Uzerine yapilan
bu incelemede; gunumizde kendi
cografyalarinda halen icra edilen
fasil, nuba, destgah, sasmakom ve
nobat orneklerinde analojik bir iliski
kurulabilmesi mumkundur.
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Sekil 3. Cesitli cografyalarda nuba kokenli miizik tirleri
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An investigation on the traces of Nevbet-i Miiretteb in different
geographies

Extended Abstract

Various changes have occurred in Turkish music culture since prehistory. In this process, music culture
has taken its present form by constantly transforming. In the 10th century, Farabi did not accept the
thoughts of Pythagoras about the sounds of the planets that he had put forward hundreds of years
ago, and he developed the 17-tone sound system on the Khorasan Drum by explaining the occurrence
of the sound by striking the objects against each other. Farabi, with his work al-Misiza’l-kebir,
guided many music people who came after him in the history of magam music.

Farabi’s 17-sound system in magam music showed its effect for many years with the contributions of
Urmevi and appeared in the edvars of theorists such as Abdilkadir Meragi, Yusuf Kirsehri, Hizir bin
Abdullah, Ahmedoglu Siikrullah. In these edvars, perde (pitchs), makam (magams) and usdl (rhytmic
cycles) are shown with circles, and information about musical genres is given along with the avaze,
sibe and terkip. Various genres and forms have emerged within the framework of magam music in
different centuries and geographies. One of them is nevbet-i miretteb, which has influenced music
circles for centuries. Nevbet-i muretteb, which is a long-term music genre consisting of four or five
parts in the same makam, has been compared to a suite by some musicologists. There is extensive
information about nevbet-i miiretteb, especially in the works of Abdiilkadir Meragi. In addition,
Yusuf Kirsehri, Hizir bin Abdullah and Seydi gave various information about nevbet-i miretteb in
their works.

Despite the great interest of nevbet-i miretteb in music circles for a long time, the fact that its
name was not mentioned as of the 16th century and there were very few studies on the subject
necessitated this research.

In this study, using the descriptive approach in the scanning model of the qualitative research
method, the transformation of the nevbet-i miiretteb in different cultures was evaluated in terms
of the concepts of interculturality and intertextuality. In these evaluations, an interdisciplinary
approach was taken within the fields of history, musicology, literature and sociology.

As a result of this research, it has been determined that nevbet-i muretteb has undergone a
transformation as a result of intercultural interactions by establishing intertextual relations. This
transformation spreads over a wide geography and appears with different names in different cultures.
Species found to be similar to nevbet-i muretteb: Nuba in Andalusia and Maghreb countries, fasil in
Turkey, waslah in Syria and Egypt, dastgah in Iran, mugam in Azerbaijan, magam in lraq, Uzbekistan
and Tajikistan it manifests itself as magam (shashmagam) in, nobat in Malaysia, and mugam in East
Turkestan. It is possible to point out the nuba, which we encountered in the 8th and 9th centuries in
written sources, as the oldest of the mentioned species, for the starting point of nevbet-i muretteb.

It can be thought that this research, which examines the effects of nevbet-i miretteb on its traces in
different geographies, will constitute a resource for researchers who will study on the subject with
a limited literature. In the studies to be carried out after this study, it may be possible to reach a
reconstructed nevbet-i miretteb with the comparative analyzes of the cyclical works still performed
in various cultures.

Keywords
interculturality, intertextuality, nevbet-i miiretteb, nuba
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Abstract

This article examines the opera music by P.I. Tchaikovsky from the point of view of its
Christian orientation as a leading trend in the development of the national opera style
of the 19th century and the manifestation of liturgical symbolism in it at different levels
of the musical and dramatic whole. Most of the opera compositions of the composer are
investigated in the context of the manifestation of iconic elements of Christian culture
in them, which is common to Western and Eastern European, with a later branching into
two main branches: Catholicism and Orthodoxy. The main liturgical symbols in the drama
and musical fabric of opera compositions are highlighted, their gradual increase in each
subsequent opera composition by P. Tchaikovsky is noted, in connection with the composer’s
search for spiritual truths and his appeal to certain subjects, which became the basis for the
libretto of opera compositions. The greatest attention is paid to the composer’s late operas:
“The Maid of Orleans” and “lolanta”, as compositions with the most pronounced symbolism
of the Christian cultural tradition. The question of the manifestation of liturgical symbolism
at different levels is revealed: from the general dominant idea of the composition, which
can be defined as the main line of drama, its deep focus, to more particular ones, through
certain dramatic, stylistic, musical techniques and verbal texts, to musical and intonational
formulas, intonation stable complexes, which over time received the status of a symbol,
a certain sign of a complex expression of the liturgical musical and intonational, verbal
and semantic field, became rhetorical figurations, such as “Rest with the Saints” in the
Orthodox tradition and “Dies irea” in the Catholic.

Keywords
P. I. Tchaikovsky, elements of Christian culture, liturgical symbolism, the opera “The Maid
of Orleans”, the opera “lolanta”
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Introduction

At all times, people were attracted by
genius, which over the years, or even
over the centuries, did not diminish in
its importance, but, on the contrary,
acquired increasingly more relevance.
Such a genius is characteristic of the
great Russian composer P. . Tchaikovsky,
whose work, like a magnet, constantly
attracts the attention of performers
and musicologists. Tchaikovsky in
his operas, in most cases, deals with
Christian issues. This may not be the
main thing in the composition, even
barely noticeable, but the presence of
the Christian spirit, the spirit of a deeply
religious person, is felt in all his work
and, of course, in the opera heritage as
well. A Christian in spirit and upbringing,
looking for the Light of Truth all his
life, Pyotr Ilyich could not but touch
upon this topic in one of the important
areas of his composing activity. The 19th

century was the starting point in the
creation of the national opera style, the
founder of which was M. I. Glinka and his
operas “A Life for the Tsar” and “Ruslan
and Lyudmila”, where he first used
liturgical poetics, becoming a reference
point in the development of a national
opera school for his followers. We can
trace how such liturgical symbols are
reflected in the opera composition of
P. I. Tchaikovsky as: the Christmas-time
symbolic complex of carols (the opera
“Cherevichki”), the intonation complex
of the Orthodox funeral liturgical
tradition (the operas “Mazepa”, “The
Queen of Spades?), glorification of the
feat of Christian love, sacrifice and
fidelity to God (opera “The Maid of
Orleans”), Transfiguration of man by
Divine light in the opera “lolanta”. The
embodiment of these ideas takes place
in different ways at different levels of
symbolization (Figure 1, Figure 2).

Figure 1. Scene from act 2 of P. Tchaikovsky’s opera “The Maid of Orleans”.
Blessing of John by the Archbishop.
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Figure 2. Scene from Tchaikovsky’s opera “lolanta” staged by the
Mikhailovsky Theater (St. Petersburg, Russia)

Importance of Study

The scientific novelty of the research lies
in the chosen religious and philosophical
perspective of understanding the
work of Tchaikovsky. Understanding P.
Tchaikovsky’s work is impossible apart
from his views and beliefs, from the
era he lived and worked. Undoubtedly,
the influence on his music of ideas,
traditions, rituals, and the entire
complex of social culture of that time,
religious and philosophical views, about
which the composer himself often writes
in his diaries and letters to his close friend
Nadezhda Filaretovna von Meck. So in
different years, we find the composer’s
statements about his religious views
and philosophical reflections. 1877:
“An intelligent and at the same time
a sincere believer (and there are a lot
of them) possesses such armor, against
which any blows of fate are completely
powerless” [Tchaikovsky, 2007, p. 99]. In
the following letter, we read: “<...> as a
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result of all my reasoning, | came to the
conviction that there is no eternal life.
But belief is one thing, and feeling and
instinct are another ” [Tchaikovsky, 2007,
p.102]. Three and a half years later, he
writes to Nadezhda Filaretovna: “<...> |
feel that | am beginning to be able to
love God, which | had not been able to
do before. <...> | often pray to Him with
tears (where is He, who is He? - | ask
him to forgive me and admonish me, and
most importantly, it is sweet for me to
say to him: Lord, They will be done, for
| know that His will is holy. [Tchaikovsky,
2010, p. 523-524].

One of the researchers of Tchaikovsky’s
diaries Olga Zakharova in her article
“Tchaikovsky Reads the Bible” we find the
following quote, written by Tchaikovsky
on September 21, 1887 “... how much
has changed! How strange it was for
me to read that 365 days ago, | was
still afraid to admit that despite all the
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enthusiasm of the sympathetic feelings
aroused by Christ, | dared to doubt his
Divinity. Since then, my religion has
become infinitely clearer; | thought a lot
about God, about life and death during
all this time ... “And further” | would
like to expound my religion someday, if
only in order to once and for all clarify
my beliefs and the boundary where they
begin the following speculation. But <...>
I don’t know if | will have time to express
the creed that | have developed recently
”[Zakharova O. (1990), p. 22-24].
Therefore, it is imperative to study the
opera music of P.I. Tchaikovsky from the
standpoint of religious and philosophical
views, since he undoubtedly expounded
his “symbol of faith” in his music and, in
particular, in opera works, especially the
last creative and life period (“The Queen
of Spades” (1890), “lolanta” ( 1891)).

Problem of Study

The subject of this article is the
influence of the composer’s religious
and philosophical views on his work.
Although, there are articles in which the
religious views of P.I. Tchaikovsky. Since
up to the 90s of the 20th century, there
was a ban (restrictions of an ideological
nature in a state with an atheistic model
of the world and the USSR). Therefore,
researchers were deprived of the
opportunity to cover this issue. There
was a huge lack of research on this issue
without the illumination of which we
cannot fully understand the essence of
creativity, the origins of melodicism, the
drama of the images, and the characters
of the heroes of the composer’s operas.
Tchaikovsky’s religious and philosophical
views are touched upon in studies of the
21st century, among which A. Makarova’s
dissertation research “Mystery
prototypes in P.l. Tchaikovsky “, articles

by N. Varavkina-Tarasova” Aria of
Joanna d’Arc No. 7 from the opera “The
Virgin of Orleans” by P. Tchaikovsky:
the spiritual symbolism of the canon of
repentance during the “test under the
sign” and Cherkashina M. Tchaikovsky -
“The Maid of Orleans”: The problem of
the genre and the specific treatment
of the subject. “ But these works do
not consider the operatic works of P.
Tchaikovsky from the point of view of
reflecting in them the features of the
Christian worldview, liturgical poetics,
elements of cult services, allusions to
the Sacraments of the Church, the use of
musical techniques characteristic of the
cult Christian tradition at different levels
of manifestation from the general to the
particular. , from the idea, the drama of
the plot to the melodic intonations and
musical techniques.

The subject of this research is the opera
music of P. Tchaikovsky, in which, in our
opinion, the composer’s worldview and
the spiritual foundations of his work are
most fully revealed.

Research objectives:

e To analyze the operatic works of P.
Tchaikovsky and reveal in them the
manifestation of elements of Christian
symbolism at different levels of
manifestation;

e To compare the drama of operas,
its verbal and musical texts with the
elements of religious services of the
Christian tradition.

Methods

Research Model

The study is based on several groups of
sources, since its problems go beyond
the musical context, joining on the way
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to solve the tasks posed with various
areas of humanitarian knowledge. The
methodological framework of the article
is based on an integrated approach
to the research tasks, which includes
the methods of historical-stylistic,
functional-dramatic, intonational-
thematic, semantic and comparative
analyzes.

To consider the peculiarities of the
religious worldview of Tchaikovsky
and his contemporaries, a cultural-
contextual approach was chosen, on the
basis of which a number of analogies and
comparisons were made.

The methodological basis of the work is
formed by an interdisciplinary discursive
approach to the leading categories
of work, as well as textological,
semiological, historical-philosophical,
genre typological, and analytical
musicological methods. In addition, a
comparative analytical approach is used
in combination with the source method.

Data Collection Tools/Document

In the study, we rely on original
historical narrative sources: diaries,
letters, which reflect P. Tchaikovsky’s
personal thoughts and statements about
the importance of religious aspects in
the worldview of people of a particular
historical era; we study cult liturgical
and non-church traditions, elements of
liturgical and Christian symbolism, cult
holidays and their reflection in the lives
of people of this historical era and the
music of P. Tchaikovsky, musical texts
of operas by P. Tchaikovsky (“Voevoda”,

“Mazepa”, “Cherevichki”, “Undine”,
“The Queen of Spades”, “The Maid of
Orleans” , “lolanta”) in the context of

reflecting the composer’s religious and
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philosophical views.
Findings and Argument

Theme 1. Spiritual vector of P.
Tchaikovsky’s work

Religious ideas, which are rooted in
childhood, the search for God and Truth,
issues of life and death, life behind
the grave, which worried Tchaikovsky
all his life, occupy one of the main
leading directions in his work. The
composer grew up in the atmosphere of
an Orthodox family. Among his maternal
ancestors, there were clergymen.
His godfather and at the same time
a teacher of the Law of God and the
Russian language was a teacher and
ethnographer, archpriest of the Kama-
Votkinsk Annunciation Cathedral Vasily
Yegorovich Blinov. Tchaikovsky gained
experience and knowledge of musical
church life at the Imperial School of
Jurisprudence, where there was his
own house church. During his nine
years of study, Tchaikovsky sang in the
school choir under the direction of the
outstanding choir director, remarkable
choral conductor and composer Gabriel
Yakimovich Lomakin. In a letter to the
Baroness N. F. von Meck from November
24-25, 1879, Tchaikovsky wrote:

“When | was a boy, | had a splendid
soprano voice, and for several years
in a row | sang the first voice in a trio,
which is sung by three boys in the altar
in the episcopal mass, at the beginning
and at the end of mass. The Liturgy,
especially during the episcopal mass,
left on me then... the deepest poetic
impression” (Tchaikovsky, 1879).

Tchaikovsky attended and loved church
masses.
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“l go to Mass very often; the liturgy
of John Chrysostom is, in my opinion,
one of the greatest works of art, <...>
oh, | love all this so much, this is one
of my greatest pleasures!” he wrote
to N. F. von Meck on November 23,
1877 (Tchaikovsky, 2007, p. 101 - 102).

Theme 2. Christian cult tradition
and features of its manifestation
through various elements of
liturgical poetics

Liturgy is a complex sacred-symbolic
action, in which there is an external,
visible symbolic side with illustrative
symbolism (a sequence of certain
prayers, singing and sacred acts that
signify the “essence”, or the spiritual
meaning of worship) and an internal,
hidden from the eyes of the uninitiated,
mystical (mysterious) side that is invisibly
transubstantiated at divine masses. The
rite, as the outer side of the Liturgy, has
its own symbolism, which is expressed
through words, music, the art of fire,
smoke (incense burning), through icons,
architecture, and jewelry craftsmanship.
The synthesis of arts inherent in temple
action is also one of the characteristics
of opera art that emerged from the
depths of history sacred performances
on mythological, legendary, religious
subjects, which allows composers to
use in opera work many elements that
make up worship (chorality, elements
of church tunes, intonation formulas,
plots from the Gospel, textual allusions,
genre modifications, the principle
of performance, etc.), giving them
theatricality, entertainment and bringing
Christian ethics and dogma to the broad
masses.

“The main way to penetrate the
sacred space of worship is prayer,

the various forms of which form the
spiritual fabric of worship”, wrote
Father Alexander Schmemann in his
Introduction to Liturgical Theology
(Schmemann, 1996, p. 27).

Therefore, the main genre variety that
refers us to liturgical symbolism in an
opera composition is the genre of prayer.
For Tchaikovsky, this genre also occupies
one of the main places in operas with a
Christian orientation.

Theme 3. The manifestation of
elements of Orthodox culture in
the operas “Voevoda”, “Ondine”,
“Cherevychki”

In the composer’s first opera based on the
play and on the libretto by A. N. Ostrovsky
“The Voyevoda” (“ADream on the Volga”),
behind the plot of love twists and turns,
the Christian virtue of gratitude to God
and the tsar, as the anointed of God, is
discerned. This third act of the opera
illustrates, where in the final chorus the
actors who are on stage at this time thank
God and praise the tsar for wisdom and
mercy, in which the conciliar unity of
the people and the devotion of Orthodox
souls to God and the tsar, as the anointed
of God, are manifested.

Despite the fact that in the opera
“Undina” on a medieval plot based on
the fairy tale of the era of romanticism
by the German writer Friedrich Heinrich
Karl de la Motte, Baron Fouqué, there
is much magic, Christian symbols can be
traced in it as well. The main character,
Undina, is a soulless creature endowed
with whimsy, rebelliousness, selfishness,
gaiety, willfulness, when she finds a soul,
she becomes kind, obedient, loving,
suffering, forgiving, like a lamb without
complaints. She respects the Creator
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God, sends to Him prayers together with
people, willingly accepts the sacrament
of the wedding. The main character
traits of Undine are Christian virtues
forgiveness and sacrificial love.

In the opera “Cherevichki” based on the
novel by N. V. Gogol’s “The Night Before
Christmas” with a comic-fantastic plot,
the composer, along with genre pictures
of folk customs and rituals, weaves
into the plot of the opera features of
Orthodox life. Pyotr Ilyich, who often
visited Ukraine, knew well the culture
and life of the people who lived here:
he was attracted by the melody of local
folklore, traditions, rituals, nature.
The opera makes extensive use of the
tradition of Christmas singing outside
the temple singing carols, an example
of which is the chorus from the first act
of the seventh final scene'. The genetic
memory of the joy of the national holiday,
national traditions in the coverage of
one of the main religious events the
Nativity of Christ, echoes in the soul of
any person who grew up in the traditions
of Christian culture, in the tradition of
performing spiritual cants.

In the third act, the third scene, number
19, which the composer called “Polish”,
musical means depict the palace of
the Tsarina, seeing which Vakula, in
delight, says: “Was | not transported to
heaven! And do not | see this miracle in
a dream?” The palace is perceived by

1 Boys and girls sing carols alternately for male and
female choirs (antiphonic singing technique). In the
carol, God is glorified: Chorus of boys (behind the
stage, not far away): “There walks, walks a moon
across the sky. Glorious art thou, glorious art thou,
/ Good God in heaven!» The girls answer them
«Quietly angels flew from the sky / A sweet song
they pure sang / A clear star shone high / | saw the
little star of the Holy Child!» (Tchaikovsky, 1940, p.
84-86)
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him as a paradise, a wonderful place,
and the empress herself is characterized
by the words put into the mouths of the
courtiers?. Attention is drawn to the
words “Behold, the wife is coming”,
which are very consonant with the words
of the troparion of Holy Week of Great
Lent (it is sung at Liturgies on Holy and
Great Monday, Tuesday and Wednesday)
“Behold the Bridegroom is coming in
midnight”, which refers us to the image
of Christ. The word “scarlet robe” also
relates the image of the Queen to the
image of Christ, meaning the clothes in
which the royal faces were dressed, and
we also read in the Gospel of John:

“And the soldiers weaved a crown of
thorns, put it on his head and clothed
him in a scarlet robe” [Jn. 19:2],
which indicates that the “scarlet
robe” was worn on Christ. But we see
here a clearly existing contradiction
the music and the whole situation
testify to something else the tsar’s
power departed from Orthodox roots,
a foreign woman with a foreign culture
is in power, which in the opera and in
Gogol’s story is shown as a fantastic,
fairy-tale character, that is examined
in detail by Y. Sitarskaya (2016).

The fourth act of the opera begins with
an imitation of the people’s cry in the
roles of Solokha and Oksana.

“The vocal parts of women who cry,
contain chromatic moves in the melody,
move in parallel seconds, converge

2 Hooray! Hooray! Let the queen live!
Sing, strings, sing, yarn,

The seed is coming to the throne;
Wears scarlet robe

Wisdom into power, into law.

Glory to your days, queen,

The ringing will immortalize the lyre.
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in unison, sometimes as if mixed in
disorder all these are characteristic
features of common lamentations in
everyday life” (Labik, 2017, p. 29).

Most likely, the composer recreated an
element of folklore that he could hear
when visiting his cousin in the village
of Kamenka, Cherkasy region. The
ceremony of mourners at funerals, of
course, belongs to the pagan tradition
and has little to do with the Christian
idea of death as an assumption. However,
this technique in opera helps to highlight
the joyous character of Christian Matins.

The finale of the opera begins with a
festive ringing the gospel. The people
leave the temple during the chime,
inviting each other to come there. The
main character Vakula, about whom
we learn from Gogol’s story that he is
a God-fearing man, who embodies the
best features of a Ukrainian guy that is
not afraid of the devil and can win and
overcome everything, is the image of
a hero, talented, versatile (Vakula is a
blacksmith and painter, artist), and a
devoted person, wooing Oksana, will
say to Chub: “To you, father! Do not
be angry, for the feast of Christ, have
mercy! <...> | confess, in everything, in
everything | repent of, | am guilty, | am
guilty!”, to which Chub replies: “Well,
that’s it, that’s it, stand up! Let’s forget
what happened between us! | forgive,
so be it, | forgive you...”. In Orthodox
Russia, there is such a custom, for the
sake of a great holiday and the name
of Christ, they pardoned and forgave
debtors, forgot the quarrels. After the
blessing of the young, in the final choir
in the wedding ritual song, the wish is
heard not only to the young, but also to
all God’s people “Good day!” The hymn

solemn sublime music affirms the coming
of Christ, the reign of light and virtues.
Tchaikovsky thereby draws our attention
to the temporal space in the opera.

It begins with the evening, with a dark
night, continues on a bright sunny
morning and ends with a wish of a good
day! Thus, we see the liturgical circle,
which begins with Vespers and ends with
Liturgy, the culminating mass of the
Christian tradition, which also confirms
the presence of elements of Orthodox
culture in this opera composition.

Theme 4. Cult symbols-formulas in
the operas “Mazepa”, “The Queen
of Spades”

The music of the Orthodox and Catholic
liturgy gave secular music samples of
rhetorical figurations that are easily
recognizable and are already symbolic
formulas. These are such chants as
“Thy Cross do we adore, o Master”,
“Cross is the guard of the Universe” by
A. Arkhangelsky, based on the ascending
rhythm, the singing of the sounds “c”
and “d”, the iambic character of the
text, “With the Saints, give rest”, where
a small-second descending and thirds
ascending intonation is perceptible,
which resembles the Latin “Dies Irae”.
The intonation complex of the Orthodox
funeral and memorial liturgical tradition
can be found in the opera “Mazepa”,
namely, the pre-dying prayer in the scene
of the death penalty of Kochubei and
Iskra, where the choir picks up the words
of the prayer, which, as A. Makarova notes
in her research, referring to I. Lapshin,

“is based on the style of liturgical
chants of the Orthodox Church, mainly
from the funeral rite. The development
of prayer from a solo statement to a
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choral one turns it from Kochubei’s
personal farewell to life into a religious
and philosophical understanding of
not only the ongoing tragedy, but also
the sacrament of death in general”
(Makarova, 2017, p. 140-141).

In “The Queen of Spades”, the sound of
the choir of singers in Scene V carries
a great psychological and emotional
load this is both a picture of Herman’s
hallucinations and the voice of another
world that prepares the appearance
of the Countess’s ghost. In the finale
of “The Queen of Spades”, the funeral
prayer of the male choir of players
sounds, who ask to forgive and reassure
Herman'’s rebellious and tormented soul:

“Lord, forgive him and repose his
rebellious, tormented soul” (Tchaikovsky,
1911, p. 50 t. 10-18, p. 745).

Theme 5. The embodiment of the

sacred nature of Joanna’s mission

in the opera “The Maid of Orleans”
In the opera “The Maid of Orleans”,
Tchaikovsky, in the form of a heroine
girl, embodies the idea of Christian
love, sacrifice and loyalty to God, where
throughout the opera the heroine herself
and her entourage often turn to the
genre of prayers (supplicatory, hymn,
thanksgiving, augmented), to biblical
vocabulary (dove, sickle and harvest,
lamb and flock), elements of sacred
symbolism (sword, banner of a certain
color) are interspersed into the existing
plot, which also adds features of the
mystery genre to the opera. By carefully
following the plot of the libretto, one
can find certain correspondences and
closeness to the events of the Gospel.
John’s prayer near the “secret oak”
before the final acceptance of the
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mission sent down to her recalls the
events of Holy Week, when Christ, after
praying for the Chalice in the Garden
of Gethsemane, voluntarily sacrificed
himself for human sins. The beginning of
the chronological coincidence of events
“Yes, the time has come!” (in the opera,
the first aria of Joanna) recalls the story
from the Gospel about the Gethsemane
prayer, which is close to the words:
“Look, the hour has come” [Matt. 26:45],
“Enough! The hour has come” [Mk.
14:41], “Father, the hour has come” [Jn.
17: 1]. There is the pass from doubts and
indecision “let the bitter Chalice pass
by” (Tchaikovsky, 1979, No. 8 “Final”; p.
111, c. 70, t. 2), to the acceptance of
the Divine will and his mission “may the
will of the Lord be done” (Tchaikovsky,
1979, No. 8 “Final”; p. 126, c. 130, t.
4-5). In the Gospel: “Father, the hour
has come...” [Jn. 17: 1], “My Father, if
it is possible, may this cup be taken from
me” [Matt. 26: 39], “yet not my will, but
yours be done” [Lk. 22:42]. N. Varavkina-
Tarasova comes to a similar conclusion,
analyzing the image of Joanna and her
first aria in the opera No. 7 from the
point of view of the level of liturgical
awareness of life events, a story in the
name of God, who, by the greatness of
her spirit, transformed her from a simple
girl into a Warrior-Savior. In her opinion,
Joanna and her dramatic line are a mono-
opera of the Spirit within the whole
opera, and the main spiritual meaning of
the aria is “liturgical this is the canon
of repentance, with its severity, inner
composure, unshakable focus on the
expected Divine communion, submitting
to the will of the Spirit” (Varavkina-
Tarasova, 2018, p. 27).

The similarities and parallels with the
Gospel stories add a mystery character
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to the opera, emphasize the blessed
sacred nature of the mission entrusted
to the main character, Joanna, and also
refer us to the reading of the Gospel at
masses on the first Sunday of Great Lent.

The wide inclusion of prayers in mass
scenes and in the texts of Joanna, although
they are not canonical, but created by
the composer himself, helps Tchaikovsky
to display the stages in the relationship
of the people with God, and build them
from liturgical requests for mercy to
a thanksgiving moleben?, to a hymn of
praise to Him. The composer’s appeal
to the genre of prayer helped to create
a special religious and spiritual level of
the composition. As Makarova notes in
her research, the events in the opera are
similar to the description of the way of
the cross and are built by the composer on
the dramatic principle “from prediction to
accomplishment”, which is characteristic
of the mystery genre (Makarova, 2017,
p. 16). The events predicted by Joanna
at the beginning of No. 5 (“The Savior
is alive, he is coming in power”) also
begin to come true in the congregational
prayer, that is written by juxtaposing
the ensemble of soloists and the choir
(antiphonic method), which in its stylistic,
musical, and linguistic features is close
to the liturgical genre in the form of an
augmented litany (requests are repeated,
and the choir joins the requests of the
ensemble of soloists), the people, together
with their savior, ask the Almighty: “King
of the Highest Powers, you are our Cover,
our Hope, have mercy on us and look
down on us from above! Give peace to our
country, struck by your anger again, give
us victory over the evil enemy!” (No. 6).

One of Tchaikovsky’s favorite techniques
3 Moleben is a short mass in which people ask God
for health, prosperity, and also thank God for all His
mercies.

is used here: the penultimate measures of
the chorale sound acapella (Tchaikovsky,
1979, scene no. 6, c. 90, p. 95-96), which
is one of the features of the Orthodox
liturgical singing practice.

One of the characteristic features of
the opera “The Maid of Orleans” is that
Tchaikovsky uses here an intonation close to
Catholic chants, the choral and individual
prayers written by him contain features of
both Orthodox and Catholic masses. Thus,
in Act lll (No. 20) the sound of the organ
is introduced, and in No. 23, the choir of
monks, the only original text of the Catholic
prayer “orate pro ea” (pray for her) is used,
which in its genre is close to “the liturgical
prototype of the church supplicatory
prayer” (Makarova, 2017, p. 96).

The aria of Joanna, which says goodbye
to her beloved and dear places, where,
in communion with nature and purity,
she cognized God, accepted His will,
sounds very touching. She hears Angels
who cheer and comfort her, pass on the
conditions of the covenant with God
that higher powers will help her free her
native land and return the throne to her
rightful heir, but she needs to become
Christ’s bride, preserve her chastity,
purity of soul and a heart free from
earthly passions... Joanna’s address
to people, her consolatory speech,
reminiscent of a sermon, turns into a
common prayer-hymn “The King of the
Powers above” (Cherkashina, 1994, p.
180). Such a general dramatic line brings
the opera “The Maid of Orleans” closer
to the opera by M. I. Glinka “Life for the
Tsar”, in which idea of conciliarity, the
selfless sacrifice of Christian love in the
name of the Tsar and the people, the
belief that the royal power from God
closely interacts with each other.
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Figure 3. Prayer “The King of the Powers” from act 1 of the
opera “The Maid of Orleans” by P. Tchaikovsky

Joanna’s choice of God is confirmed by
her victories in battles, her story about
the meeting with the King, about how
the Blessed Virgin appeared to her at
night prayer for three nights and told
her to take the sword and the banner,
defeat the enemies of her people and
bring the anointed one to Reims, and
crown him with the crown (Tchaikovsky,
1979, p. 233-234). At the behest of the
Mother of God, Joanna sees the heavenly
world. Tchaikovsky’s image of Joanna is
a conductor of divine prophecies from
the Purest Virgin about the fate of the
French state, which we hear in the first
act No. 5 and in the story of Joanna from
the second act. These fragments are
saturated with the Gospel vocabulary,
which correlates the plot of the libretto
with the events of sacred history,
indicates the difficult path of the cross
to the salvation of the soul.
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In the musical score, in order to
consolidate the sacred character of
the composition, to support prayer,
Tchaikovsky uses his favorite technique,
chorality, and not only in the part of the
chorus, but also in the orchestration; he
uses the general ascending intonation
of the hexachord from V to lll degrees
of the major, which allows defining
this element as the “leit-intonation
of prayer” (Makarova, 2017, p. 98). It
should also be noted that the presence
of the sacred sphere is displayed by
the composer with the figurations and
arpeggios of the harp, as well as by the
reproduction of ringing intonations in
the orchestra: the roar of the timpani,
creating a dominant organ point, against
the background of which the chorale of
brass sounds and passages of strings,
with an increase in rhythmic pulsation,
create the effect of bell chime similar to
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the sounds of mystical bells announcing
to Joanna a meeting with heavenly
powers (Makarova, 2017, p. 117).

Theme 6. Martyrdom as an
Element of Christian Culture

The intrusion of the Choir of Angels into
the love duet of Lionel and Joanna: “The
covenant of heaven has been broken, you
are sinful, you cannot complete the holy
work. You must atone for your sin with
patience, do not be afraid of torment,
suffering is fleeting, and captivity, and
death, endure as redemption, bliss
awaits you in heaven!” (Act four, No.
22, c. 220, 230) (Tchaikovsky, 2017, p.
413-415), as if dividing space into two
worlds the real world and the sacred.
Overcoming the temptation of earthly
love with the help of the intervention
of heavenly forces, Joanna accepts
martyrdom, which is the Christian
concept of deliverance from sin through
the participation of the power of God
and obedience to His will: “Heaven told
me the truth: there is no struggle in
my soul, fate showed me my way, and |
must submit to it” [No. 22, c. 259, 260,
p. 418]; “The Lord orders me to win the
gusts of passionate excitement, whether
| break His orders, can | ruin my soul?”
[No. 22, c. 280, 290, p. 419-420]. Joanna
conquers her earthly flesh and love for
the salvation of her soul. The heroine’s
martyrdom is the highest sacrifice that
can be made. Here one can hear “the
motive of heavens that have opened
a symbol of the highest reward in
eternity”, “the motive of heavenly bliss
as a result of redemption” (Makarova,
2017, p. 91).

The composer brought the martyr end of
the heroine’s journey of the cross to the
idea of the atoning sacrifice, referring

us to the memories of Christ’s atoning
sufferings. Of course, the difference
between them is incommensurable
Christ is sinless and atoned for the sins
of people with His Sacrifice, and Joanna
is atoned for the covenant she had
broken with God. However, this makes it
possible to talk about the liturgical line
in the opera the offering of sacrifice in
the name of the purification of the soul
and the act of thanksgiving to God for
the shown mercy and the possibility of
salvation for life in eternity. The inner
state of the Maid of Orleans, who is being
led to execution, Tchaikovsky reveals in
short remarks that continue the line of
connection with a passionate plot and
can be correlated with the description
of the Savior’s feat on the cross by the
evangelists: “Holy Father! Oh, support
me, I’m scared!” [No. 23, c. 60, v. 9-10,
p. 450] recalls the words of Christ on
the cross when He turns to His Heavenly
Father: “My God, my God, why have you
forsaken me?” [Mk. 15:34]. Also, the last
prayer of Joanna, which was introduced
by Peter Ilyich, “Lord, receive me into
your monastery” [No. 23, 3 bars to c.
120, p. 458], echoes the dying cry of the
Savior “Father, into your hands | commit
my spirit” [Lk. 23; 46, p. 210].

The choral scenes that permeate and
fill the opera space of this composition
are built by the composer on the basis
of introducing the genre of prayers into
the linguistic and musical fabric, which
makes it possible to classify this opera
as a sacred type of opera, where prayer,
as a direct appeal of persons to the
Absolute, is one of the main components.
This is also noted by Makarova, who
emphasizes that in the opera, out of
twenty-three numbers in fifteen we find
prayers, and this is more than half of the

2854



RAST MUSICOLOGY JOURNAL

opera numbers used appeals to God and
heavenly forces (Makarova, 2017, p. 95).
This dramatic technique is used by the
composer to emphasize the separation
and inseparable unity of two worlds the
real earthly and the highest spiritual
sacred world, through the intervention
and assistance of which all fateful events
on earth take place.

Theme 7. Enlightment with Divine
Light - the Eucharist of the Soul
“lolanta” is the quintessence of P.I.
Tchaikovsky

“lolanta” is the last opera of the great
composer. It became the brightest in the
creative heritage of Tchaikovsky. The
over-ldea of the opera, its main “hero” is
Divine light, a plot with a happy ending, in
which God’s mercy is manifested, where
the darkness of the flesh is overcome
by the victory of spiritual light, and the
whole opera is filled with love. With this
opera, the composer supposedly sums
up not only his creative life, but also his
inner, spiritual life, his hesitations and
searches for God.

At the heart of the opera, there is the
sacred thought about the Transfiguration
of a person, about Divine Epiphany,
healing with spiritual light “on those
living in the land of shadow of death”
[Matt. 4:16; L. 1:79], thanks to which
there is Communion with the Creator,
the Creator of all goods. This is the
quintessence of Tchaikovsky’s attitude
to the gospel idea of divine love and
mercy “Come to me, all you who are
weary and burdened, and | will give you
rest” [Matt. 11:28], which became the
basis of the composer’s worldview in the
second half of the 1880s - 1890s.

The entire composition of the opera was
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constructed by Tchaikovsky in such a way
as to fully reflect the soul’s striving for
light from the dull darkness of ignorance
and nescience. The orchestral intro is
entrusted to the woodwinds these are
the descending, groaning moves of the
“suffering motive”. G.A. Pribegina calls
the introduction a portrait of lolanta
herself and the groaning move “the
motive of blindness” (Pribegina, 1983,
p. 165), which will appear in different
variations in the opera later. With the
development of the action, this motive
is repeated, intertwining with the
intonation structure of Vaudemont’s part,
which is the first to make it clear to the
heroine what exactly she lacked for the
fullness of life. The finale of the opera is
a bit like the Sacrament of the Eucharist,
where the main character participates
in the “Communion” with God’s glory,
with God’s Light, which is “the best
pearl of his crown!” (Tchaikovsky, 1987,
p. 138, s. 420, t. 10). In general, in
Christian philosophical thought, a person
is viewed as an integral personality,
carrying two aspirations in himself the
earthly, which marks a horizontal plane,
and the heavenly, reflecting the vertical
aspiration of the spirit:

“Both of these lines, expressing the
two main directions of life aspiration,
are a flat line, or horizontal, and
ascending, or vertical, are crossed.
Since these two lines represent an
exhaustive image of all possible life
directions, their crossing the cross is
the most universal, accurate schematic
representation of the life path”, wrote
E. Trubetskoy (2011, p. 78).

The cross symbol is universal. It is present
in all areas of culture and, as we know, is
often used by composers from different
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countries, eras and religious teachings.
This symbol, of course, reminds us of
the way of the cross of Jesus Christ,
that a person was crucified in space
and time circumstances between the
earthly horizontal and the vertical of
Heaven, suffering and daily overcoming
the eventual circumstances of his life,
each person goes his own way of the
cross, choosing a vector and the goal of
his path. In “lolanta”, all the heroes are
positive, there are no external conflicts,
however, the inner struggle of the main
character for the opportunity to see the
light of Divine Truth leads to a powerful
catharsis in the finale of the opera.

The sacred space of the opera

The space where the main character
lolanta is located is not just a garden, it
is “paradise” (a word that the librettist
constantly uses), it is a fusion of the
sounds of the surrounding nature with
the sounds of heaven into a single
solemn choir, where the scent of flowers
evokes a “blissful sweet dream” where
all torments and doubts are forgotten.
The chorus of servants lists the flowers
that they have collected at the request
of lolanta in the garden; there are nine
of them, and they all cannot bloom at
the same time (buttercups, lilies of the
valley, cornflowers, mimosas, roses,
levkoy, lilies, balsamines, jasmine) that
also makes it possible to say that the
garden is extraordinary, mystical. The
lullaby completes the creation of the
image of a special sacred scene, which
resembles the garden of Eden, which is
guarded by an angel with a fiery sword
(in the remarks to the opera’s plot,
there is an inscription at the entrance,
which prohibits entry to “paradise” “on
pain of death”). The garden, with the

transformed nature in it, is a book of the
Creator’s knowledge for lolanta, as “The
Invisible and Good God” is a natural genre
feature of the mystery, the action of
which is placed in a sacred chronotope”
(Makarova, 2017, p. 149). In the words of
Marta’s nurse, Modest Ilyich puts the text
“From Heaven, the Lord of the Universe
will look at you” (Tchaikovsky, 1987,
p. 36, no. 3, c. 60, t. 9-14), and in the
part of Brigitte and Laura we also hear
there: “God, listening to the prayer of a
child, will send to the earth happiness,
joy, peace and quiet to the earth with a
generous hand”. This is adirect allusion to
lolanta’s prayer communication directly
with God. It should also be noted that
lolanta directly addresses the Creator, as
a person who really exists: “Good, Great,
Unchanging, in the darkness you showed
yourself to me! Let me now, Creator
of the universe, know you in the light
of day!” (Tchaikovsky, 1987, p. 190, p.
197-198). All the characters in the opera
call lolanta “dove”, “pure angel”. From
other epithets that were inherent in the
heroine of the story, Modest Tchaikovsky
refused, thereby emphasizing the light
spirituality of the image of lolanta he
created. Most of all, the image of lolanta
is revealed in Vaudemont’s romance (No.
6-a, inserted), which was written after
the completion of the entire opera. The
romance reveals Vaudemont’s dreams
of an ideal lover, which are born in his
imagination in the form of a half-sleep-
half-vision  “Immersed in  midnight
peace, love in me, dreaming, sleeps”
(Tchaikovsky, 1987, No. 6-a, p. 92-93, p.10,
t. 3-6). Adjectives such as “blameless”,
“cherubic”, the noun “benevolence”
are borrowed from the Church Slavonic
language and are very reminiscent of the
texts of prayers, which are written in
honor of the Mother of God.
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The image of the Moorish doctor Abn-
Khakia, created by the librettist, is
the one who carries the Truth, is the
conductor of the Divine Providence for
bodily and spiritual insights, is the one
who is called and wants to cognize God
and introduce those who wish to cognize
such knowledge: “And before opening to
the light fleshly mortal eyes, we need this
feeling for the eternal soul. When the
consciousness of the great truth appears
in the mind, then it is possible that desire
will awaken light in bodily darkness”
(Tchaikovsky, 1987, p. 69, p. 40, t. 10,
p. 50). His secret knowledge through
certain mystery rituals that resemble
initiation (“the feast of dedication”),
although this is not openly discussed in
the libretto, leads the blind lolanta to the
Epiphany that resembles the Epiphany in
the spirit. It is also possible to compare
this act of healing lolanta with death
and resurrection. In connection with
this comparison, lolanta’s dream with
No. 3 with p. 30 can be interpreted as
dying, and the awakening of the heroine
and the meeting with the knight, as the
awakening already in another mysterious
dimension.

lolanta’s readiness to endure any torment
for the sake of saving the life of a dear
person (“Name the torment, suffering,
pain: oh, to save him, | can resignedly
take it all down” (Tchaikovsky, 1987, p.
150, v. 8-10, p. 164) brings the plot of
the opera closer to the Passionate plot
of passion, but not fully. Even though
hints of a passionate plot appear in
the words of King Rene, who compares
the main character with the Lamb of
God: “Like the lamb of God, she goes
to torture. My God!” [p. 210, v. 9-11,
p. 172], in the words of Bertrand: “It
is finished!” [Jn 19:28] <...> Like a lamb
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calmly and firmly, like a rock she sat, our
dove” [p. 120, v. 7, p. 186; p. 130, v.
2-3, p. 187]. But all this is very far from
the suffering of the way of the cross,
there is no end of the lives of the heroes
with martyrdom. Here we see that the
words “It is finished!” is used to convey
the mood of the completed treatment,
as the achievement of a new level in the
knowledge of the world.

The genre of prayer as one of the main
ones in the opera “lolanta”

In the text of the opera, the librettist
created a whole complex of prayers or
allusions to prayer. So, for example,
Bertrand, having learned about the
death of his friend the squire Raoul,
complaining about his death, offers a
short prayer that the Lord would rest
Raoul’s soul: “Send, Lord, to his soul
some peace!”, using the ascending
movement of the melody as an appeal
to God. This measure was written by the
composer acapella, which immediately
gives our experience a reference to the
Orthodox funeral mass at the Liturgy.
Aria-Prayer of King Rene contains the
motive of repentance for some serious
sin, which, according to Rene, led to
his daughter’s blindness. Tchaikovsky’s
opera does not speak of the cause of
the heroine’s blindness, while Miller and
Zotov’s translations speak of an accident
that resulted in blindness (Hertz, 1883;
Hertz 1850). The librettist and composer,
on the other hand, with the initial
phrase of the Arians allude to the Gospel
story about the blind from birth, when
the disciples ask the Lord: “His disciples
asked him, “Rabbi, who sinned, this man
or his parents, that he was born blind?”
[Jn 9:2]. Let us compare with the first
phrase of Rene’s aria: “My Lord, if | am
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a sinner / why does a pure angel suffer?
Why did you plunge into darkness because
of me / do you have her radiant gaze?”
(Tchaikovsky, 1987, p. 120, v. 7-10, c.
130, v. 1-5, p. 59, 60). In fact, from this
moment on, the librettist consistently
draws associations with the plot of the
gospel story. The text of the aria itself
is a supplicatory prayer. In the finale of
the opera, when the Glorious Hymn to
the Creator will sound, in Rene’s words
there is gratitude to God for having heard
his request, for mercy and healed his
daughter: “You heeded my tearful prayer,
Lord!... You took your slave from the mirk
of darkness!” (Tchaikovsky, 1987, p. 230,
t. 3-7, 9-10; p. 240, t. 1, p. 206-210),
“Creator! For this moment, take the rest
of my life!” (Tchaikovsky, 1987, p. 140, t.
3-5, p. 190) are prayers of thanksgiving.

The choir in the opera is the protagonist:
the maids and girlfriends of the main
character, who sincerely sympathize
with her grief, worry about her, about
her fate. Thanks to the choir, there is
a feeling of a liturgical action, when
the replicas of the main characters
evoke a prayer response from the choir.
The reception of antiphonic singing is
clearly seen in the final chorus. Words
and theme “Hosanna in the highest!”
first are sung by the soloists, then in the
choir, and it is repeated again for the
soloists, the choir answers them and at
the end a congregational prayer sounds:
“You are the Brightness of the Light of
Truth, Glory, Glory to You, God Almighty!
Praise to You!” (Tchaikovsky, 1987, from
p. 250, t. 1, p. 215 to the end).

Figure 4. Final scene “Praise to the Creator, the giver of all blessings, praise to the Creator!”
from Tchaikovsky’s opera “lolanta”.

The finale of the opera as a result of the
composer’s religious and philosophical
ideas

In the finale, all religious and
philosophical ideas are concentrated,
all lines of development are brought
together into a single hymn of praise.
The atmosphere of the miraculous,

the creation of a mystical sacred place
“garden-paradise”, indications of the
gospel stories about the blind from
birth and Passionate events, the idea of
salvation, which is carried through the
whole plot, choral and solo prayers, in
which there is a liturgical subtext, all
this gives reason to say that the opera
“lolanta” is close to the genre of Proverbs
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with features of symbolist mystery,
in which the main idea is to overcome
a cruel fate through the knowledge
of Divine Providence. The final scene
concentrates all the liturgical elements
scattered in the musical and verbal
texts of the opera. The text of the finale
itself is a personal and congregational
prayer of thanks: “Praise to the Creator,
the Giver of all blessings, praise to the
Creator!” (Tchaikovsky, 1987, p. 220,
t. 4-7, p. 203). Each character in the
opera praises the Creator, focusing on
His different qualities. lolanta is like
an uncomplaining slave who feels her
smallness, because before the Lord there
is a host of blessed people and Cherubim.
In our opinion, the author completes the
storyline of each of the characters with
own logic and role, emphasizing the
individuality of each and the similarity
that unites all people, like the creation
of the Lord into one whole. Therefore,
the final words sound from the lips of
everyone, like a single prayer, a single
praise to the Creator (with one mouth,
one heart)*.

In general, the text of the choir, which
ends the opera, resembles the prayers
that are sung at the end of the Liturgy
“We have seen the true light” and “Let
our mouths be filled with Your praise!”
and in connection with the composer’s
emphasis on the timing of the action, it
can be assumed that this is indeed the
end of the Liturgy, which closes the daily
liturgical circle.

4 «Receive the praise of us, submissive slaves! In
dust we are in front of you! Glory to Thee, Almighty
Creator! Hosanna in the highest! Hosanna in the
highest!

You are the Light of Truth, Brightness, Glory, Hlory
to Thee, God Almighty! You are the Light of Truth,
Brightness, Glory, Hlory to Thee, God Almighty,
Almighty Creator! Praise to You! Praise to you!»
(Tchaikovsky, 1987, p. 211 - 222).
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Theme 8. Liturgical symbolism of
Tchaikovsky’s operas at different
levels of manifestation

Thus, in the operas of Tchaikovsky,
liturgical symbolism is manifested at
all three levels. The general level is the
level of the idea, the drama of the plot
sacredness, collegiality, prophecy, the
spiritual path, martyrdom, sacrificial
love, the second level is the manifestation
of allusions to the Sacrament of the
Eucharist, the Sacrament of Confession,
the third level is the presence of
prayers (for the dead, supplicatory,
thanksgiving), appeals, which are
reminiscent in form and content of
litany, bell-ringing, antiphonic singing,
psalmody, and chorale. Intonation
melodies: “With the saints, give rest”,
ascending intonation of the hexachord
from V to lll degrees of major, resemble
“prayer leit-intonation”.

The Christian ideological orientation of
Tchaikovsky is doubtless, and with the
formation of the composer, religious and
spiritual ideas are increasingly reflected
in his opera music. The operas “The Maid
of Orleans” and “lolanta”, which are
considered in more detail in the article,
are most consistent with the theme we
have declared. Both operas are close
in their content, in the methods of
plotting and in certain stylistic features
to the genre of the sacred mystery:
the mystical space in which the action
takes place, the demonstration of sin as
a path to purification, transformation
of the human soul and its approach
to the Creator, the opportunity to
overcome the sinful nature of a person
and the possibility of its revival through
liberation from shortcomings, a secret
sacred act aimed at deifying a person
and personal connection with the
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Creator, the symbolic path of a hero
who is looking for the meaning of life.
The most generalized liturgical symbols
that are inherent in Tchaikovsky’s opera
poetics include the ideas of collegiality,
eschatology, and the Eucharist; Divine
Light (“lolanta”), martyrdom (“The Maid
of Orleans”), which are addressed to the
main dogmatic attitudes of the Orthodox
cult.

Christian cultural values and traditions
were embodied through a certain
liturgical symbolism, manifested at all
levels: general, including the general
dominant idea of the composition,
which can be defined as the main line of
drama, its deep focus (collegiality, the
idea of the Transfiguration, hagiography,
as a complex of holiness, martyrdom,
sacrifice, the genre of parables (scenes
from the Gospel), the style of the triune
cycle of worship: evening morning or
Matins, and the culminating part of the
daily circle Liturgy, that is, the Divine
Liturgy with the main sacrament of the
Eucharist (Gratitude), with the help of
which a person achieves unity with God
and more private ones, through certain
dramatic, stylistic, musical devices and
verbal texts (features of prayer masses,
funeral masses, Christmas-time symbolic
complex of carols), through themes of the
way of the cross and a person’s choice of
his fate, a reference to the events of Holy
Week, through the use of the genre of
prayer (conversations with God), which
is seen in the musical stylistics through
chorality in relation to the verbal text,
which often recreates the characteristic
features of a part of the mass litany,
that in turn actualizes the use of the
main methods of singing melodies at the
mass antiphonic (performed alternately
by two choirs), ipophonic or responsive

(alternating performance by chorus and
soloist); an appeal to the stylistics of
a part-song concert, for which there is
a characteristic alternation of singing
by the entire composition of the choir
and a separate group (soloists); and
the manifestation of the characteristic
features of the genre form of psalms,
cants, hymns.

Liturgical symbolism is also manifested
at the smallest level, in the opera score,
at the level of including musical and
intonational formulas, intonationally
stable complexes which eventually
acquired the status of a symbol, a
certain sign of a complex expression of a
liturgical musical intonation, verbal and
semantic field, for example, a symbol of
death - “Eternal memory”, funeral “Holy
God”, “With the saints, give rest”. One
of them is the “leit-complex of litany”
(according to E. Smagina), associated
with layers of Orthodox liturgical
melodies, which are characterized
by variants of chants in the volume
of the third, and the semantic load of
which is in august, pleading, funeral or
grateful appeals to God. A complex of
church bells or allusions to it, musical
quotes or stylizations are used, which
the composer uses from his personal
experience of contact with liturgical
cult chants.

The multifaceted work of Tchaikovsky is
an inexhaustible source for the study of
philosophical, ethical, cultural depths.
The unconditional presence of liturgical
symbolism in musical and verbal texts at
different levels of symbolization makes
it possible to speak of the Christian
vector in the composer’s work, as one of
the leading, determining the composer’s
belonging both to the national Orthodox
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Christian tradition and to the world
Christian culture in general.

Conclusion

A comprehensive approach to the
study of the creative universe of an
artist-author revealed the possible
components of his activity: an artistic
idea, an artistic image, aesthetic
emotions, interpretation, transposition,
transcription, improvisation,
composition, author-artistic premiere,
directing and theatricalization, which
compose to the universal performing
creative complex, that, in turn, acts
not only as a toolkit for a performer-
artist, but also serves as his test and
characteristic to feel the pulse of his
time.

In this case, the creative potential of
the musician-performer is a dynamic
integrative personality quality
universalism, which reflects the measure
of the possibilities of actualizing the
person’s essential forces in a focused
artistic activity.

In the personality of the artist-author,
“l am the performer” is never equal to
“l am the author”, but in general it is
holistic. The result of the art of such
a person is not just a certain sum of
types of creativity, art, but something
energetically and spiritually higher,
namely, here we face with the the
phenomenon of “expiration”, revealed
to us in the creative fruits of the
outstanding pillars of performing and
composer’s musical culture.

This type of personality of a musician -
artist-author has no creative boundaries
in his activity, for example, in the form
of a once-for-all set musical text, or
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orientation to a single, albeit standard,
interpretation.

Such creativity tends to infinity. The
artist constantly “cuts” the images of his
own compositions, like “liquid crystals”,
depending on time, space, public,
conditions of artistic communication.

A true artist, feeling the pulse of “his”
time, isconstantly trying to ‘find himself’,
to determine his place and significance
in art, in the wide “ocean” of culture.
This is dictated by the internal need for
an academic missionary performer to be
relevant to modern society, to express
his “image of the world” through the
play of author’s music, to demonstrate
his position in art the position of a
citizen of the world.
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Ozet

Azerbaycan folkloriniin en eski, kendine 0zgi ve her zaman tartismalara acik olan
turlerinden biri meyhanadir. Bir cok kaynaklarda meyhana, mey - icki, sarap, hana (hane) ise
yer, mekan, ev anlamina gelmektedir. Meyhana - dogaclama bir sekilde soylenilen miizikal
- siirsel tirdir. O, vurmali calgilarin esligiyle soylenerek bir nevi resitatif emprovizasyon
ozelligi tastyor. Meyhana tiiriiniin edebi metnini ise aruz vezninin bahirleri olusturmaktadir.
Meyhanayi, genellikle iki veya daha fazla sair - icrac1 dogaclama seklinde soyler ki, bu da
asiklik geleneginden ortaya cikan degismeyi (atismay1) hatirlatmaktadir.Meyhana ile zahiren
benzeyen ve bazi1 6zelliklerine gore onu hatirlatan tirler diger halklarin da kiiltiirlerinde
mevcuttur. Bunlardan en cok benzeyenleri Rus kulturindeki castuskalar ve Amerikan
muzik kulturindeki raptir. Bu calismada Azerbaycan’in meyhana muzik tiurunun ozellikleri
incelenerek onun ismi gecen halklarin (Rus ve Amerikan) miuzik kultirlerinde benzer mizik
turleriyle ortak ve farkli yonleri arastirilacaktir.

Anahtar Kelimeler
meyhana, rap, ¢astuska

Giris

Azerbaycan folklorinun en eski,
kendine 6zgu ve her zaman tartismalara
acik olan turlerinden biri meyhanadir.
Bir cok kaynaklarda meyhana, mey
- icki, sarap, hana (hane) ise yer,

mekan, ev anlamina gelmektedir
(Rahimova,2002). Meyhana -
dogaclama bir sekilde soylenilen

muzikal - siirsel turdur. O, vurmali
calgilarin esligiyle soylenerek bir nevi
resitatif emprovizasyon ozelligi tasiyor.
Meyhanay1, genellikle iki veya daha
fazla sair - icraci dogaclama seklinde
soyler ki, bu da asiklik geleneginden
ortaya c¢ikan degismeyi (atismayi)
hatirlatmaktadir.

Meyhananin icras1 kiiciik dogaclama

kuplelerin  Uzerinde kurulur. Tabi
ki, bu siir - kuplelerin hepsi yuksek
profesyonel seviyede eserler degildir.
Bu sanat turunin onemli gayesi,
zamanin catismalarini  ifsa etmek,
onlan sarkazmatik yaklasimla ortaya
cikarmati. Bu nedenle de meyhana
tiriine bakis acis1 da degisik olmus ve
tarih boyu bu sanat turl yasaklanmistir.
Bunun sonucunda da meyhana son
zamanlara kadar ne edebiyatsinaslik
ne de miuzikolojide bilimsel acidan
yeterince arastirilamamistir.

Meyhananin formu, kurulusu, icra tarz
ve tematik biitiinligiine baktigimizda
onun halk edebiyatindan geldigi siiphe
dogurmamaktadir.  Clinki meyhana
mensei itibariyle halk oyunlar, meydan
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oyunlari, bulmacalar, karavellilerle1

ilintilidir.

20. yy icerisinde meyhana uc¢ gelisim
asamasindan gecmistir.  Bu asamalar

Azerbaycan halkinin hayatinda
son derece zor ve olaylarla dolu
olan donemlerdi. 1920 yili, Nisan
devriminden sonraki donemde yeni

idiolojinin yayginlasmasi icin meyhanaya
genis meydan verildi. Meyhana, o
donemde olusturulmus “Tengid - teblig”

tiyatrosunun repertuarinda ve genel
olarak edebiyatta, sahne eserlerinde
genis yer ald.

1941 - 1945 yillan, 2. dinya savasin
doneminde de meyhana halkinin sirdasina
cevrilir, ona kol kanat geriyor, umudunu,
inancim artirir.  Azerbaycan’in taninmis
meyhana ustasi Aliaga Vahid’in fasistleri
ifsa eden meyhanalari Azerbaycan
askerinin zafer azmini yukseltmekteydi.

Gectigimiz  asnn 90’l  yillarindan
baslayarak meyhana Ucuncu gelisim
asamasina adim atti. Fakat Azerbaycan’in
bagimsizlik yoluna adim attig1 bir zamanda
meyhana turunin kalitesi yeni asamaya
gecis yapar. Televizyon programlarinda
meyhana yanismalarnn yapili,  ustad
meyhanacilar senliklere davet edilir,
meyhana kulliyeleri yayimlanir ve boylece
meyhana arastirmacilarin da dikkatini
cekmeye baslar.

Meyhana tirunin edebi esasin1 aruz
vezninin bahirleri olusturmaktadir. Ama
buna ragmen bu tiriin metrik temelini
eslikteki vurmali calgilarin icra ettikleri
ostinato ritmik yap1 ortaya koyar. Bu ritmik

1 Karavelli (Qaravelli) - masallar baslarken
soylenilen ve nazm seklinde olan kicuk giris
mukaddimedir. Karavelli genellikle masalin genel
icerigini aksettirmez, sadece dinleyicilerin dikkatini
cekmek icin onlara ilgi cekmek maksadiyla soylenilir.

6
kurulusun sekli soyledir: 8 LT P
. Bu nedenle meyhana turunin ritmik
yapisinin metrik degil metriklestirilmis
olarak kabul etmek daha uygun
olmaktadir (Babayev,2000).

Meyhana ile zahiren de olsa benzeyen
ve bazi ozelliklerine gore onu hatirlatan
tirler diger halklarin da kiiltirlerinde
mevcuttur. Bunlardanencokbenzeyenleri
Rus kulturundeki castuskalar ve Amerikan
muzik kulturtindeki raptir.

Bu calismada Azerbaycan’in meyhana
muzik turinun ozellikleri incelenerek
onun ismi gecen halklarin (Rus ve
Amerikan) muzik kultlrlerinde benzer
muzik turleriyle ortak ve farkli yonleri
arastinlacaktir.

Yontem
Calismada nitel arastirma yontemi
kullamlmis, dokiman analizi, yazli

belgelerin icerigi titizlikle ve sistematik
olarak analiz edilerek incelenmistir.
Dokiiman analizi, basili ve elektronik
materyaller olmak lizere tum belgeleri
incelemek ve degerlendirmek icin
kullanilan sistemli bir yontemdir.

Bulgular ve Yorum

Azerbaycan meyhanasinin genel
ozellikleri

Meyhananin klasik degismesi (atismasi)
birka¢ asamadan olusamaktadir. Once
meyhanaci digerine hitap ederek onu
yarisa davet eder. lkinci asamada
degismeciler “harbe zorba” (darbe zorba)
asamasina gecerler. Bu asamada yarismaci
sairler kendi bilgi ve becerilerini ortaya
koyarak birikimlerini sergilerler. Sonraki
asamada sairler kendi maharetlerini edebi
turin ozelliklerinde gostermeye calisirlar.
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Sonuncu asamay1 ise yarismanin zirvesi dervislerin siirlerinden geldigi
olarak nitelendirebiliriz. Bu asama soru dusunulmektedir. Bu fikri kabul edersek,
cevap seklinde gecerek yansmacilarin Azerbaycan miiziginin en populer ritmik
edebi zevklerini ve profesyonelliklerini 6m—r_
ortaya koyar. figlirii olan (& ) kurulusun

meyhanadan geldigi sonucuna varabiliriz.
Meyhana  turunin  koklerinin  sufi
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Nota 1. Ana.(Meyxanalar,1993)

Meyhana turtnin kurulusunu meyhanadir.  Kafiyeli  meyhanalarin
arastirdigimizda onun asagidaki cesitleri kuple formlu sarkilara benzerligi dikkat
oratay ¢cikmistir: cekmektedir. Fakat sarkilardan farkh
1. Kafiyeli meyhanalar; olarak, meyhanalar nakarat kismindan
2. Redifli meyhanalar; baslar (yani kafiyeden).
3. Beyit meyhanalar;
4. Kafiyesiz meyhanalar, bediheler Sabir’in sagliginda bilmediler kiymetin
(Rahimova, 2002). Babi diye cemaet saklamadi hormetin
O kesler ki, Sabir’e yagdinirdi lanetin
Miizige, ozellikle de sarki tiriine en Indi okur namine rahmet 6lenden sonra
yakin olan meyhana turu - kafiyeli Biz eyliyek saire hormet dlenden sonra
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Redifli meyhanalar, formuna gore
kuple - varyasyon kuruluslu sarkilara
benzemektedir. Rediflerin kafiyelerden
daha kisa olmasina ragmen,
meyhanalardaki repriz 6zelligi degisiktir.

Sevimli sevgilim sevdali dilber,
Esgimin govher,celali dilber.
Vusalin gelbimi seyyad eyledi,
Daglarin en gozel marali dilber.

Beyit meyhanalar, isminden de belli
oldugu gibi, kendi arasinda kafiyelenen
iki misrali beyitlerden olusmaktadir.

Ah nece illerdir yalan gormisem,

Qafiye

Varimi yokumu talan gormusem.
Bu glinden sabaha guman olmayrr,
Yeyib icen adam yaman olmaynr.

Kafiyesiz meyhanalar ise genellikle diger
meyhana orneklerinden farklidir. Onlar
daha 0zgur kurulusa sahipler.

Ne hesir salipsan oglan

Bir ang konfetden otru,
Derdimi hurkiitme yoksa
Etli yagh dert gorersen
Canima sinmir vur oldir
Ruzumu yad gonderirse,
Dosta gurban dost ocagdan
Bir ging od gonderirse

Y B v |
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Band
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Nota 2.Lenkeranda.Nota yazis1 Rahimova,2002.

Meyhana turunun 3. onemli sartlarindan
biri, onun deklamasyon kuralidir.
Meyhanay1 deklamasyon ederken, icraci
siirsel metnin muzik ritmine uymak
zorundadir. Bu zaman meyhana hece
vezninde yazilmis siirlerden uzaklasarak
aruz vezni formuna yaklasir. Fakat aruz
formunun onemli sarti olan bahirleri

olusturan tef’ilelerin dakik tekran
oldugu icin mizik ritmi burada da siir
formunun kurallarina uyma imkam

vermez. Muzik ritminin ostinato olmasi,
siir metninde kelimelerin kuculmesine
veya buyumesine getirir. Bu tlr ritmik
cesitlilik meyhana turunun  muzik
tirii olmas1 fikrini 1spatliyor. Ozellikle
ostinato ritmik esligin mevcut olmasi,
meyhana turtnin Azerbaycan’in
geleneksel musikisinin bir cok turuyle;
halk mahnilan (turkuleri), oyunlar, asik
havalar, reng, tesnif vs. ile ayni siraya
koyma imkan1 saglamaktadr.
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Rus Castuskalarinin meyhana ile
benzer yonleri

Castuska - Rus halkinin muziksel edebi
turidur. Kelimenin koku olan “casto”
Rusca - siklikla anlamina gelmektedir.
Bu tur, siirsel acidan mizah ve alayq,
miuziksel acidan ise ritmi ve ozlilugi ile
dikkat cekmektedir. Genellikle dortlu
misralardan olusan siirsel castuskalarin
sozleri, muzikten daha Ust seviyededir.
Bunun nedeni, miizigin ritmik olarak
siire bagliligi ve basit kurulusta olmasi
ile aciklanmaktadir.

MbI YaCTyLIEK MHOIO 3HaeM
M Xopowmnx, 1 NI0XMX.
MHTepecHo TeM nocayLwarthb,

My ns [N Hi WL

2021 Vol.9 No.2 2867-2878

Rehimova

KTO He 3HaeT HMKaKMX.

JX, NoApY:KKa Joporas,

Mpo Hac 3HaeT Becb Hapoa.
be3 1e6a HUKTO He cnasLwerT,
Be3 MeHst — He 3anoerT.

(Biz castuskalarin iyisini de kotusunu
de cok iyi biliyoruz,

ama bilmeyenlere ise dinlemek ilgin¢
olur.

Ey guzel arkadasim bizi butin halk
taniyor,

Sensiz kimse dans etmez, bensiz
kimse sarki soylemez

Tercime: Aytac Rahimova)
S
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Nota 3.Rus castuskasi. Nota yazisi Rahimova,2020.

Castuskalarin miizigi resitatif, armonik
alt yapis1 ise cok basit kurulustadir.
Castuskalan icra eden Rus halk
calgilan genellikle gusli, balalayka ve
tresyotkadir.

Arastirmacilarin ~ fikrince  castuskalar
koylu gencler tarafindan halk bayramlan
zamani ortaya cikmistir. Castuskalarin
icerigi neseli, sakaci oldugundan
bestelendigi mod genellikle majordiir.
Bu nedenle de castuskalarin icra ederken
halk, oyunla miizige eslik eder.

Meyhanada oldugu gibi bu tiirde
de genellikle  yasanmis olaylar
aksedilmektedir. Bu tur castuskalar

emprovize olarak ortaya ¢ikar.
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Castuskalarin aynen meyhanada oldugu
gibi atisma formu da mevcuttur. Yani iki
sarkici veya koro (castuskalar koro olarak
da okunmaktadir) sirayla mizah ve alayci
sekilde atisarak bir nevi sozlu duello
yapiyor. Bu da castuskalarin meyhana ve
rap turleriyle ortak ozellikleridir.

Fakat Rus castuskalarin meyhanayla
ortak yonleri olsa da ona rap kadar
benzer degildir. Clinklii castuskalar
meyhanayla form ve kurulusuna gore
degil, sadece tiir ozelliklerine gore
benzerlik olusturmaktadir.
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Amerikan rapi ve meyhana
Amerikan rapi genis kompozisyon
ozelliklerine, metroritmik, faktlr,
karakter ve en onemlisi de ostinato ritmli
esligine gore, glinlimiiz Azerbaycan pop
mizigine hizli bir sekilde dahil olmustur.
Bunun nedeni de dis gorinumine gore
ona ¢cok benzeyen meyhananin onemi ve
etkisidir.

Amerika muzikoloklar rapin olusumunu
20. yuzyiin 70’li yillarin oratalarina
dogru degerlendirmekteler. Rap miizik
turd hip hop kultiranun bir koludur.

Hip hop kiltirid ABD’de 1970 yillarinda
“sokak kulturu” olarak olusmus, daha
sonra ise dunyanin bir cok ulkelerine
subkultir formunda yayilmistir. Buraya
4 sanat kolu - break dans, rap, graffiti
ve djing ait olmaktadir. Hip hop, ABD’nin
buyuk kentlerinin fakir kasabalarinda
ortaya cikmistir. Bu nedenle de bazi
etnik gruplarin kultur cizgilerini icinde
barindirmaktadir. (Lukov, 2005)

Hip hop Kkulturunin onemli tirlerinden
biri de graffiti resimleridir. Graffiti 1972
yilinda Yunan - Amerikan asilli gencin New
York metrosunun tiim yolu boyunca ¢izdigi
“Taki 183” (onun ismi ve oturdugu sokagin
numarasi) resmiyle basliyor. Daha sonra
bu gelenek diger seherlere tasinarak,
genclerin  isimleriyle  sinirlanmadan
yerlerini  rap  ustalannmn  primitif
resimlerine - graffiti’lere birakiyor. Daha
sonra ise ABD’nin ve Japonya’nin sanat
galericileri graffitileri blyuk salonlarda
sergilemeye baslar (  https://www.
britannica.com/art/hip-hop).

Hip hop kilturinin olusmasinda yeni
nesil muzik teknolojilerinin de onemi
biyuiktiir. Oncelikle vinil plaklarin ortaya
cikmas1 ve onlarin Dj’ler tarafindan

kullanilmas1 buna ornek olmaktadir.

Rap, ritmik resitatif olarak, mizigin
ritmik esliginde icra edilmektedir. Rap
New York’un vyoksul tabakanin, Afrika
ve Latin Amerika’lilarin siklikla oturdugu
Bronx’da ortaya c¢ikan miuzik turudur.
Rap karakter icerigine gore itiraz dolu,
devre ve sosyel problemlere elestirel
yaklasan bir muzik turtdir. Bunun sebebi
de rap icracilannmin kentin, herhangi
bir azinlik kiimesince kendiliginden
yerlesilen kesiminden, yani getto
ailelerinden ¢ikmasidir. Onlar yoksulluk,
cinayet, aynmcilik gibi kavramlarla ¢ok
erken yasta tanmistigi icin soyledikleri
rap sarkilan da kaba, agresif dilde ve
kiskirtic1 tonda olmaktadir.

Rapin olusumunu arastirmacilar Clive
Campbell (1955), yada bilinen sahne
adiyla DJ Kool Herc’in Bronx, New
York’ta 1520 Sedwick Bulvari’nda,
11 Agustos 1973 yilinda dizenledigi
partiyle baglamaktadirlar. DJ Kool
Herc dans zamam mikrofonu acarak
dans eden insanlarla konusmaya
basliyor. Bu konusmalar ilk once moral
verici ciginklardan daha sonra siirsel
monologlara gecti.

Ilk Unli hip hop DJ’leri ve rapcilerin
icrast kuluplerde, sokak danslarinda
olusarak daha sonrasinda kayitlara
gecirilmistir. Rapin icras1 ilk baslarda
yasak olsa da zaman gectikce muzik
endustrisinin  gelirli  bir  bolumunu
olusturdu. Bu anlamda rap sanatinin
gelisimi meyhanaya benzemektedir.

Bir  zamanlar  digiinlerde, koy
meclislerinden kenara  cikamayan
meyhana bu giin muizik endustrisinin onde
giden turlerinden biri haline cevrildi.
Gunumuzde meyhana ustalarinin
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klipleri cekilir, rapcilerin CD kayitlan
yapilir, televizyonlarda, kentin en buyu
sahnelerinde, stadyumlarda meyhana
meslisleri, hatta meyhanacilarla
rapcilarin sanat duellolar da yapilir. Tabi
ki, her iki turin iceriginin ilkin halini
muzik endustrisi baska bir sekle getirir.

Meydana geldigi zamandan 20 - 30 yil siire
zarfinda hip hop kulturi New York’un
sinirlarindan hayli kenara ¢ikarak onemtli
ve etkili bir kultur akimina cevrildi.
Hip hop insanlarin muzik tarzim,
danslarin1 ve hatta giyim tarzlarim bile
etkileyebilmistir.

1989 - 1990 yillarda Los Angeles’de rap
muzikcilerinin plaklarin1 ve CD’lerini ya-
yinlayan bir cok ticaret sirketleri ortaya
cikar. Bunlardan Eazy Es Ruthless Recor-
ds, Ice-T Rhyme Syndicate South and
Suge Knight’s Death Row Records ve Unlu
icracilardan Cash Money, Jazzy Jeff,
Fresh Prince, Sir Mixalot, DMX, Snoop
Dogg, Queen Latifah’in isimlerini soyle-
yebiliriz.

90’Li yillarda rap sanati California’da,

Texas’ta, Missouri, Chicago’da
yayginlasmisti. Ayn1 donemde devlet
daireleri ve polis baz1 rapcilarin

repertuarinda ahlaki acidan hos olmayan
sozlerin ve uygunsuz hareketlerin varligi
ile miucadeleye basliyor. Bu durum rapin
daha da populerlesmesine sebep oluyor.

Tahmini olarak ayn1 donemlerde de
Azerbaycan’da rap yayilmaya basliyor.
Bu zamanlar meyhana da artik bagimsiz
Azerbaycan’da, yani 20. yy icerisinde
ucuncu dirilis donemini  yasiyordu.
Meyhana  turl, siir  metinlerinin
konularinin cogu zaman siyasi, ifsa edici
ve alaycr oldugundan dolayr zaman
zaman yasaklamalara maruz kalmistir.
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Hatta gunumizde de bu tiurd kabul
etmeyen Azerbaycan arastirmacilan bile
az degil.

2001 yiinda Azerbaycan’in televizyon
programlarinda yer alan meyhana
“De gelsin” ve buna benzer diger
programlarda da yer almaya basliyor. Bu
tur programlarda yarismalarn meyhana
ustadlarindan olusan juri yonetiyordu.
Digiinlerden ve mahalle yanslarindan
farkli olarak televizyon programlarinda
yapilan yansmalar birkac asamali
olmaktayd. Yarismacilar aninda
yapilan spontane siirlerle miizige eslik
ederek final turuna kadar asama asama
geliyorlardi. Her asamada iki yarismaci
deyiserek en sonunda kazanan ilan
ediliyordu.

Genel olarak meyhana yarislan 3 turdan
olusmaktadir. Ilk turda yarismacilar
kendi kafiyeleri Uzerinde siir okur,
bir nevi “odev”, yani daha oOnceden
hazirlanmis  siirlerini soyliiyorlar. ikinci
turda yansmacilar birbirinin kafiyesini
tutup meyhana soylerler. Bu tur iki
asamadan olusur. Once ilk yarismaci
kendi kafiyesini soyler, ikinci yarismaci
ona ayak uydurar, daha sonra ise ikinci
yarismacinin kafiyesine birinci yarismaci
degismesini o anda soyler. Uciincii turda
ise kafiyeyi juri belirler ve bu kafiyeye
esasen yarisma baslar.

Gunumiuzde meyhana sadece
Azerbaycan’da degil, ayn1 zamanda
ulkeden wuzaklarda da dinleyicilerin
ilgisini  kazanabilmistir.  Meyhananin
Rus ve ingiliz dillerinde de ornekleri
yayilmaya basliyor. Tabii ki bu ornekler
daha cok sou ve eglence karakterli oldugu
icin bu turun ilk onemini tasimamaktadir.

Rapin Azerbaycan miiziginde ilk 6rnekleri
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dinleyici  kitlesi tarafindan  farklh
karsilandi. Cunku ilk ornekler Amerikan
rapinin kotu taklidi ve Azerbaycan
miiziginin ozelliklerini dikkate almadan
bu miizige zoraki girisi idi.

Fakat zaman gectikce, “Deyirman”
grubu, Anar Nagilbaz, Elsad Hose,
Huseyin Derya vb. gibi rapcilarin bu
ilginc muzik turuanin halkin  muzik
tarzina uydurabildiler.

Renkli epizotlarin siralamasindan olusan
raplarda mugamlardan, tesniflerden
(mugam subeleri arasinda calinan ara
nagmeler), halk tiirkiilerinden alintilar,
mevcut icra tarzlan ve meyhanalardaki
cazdogaclamalari, rapinAzerbaycan’daki
gelisim asamalann olusturmaktaydi.
En oOnemlisi ise rap buyuk hacimli
kompozisyon kurulusu gibi Azerbaycan’in
muzik kulturine dahil olabilmistir.

Meyhanay1 rap ile birlestiren
unsurlardan  biri  de onlann icra
tarzlandir. Deklamasyon seklinde olha
icra tarzi hem rapta hem de meyhana
tirinde mevcuttur. Ornegin, rapin -
rap battle diye bir tarzi raplararasi bir
deklamasyondur. Bu tur atismalarda en
denegimli, teknik acidan hizli ve zeki
olanlar kazanir.

Meyhanaya yakin olan rap battle 6rnegi
“freestyle” adlanan, emprovize, ritmik
kafiyelenen satirlardan olusmaktadir.
Freestyle afroamerikan s6z oyunu
olan “dozens”ten ortaya cikmaktadir.
Dozens - s6z oyununda oyuncular sirayla
birbirine “keskin” tavirlarla alay ederler.
Bu oyun iki dost arasinda oldugu gibi, iki
disman arasinda da yapilabilir.

Rap battle ile dozens oyununun kurallan
aslinda symdir. Bu oyunda da oyuncular

birbirleriyle alay ederek seyircinin
ovgusunu kazanmaya calisirlar. Battlar
onceden ilan edilmis kurallarla yapilan,
resmi (belirli sayida kitalarla veya
onceden belirlenmis zaman dahilinde)
veya kuralsiz sekilde (burada iki oyuncu
sirayla atisir) gecirilmektedir. Kuralsiz
battlardan farkli olarak resmi yapilan
battlarda kazanan belirlenir. Hatta
kuralsiz battlarda bile kazanam izleyici
alkis1 belirlemektedir.

Rap battlar ABD’nin dogu sahillerinden
1980 yillarinda ortaya cikmistir. 1980
yiinda New Music Seminar isimli
festivalde unlu rapcgilar battlarla bu
festivale katilir. Battlarin ilk ornegi
1982 yilinin Aralik ayinda Kool Moe Dee
ve Busy Bee Starski arasinda yapilmistir.

90’liyillarinsonu2000’liyillardafreestyller
tv ve show programlarina gecerek
populerlik kazanmaya basliyordu. Bu
programlardaki kazananlar juri tarafindan
secilerek guzel odillerle odullendiriliyor.
Bu rap battlar artik kendisini ispat etmis
kurallarla birkac asamalardan olusur. ilk
iki tur yansmacilarin secim asamasini
olusturur. Bu turlarda yarnismacilar
kendi maharetini, becerilerini
gostermektedirler.  Secim  sonucunda
en iyileri juri tarafindan belirlenir ve
yarismacilar yansmayi cift olarak devam
edirler. Her ciftten biri juriden daha fazla
puan toplayarak one c¢ikar ve sonunda
yarismanin kazanani olarak ilan edilir.

Televizyon kanallarinda gosterilen Flight
Club en erken battl ligi olmaktayd.
Onu MTV2 kanalinda 2006 yilinda
yayinladiktan sonra bu programin
yarismacilarindan Arsonal, Jin ve Hollow
batll rapin efsanelerine cevrildler
(https://outstyle.org/article/ryep-
battl-istoriya-razvitie-luchshie-battly).
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Gunumuzde en bilinen rap battl
yarismalan King of the Dot (Kanada),
Don’t Flop (Buyuk Britanya), Ultimate
Rap League (ABD), Grind Time Now
(ABD), Flip Top (Filipinler), Versus Battle
(Rusya) ve Kelle - Kelleye (Azerbaycan)
organizasyonlandir. Sonuncusunda juri
arasinda siksik meyhana ustadlan da
yer almaktadir. Bunun nedeni de her iki
miizik tirtniin benzerligindedir.

Sonug

Boylece meyhana atismalanyla rap
batllarinin ¢cok sayida ortak noktas
oldugunu gorebiliriz. Azerbaycan’in
mizik kiltirinde rap1 halk mizigi
sanatiyla baglayan tek unsur meyhana
degil. Asik sanatinda yer alan “ciga”lar,
tecnisler, muhammesler vb. siirlerin
kitalar1 arasinda okunan bayati veya
misralardaki hecelerin sayisinda da
bu benzerligi bulabiliriz. Rap da ciga
gibi sarkilarin misralan arasinda epizot
seklinde dahil edilerek metroritmik ve
entonasyon renkliligi olusturmaktadir.
Rapta olan kelime oyunlan, fikir
incelikleri ise halk ve edebiyati
orneklerinde yeterince mevcuttur.

Sonuc olarak, hem meyhana hem de rap
halk edebiyatiyla her zaman ic ice olarak
toplumdaki siyasi olaylarin sozcisune
cevrilerek, halklarinin  vazgecilmezi
haline gelebilmistir. Bu nedenle de bu
muzik turleri halkin sanati olarak daima
yasayacak ve gelisecektir.
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The similar aspects of “meyhana”, one of the folklore genres of
Azerbaijan, with the music genres of other nations.

Extended Abstract

One of the oldest, unique and always controversial genres of Azerbaijani folklore is meyhana.
In many sources, meyhana means mey - drink, wine, and hana (house) means place, place,
house (Rehimova A. - 2002). The tavern is an impromptu musical - poetic genre. It is a kind of
recitative improvisation, sung with the accompaniment of percussion instruments. The literary
text of the tavern type is the bahirs of the aruz meter.

Generally, two or more poet-performers improvise the tavern, which reminds of the change
(arguing) that emerged from the minstrel tradition.

Types that resemble tavern, albeit outwardly, and remind it according to some characteristics,
are also present in the cultures of other peoples. The most similar ones are the castushkas in
Russian culture and rap in American music culture.

In this study, the characteristics of the meyhana music genre of Azerbaijan will be examined
and its similarities with the musical cultures of other peoples will be investigated.

Chastushka - musical literary genre of the Russian people. The root of the word “chasto” means
often in Russian. This genre draws attention with its humor and sarcasm from a poetic point
of view, and its rhythm and conciseness from a musical point of view. The lyrics of the poetic
chastushkas, which usually consist of quartets, are at a higher level than the music.

As in the tavern, the events that took place are often reflected in this genre. Such chastuska
emerge as improvisation.

Just like in the tavern, the chastushkas also have a throwing form. In other words, two singers
or choirs (chastushkas are also read as choirs) are having a kind of verbal duel, bickering in a
humorous and sarcastic way. This is the common feature of chastushkas with tavern and rap
genres.

However, although Russian chastushkas have some things in common with tavern, they are
not as similar as rap. Because chastushkas are similar to taverns only according to their type
characteristics, not according to their form and establishment. One of the elements that
combines tavern with rap is their performance style. The style of performance, which is in the
form of declaration, is available in both rapta and meyhana types.

As a result, both tavern and rap have always been intertwined with folk literature and have
become indispensable for their people by being turned into the spokesperson of political events
in the society. For this reason, these types of music will always live and develop as the art of
the people.

Keywords
meyhana, rap, chastushka.
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Abstract

The purpose of the work is to study the mechanisms of formation of the composer’s language
on the example of modern instrumental music and to determine the relationship between
the composer’s plan and the interpretive-performing view of the author’s text. Interpretive-
performing and comparative analytical approaches in combination with the source method
allow identifying the ratio of stable and mobile elements of the author’s work, as well as
distinguishing between composer’s and performer’s interpretation of the work. The scientific
novelty of the work is the comparative analysis of K. Tsepkolenko’s work “Solo-Solissimo
Ne1” for solo violin, as well as the performance versions of this work considered for the first
time in the text of the work. The considered performance versions represent two different
interpretive approaches to the analyzed work. In Karmella Tsepkolenko’s “Solo Solissimo” by
Peter Shepard Skaverd, the figure of the performer is felt more than the personality of the
composer. This attitude is formed through the free handling of the text in those segments
where it is not provided by the author, as well as through the use of their own intonation
material at the time of improvisation. Dan Auerbach and Myroslava Kotorovych set the task
to convey the author’s model of the text, using the composer’s intonation material in the
improvisational fragment. Thus, improvisation in the considered work is an integral part of
the compositional and performing sphere of musical expression. It is thanks to the performer’s
improvisational skill that the work is filled with content, its genre and style identification -
from lyrical and philosophical color to dramatic and expressive sphere. The performance of
“Solo-solissimo” requires great skill from the violinist, not only technical virtuosity, but also
mental, that is required by the author’s compositional concept, which is the program basis
of the composition. We believe that the intention of this work is, above all, to represent the
stylistic competencies of the performer as an unleashed actor-improviser.

Keywords
improvisation, performing interpretation, composer’s interpretation, interpretive approach,
modern instrumental music
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Improvization as a factor of compository and performance interpretation of modern...

Introduction

Modern composer’s  thinking is
characterized by the tendency of “the
desire for a clear logical organization
of musical space, the rationalization of
the creative process, which ultimately
determines the dramatic design and
expressiveness of the artistic whole.
Music at all times creates a special
language of communication that knows
no equal in openness and breadth of
meaningful ingredients, at the same
time, the most accurate in terms of
psychological processes. The principles
of this language are the principles of
musical structuring of meaningful reality
and giving them a symbolic meaning”
(Zavgorodnyaya, 2013, p. 32).

On the other hand, composers try to
move away from stable, traditional-
canonical forms, looking not only for new
forms of embodiment of creative ideas
and new sonorous sonorities, but also
new ways of expression, the formation
of their own musical thinking. Such a
creative field for creating new searches
and moving away from any constancy has
become improvisation, which exists in
different stylistic dimensions, or rather
in the interstitial space.

This is the result of a long process of
accumulation of meanings of musical
language. “The essence of change
from one era to another is rooted in
the renewal of the subject of music
under the influence of new content.
Due to this, the direction of evolution
is explained, first of all, as a historically
regular upward movement along the
line from simpler to more complex, i.e.,
as an increase in the complexity and
differentiation of spiritual acts,” said
Yu. Kholopov (1982).

Namely due toevolutionary development,
there is the enrichment of musical
language, symbolic expressiveness of
musical thinking, which comes to more
complex forms, especially in the 21st
century, and radically changes not only
the way of musical thinking (which,
at present, is manifested more in
composers and performers, rather than
in the listeners), but also the means of
organizing the product of such thinking.

Avant-garde  composers  tried in
every way to expand the chronotopic
principles of musical composition and
give performers maximum interpretive
freedom, turn an established work into
an independent musical matter, make
it a living organism that exists outside
the composer’s will and self-regulates
depending on who touches it.

These processes were laid down in the
second half of the 20th - first decade of
the 21st century, when the ratio of stable
and mobile elements of the author’s
musical work acquired a new meaning.
An  “aleatory-sonorist composition”
appeared, in the framework of which a
new type of musical theme was selected

“articulatory theme”; there was a
rejection of the total stability of the
author’s text (Maidenberg-Todorova,
2013).
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Figure 1. Karmella Tsepkolenko. Duel-duo #7. Fragment

The desire to create music here and now
has led to the abandonment of fixed
text and the transformation of the usual
musical state into a graphic composition,
which can be voiced only by performing
improvisation.

Therefore, the relevance of this study is
to study the improvisational principles of
modern instrumental music in its various
different manifestations.

Problem of Study

The purpose of the work is to study
the mechanisms of formation of the
composer’s language on the example
of modern instrumental music and to
determine the relationship between the
composer’s plan and the interpretive-
performing view of the author’s text.
The research is

object of this
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contemporary composers’ creativity, new
methods of implementing composers’
creative ideas, and their implementation
through performing embodiment.

The subject of this research is
improvisation as an independent means
of expression, actively used by both
composers and performers-interpreters.

Research objectives:

e To analyze the structure and
compositional means of expression “Solo-
Solissimo” for solo violin K. Tsepkolenko;
e To study different versions of the
performances of this work;

e To carry out a comparative analysis
of the performances of this piece and
compare them with the original musical
source;

e To reveal the stylistic performers’
differences in the reading of this score
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and to determine the attitude of the
performers to the improvisational
freedom provided to them by the
composer;

e By the example of the analyzed
interpretations and considered
improvisational solutions, designate the
figurative and semantic interpretative
possibilities of “Solo-Solissimo” for K.
Tsepkolenko’s solo violin.

Methods

Research Model

In frames of research methodology,
interpretive-performing and comparative
analytical approaches in combination
with the source method allow identifying
the ratio of stable and mobile elements
of the author’s work, as well as
distinguishing between composer’s and
performer’s interpretation of the work.

In the study, we rely on the theory of
interpretation set forth in the works
of V. Demyankov, N. Myatieva, P. Riker
and A. Samoilenko, which allows us to
consider the musical notation text not
only as an object of performing, but also

of composer’s interpretation.

Data Collection Tools-Documents
The scientific novelty of the work is the
comparative analysis of K. Tsepkolenko’s
work “Solo-Solissimo No.1” for solo
violin, as well as the performance
versions of this work considered for the
first time in the text of the work.

The work, which became the basis for
this study, was written by the well-
known Ukrainian composer Karmella
Tsepkolenko and is very often performed
by violinists around the world. However,
this work was still becoming an object
of musicological research from the
standpoint of the ratio of composer’s
and performing interpretation.

The selection criterion for performing
versions was various audio and video
recordings of festival and concert events
available to a wide audience.

Below are the details of the performing
interpretations at our disposal in
chronological order ( Table 1).

Table 1. Performing interpretations

Artist name Country Date of performance / recording | Recording format
Myroslava Kotorovich Ukraine February 2021 Video
Dan Auerbach. USA 2020 Video
Peter Sheppard Skaerved Great Britain January 2021 Audio
Myroslava Kotorovich Ukraine September 2021 Video

Each of these performances was Findings and Argument

analyzed in detail and compared with
the author’s composer’s text. Particular
attention was paid to aleatory-sonoristic
episodes, that is, such fragments of the
text where there is no clear rhythmic or
pitch notation, and the performer must
show independence in reading.

Theme 1. Features of the author’s
score “Solo-Solissimo-1” K.
Tsepkolenko.

Improvisation as an independent
phenomenon has always been close to
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composer’s work. Improvisation is an
artistic act in any of its manifestations,
which is aimed at the realization of an
artistic idea. However, sometimes, even
a very technically liberated musician is
not able to play without being guided by
any musical clues. According to Mikhail
Saponoyv, the mechanism of improvisation
“is based on memory, on the skill of
playing with memorized traditional
elements (Saponov, 1996, p. 76).”The
most important principle in the play
form is to combine deliberately limited
by the choice of thematically equivalent
elements (Saponov, 1996, p. 73). That
is, the author is inclined to believe that
the improvisational process is completely
controlled. Michael Epstein defines
improvisation as a type of creative activity
that “develops between the policies of
the known and the unknown, located on
different sides of consciousness. Through
improvisation as a meeting of two
consciousnesses, two unpredictabilities
are born. The specificity of improvisation
is that it appears as creativity through
communication (Epstein, 2008).

Alexander Serdyukov considers
improvisation as one of the forms of
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composition, composing music, which
differsinits fundamentally creative nature
- the creation of individual meaningful,
figurative expression (Serdyukov, 2017). A
striking example of the use of improvisation
as a means of compositional expression is
the work of Karmella Tsepkolenko “Solo-
solissimo No.1” for solo violin, which
was created in 1999. This work has been
repeatedly performed by many violinists:
Peter Shepard Skaverd (in 1999 and 2021),
A. Vlashi (2010), O. Ergieva, G. Savitskaya
(2017), Dan Auerbach (2020), Myroslava
Kotorovich (2021), and many others.

The composer’s interpretation of the
work, i.e., the score, contains almost no
traditional means of notation. Instead, it
has temporal marks, which are expressed
in timing (how many seconds a fragment
should last), in graphic inserts, which
indicate advanced sound production
techniques. It is unconventional that
the violin part is written on two musical
states, which is atypical, but necessary for
the composer to convey the sound concept
- the violinist not only plays in this work,
but also vocalizes certain syllables and
sounds, which are marked on the second
additional note (Example 1).

Example 1.

K. Tsepkolenko.
“Solo-solissimo”
for violin. P.5
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The lack of metric and clear rhythmic
instructions is compensated by the
almost exact fixed intonation basis of
the work. However, the existing tempo
instruction at the beginning of the work
“Rubato moderato” provides ample
opportunities for the performer to
improvise the metro-rhythmic side of
the work, which makes it multivariate
and meaningless.

The scoreis also full of verbal instructions
(Example 2). In particular, the first page
of the work is a prevailing mise-en-scene
characteristic, an instruction for the
performer, who must slowly come out
without the instrument previously on
the stage, move his lips, play the violin
silently before playing the first physical
sound.

S— — s—
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A musician appears on the stage and takes his instrument which was Ieft on the stage.
He is quiet and restrained, All his movements are purposely slow. ‘

——
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Violin is in musician’s arms. He starts to move his lips soundlessly.

Example 2. K. Tsepkolenko. “Solo-solissimo” for violin. P.1

An important remark of this score is
the instruction to improvise, using the
material of the last page, but without

\r=
=

vocals. This fragment is the most
interesting in terms of performance
analysis of the work

o use also the musical material of the last page-
but without voice.

Example 3.K.
Tsepkolenko.
“Solo-solissimo”
for violin. P.6
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Therefore,  for  musicological and
performing analysis, this section is an
indicator of the interpretive approach to
the author’s text, as it most sharply reveals
the creative potential of the violinist.

We compared the performance readings
of the work by three musicians: Dan
Auerbach, Myroslava Kotorovych and
Peter Shepard Skaverd. The first two
performances were available to us
in video, and the third one - in audio
recording.

Theme 2. Semantic diversity

in performing version of
K.Tsepkolenko piece

Myroslava Kotorovych and Dan Auerbach
versions

Myroslava Kotorovych' pays great
attention to the first page of the text -
mise-en-scene instructions. She moves
very slowly across the stage and injects
an acting pause, which she breaks with
loud localized exclamations. She devotes
almost two minutes to the performative
component of the total duration of her
performance. The violinist plays the
first pages of the work quite emotionally
restrained and at a moderate pace. Much
attention is paid to the topographic
elements of the score - the so-called
inaudible structures. On the third and
fourth pages in the author’s text, there
are fast evenly recorded passages. Their
character in the performance of the
violin also sounds profound. But playful
localized inserts contrast with the
general character of the instrumental
sound, creating a figurative-semantic
polyphonic fabric. This is how the fifth
and sixth pages of the work are arranged

1. K. Tsepkolenko. “Solo-solissimo-1”. Performed by
Myroslav Kotorovych. February 2021. https://www.youtube.com/
watchdv=y7lyOE74h_U
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- quite playfully, with a bit of humor.
The end of the sixth page of Myroslava
Kotorovych reminds of the echo of birds.
Next, according to the author’s text,
the performer must improvise for about
30 seconds. This improvisational phase
of the work performed by Myroslava
Kotorovych is stylistically sustained; it is
almost impossible to separate it from the
general sound, it is organically included
in the next element of the author’s text.
But the improvisation is quite short and
lasts about 17 seconds. Pages 7-9 are
sustained in the same character as the
previous ones, but a little compressed in
time, so thorough, lighter in sound. The
ending of the work looks logical, smooth,
gradually fading.

Dan Auerbach?, performing this play live
at the Two Days and Two Nights of New
Music Festival in 2020, also paid close
attention to theinitial theatrical section.
But outside the festival performance
(in the considered record) he does
not perform this part, starting to play
immediately from the second page of
the text (although we have a guess that
this note may be the fault of the video
operator who did not take into account
the concept of the work). The violinist
plays the first pages overexpressively,
with a strong, confident sound. Even
pizzicato does not make a contrasting
sound. In the same way in this dense
sonorous fabric, he weaves vocalization
which carries out underlined long. The
passage on the fourth page of the work,
on the contrary, sounds more frivolous
and allegedly between the main text.
Then there is a return to continuous
sonority and expressive exclamations,

2. K. Tsepkolenko. “Solo-solissimo-1”. Performed
by Dan Auerbach. https://www.youtube.com/
watch?v=CYwDIOsGdQA
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which the violinist interprets in a unique
way - from them, he lengthens at his
own discretion, thus emphasizing the
emotionality of the musical material.
There are almost no silent pauses. The
fifth and sixth pages are played on one
affect almost continuously, forming the
culminating section. The improvisational
episode also lasts a short time, about
20 seconds. One should note that Dan
Auerbach does not use the material
of the last page for improvisation, as
recommended by the composer, and the
material of the sixth page is glissandi
in the upper case, which are very
contrasting in the nature of the previous
pages of the work. But sometimes this
moment of returning to the author’s text
also looks invisible and happens fairly
smoothly, without pausing. The violinist
plays a page 7 to 9 a little easier and
faster, like an echo, without emphasizing
each of the elements of the texture. In
recent years, the emotional component
is suddenly activated, but this is the end
of the work.

Peter Shepard Skaverd’s
performance

In the audio performance of Peter
Shepard Skaverd®, unfortunately, the
performative component cannot be
reproduced and analyzed through the
audio recording format. Another feature
of reading the text is interesting. The
violinist begins to play from the first
rhythmic fragment of the first page of
the work. However, instead of verbal
exclamations, he uses the sound of a
violin whisper, the so-called white noise,
which gradually turns into the main part
of the work.

3 K. Tsepkolenko. “Solo-solissimo-1”. Performed by
Peter Sheppard Skaerved https://www.youtube.com/
watch?v=-1TFIP6lLhk

The violinist interprets the first page of
the text freely, the idea is formed that
he improvises on a given material, which
makes the performance more emotional
and expressive. He does not perform
voice cues and plays at an accelerated
pace, compared to previous interpreters.
From the second half of the next page,
the violinist accurately performs the
author’s remarks, sometimes reinforcing
the passages with short expressive
glissando. The main virtuoso passage
in this performance looks like a local
culmination - he plays agogically
freely and interprets it emphatically
emotionally. On 5-6 pages, the violinist
also manages to keep the nerve of
the work taut. He plays verbal cries
confidently and loudly; the violin part
is in the background, but the performer
does not slow down.

Peter Shepard Skaverd’s improvisation
is the most original. In his performance,
this is the culmination of the work. In
terms of timing, this is also the longest
improvisational section, lasting a little
over a minute. The violinist uses both
material similar to the composer’s, and
his free material, which in some places,
in our opinion, stylistically stands out
from the composer’s text, but does not
make this performance less interesting.
The most expressive episode is a means of
squeezing a bow, to which the performer
gradually approaches other expressive
searches. On this squeezed sustained
sound, he makes a gradual diminuendo
and caesura, after which there is a
return to the composer’s material.

The beginning of the 7th page is played
by the violinist very slowly, followed
by a gradual acceleration. Then the
performer makes a noticeable note in
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the author’s text - he does not play a
passage on page 8, which builds an arched
structure in the form of the author’s
text, and immediately goes to the code,
perhaps thus deciding to compensate
climactic accents transferred to the
improvisational part.

Extended version by Myroslava
Kotorovych

It can be useful to understand the
interpretative-improvisational aspect of
the work by comparing its performances
by one violinist in different periods of
his activity. Yes, we can compare the
performance of “Solo-Solissimo” by K.
Tsepkolenko Myroslava Kotorovych, which
took place on February 28, 2021 on the
Odessa Philharmonic stage, as discussed
above, with the recent performance of
the same work on September 15, 2021
as part of the festival’s posthumous
concerts “Two days and two nights” in
the hall of the Literary Museum.

Thus, in the performance* of September
15, 2021, in comparison with the
previous one, the initial theatrical
phase of the work has a more concise
form. The violinist does not use verbal
exclamations, but leaves only gestures
that reproduce the silent play of the
violin. Also in terms of duration, the
first (outside of music) fragment is much
shorter, which is due to the stage space,
because the Philharmonic stage needs
more time to move on it. The much
smaller stage of the hall of the Literary
Museum, where the second performance
took place, as well as the chamber
format of the concert obviously limited
the performer in the unfolding of the

4 K. Tsepkolenko. “Solo-solissimo-1”. Performed by
Myroslav Kotorovych. September 2021. https://www.
youtube.com/watch?v=BK44nJqcX24 (30’50 )
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theatrical block of the score.

In the further development of the
initial phase of the work, in the
second performance, there is a greater
expressiveness and emotionality, focus
on further development than in the
previously considered version.

Verbal exclamations that begin at the
end of the fourth page of the work
and continue on the fifth are sounded
differently by the performer. In the
first version, Myroslava Kotorovych
pronounces them as follows: “yu-eu”,
in the second - “il-el”, from which the
playful character previously defined
by us is lost, and the sound acquires
dramatic firmness.

In the transition from the 5th to the
6th page, in the second performance,
the violin softens the tension, and in
this part of the work makes a small
meaningful caesura-rest. Subsequent
sonorous effects on page 6, by contrast,
sound more affirmed and dramatized.

The improvisational episode lasts much
longer - about 24 seconds. Interestingly,
at the beginning of this section, the
violinist, almost “note to note” uses the
material of own improvisation from the
previous version. The sequence of this
block of improvisation is unchanged,
but then the improvisational section is
supplemented by new sound-sonorous
solutions - trills on sul pont., pizz.
and vibrated glissando, which are
successfully combined to flow into the
next section of the work.

Myroslava  Kotorovych  accelerates
the performance of the following
compositional material and brings it to
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a climax at the beginning of the eighth
page. In the previous performance,
this approach was not so emotional,
but rather smooth and easy. The final
pages also differ in sound. In the second
performance, the violinist begins to
emphasize the final character of the
material much earlier, plays the last
vibrated sounds less emotionally, pays
more attention to the fading sonority
than in the first performance version.

But, taking into account all the
differences in tempo deviations, the
existing features of improvisational
constructions, the duration of the second
performance by Myroslava Kotorovych of
this work remains the same as the first
performance version.

It is interesting to compare the total
duration of the analyzed work. The
performance of the work by Myroslava
Kotorovychinboth versions lasts the same
10 minutes 30 seconds, performance
by Dan Auerbach - a little more than 6
minutes, and the performance of Peter
Shepard Skaverd is 8 minutes 5 seconds.

Conclusion

Thus, we have two different interpretive
approaches to the analyzed work. In
Karmella Tsepkolenko’s “Solo Solissimo”
by Peter Shepard Skaverd, in our
opinion, the figure of the performer is
felt more than the personality of the
composer. First of all, this impression is
formed due to the free handling of the
text in those segments where it is not
provided by the author, as well as due
to the fact that Peter Shepard Squaverd
uses mainly his performance material
for improvisation. Dan Auerbach and
Myroslava Kotorovych set the task to
convey the author’s model of the text,

using in the improvisational fragment
the composer’s intonation material, and
each of them places meaningful accents
in the work in a completely different
way.

After an interpretive analysis, we
learned that the work in question was
written specifically for Peter Shepard
Skaverd, which confirms our initial idea
of consciously delegating some of the
compositional powers to the performer.

In the analyzed work, improvisational
conditions not only allow the performer
to open up more creatively on stage,
they require from him a much greater
degree of creativity and relaxedness,
as rationality necessary to preserve the
composer’s architectonics, emotionality
and semantic content. The last
component is the most mobile under
the influence of the previous factors. As
our comparative analysis revealed, each
performer sets their own culminating
priorities in the production.

Improvisation in the considered work
is an integral part of the compositional
and performing sphere of musical
expression. Namely thanks to the
performer’s improvisational skill, the
work is filled with content, its genre
and style identification is from lyrical
and philosophical color to dramatic and
expressive sphere.

The performance of “Solo-solissimo”
requires great skill from the violinist
- not only technical virtuosity, but
also mental, that is demanded by the
author’s compositional concept, which
is the program basis of the composition.
We believe that the vocation of this work
is, above all, to represent the stylistic
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competencies of the performer as an
unleashed actor-improviser.

Recommendation

In the future, the study of the functional
features of improvisation in a composer’s
text can be developed in several
directions:

e Study of the author’s approach of K.
Tsepkolenko in the use of improvisational
means of expressiveness;

e A study of the work of other
contemporary composers who actively
use improvisation as an expressive means
in their parities;

e On the basis of the studied data,
identifying common or different
principles for including improvisation
in a fixed author’s text (both within
the framework of one composer’s
personality, and at the interpersonal
level).

Limitations of Study

At this stage, our proposed research
cannot cover all possible existing
performing interpretations of the
analyzed work. Firstly, this is due to
the lack of a number of audio and video
recordings in our country. Secondly,
at this stage, student and student
performances of this work were not
taken into account.

Thirdly, this work is often performed,
therefore, the material for comparative
analysis can be significantly expanded
over time. That will deepen our
understanding of the interpretative
possibilities of this work, to more
fully reveal its figurative and semantic
plurality.
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Notes

K. Tsepkolenko.  “Solo-solissimo-1".
Performed by Myroslav  Kotorovych.
February 2021. https://www.youtube.com/
watch?v=y7lyOE74h_U

2 K. Tsepkolenko.  “Solo-solissimo-1”.
Performed by Dan Auerbach. https://www.
youtube.com/watch?v=CYwDIOsGdQA

3 K. Tsepkolenko.  “Solo-solissimo-1”.
Performed by Peter Sheppard Skaerved
https://www.youtube.com/watch?v=-
1TFIP6lLhk

4 K. Tsepkolenko.  “Solo-solissimo-1”.
Performed by Myroslav  Kotorovych.
September 2021. https://www.youtube.
com/watch?v=BK44nJqcX24 (30’50 ")
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Abstract

The article dwells on the results of an experimental test of the levels of formation of emotional
expressiveness of future vocalists. A theoretical analysis of Ukrainian and foreign scientific
literature is carried out to define the concept of “emotional expressiveness of a vocalist”.
The article clarifies the essence and structure of the vocalist’s emotional expressiveness.
The survey, testing, and observation were used as the main methods in the experiment. The
article dwells on an experimental test of the levels of formation of emotional expressiveness
of future vocalists. A theoretical analysis of Ukrainian and foreign scientific literature is
carried out to define the concept of the “emotional expressiveness of a vocalist.” The article
clarifies the essence and structure of the vocalist’s emotional expressiveness. It is analyzed
in motivational and value, cognitive and analytical, emotional and empathic, practical
and creative dimensions. Authors have defined the following methodological approaches
to the analysis of the formation of emotional expressiveness of the vocalist: axiological,
interdisciplinary, and competence-based approaches. Researchers have developed criteria
and indicators for the formation of structural components of the vocalist’s emotional
expressiveness. An ascertaining experiment was carried out to find out the levels of formation
of vocalists’ emotional expressiveness. The survey, testing, and observation were used as
the main methods in the experiment. The total number of respondents for the ascertaining
experiment is 391 people. Students of 1-4 years of the first (Bachelor’s) level of specialties
“Musical Art” of the educational and professional programs 025.00.01 Musical Art and
025.00.02 Solo Singing. As a result of the experiment, researchers found that the emotional
expressiveness of students is at an average level, so it is necessary to improve it.

Keywords
emotional expressiveness, emotional expressiveness of the vocalist, structural components
of the emotional expressiveness, axiological approach, competence-based approach

Introduction

In modern society musical art
develops and transforms as a means
of influencing the formation of
the individual, an activator of its
cultural development. The powerful

communicative ability of musical, in
particular vocal performance, opens
up new ways for scientific research
because vocal art is constantly being
transformed depending on the needs
of the modern world. Effective means
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of emotional communication between
the performer and the audience are
musical and vocal expressiveness. Both
are nonverbal channels that rely on
acoustic signals to transmit messages. It
is this branch of art that carries a direct
emotional communication between the
performer and the audience, which
affects a person’s consciousness, forming
refined artistic tastes and expanding the
worldview. Modern vocal pedagogy needs
to “revise” established stereotypes and
establish new paradigms that would
allow the relevant educational structures
to develop the singer in both speech and
vocal technique; in a universal control
system for all parameters of quality
sound, relating to the range, resonators,
volume, work of the articulatory
apparatus, intonation, expressiveness,
vocal-musical (motor) hearing, both in
academic singing and in folk, pop and
melodic declamation manners of voice
formation, etc. (Folomeeva, 2012).

The predominance of emotional factors
in musical art requires purposeful
development of the emotional sphere of
students. Therefore, there is a raising
issue of training future vocalists capable
of emotional communication with the
public, ready to implement the main
task of vocal art - the embodiment of
the artistic image of a musical work,
through perfect vocal technique,
possession of musical means of
expression, transmitting the appropriate
emotional state to the public to receive
their emotional feedback. We consider
emotional expressiveness as one of the
main factors in the formation of a future
vocalist. Thus, the formation of emotional
expressiveness of the performance
becomes particularly important in
the professional training of the future

vocalist, since the interpretation of
the work requires not only accurate
reproduction of the composer’s idea by
musical means but also the transmission
of various psychological states, feelings,
and emotions.According to the authors of
the study, the emotional expressiveness
of the student’s performance involves
a deep immersion in the content of
the vocal work to understand the
protagonist’s emotional state. This can
be facilitated by the future vocalist’s
own emotional experience, level of
mastery of vocal skills, and technical
means of expression. The reincarnation
of the vocalist and the transmission of
emotional impulses, communication
in the language of emotions with the
audience requires some training. The
question arises about teaching future
vocalists and what methods to form
emotional expression in solo singing.

Psychologists consider emotional
expressiveness within the framework
of the theory of the signal function of
emotions. V. Nikandrov defines emotional
expressiveness as a property of an
individual that reflects his tendency and
ability to vividly manifest his affective
experiences in external behavior. In this
property, the signal function of emotions
is realized (Nikandrov, 2009, pp.503-
504).

In his psychological research, Patrik N.
Juslin calls the concept of “emotional
expressiveness” (emotional expression)
a questioner. “In one sense, the term
“emotional expression” is slightly
misleading: it is only sometimes that
musicians are truly expressing their
own emotions in a composition or
performance. What is usually meant by
the term emotional expression is that
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listeners perceive emotional meaning
in music” (Juslin, 2013, p.1). In his
research, the scholar explores exact
types of emotional content, which can
be transmitted in music and offers a
multi-layered conceptualization of the
expression of emotions in musical art.

0. Yeroshenko in the studies of
a range of issues related to the
emotional sphere of vocal art defines
emotional expressiveness as one of
the most important characteristics
of the performing work of a singer
and actor, the parameters of which
depend on the transformations of
various emotional and psychological
movements, creative nuances in the
singing process (Yeroshenko, 2008, p.4).
The scholar specifies the interaction of
psychophysiological (emotional sphere)
and solely performing aspects of the
singer and actor’s work.

Myriam Albor expresses quite a different
opinion from scholars in other fields
regarding emotional expressiveness in
music: “lI will argue that, even though
the movements in music associated
with musical expressiveness might not
necessarily be associated with emotions,
they might very well be associated
with certain feelings of the movement
itself.” (Albor, 2016, p.37). Thus, the
scholar denies the direct connection
of nonverbal signals determined by
musical expressiveness with emotions
and the emotional expressiveness of the
performer.

Problem of Study

The study of the problems of vocal
performance from the point of view of
emotional content, namely the problem
of forming emotional expressiveness

2895

2021, 9(2) 2893-2916

Shpyrka et al.

in the training of vocalists in higher
education institutions, is not vyet
sufficiently covered in the domestic
scientific literature.

The lack of research on the phenomenon
of emotional expressiveness in the field of
vocal training encourages us to search for
a solution to the issue of methodological
support for the educational process,
taking into account the aspects of the
formation of emotional expressiveness of
the vocalist. The purpose of our research
is to experimentally test the state of
formation of emotional expressiveness
of future vocalists. Therefore, the tasks
are: implementation of a theoretical
analysis of the concept of “emotional
expressiveness” in  the  scientific
literature to substantiate the core of the
concept of “emotional expressiveness
of a vocalist”, defining its structural
components, covering and analyzing
results of a diagnostic experimental
cross-section of the levels of formation
of emotional expressiveness of a vocalist.

Methods

Research Model

The research methodology is based on
general theoretical and methodological
provisions of Philosophy, Psychology,
Pedagogy, and Musicology.

The study of theoretical and practical
works, the use of the dialectical method
in research concerning the professional
training of future vocalists, allowed us
to identify a number of contradictions
between:

e The objective need of modern society
for competitive specialists and the real
state of training of vocalists, focused on
the formation of functional readiness of
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graduates of art institutions of higher
education;

e The availability of scientific research
on the problems of professional training
of the future vocalist in solo singing
classes and the lack of a methodological
model for the formation of emotional
expressiveness skills;

e Traditional methods of working with
vocalist students and features of forming
emotional expressiveness;

e The need for the purposeful formation
of emotional expressiveness of the future
vocalist and the lack of appropriate
methodology.

This made it possible to understand
the objective dialectic of forming the
emotional expressiveness of a vocalist
from the standpoint of axiological,
interdisciplinary, and  competence
approaches. Hence, the process of
preparing a student to form emotional
expressiveness should be built on the
basis of:

e Axiological approach in the context of
the formation of the axiosphere of the
student’s personality (stable positive
personal and social motivation to achieve
a certain creative goal, revealing the
potential of their own emotional sphere,
the source of which is a system of
universal values, value attitude to works
of musical art and vocal and performing
activities, the vocalist’s awareness of
self-worth in the cultural enrichment of
society) (Tkach and Oleksiuk, 2021).

e An interdisciplinary approach that
allows the versatile development of the
future vocalist through the involvement

of knowledge from other scientific
fields and academic courses to improve
professional training (interaction of
many psychological and pedagogical,
music and theoretical, and vocal and
performing courses).

e Competence-based approach, which
provides for a practice-oriented process
of students’ professional training to
achieve the planned result, combines
relevant knowledge, skills, practical
experience, and personal qualities, which
ensures future productive professional
vocal and performing activities.

Clarification of the categorical apparatus
became possible due to the application
of the law of reflection of reality in
thinking and a number of dialectical
ways of cognition (analysis and
synthesis, logical method, generalization
and comparison, systematization
of philosophical, psychological,
pedagogical, musicological literature).

Participants

To find out the state of formation of
emotional expressiveness of the vocalist,
experimental work was carried out. We
developed diagnostic tools - criteria,
indicators, and levels of formation
of emotional expressiveness of the
vocalist. An ascertaining experiment
was carried out in order to find out the
initial level of formation of emotional
expressiveness of the vocalist. The total
number of surveyed for the ascertaining
experiment is 391 people. Among them,
there are students of 1-4 courses of the
first (Bachelor’s) level of specialties
“Musical Art” of educational and
professional programs 025.00.01 Musical
Art and 025.00.02 Solo Singing.
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Data Collection Tools

During the ascertaining experiment,
the following research methods were
used: sociological methods of survey,
questionnaire, testing, aswell as creative
and educational tasks, pedagogical
observation, analysis of the results of
the activities of future vocalists.

We evaluated using the methodologies:
Methodology of T. Ehlers “Personality
Diagnostics for Motivation to Succeed”.
The methodology consists of 41 questions
and an answer form, where the recipient
must answer only “Yes” or “No”, based
on their inner feelings. The results are
processed using the Answer Key, where
the match with the key equals 1 point.
As a result, we get an answer on a scale:
low, average, moderately high, or too
high level of motivation to succeed.

Methodology “Scale for Assessing the
Need for Achievement” by Orlova Yu.M.,
which is suggested by Hryn (2014). The
questionnaire contains 22 “Yes-No”
questions related to future prospects,
self-confidence, favorite work. The
result is deciphered by the key.

Methodology of “Value Orientations”
by M. Rokeach (1973, pp.112-114).
The method was used to diagnose the
formation of a system of universal values
and their hierarchy among vocal students.
Accordingly, students are presented
with two lists of values: terminal values
(the belief that the ultimate goal of
individual existence is worth striving for)
and instrumental values (the belief that
a certain course of action or personality
trait is preferable in any situation). In
the lists, students assign a rank number
to each value, and put the cards in order
of their subjective personal significance.
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Methodology “Diagnostics of the Level of
Empathy” by V. Boyko. The questionnaire
consists of 36 statements that contain
certain markers of empathic experiences
and abilities. If the interviewee agrees
with the statement, then he puts a plus
sign in the answer form, and if he does
not agree - a minus sign. Akey is attached
to the answer form, which consists of six
scales with answer numbers. Indicators
of individual scales from 0 to 6 points are
analyzed and indicate the significance of
a particular parameter (channel) in the
structure of empathy.”

Pashukov’s methodology “Research of
Emotional Responsiveness” is a modified
test - questionnaire of empathic
tendencies developed by A. Mehrabian
and N. Epstein. The test questionnaire
has 33 statements that reflect certain
situations that can cause sympathy,
empathy when communicating and
interacting with people, products of
their activities, living and inanimate
nature.

The methodology “Study of the
Emotional Sphere” involves 26 “Yes -
No” questions. To process the results,
we used a key that helped us assess
the level of emotionality in the points.
Depending on the range of points, there
are three blocks of characteristics of
the level of emotionality: from 13 to 26
points - a healthy attitude to emotions,
sometimes it is not a shame to show your
feelings; from 4 to 12 points -knows how
to show your emotions but prefers not
to show them; 3 points and less - a very
reserved person.

Scale
Comprehensive test
Comprehensive test “Possession of Vocal
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Terminology” (Shpyrka), which consists
of 6 blocks. This test is structured based
on using general concepts of vocal
terminology (based on encyclopedias).
The first block involves multiple
choice answers for definitions “sound
thinning”, “white sound”, “diaphragm”.
The second block involves matching the
concept (“arioso”, “aria”, “arietta”,
“vocalization”) and its definition. In the
third block, the interviewee must match
the singer’s voice and its characteristics,
for example, characteristics for such
voices as mezzo-soprano, soprano, tenor,
contralto, lyrical baritone, baritone,
bass, bass profundo. The fourth block
includes answering questions about the
features of the voice apparatus, and the
fifth block includes filling missing words
into the definitions of such concepts as
vocal cords, sound attack, and voice
apparatus. Unlike the previous blocks,
the sixth one provides for a written
response (personal vision) by students of
the concept of emotional expressiveness
of the vocalist.

Diagnostics of Creative Potential
and Creativity

Test “Diagnostics of Creative Potential
and Creativity” (Rogov, 1999). The test
“Diagnostics of Creative Potential and
Creativity” consists of 18 multiple-choice
questions. For each answer, a certain
number of points are awarded according
to the key. According to the test results,
creative potential and creativity are
interpreted in two directions. If the
interviewee scores 48 or more points, he
has significant creative potential, which
provides a wide variety of creative
opportunities. If the interviewee scores
18 - 47 points, he has qualities that allow
him to create, but there are also some
barriers.

Pedagogical Observation

Pedagogical observing the educational
and performing activities of students
and analyzing concert and academic
performances of students of the
experimental group during the academic
year. While observing the concert
performances of students, we focused
on the following features: stage image,
mastery of vocal and performing skills,
performance confidence, concentration,
embodiment of the artistic image of the
work, audience reaction, etc.

Results

Nowadays scholars have created a
database of experimental studies related
to the study of the acoustic properties
of vocalists’ voices, the correspondence
of the perception of emotional signals
by listeners (viewers), the features of
the emotional expressiveness of the
vocalist’s voice in the recording and
during a public performance, etc. (Kotlar
and Morozov, 1976; Romanenko, 2012;
Juslin, 2013; Laukka, 2017; Hyunsin and
Chang, 2010.)

Foreign researchers study the problem of
emotional expressiveness of performers
in many aspects of this multi-vector
problem (Thompson (2010) (the role of
facial expressions in vocal emotional
communication), Humrichouse (2010)
(on the hierarchy of the structure of
emotional expressiveness), Russell,
Bachorowski and Fernandez-Dols
(2003) (fascial and vocal expression of
emotions), Robinson and Hatten (2012) (a
study of emotions in music) and Eerola,
Friberg and Bresin (2013) (emotional

expressiveness in music), Dahl and
Friberg (2007) (visual perception of
expressiveness in  musicians’  body

movements) more deeply.
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The problem of emotional expressiveness
has been studied by Ukrainian and foreign
psychologists, linguists, musicologists,
and physiologists, but theoretical analysis
of research has shown that there is no
single definition of the concept. For our
research, it is necessary to substantiate
the concept of “emotional expressiveness
of a vocalist”, which in turn provided for
the study of domestic and international
scientific research on this issue.

The analysis of various scientific sources
gives grounds to identify scientific
areas in which we find the study of the
concept of “emotional expressiveness”,
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namely: Psychology, Musicology, and
Pedagogy. There are several areas of
research on the formation of emotional
expressiveness.

Shawn Michael Condon, a proponent of
the practice-oriented theory, researches
the emotional expressiveness of a vocalist
in his activities. The author claims that
most studies of the problem of emotional
expressiveness are based on the perception
of the listener, his ability to perceive the
emotional message of the performer, but
do not demonstrate this topic through
understanding the performer himself
(Condon, 2018) (Figure 1).

Figure 1. Shawn Michael Condon

In his research, the author reveals the
features of the formation of emotional
expressiveness of the performer, explores
ways of its formation in practice. The
result of his research was the definition of
a three-stage model of skill acquisition,
taking into account the specific needs
of singers, such as the development of
skills of emotional connection with the
text, improvement of character traits,
emotional communication through body
language and facial expression.
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Proponents of the theory of nonverbal
communication scholars Heidi R. Riggio
and Ronald E. Riggio define emotional
expressiveness as follows: “Emotional
expressiveness” is often used to denote
skill in sending messages nonverbally
and facially. The “expressive” person is
the individual who is high in emotional
encoding ability; that is, he or she can
accurately nonverbally communicate
what he or sheis feeling” (Riggio & Riggio,
2002, pp.195-196). Thus, the authors
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claim that a person is able to nonverbally
transmit their internal emotional states,
which explains and makes possible the
mechanism of emotional communication
between a vocalist and the public
through  nonverbal communication,
which is important for our research.

Understanding emotional expressiveness

through the prism of nonverbal
communication is also seen in social
psychology research. Friedman,
Prince, and Riggio described

emotional expressiveness as a general
expressive style, also called nonverbal
expressiveness, and experimentally
researched the problem of
understanding and evaluating nonverbal
expressiveness. Scientists note that
there is a problem of ambiguity in the
definition of expressiveness in various
researches: “... during the past decade,
two additional factors have limited
the study of expressiveness. The first
factor is a certain degree of conceptual
ambiguity. Expressiveness has been
used to mean different things including
acting ability, natural sending ability,
communication ability, emotionality,
femininity, extraversion, responsivity,
and empathy” (Friedman et. al., 1980a,
p.334). Emotional expressiveness exists
in different spheres of life, so it is
difficult for scholars to come to a unified
definition of the concept.

In turn, the Ukrainian scholar M. Shpak
considers this issue in the pedagogical
dimension. In our opinion, the scholar
is a follower of the theory of nonverbal
communication in combination with the
signal function of emotions. He further
develops ideas of his foreign colleagues
and defines emotional expressiveness as:
“external or internal manifestation of

emotional experiences, where external
(expressive) expression of emotions and
feelings occurs with the help of facial
expressions, pantomimes, gestures,
intonation of speech, general features
of behavior” (Shpak, 2009, p.51). That
is, in addition to nonverbal means, the
scholar also adds speech, because, in
vocal art, music is closely related to the
poetic text, intonation, and rhythm of
pronunciation.

Results of Literature Analysis

The literature analysis made it possible
to generalize theoretical provisions on
emotional expressiveness in the research
of Ukrainian and foreign scientists and
suggest the following definition of the
concept:

The emotional expressiveness of a
vocalist is an individual ability to model
and deliver (relay) emotional states
programmed in a vocal work of art, using
the vocal capabilities of the performer,
nonverbal signals, and means of musical
expression. It involves deep immersion
in the content and artistic image of a
vocal work, in order to understand the
emotional state of the main character,
taking into account the vocalist’s own
emotional experience, the level of
proficiency in vocal skills, and technical
means of expression.

The next task of our article is to
determine the structure of the concept
of emotional expressiveness of future
vocalists.

There are several vectors for studying the
structure of emotional expressiveness.
The first one considers outlining the
structure of emotional expressiveness
through the construction of a
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hierarchical model. J. J. Humrichouse,
in his work, describes the attempts of
scholars to structure the phenomenon
of emotional expressiveness and build a
hierarchical model of the structure. The
author analyzes different approaches to
understanding the structure and defines
it as follows: “Emotional expressivity
has been modeled at different levels of
abstraction including at a general factor
level, a dimensional level, and a discrete
emotions level; however, currently there
is only limited support for a hierarchical
model that integrates these different
levels of abstraction” (Humrichouse,
2010, p.1). This experimental study
in Psychology allowed the scientist to
integrate existing models into the field
of emotional expressiveness and confirm
a three-level hierarchical model.

The second vector is characterized by
the vision of the structure through the
identification of three key aspects of
emotional expressiveness: “Emotional
Expressivity—comprised  of  Positive
Expressivity, Negative Expressivity and
Impulse Intensity—as a separate model
in these data” (Gross & John, 1997).
This study demonstrates the importance
of a diversified approach to the study
of emotional expressiveness and
determines it in line with the signaling
function of emotions.

Trierweiler’s study is of great importance
in our research. It examines the
structure of emotional expressiveness
by measuring certain emotions, such as:
love, joy, fear, anger, shame, and sadness
(Trierweiler et al., 2002). Such a basic
set of emotions for vocal performance
is most often found in studies of the
emotional expressiveness of vocal
speech. This is due to the peculiarities of
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the emotional content of the works, and
also narrowing the range of researches
to find out the features of the expression
of each of these emotions.

Based on the study, comparison and
generalization of scientific literature

on the structure of emotional
expressiveness, we have suggested
the following structural components

of emotional expressiveness of the
future vocalist: motivational and value,
cognitive and analytical, emotional
and empathic, practical and creative
components. Let us take a closer look at
these components

The motivational and value component of
the vocalist’s emotional expressiveness
provides for positive personal and social
motivation of the vocalist to achieve a
certain creative goal and the vocalist’s
awareness of the value of his own
vocal and performing activities in the
cultural enrichment of society, provides
an internal rethinking of the future
vocalist’s own emotional experience,
assessment of energy resources and
emotional reserves, which motivate
and activate the process of forming the
emotional expressiveness of the vocalist.

The motivational and value component of
the vocalist’s emotional expressiveness
comprises a value attitude to vocal
and performing activities, a stable
positive motivation for educational
and cognitive activities, the ability to
independently master knowledge about
emotions in vocal art, the organization
of the process of independent work for
the implementation of the program of
their own self-development, the desire
to improve vocal skills for successful
performing activities, awareness of
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the value of vocal art for the cultural
heritage of society.

The cognitive and analytical component
of a vocalist’s emotional expressiveness
involves the accumulation of knowledge
about the essence, structure, and
mechanisms of emotions in the process
of vocal training and performance. This
encourages the future vocalist to study
the states and reactions of the body
while singing, search for information on
self-regulation of emotional and physical
sensations, increases his interest in
finding an example or sharing experience
with experienced performers,
contributes to the accumulation of a
complex of vocal knowledge and skills to
expand his perception of the world and
emotional experience.

An important condition for acquiring
knowledge and skills is the mastery of
reflexive skills by the future vocalist.
Reflection in vocalist training allows
them to analyze both their own mistakes
and achievements, as well as the
mistakes of other vocal students.

So, the cognitive and analytical
component provides the accumulation
of knowledge about the mechanism of
occurrence of emotions, the features
of the indication of emotions through
nonverbal means, the possibility of
stage embodiment and concentration of
attention on the emotional dimension
of the performance, reflection of one’s
own activities.

The emotional and empathic component
of the vocalist’s emotional expressiveness
is focused on acquiring the ability to
analyze emotions associated with the
educational, performing, and creative

activities of the future vocalist. This
component also involves mastering the
elements of empathic communication
with the audience, evaluating one’s
own achievements; independently
understand the emotional content of
vocal work and its justified usage in
stage embodiment.

Empathy for a future vocalist is not
only the ability to take on the role of
another person but also an intuitive
understanding of the character’s
psychological mood and hidden motives.
To feel the spiritual tosses, the slightest
movements of someone else’s soul
through the identification of their
feelings with the emotions of another
person, but with the awareness of their
exclusivity and individuality.

The practical and creative component
of a vocalist’s emotional expressiveness
involves the future vocalist using means
of emotional expressiveness in his
rehearsal and concert activities, which
include the emotional expressiveness

of voice, facial expressions, body
(movements and gestures), gaze,
pronunciation, and articulation.

The formation of emotional

expressiveness of the future vocalist
requires him to include elements of
creativity in this process.

This component determines the level
of ability to independently embody
the artistic and figurative content of
the work through the use of means of
emotional expressiveness. The practical
and creative component of the emotional
expressiveness of a vocalist provides
for the necessary level of integrated
knowledge of skills and abilities to
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solve professional problems, creative
manifestations in vocal and performing
activities and the ability to creatively
apply the acquired skills and knowledge,
the effectiveness of independent
training depending on the goals set.

Quantitative Research Results

We organized and carried out an
ascertaining experiment to determine
the levels of formation of emotional
expressiveness of students in Solo
Singing, Voice Production, and Vocal
classes. The bases for the ascertaining
experiment were the Borys Grinchenko
Kyiv  University, the  Volodymyr
Vynnychenko Central Ukrainian State
Pedagogical University, and the National
Pedagogical Dragomanov University.
The total number of surveyed for the
ascertaining experiment is 391 people.
Among them, there are students of 1-4
courses of the first (Bachelor’s) level of
specialties “Musical Art” of educational
and professional programs 025.00.01
Musical Art and 025.00.02 Solo Singing.

The main objectives of the ascertaining
experiment were as follows:

e To develop and substantiate a
system of criteria and indicators for
determining the formation of emotional
expressiveness of future vocalists in solo
singing classes;

e To determine the levels of formation
of emotional expressiveness of future
vocalists in solo singing classes;

e According to the identified criteria
and indicators, find out the state of
formation of emotional expressiveness
of students.

For pedagogical diagnostics of the levels
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of formation of emotional expressiveness
of future vocalists, we have developed a
system of criteria and indicators:

Motivational and value criterion

e The degree of awareness of the motives
for improving vocal and performing
activities for successful professional
development;

e The degree of awareness of the need for
personal growth and self-improvement
to achieve the goal;

e The degree of focus on universal and
vocal-performing values.

Cognitive and analytical criterion:

e The degree of knowledge of concepts
and terminology, using methods and
skills of vocal and performing activities;
the degree of the ability to evaluate

e Personal educational, performing,
and cognitive activities for further self-
improvement.

Emotional and empathic criterion. We
define the criterion indicators as follows:

e The degree of mastering empathy skills;

e The degree of the ability to be
emotionally responsive;

e The degree of formation and stability
of the emotional sphere.

Practical and creative criterion:
e The degree of the formation of special
vocal skills;

e The degree of mastering specific means
of emotional expressiveness;
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e The degree of expression of students’
creative manifestations and creativity
necessary for the performance of future
vocalists.

We have determined the following levels
of formation of emotional expressiveness
in accordance with the criteria and

indicators: creative, productive, and
reproductive levels.

The creative level of formation
of the future vocalist’s emotional

expressiveness means the ability to
show empathy, with a clearly expressed
motivation and desire to achieve
success. Values act as a driving force
for the implementation of vocal and
performing activities. Thanks to their
knowledge and skills, students do not
experience difficulties in applying them
into practice, which is necessary for
successful performance activities and the
implementation of the artistic image of
the work. All indicators are harmoniously
combined and focused on emotional
communication with the public. A
separate indicator of the creative level of
the emotional expressiveness formation
is the creative vision of students’
own stage image, interpretation and
emotional transmission of the vocal
and emotional content of the work,
understanding its deep content through
independent research of the history
of writing and performing the work,
interest in knowledge on the emergence
of emotions, self-regulation of emotional
states and emotional response of the
audience.

The productive level is manifested by
a permanent interest in the process
of forming emotional expressiveness.
Students have expressed vocal and

performing skills, but empathic abilities
and motivation for success are not
sufficiently expressed. At this level,
there are difficulties in applying vocal
skills and abilities in practice, as well as
average indicators of creative potential
and creativity. This affects the stage
transformation, causes uncertainty
and discomfort at the time of a public
performance, and disrupts the process
of embodying the artistic image of the
work. Value orientations do not reflect
the vocalist’s desire for emotional
communication with the audience.

The reproductive level is manifested by
low indicators of general vocal training,
empathy, motivation, value attitude to
one’s activities, and vocal art, which
causes the problem of developing
vocal skills. It is characterized by a
low ability of the future vocalist to
stage embodiment, lack of motivation
for success and self-improvement. This
leads to problems and mistakes during
public performance. It is difficult to
think about the emotional content of
the work and the embodiment of an
artistic image, if there are no basic skills
in controlling the activity of the vocal
and performing apparatus, which affects
the creative process, puts an emotional
framework for the vocalist.

The program of the ascertaining
experimental study was developed taking
intoaccount these criteriaandindicators.
To assess the levels of formation of
motivational and value, cognitive and
analytical, emotional and empathic,
practical and creative components of
the emotional expressiveness of the
future vocalist, appropriate diagnostic
methods were selected and developed.
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Theme 1. Level of formation of the
motivational and value component

of emotional expressiveness

The level of formation of the motivational
and value component of emotional
expressiveness according to the indicator
“a measure of awareness of the motives
for improving vocal and performing
activities for successful professional
development”, we evaluated using the
methodology of T. Ehlers “Personality
Diagnostics for Motivation to Succeed”.
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Shpyrka et al.

We present the processed data for 391
recipients as a percentage (Figure 2),
which clearly shows that: 58,8% of
respondents have a moderately high
level of motivation, 23,5% -too high,
11,8% - average, and 5,9% -low. This
proves that the surveyed students
tend to have a moderately high level
of motivation for success, which will
qualitatively influence the process of
forming  emotional expressiveness,
because they are interested in their own
creative and professional growth.

Level of Motivation to Succeed (%)

B Too high M Moderately high ®Average MLow level

Figure 2. Level of motivation to succeed

The level of formation of the
motivational and value component of
emotional expressiveness according to
the indicator “the degree of awareness
of the need for personal growth and self-
improvement to achieve the goal”, we
evaluated according to the methodology
“Scale for Assessing the Need for
Achievement” by Orlova Yu.M., which is
suggested by Hryn (2014).

Responses are expressed in levels: low,
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average, and high, which in turn are
divided into subcategories (each level
has 3 subcategories that express the
intensity of the characteristic). The
results for 391 recipients are expressed
as a percentage (see Figure 3). Measuring
the need for achievement shows that
47,1% of respondents have a low level
of need for achievement, 35,3% have
an average level, and only 17,6% have a
high level of need for achievement.
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The Level of Need for Achievement (%)

H High level

M Average MLow level

Figure 3. Level of need for achievement

The level of formation of the
motivational and value component of
emotional expressiveness according
to the indicator “focus on universal
and vocal and performing values” was
studied using the methodology of “Value
Orientations” by M. Rokeach (1973,
pp.112-114).

As a result, 11.8% of respondents
demonstrated a high level of awareness
of musical and pedagogical values, an
average level was demonstrated by
88.2% of students, a low level was not
demonstrated (0%) (Figure 4).

The Level of Value Orientations (%)

H High level

B Average M Low level

Figure 4. Level of value orientations
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Evaluating the results, we can conclude
that the level of formation of the
motivational and value component of
emotional expressiveness is mainly
average. Special attention should be
paid to correcting the level of need
for achievement and the level of
value orientations of future vocalists.
Interestingly, students’ motivation for
success is at a high level, which will give
an impulse to further improvement.

Theme 2. Level of the cognitive
and analytical component of the
vocalist’s emotional expressiveness
The next block was a survey on the
formation of the cognitive and analytical
component of the vocalist’s emotional
expressiveness.

Diagnostics of the formation of the
cognitive and analytical component
of the studied phenomenon according
to the indicators “the degree of
knowledge of concepts and terminology,
using methods and skills of vocal and
performing activities”, the degree of
ability to apply the acquired knowledge
and skills in their creative activities”,
“degree of the ability to evaluate their
educational, performing and cognitive
activities for further self-improvement”
was carried out using a comprehensive
test “Possession of Vocal Terminology”,
which consists of 6 blocks.

The test results show that the level of
proficiency in basic vocal terminology
of the surveyed students of various
courses of the specialty Musical Art of
educational and professional programs
Musical Art and Solo Singing in most
cases does not exceed 70% and most
often is only 25-58%. This indicates a lack
of awareness of recipients, which will
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affect the successful implementation of
performing activities of future vocalists.

Theme 3. Level of formation

of the emotional and empathic
component of the emotional
expressiveness

The next block of our experimental
research aims at determining the level
of formation of the emotional and
empathic component of the emotional
expressiveness of the future vocalist. It
involves attracting and strengthening the
emotional essence of the vocalist, which
has been given him by nature. Ahigh level
of empathy, emotional responsiveness,
and emotionality allows the performer
to share emotions with the audience,
find ways to transmit them, and
empathize with the musical character.
But emotionality can also negatively
affect concentration, attentiveness, the
ability to abstract and be calm during
rehearsals and concert performances.

The level of formation of the emotional
and empathic component of the
emotional expressiveness of the future
vocalist according to the indicator
“level of mastering empathy skills”, we
assessed using the method “Diagnostics
of the Level of Empathy” by V. Boyko
(Zelinska & Mykhailova, 2009).

We were interested in the overall level
of empathy, which is interpreted at four
levels: very low, below average, average,
and very high. For the group of students
we interviewed, the result is listed as
a percentage (see Figure 5). It turned
out that a very low level of empathy is
observed in 11.8%, below the average
in 47.1%, an average in 35,3%, and very
high only in 5,8% of respondents.
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Diagnosis of the Level of Empathy (%)

(35.3%

M Very high level ®Average ™Lower than average MVery low

Figure 5. Level of empathy

The next stage of the survey is to
determine the level of formation of the
emotional and empathic component of
the vocalist’s emotional expressiveness
by the indicator “measure of the ability
to emotional responsiveness” which
was carried out using the methodology
“Research of Emotional Responsiveness”
by Pashukov (Zelinska & Mykhailova,
2009).

The interpretation of the answers may
be different for women and men because
young men often hide their feelings. The
survey results show that 58,8% of the
students surveyed have a low level of
emotional responsiveness, 23,5% have
an average level, and only 17,7% have a
high level (Figure 6).

The Level of Emotional Responsiveness %

58,8% [17.7%

E High level

B Average ®Llow level

Figure 6. Level of emotional responsiveness
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Also, we assessed the formation of the
emotional and empathic component of
emotional expressiveness according to
the indicator “degree of formation and
stability of the emotional sphere” using
the questionnaire “Study of the Emotional
Sphere” (Zelinska & Mykhailova, 2009).

As a result, it was found that 94,1%
of respondents have a high level of
emotionality and a healthy attitude

2021, 9(2) 2893-2916
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to emotions. Only 5,9% of recipients
consider it necessary not to show their
feelings and none of the students were
very reserved people. This proves that
future specialists studying the creative
professionals are more able to express
their emotions, but at the same time,
they are emotionally unprotected, more
susceptible to negative influence and
manipulation (Figure 7).

The Level of Emotionality %

B From 13 to 26 points ®From 4 to 12 points ® 3 points or less

Figure 7. Level of emotionality

The results of a diagnostic cross-section
of the level of formation of the emotional
and empathic component of the vocalist’s
emotional expressiveness indicate that
the recipients are very creative and have
a high level of emotionality. According
to the test, 94% of respondents have a
healthy attitude to emotions and do not
hesitate to show them to others.

Theme 4. Level of formation of the
practical and creative component
of the vocalist’s emotional
expressiveness

The next block of diagnostics is to
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determine the level of formation of the
practical and creative component of the
vocalist’s emotional expressiveness.

We defined the level of formation of
the practical and creative component
according to the indicators “the degree
of formation of special vocal skills and
abilities of students”, as well as “the
level of mastering specific means of
emotional expressiveness” by observing
the educational and performing
activities of students. Observation
shows that 60% of senior students have
a broader set of tools for regulating
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their own emotional state during speech
and emotional communication with the
public. They consciously use their vocal
and performing skills to embody the
imaginative content of the work, control
the situation, and use their skills to get an
emotional response from the audience.
This is due to a significant vocal,
performing, and emotional experience.
We also found that 20% of students
hyperbolize, overplay = emotionally,
which negatively affects the emotional
perception of viewers. Such performers
capture the main emotional content of
the work and reproduce it with the help
of vocal and performing skills, without
demonstrating their own perception,

without embodying into the image of the
main character.

The level of formation of the practical
and creative component according
to the indicator “the degree of
creative disposition of students and
manifestations of creativity necessary
for the performance of future vocalists”,
we assessed using the test “Diagnostics
of Creative Potential and Creativity”
(Rogov, 1999).

The most dangerous barrier is fear,
especially for people who are focused on
mandatory success (Figure 8).

Level of Creative Potential and Creativity %

B Significant creative potential

M There is potential, but there are barriers

Figure 8. Level of creative potential and creativity

Theresults obtained prove that recipients
have creative potential, but some factors
prevent them from fully realizing it (for
example, fear, such as fear of failure
or judgment, lack of self-confidence).
Often, society and its judgment are
the main factors in inhibiting creative
potential and creativity. Therefore,

during the formation of a practical and
creative component, the main task of a
teacher is to suggest the implementation
of an idea, to give an opportunity to
create something new on your own.
Consequently, only 11.8% of recipients
have significant creative potential and
are able to realize it.
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As a result of calculating the percentage
of the level of formation of emotional
expressiveness among 391 respondents,
we get the following results, represented
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in the diagram “Levels of Formation of
Emotional Expressiveness of a Vocalist”(
Figure 9).

The Level of Formation of Emotional
Expressiveness of Vocalists %

H Creative level

B Productive

M Reproductive

Figure 9. Levels of formation of emotional expressiveness of vocalists

The creative level of formation of
emotional expressiveness was found in
6,5% of the total number of respondents
(25 students).

The productive level of formation
of emotional expressiveness of the
future vocalist was diagnosed in 82%
(321 people) of the total number of
respondents.

The reproductive level of emotional
expressiveness formation was recorded
in 11,5% (45 people) of the total number
of recipients.

Conclusion

Summarizing the results of the
theoretical analysis of the problem,
the results of a diagnostic cross-section
of the levels of formation of emotional
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expressiveness of the future vocalist, we
came to the following conclusions:

e The revealed contradictions regarding
the problem of forming the emotional
expressiveness of the future vocalist
made it possible to understand the
objective dialectic of the formation
of this phenomenon by introducing
axiological, interdisciplinary, and
competence-based approaches to the
training of students;

e Emotional expressiveness of a vocalist
is an individual ability to model and
transmit (broadcast) emotional states
programmed in a vocal work, using the
vocal capabilities of the performer,
nonverbal signals, and means of musical
expressiveness;



Emotional expressiveness of the vocalist: a cross-sectional study

e The structural components of the
vocalist’s emotional expressiveness
are defined as follows: motivational
and value, cognitive and analytical,
emotional and empathic, practical and
creative components;

e The level of formation of a student’s
emotional expressiveness is closely
related to the peculiarities of his type of
temperament;

e The results of the ascertaining
experiment showed that 12% of students
have a reproductive level of emotional
expression formation, 82% of students
have a productive level of emotional
expression formation, and 6% have a
creative level.

Summarizing the results of theoretical
analysis of the problem, the results
of the diagnostic section of the levels
of emotional expression of the future
vocalist, we came to the following
conclusions: emotional expression of
the vocalist, which we defined as the
individual ability to model and transmit
(translate) emotional states. Non-verbal
signals and means of musical expression
are essential components of the vocalist’s
professional training. The introduction
of axiological, interdisciplinary,
competence approaches in the training
of students ensures the effectiveness
of the formation of this phenomenon.
We are determining the structural
components of the vocalist’s emotional
expressiveness, and developing criteria
and indicators based on them allowed us
to diagnose the levels of its formation.
The results of the observational
experiment showed that 12% of students
have a reproductive level of emotional
expression, 82% of students have a

productive level of emotional expression,
and 6% - a creative level.

Recommendation

The future studies will focus on the
selection of practical methods that
will help teachers of vocal courses
improve and accelerate the formation
of emotional expressiveness of future
vocalists in solo singing classes. The
methodological model of emotional
expressiveness formation is one of the
priority tasks for us in further research
of the outlined problem. The study
results can be used to update the system
of assessment of student achievement
in the process of professional training of
future vocalists.
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Abstract

This study analyzed the vocal part of the songs of Korean K-Pop male idol groups to find out
why 3rd generation K-Pop has become the mainstream of popular music. Currently, as K-Pop
is rapidly emerging as a global mainstream genre, expectations for creating artists like BTS
are rising. However, the existing K-Pop is being studied focusing on its splendid appearance
and performance, so there is a lack of practical musical research. In this study, we analyze
the title songs of the K-pop male idols BTS and 4th generation idols, which received
worldwide attention in 2020, and show the changes and characteristics of music. In this
study, a research methodology using content analysis of qualitative research was selected
as a method for the development of the music field. For the analysis, we selected the music
data of the Billboard chart songs of BTS, the representative K-Pop idol, and the title songs
of ATEEZ, Stray Kids, NCT, and SEVENTEEN, the idols that received attention abroad in 2020.
In this study, in-depth analysis was carried out by measuring the playing time of the musical
components of songs (singing, rap, and rapping), and it was visualized and classified for
easy viewing. As a result of these studies, ‘breaking away from K-Pop centered on looks and
performance’, ‘Suggesting the musical direction of the next generation idol through analysis
of BTS songs, which is a successful case of 3rd generation K-Pop’, ‘Effect on idol member
part distribution’ ‘This shows that it can match the development potential of idols after
the fourth generation. Through this study, to ensure continuity in the global music market,
the balanced development of idol music including various genres and follow-up research
through an understanding approach to the Korean idol music system will be possible.

Keywords
K-Pop, idol, hallyu, vocal analysis, Korean wave

Introduction

K-Pop refers to Korean popular music
aimed at the global market, but has
been specifically limited to idol music.
In the past in 1997, ballads and dance
genres accounted for most, whereas
K-Pop of various genres is gaining
popularity with the public. Along with

this diversity of genres, the recent
trend of K-Pop shows the strength of
idol groups that have undergone various
collaboration attempts and systematic
development (Yang, 2017).

Due to this, the fact that K-pop
exports are limited to a small number
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of music production companies is a
concern in terms of the creation of a
long-term music ecosystem, given the
characteristics of the music industry as
a creative industry (Lim, 2013).

Hallyu (“Korean wave”), which first
began with TV dramas, has remained
popular since 2014, with its current
focus on K-pop led by idol groups.

Photo 1. Hallyu drama “Winter Sonata” and K-pop artist “Beast”.

According to the Global Hallyu Trends
2020 survey by the Korean Foundation
for International Cultural Exchange
(KOFICE) (2020), K-pop is the most
evocative of South Korea among 8,000
global consumers of Hallyu content
in 17 countries, as well as the most
representative content of Hallyu.
Consumers are increasingly encountering
K-pop on online and mobile platforms
beyond mass media channels such as
TV and radio, and the music is rapidly
spreading throughout the world, through
not only YouTube and Facebook but also

Spotify. The Hallyu Status Index in Figure
1, which shows the popularity of Hallyu,
reveals that Vietnam has experienced
the influence only recently; further,
compared to two years ago, the index
has expanded to encompass Indonesia,
Malaysia, Thailand, Taiwan, Brazil,
the United Arab Emirates, Australia,
and Russia. Countries such as Turkey,
France, and South Africa have shown a
continuous increase in the index over the
past three years. This proves that Hallyu
is consistently extending into countries
beyond Asia.

Hallyu Status Index

Tndonesia_Viemam | Malaysia| Thailand  Taiwan | China
W2017 349 0 3.76 3.46 3.58 345 26 2.87
W2018 335 0 344 33 335 326 306 285

Tukey Brazil | UAL  Tndia  Japan

Australia  USA  Trance | Russia UK RSA
295 2.99 25 277 27 2.63 2.86 2.52 249
294 3.06 2.86 273 295 2.66 2.63 276 2.52

02019 365 3.62 3.58 342 336 ‘ 323 3.12

312 [ 305 304 282 | 28 277 276 27 26 254

Figure 1. Hallyu Status Index (KOFICE, 2020)
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AsHallyu musicbegantoreceiveattention
as a global cultural phenomenon in the
late 1990s, South Korea’s entertainment
agency-idol system began in earnest,
including H.O.T. by SM Entertainment,
as well as Sechs Kies, Shinhwa, and god.
In the second generation, Hallyu was
led by idols such as TVXQ, SS501, Super
Junior, and BIGBANG, trained by the
“total management” system, through
which entertainment agencies supervise
everything from finding talent with
potential to providing training to direct/
indirect management. This system, based
on resources and efficient investments,
proved successful, and idols trained
thus captivated global consumers by
displaying diverse talent, singing, and
dancing in the global market. They also
established themselves as mainstream
artists in South Korea, comprising a
significant portion of South Korean
music for over ten years. However, a
new opportunity arose through PSY’s
Gangnam Style, which became a massive
hit not only in the US market but also
throughout the world with a new
media-friendly strategy. Then, third-
generation idols, such as BTS and EXO,
took advantage of this opportunity and
achieved success with authenticity,
which led K-pop to grow into important
Hallyu content for export.

Second-generation male idol groups
that made K-pop known worldwide later
became inactive due to some of the
members’ military service, discontinued
activities, withdrawal or disbandment,
and contract termination with their
respective agencies. However, despite
the slump of the second-generation
idol groups, K-pop continues to lead
Hallyu today, owing to the rise of third-
generation idol groups. These idols
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include members of diverse nationalities
and have expanded the scope of content
provided to consumers worldwide by
going on global tours. The brilliant
exploits of third-generation idols are
represented by BTS, which was the first
Korean group to hit No. 1 on the Billboard
Hot 100 charts three times in 2020. While
many K-pop idol groups have focused on
qualitative and quantitative overseas
expansion, third-generation idols have
applied global marketing strategies
using visual media such as images,
videos, and performances in addition
to the music itself. This indicates that
they have found a good balance between
South Korean and global standards while
also satisfying the senses of sight and
hearing.

Changes in K-pop idol vocals by
generation

K-pop, meaning “Korean pop music”,
embraces pop music in South Korea in a
broad sense. In a narrow sense, it refers
particularly to pop, dance, electronic,
hip hop, rock, and R&B in Korea since the
1990s. However, today, K-pop is mostly
focused on dance music led by idols.

Since the early 2000s, when the
Internet began to be widely used,
“idol”—which refers to singers popular
among teenagers—has become common
terminology. Idols refer to young
entertainers or celebrities who are
popular among younger generations
(National Institute of Korean Language,
2016).

Since the 1990s, K-pop has come closer
to meaning “Korean popular songs
sung by idols” than all other kinds of
popular music in South Korea. There
are different views about classifying
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idols by generation, starting from first-
generation idols from the mid-1990s
to those actively performing today.
However, idols of one generation come
to a lull after a certain period of active
engagement, and new idols who appear
at this point can be regarded as the next
generation.

First-generation idols

First-generation idols include groups
that were active from the 1990s to
the early 2000s, when the term “idol
group” was not yet widely used. The
first such group was H.O.T., which
had five members, was created by SM
Entertainment, and debuted in 1996.
As a major first-generation idol, H.O.T.
was the first idol group to sell the largest
number of albums in a year. The group
won the grand prize at music awards
held by South Korea’s three major TV
stations (i.e., the KBS Music Awards, the
SBS Music Awards, and the MBC Music
Awards). They also had the largest fan

club in history, until then. The group
expanded into the Greater China region
and marked the beginning of Hallyu.

H.O.T. was followed by a six-member
group, Sechs Kies, which debuted in 1997
under Daesung Enterprise (currently DSP
Media) and became the rival, competing
group. Sechs Kies joined the ranks of the
two leading first-generation boy bands in
South Korea. In 1998, SM Entertainment
created the six-member boy band
Shinhwa, which was listed in the Guinness
Book of World Records for not disbanding
or replacing members since their debut
(Kim, 2018). Shinhwa had the largest
full album sales among all South Korean
dance groups. Their rival was the five-
member boy group god, created by Sidus
HQ in 1999 and lead by JYP Park Jin-
young. With a friendly, boy-next-door
image rather than a mysterious one, god
became popular as the first nationally
loved idol group. Table 1 summarizes the
major first-generation male idol groups.

Photo 2. Major first-generation K-pop male idol groups
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Table 1. Major first-generation K-pop male idol groups

Group .
Agency Debut Member Position
name
Moon Hee-Jun Lead Vocals, Lead Rapper
Jang Woo-Hyuk Main Rapper
) September
H.O.T. SM Entertainment 1996 Tony An Lead Vocals, Lead Rapper
Kangta Main Vocals
Lee Jae-Won Lead Rapper
Eun Ji-Won Main Rapper
Kim Jae-Duck Sub-Vocals, Lead Rapper
Sechs . Jang Su-Won Lead Vocals
. DSP Media May 1997 —
Kies Lee Jai-Jin Sub-Vocals, Sub-Rapper
Ko Ji-Yong Sub-Vocals, Sub-Rapper
Kang Sung-Hoon Main Vocals
Eric Main Rapper
Lee Min-Woo Lead Vocals
. . Kim Dong-Wan Lead Vocals
Shinhwa | SM Entertainment | March 1998 - -
Shin Hye-Sung Main Vocals
Junjin Lead Rapper, Sub-Vocals
Andy Sub-Rapper
Joon Park Lead Rapper
Yoon Kye-Sang Sub-Vocals
. January -
god Sidus HQ 1099 Danny Ahn Main Rapper
Son Ho-Young Lead Vocals, Sub-Rapper
Kim Tae-Woo Main Vocals

First-generation male idol groups were
comprised mainly of five or six members,
and their positions as main vocalists,
sub-vocalists, and rappers were more
clearly distinguished than today. The
bands created full albums with at least
ten tracks each, and the groups, on
average, were active for three months
at a stretch, releasing a title track and
one or two follow-up songs. This was
followed by time spent preparing for the
next album, showing a clear distinction
between periods of activity and inactivity
(Choi & Lim, 2019). Moreover, the bands
mostly focused on fancy performances
and choreography; thus, most of their

songs were sung not live but lip synced.
Table 2 summarizes the main songs of
the first-generation of K-pop male idol
groups and the prominent vocal positions
used in each song.
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Table 2. Main songs and positions of first-generation K-pop idol groups

Group L
Song hame Release date Singing | Rap | Chorus
name
‘Candy’ 7 September 1996 o o X
‘Happiness’ o o o
‘We Are the 5 July 1997
O O O
Future’
H.O.T ‘Line Up!’ o o X
25 September 1998
‘Hope’ o o X
‘l Yah!” 15 September 1999 o o o
‘Outsid
uiside 2 October 2000 o o X
Castle’
‘Chivalry’ 1 November 1997 o o X
. ‘Reckless Love’ 15 July 1998 o o X
Sechs Kies
‘Couple’ 30 October 1998 o o X
‘Come Back’ 9 September 1999 o o X
‘Only One’ 27 May 2000 o o o
‘Wild Eyes’ 28 June 2001 o o o
Shinhwa ‘Perfect Man’ 9 March 2002 o o o
‘Wedding’ 27 December 2002 o o o
‘Brand New’ 27 August 2004 o o o
‘Lies’ 3 November 2000 o o o
‘Road’ 15 November 2001 o o o
god ‘Letter’ 17 November 2002 o o X
‘An Ordi
nor I’nary 8 December 2004 o o X
Day

The main songs above are title tracks
and award-winning songs from albums
of each group; the type and existence
of subdivided vocal positions in each
song are provided. These main songs of
the first-generation idols included both
singing and rapping; only half of the

songs included a chorus. The fact that
rapping makes up a high proportion,
along with singing, here implies that the
vocals were equally divided among the
members according to their positions and
that rapping was considered important,
along with singing, around that time.
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Second-generation idols

As first-generation idol groups slowly
disbanded, they werereplaced by second-
generation idol groups. These groups
were trained under the abovementioned
total management system—in which
entertainment  agencies  supervise
everything from recruitment to training,
group formation, music production,
and direct/indirect management after
a group’s debut—which led Hallyu in
music (Lee, 2016). There are different
views about when the second-generation
idols first appeared, but one starting
point was TVXQ, the group created by
SM Entertainment in 2003 (Kim, 2015). A
five-member idol group, TVXQ expanded
into the Japanese market in 2005 and
remains popular in that country.

2021,9(2) 2917-2942
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Later, SM Entertainment created the
13-member group Super Junior in 2005,
which remains the group with the most
number of members even today. Super
Junior’sthirdalbum, Sorry Sorry, setanew
record, ranking No. 1 for 52 consecutive
weeks on Taiwan’s music charts. This
shows their displaying their popularity in
the global market, in addition to South
Korea (Park, 2011). In 2006, however, YG
Entertainment created a five-member
hip hop idol group, BIGBANG, with a new
style. The members were talented and
wrote and produced their own songs and
lyrics. BIGBANG entered Japan in 2008
and became a pioneer of Hallyu in the
country. Table 3 summarizes the major
second-generation male idol groups.

Photo 3. Major second-generation K-pop idol groups
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Table 3. Major second-generation K-pop idol groups

?\:::2 Agency Debut Member Position
U-Know Yunho Lead Vocals, Main Rapper
Max Changmin Main Vocal, Lead Rapper
TVXQ Entertsal\:\nment De;;r(;ber Hero Jaejoong Main Vocals
Micky Yoochun Main Rapper, Sub-Vocals
XIA Junsu Lead Vocals
Kim Hyun-Joong Sub-Vocals, Sub-Rapper
Heo Young-Saeng Main Vocals
5S501 DSP Media June 2005 Kim Kyu-Jong Sub-Vocals, Sub-Rapper
Park Jung-Min Sub-Vocals
Kim Hyung-Jun Lead Vocals, Main Rapper
Leeteuk Sub-Vocals, Sub-Rapper
Heechul Sub-Vocals, Sub-Rapper
Yesung Main Vocals
Shindong Sub-Vocals, Sub-Rapper
Eunhyuk Main Rapper, Sub-Vocals
Siwon Sub-Vocals
Super Junior EntertSaA?nment No;:g;ber Donghae Lead Vocals, Sub-Rapper
Ryeowook Main Vocals
Kyuhyun Main Vocals
Sungmin Lead Vocals
Hangeng Sub-Vocals
Kangin Sub-Vocals
Kibum Lead Rapper, Sub-Vocals
T.0.P Lead Rapper, Sub-Vocals
' Taeyang Main Vocals,
BIGBANG YG Entertain- | August Sub-Rapper
ment 2006 G-Dragon Main Rapper, Sub-Vocals
Daesung Lead Vocals
Seungri Sub-Vocals

Note. Main vocals/rapper: singer who sings
important parts in vocal progression such as
theintro, chorus, and high notes (Lee, 2020);
Lead vocals/rapper: singer who seamlessly
connects the flow between the main vocal

and sub-vocals to further enhance the
perfection of the song (Lee, 2020); Sub-
vocals/rapper: singer who assists the main
vocalist in singing in a vocal group (National
Institute of Korean Language, 2002)
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Led by major entertainment agencies
that created the first-generation idols,
second-generation idols upskilled
and became stars after their training
period. There was also a shift in the
generation of idol songwriters in South
Korea, who expanded into overseas
markets and reproduced the sense and
style of global pop music. Since the
top priority of second-generation idols
was satisfying South Korean consumers,
they first established themselves in the
country and then expanded overseas
after two or three years, on average.
During this period, the groups mostly
entered Japan. However, due to a lack
of popularity, they had to begin at the
bottom of the ladder, like any other new
Japanese idols, and work their way up. At
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around this time, with the digitalization
of music, it became more common to
release a single album or mini album (EP)
to maximize profits and gain exposure,
rather than release a full album. To
satisfy the general public in overseas
markets, the songs thus released had a
hook with short, repeated riffs rather
than musicality; this is a distinct feature
of K-pop music. Lyrics that were easy to
understand and hooks without meaning
helped K-pop songs appeal to broader
age groups. As second-generation idols
had diverse concepts and genres, unlike
their predecessors, they did not form an
intense rivalry. Table 4 summarizes the
main songs of the second-generation
K-pop male idol groups and vocal
positions in each song.
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Table 4. Main songs and positions of second-generation K-pop idol groups

Group Song name Release date Singing Rap Chorus
name
‘Hug’ o X X
‘The Way U Are’ 11 October 2004 o X o
‘Believe’ o X o
TVXQ —
‘Rising Sun’ 12 September 2005 o o o
‘O-ER.B’ 29 September 2006 o ) o
‘MIROTIC’ 25 September 2008 o o o
‘Never Again’ 23 June 2005 o X o
‘Snow Prince’ 5 December 2005 o X o
‘Dejavu’ 13 March 2008 o o o
SS501
‘UR Man’ 21 November 2008 o o o
‘Love Like This’ 20 October 2009 o X o
‘Love Ya’ 24 May 2010 o o o
‘v’ 7 June 2006 o o o
‘Sorry, Sorry’ 12 March 2009 o X o
Super T R
. It’s You 14 May 2009 o X o
Junior
‘Bonamana’ 13 May 2010 o X )
‘Mr. Simple’ 2 August 2011 o o o
‘La La La’ 22 December 2006 o o o
BIG ‘Lies’ 16 August 2007 o o o
BANG Last Farewell 22 November 2007 o o o
‘Haru Haru’ 8 August 2008 o o o
‘Love Song’ 8 April 2011 o o X

The above mentioned songs were selected
similar to those in Table 2, showing the
type and status of the subdivided vocal
positions in each song. The main songs
of second-generation idols had many
choruses, along with singing, but far less
rapping compared to the first-generation
idols. During this generation, songs with
hooks (i.e., songs that used the same lyrics
time and time again; National Institute of
Korean Language, 2010) that were easy to
sing along to because popular.

Third-generation idols
Third-generation idols who are currently

active first appeared in 2012 when there
was a PSY craze, through mobile digital
media. Many such idols have since used
YouTube, social media, and specialized
streaming platforms to make a
simultaneous debut in both South Korea
and overseas. This was a strategic success
combining casting, training, and bold
global sourcing of producing resources
according to thorough planning aimed at
a global niche market(Lim, 2013).

There are countless third-generation
idols, but the first group to debut in both
South Korea and China simultaneously
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was SM Entertainment’s 12-member
group EXO. This group was a huge hit not
only in Asia, including China, but also in
North America and Europe. Their album
sold 1 million copies in the shortest
period of time since the debut of K-pop
artists and set the million-seller record
five times in a row, earning the title
“quintuple million-seller” (Kwak, 2018).

BTS, the best K-pop idol group created
yet by Big Hit Entertainment in 2013,
has set new records as the first, fastest,
and highest-performing K-pop group
worldwide, exceeding the limits of
imagination in South Korean popular music
every time they release a new song. Since
first entering the Billboard 200 chart in
June 2018, they have their album at the
top of the chart four times in a row and

<5

‘— —
Photo 4. Major third-generation K-pop male idol groups phots
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even reached No. 1 on Billboard’s Hot 100
in 2020. They were also the first South
Korean group to perform at Citi Field
in New York in 2018, after which they
performed successfully in major stadiums
worldwide, including Wembley Stadium
in London, Stade de France in Paris, and
Allianz Parque in Sao Paulo.

Third-generation idols have shown rapid
growth immediately after their debut,
with the know-how based on the best
practices of past idol groups, as well as
the development of social networking
services (SNS) and digital media
technology. They have been actively
expanding into overseas markets. Table
5 summarizes the major third-generation
male idol groups.
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Table 5. Major third-generation K-pop male idol groups

Cri‘racr):g Agency Debut Member Position
Xiumin Sub-Vocals, Sub-Rapper
Suho Lead Vocals
wlLay Sub-Vocals
Baekhyun Main Vocals
Chen Main Vocals
EXO SM Entertainmentw March Chanyeol Main Rapper, Sub-Vocals
2012 D.O. Main Vocals
Kai Sub-Vocals, Sub-Rapper
Sehun Lead Rapper
Luhan Main Vocals
Kris Wu Main Rapper, Sub-Vocals
Z. Tao Lead Rapper, Sub-Vocals
Jin Sub-Vocals
Suga Lead Rapper
June J-Hope Sub-Rapper
BTS Bright Music RM Main Rapper
2013 Jimin Lead Vocals
\Y Sub-Vocals
Jungkook Main Vocals, Sub-Rapper

Third-generation idols have used social
media as a means of publicity as well as
a solid foundation for the increase in
fandom and overseas expansion. Recently,
with Instagram, Twitter, YouTube, and
TikTok, idols are no longer mysterious,
unapproachable beings but friendly figures
who communicate actively with their
fans. They have also created a universe
where fans can participate in storytelling,
revising, and reproducing content on
an enlarged scale. This storytelling has
helped groups maintain fans’ loyalty as
well as their sustainable development.
Third-generation idols are usually active
in South Korea for just one or two weeks,
even after releasing a new album or a
single, and immediately focus on their
global activities, such as concerts and

fan conventions. This has significantly
increased the influence of global fans on
K-pop. Unlike South Korean fans, global
fans actively express their demands or
expectations from entertainment agencies
and idols. This culture did not exist in
South Korean music in the past and has
remarkably increased both the depth and
scope of the music as global cultural content
based on understanding and acceptance,
that is, cross-cultural sensitivity (Park,
2019). Moreover, while second-generation
idols mostly entered Asia, including Japan,
third-generation idols have expanded
worldwide, including Southeast Asia, South
America, North America, and Europe. Table
6 summarizes the main songs of the third-
generation K-pop male idol groups and the
vocal positions of each song.
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Table 6. Main songs and positions of third-generation K-pop male idol groups

?,;?,l,’g Song name Release date Singing Rap Rap-Singing
‘Growl’ 5 August 2013 o o X
‘Overdose’ 7 May 2014 o o o
cat ;’,‘e 30 March 2015 o o X
‘L&;ithf‘e 3 June 2015 ° o X
‘Lucky One’ ) o X
EXO ‘Monster’ 9 June 2016 o o )
‘Lotto’ 18 August 2016. X o
‘Ko Ko Bop’ 18 July 2017 o o o
‘Power’ 5 September 2017 o o o
‘Tempo’ 2 November 2018 o o X
‘Love Shot’ | 13 December 2018 ) o X
‘Obsession’ | 27 November 2019 o o X
o More 12 June 2013 o o X
‘N.O’ 11 September 2013 o o X
‘Boy In Luv’ 12 February 2014 o o X
‘Danger’ 20 August 2014 o o X
‘l Need U’ 29 April 2015 o o o
‘Run’ 30 November 2015 o o o
‘Fire’ 2 May 2016 o o X
‘Blood Sweat |10 October 2016 ° o °
BTS ‘Spring Day’ | 13 February 2017 o o o
‘Mic Drop’ | 18 September 2017 X o o
‘DNA’ 18 September 2017 o o o
‘Fake Love’ 18 May 2018 o o o
‘Idol’ 24 August 2018 o o o
‘”éfgkrft,'t 12 April 2019 o ° X
‘Boy With 12 April 2019 o ° o
Luv
‘Black Swan’ | 21 February 2020 o X o
‘ON’ 21 February 2020 o o o
‘Dynamite’ 21 August 2020 o o
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The songs above are title tracks of each
group’s albums, and the type and status
of subdivided vocal positions in each
song are provided. Third-generation
idols have created a new vocal position
called rap-singing, which is rap-like
singing. Rap-singing emerged as a trend
in American hip hop in the 2010s, and
Korean rappers began to adopt this
style (Billboard Korea, 2020). EXO is
characteristic of more rapping than rap-
singing, while BTS does more rap-singing
than rapping. Third-generation idols
position their vocals freely based on
their team’s or members’ concepts and
characteristics and implement various
strategies for overseas expansion.

Problem/Aim of Study

Currently, as K-Pop is rapidly emerging as
a global mainstream genre, expectations
for creating artists like BTS are rising.

For the continuous globalization of
K-Pop, it is necessary to analyze
successful artists.

However, the existing K-Pop is being
studied focusing on its splendid
appearance and performance, so there
is a lack of practical musical research.

In response to these problems, this study
analyzes the title songs of the K-pop
male idols BTS and 4th generation idols,
which received worldwide attention
in 2020, and shows the changes and
characteristics of music.

Method

Research Model

In this study, a research methodology
using content analysis of qualitative
research was selected as a method for

the development of the music field. The
biggest advantage of such qualitative
research is that it is possible to examine
what meaning is conveyed through data
analysis and to obtain an interpretation
of culture. This interpretation is not a
quantitative method, but a method of
grasping both the explicit and intrinsic
meanings (Choi, Jung & Jung, 2016).
In general, the purpose of qualitative
content analysis is “to provide knowledge

and understanding of phenomena
through research” (Downe-Wamboldt,
1992).

Documents

For the analysis, we selected the music
data of the Billboard chart songs of BTS,
the representative K-Pop idol, and the
title songs of the idols ATEEZ, Stray Kids,
NCT, and SEVENTEEN, which received
attention overseas in 2020, and these
included only male K-Pop artists. . The
reason is, first, that there has been
specific success among male K-pop
artists. Second, it would have been very
difficult to effectively analyze the use of
rap and songs in female-led K-pop music,
as female-led K-pop hardly includes rap.

Data Analysis

This study examined the process of
development and change in K-pop male
idols by generation and subdivided
the vocal positions of the major third-
generation idol groups that lead
Hallyu, as well as the changing K-pop
environment, into singing, rap, and
rap-singing.  Accordingly, = temporal
data according to vocal positions were
constructed and visualized and classified
for easy viewing. The vocal positions
include lead vocals/rapper (i.e., a
singer who seamlessly connects the flow
between the main vocal and sub-vocals
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to further enhance the perfection of the
song; Lee, 2020), main vocal/rapper
(i.e., a singer who sings important parts
in vocal progression such as the intro,
chorus, and high notes; Lee, 2020), and
sub-vocals/rapper (i.e., a singer who
assists the main vocalist in singing in a
vocal group; National Institute of Korean
Language, 2002).

Results
The change in the proportion of vocal
positions was focused on solving the
following problems.
e Break away from K-Pop focusing on
appearance and performance
e Suggest the musical direction of
the next generation of idols through
analysis of
BTS songs, a successful case of 3rd
generation K-Pop
e Effect on idol
distribution
Through this study, we were able
to find the characteristics of the
above three items in the music of
the analysis target. These contents
indicated that it can match the
development potential of idols after
the 4th generation.

member part

Case study 1: Analysis of the vocals
in BTS’s music

BTS pursued conventional hip hop music
when they first debuted. As shown in
Table 5, rapping took up a large part
of the vocal positions of members. In
their first single album No More Dream
in 2013, the lyrics were more suitable
and relatable to teenagers. The musical
concept resembles the hip hop sound of
the 1990s, symbolizing first-generation
idols. However, the style differed from
the previous generation’s  musical
characteristics, which focused on songs
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with hooks that adopted EDM or synth-pop
sounds. In the case of the existing K-Pop,
although the format, genre, composition
of participating artists, etc. have changed
according to the changes of the times,
the topic to be conveyed has not changed
significantly(Yang, 2017). Starting with
the album The Most Beautiful Moment
in Life Part 1 in 2015, BTS experimented
with various genres of music and began to
embrace global pop music style.

In 2014, BTS made an appearance on
the reality show “American Hustle Life,”
in which they learned about real hip
hop culture through the mentorship of
famous rappers in the US; this marked
the beginning of their American fandom.
While BTS was perceived as a hip-hop
idol group in South Korea, with a comical
image on the TV show that negatively
affected their sincerity in music, they
built a friendly image in the US. They
visited the country to learn about local
music, which also helped them form a
fandom. The track ‘Dope’ on the album
The Most Beautiful Moment in Life Part 1
includes the lyric “Everyday hustle life,”
implying their experience in the US. BTS
leader RM mentioned in an interview
(Kim, 2021a) that this song made them
first perceive responses from global
fans. This album was based on hip-hop
but added pop sounds. Importantly, BTS
began to establish its current identity
starting with this album. The members
participated in writing songs and lyrics
to authentically deliver their experiences
and messages not just through hip hop.
They made various attempts to expand
the scope of their music, which led to
increased singing (Figure 2). Both South
Korean and overseas public came to listen
more closely to the message of their
worldview they showcased in each album.
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BTS

1 0181

‘DNA’ ‘MIC DROP™ | “FAKE LOVE’

‘IDOL’

“Make 1t Right” *Boy With Luv’ |'BLACK SWAN’ ‘ON”

‘Dynamite”  ‘Lile Goes On’

ETotal 3:39:12 3:48:23
WSinging 2:23:10 0

DRap-Singing 0:21:10 1:56:06
CRap | 0:22:03 1:18:05

4:00:05
3:10:09
0:07:11
0:33:07

3:35:06
1:45:05
(0:19:20
1:13:19

3:35:12
2:59:02

0:37:20

3:45:18 3:14:05
2:41:12 1:58:14
0:16:06 0:52:16
0:32:23 0

4:06:12 3:14:12 3:27:14
2:44:12 2:40:20 2:45:23
0:45:06 0:28:24 0:24:07
0:08:14 0 0

Figure 2. Changes in the vocal positions of BTS members

In 2015, The Most Beautiful Moment in
Life Part 2 ranked No. 171 on the Billboard
chart. This album contains many songs that
emphasize vocal harmony or singing skills,
and the tracks have basic hip hop beats or
more sophisticated R&B and pop sounds. The
music of K-pop idols has actively adopted
music genres that are popular worldwide,
and the distinct features of K-pop originate
from combining these with Korean-style
sounds. Before BTS, K-pop focused largely
on performance-based dance music (i.e.,
the performance was the focus rather
than lyrics or melodies). The public has
connected with BTS’s music on a more
emotional level, likely because the group
writes and is therefore more connected with
its own lyrics. Pdogg, who discovered and
produced the members before their debut,
mentioned in an interview that he creates
the beat first, and then BTS’s members
add their own lyrics and melodies. Lyrics
based on real-life experiences (Min, 2018)
has become the most important reason for
BTS being valued today. They could shine
in the spotlight in the public eye, starting
with their “youth series” (i.e., “The Most

Beautiful Moment in Life” parts 1, 2, and
3) based on their efforts made in hip hop as
well as the expansion of their musical base.

The album Wings, releasedin2016, included
solo tracks by all members, who began to
display the individuality of their vocals,
including two songs sung in collaboration
by RM, Suga, and J-hope, who rapped, and
Jin, Jimin, V, and Jungkook, who handled
the vocals. BTS’s singing at first was simpler
and more rhythmical, whereas the lead
single ‘Blood Sweat & Tears’ from Wings
has a more sophisticated, refined melody.
Starting with this, rap-singing began to
stand out more in their title tracks. After
rap-singing first emerged in the Korean hip
hop scene in 2012, it became established
in South Korea by many singers by 2017
(Billboard Korea, 2020; News Claim, 2021;
Korea Entertainment Sports Newspaper,
2021). BTS, too, followed this trend in
the hip hop scene, shifting from the old-
school hip hop in earlier albums to the
moombahton-trap beat in ‘Blood Sweat &
Tears’.
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Ultimately, however, an earlier form of
hip hop laid a significant foundation for
BTS to become a global star. They were
greatly influenced by producers who had
learned about hip hop. Encouraging the
members to find their own topics and write
experience-based lyrics led to sincerity in
their music, which lay the groundwork
for their fame today. BTS’s success is also
associated with social media marketing,
but it is necessary to first examine their
musical development before and after
their success. BTS found an inflection
point between K-pop and global pop by
combining their experience in hip hop
with the mass appeal of pop music.

Various vocal positions in K-pop groups
make theirmusicmorefun, buttheharmony
of those positions is also important. K-pop
idols work in teams but sometimes display
their talent individually or in tandem.
The emergence of rap-singing, which
connects rapping and singing, serves as a
buffer. Therefore, the increase in singing
and rap-singing compared to fast rapping
has naturally helped them deliver their
lyrics, attracting broader age groups and
building a global fan base (Figure 2). In
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general, K-pop idols have followed the
trend in global pop charts by increasing
the singing portions.

Case study 2: A comparative analysis
of vocals by K-pop male idol groups
in 2020

This section analyses the vocals of K-pop
male idol groups that gained increasing
global attention in 2020: ATEEZ, Stray
Kids, NCT, and Seventeen. These groups
won awards at the Gaonchart Music
Awards 2020 and used similar marketing
strategies as BTS. They appeared on TV
shows in the US and were filmed while
training in the US to develop a friendly
image and attract American fans. They
benchmarked BTS by emphasizing a similar
worldview in their albums. In particular,
in 2018 and 2019 Korean content entered
the American market, especially with TV
shows and music (Korea Creative Content
Agency 2019), which helped these groups
gain popularity. Third-generation idol
groups are comprised of many members;
ATEEZ and Stray Kids have eight members
each, Seventeen has 13 members, and
NCT has 23 members.

Photo 5. K-pop groups that received attention in 2020
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In general, K-pop idol groups since the
third generation have comprised vocals,
rappers, and performers. Members
receive high-quality training for each
position and thus have excellent skills,
which has a great impact on their musical
dispositions.

The teams also include multinational
members, mostly from East Asia, to make
consumers in those countries feel proud
and close while giving a fresh “K-pop
style” image to consumers outside East
Asia (Lee, 2020a). They were also turned
into perfect Korean idols through the

professional training system of Korean
entertainment agencies. K-pop idols
are required to have not only a strong
appearance but also outstanding vocal,
rapping, and performing skills.

In Korea, there have been discussions
about the globalization policy for Hallyu
since the 2010s, and interest in K-pop
has increased since that time (KOFICE,
2017). This study identified the portions
of vocal positions on each team, with a
focus on famous title tracks released in
2020 by male idol groups (Figure 3).

ATEEZ NCT
‘Make A Wish “90's Love’
“ANSWER® ‘INCEPTION” “TIIANXX® (Birthday Song)’
[. Total 3:39:02 3:31:01 3:01:16 W Total 3:50:01 3:32:24
‘.Singing 2:53:03 2:31:105 2:07:04 W Singing 1:27:02 1:17:09
@ Rap-Singing 0:28:23 0:27:01 0:02:17 @ Rap-Singing 1:06:12 1:00:06
ORap 0:19:16 0:19:15 0:43:00 ORap 0:56:24 1:13:12
Straykids SEVENTEEN
‘Double | ‘Levanter” | ‘OnTrack’ | ‘God’s  [‘Back Door’| “ALL IN’
Knot® Menu’ ‘Lel&Right”
W Total 3:09:06 3:23:19 3:29:04 | 2:49:15 3:09:03 3:04:06 W Total 3:23:07
W Singing 0:45:08 2:22:21 2:15:10 0:51:23 0:56:06 0:49:17 W Singing 2:26:18
[ Rap-Singing|  0:22:21 0:12:15 1:05:04 0:36:20 0:51:19 0:16:18 E Rap-Singing 0:13:12
O Rap 0:58:08 0 0 | 101213 0:25:22 1:20:24 O Rap | 0:18:24

Figure 3. Changes in vocal positions of K-pop groups that received attention in 2020

K-pop quickly came to reflect trends in

First,

ATEEZ contains five vocalists,

music and showcases a combination of
multiple trends. K-pop groups succeeded
in differentiating themselves by adding
kalgunmu (“dancing perfectly in sync”)
to their music videos (Lee, 2020b). This
is focused more on performance than
music, thereby possibly degenerating
the nature of the music.

including the lead singer, two rappers,
and one member who can both sing and
rap. Songs by ATEEZ in the chart in Figure
3 mainly involve singing, which is similar
in the song ‘Left & Right’ by Seventeen
(bottom-right of chart). This reflects
the fact that 6 members of the ATEEZ
sing vocals; 9 out of the 13 members of
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Seventeen also sing vocals, including
sub-vocalists.

However, NCT and Stray Kids have
generally shown similar positions. NCT
comprises four units: NCT U (United, a
team with different members depending
on the song’s concept), NCT 127 (a team
based in Seoul with 127 representing
the city’s longitudinal coordinate), NCT
Dream (a team comprised of members
under the age of 20), and WayV (a team
based in China that only has foreign
members). They put together the songs
of each unit to release a full NCT album.
The two songs ‘Make a Wish’ and ‘90’s
Love’ both have hip hop beats with
a joyful mood, both released under
the team name NCT U. Each team has
different members, and many of them
are talented “all-rounders” who can
do well in two or more positions. There
are vocalists who can rap well, rappers
who can sing well, and performers who
can sing well (Kim, 2021b). ATEEZ and
Seventeen have their own style in terms
of the proportion of members who sing
and rap, and rap-sing; NCT is more
focused on harmony and overall balance.

Stray Kids mostly has songs with an
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even distribution of positions like NCT,
but ‘On Track’ and ‘Levanter’ are songs
centred on vocals. Stray Kids also has
many all-rounders who can handle two
or more positions like NCT, but six out
of the eight members are rappers; thus,
the portion of rapping is expected to be
the most significant. The analysis also
showed that rapping had the largest
share in three of the songs.

K-pop music is characterized by a hybrid
of multiple genres in a single song or
album with diverse members. Therefore,
to discover talented members who can
perform multiple genres at once, idols
today undergo strict training, as shown
in Table 7, to become all-rounders.
Unlike the members of BTS, who have
play music and display creativity by
creating storylines based on their actual
experiences or directly participate in
album production by writing songs, NCT’s
members have worked in units based on
the agency’s decisions regarding music
and suitable members. As a result, as the
appearance of BTS increased the number
of global K-pop fans, South Korean idol
groups found greater opportunities to
become global stars.
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Table 7. Positions of K-pop groups who received attention in 2020

Group name Agency Debut Member Nationality Position
Seong Hwa Korean Vocals
Hong Joong Korean Main Rapper
Yunho Korean Vocals
Yeosang Korean Vocals
ATEEZ Entertﬁ%\ment O;t()(;%er San Korean Lead Vocals
Min Gi Korean Main Rapper
Woo Young Korean Vocals
Jong Ho Korean Main Vocals
S. Coups Korean Lead Rapper
Jeonghan Korean Sub-Vocals
Joshua American Sub-Vocals
Jun Chinese Sub-Vocals
Hoshi Korean Sub-Vocals
Wonwoo Korean Sub-Rapper
Seventeen Entel?lgg?r:fnent zN(\)a1¥5 Woozi Korean Lead Vocals
DK Korean Main Vocals
Mingyu Korea Sub-Rapper
The 8 Chinese Sub-Vocals
Seungkwan Korean Main Vocals
Vernon Korean American Main Rapper
Dino Korean Ssu ubb _Rvaopcifsr’
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Table 7. Positions of K-pop groups who received attention in 2020

Taeil Korean Vocals
Johnny American Vocals, Rapper
Taeyong Korean Vocals, Rapper
Yuta Japanese Vocals, Rapper
Kun Chinese Vocals
Doyoung Korean Vocals
Ten Thai Vocals, Rapper
Jaehyun Korean Vocals, Rapper
Winwin Chinese Vocals, Rapper
Jungwoo Korean Vocals
" rori Lucas Chin;;igfi-long Rapper
NCT pril :
Entertainment 2016 Mark Canadian Vocals, Rapper
Xiaojun Chinese Vocals
Hendery Chinese (Macau) Rapper
Renjun Korean Vocals
Jeno Korean Rapper
Haechan Korean Vocals
Jaemin Korean Vocals, Rapper
Yangyang Taiwanese Vocals, Rapper
Shotaro Japanese Rapper
Sungchan Korean Rapper
Chenle Chinese Vocals
Jisung Korean Vocals, Rapper
Bang Chan Australian Vocals, Rapper
Lee Know Korean Vocals, Rapper
Changbin Korean Rapper, Vocals
) JYP March Hyunjin Korean Rapper
Stray Kids .
Entertainment 2018 Han Korean Rapper, Vocals
Felix Australian Rapper
Seungmin Korean Vocals
I.N Korean Vocals
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Itis true that the chart entry barrier is lower
than that of first- and second-generation
idols. However, third-generation idols only
briefly make an appearance in the charts
and are not as popular overseas as they are
in South Korea.

In the case study sections, this study
identified the positions of K-pop idol
groups according to their vocals and
examined the music of BTS and four
groups currently gaining attention. Most
analyses on the success factors of K-pop
focus on visual beauty and performance
but do not sufficiently assess musical value
or direction for development. According
to a survey by KOFICE on global fans,
the factor that makes Hallyu content so
popular is “the catchy chorus and rhythm”
(KOFICE, 2020). Therefore, it is necessary
to create music with lyrics with which the
public can easily sing along and relate,
thus making K-pop a steady seller instead
of a brief phenomenon.

Conclusion

Performance-based  music  reduced
remarkably due to COVID-19 in the US in
2020, whereas digital music increased,
with a focus on streaming services
(Korea Creative Content Agency, 2020).
Therefore, video platforms such as
YouTube have received more attention,
serving as a key factor attracting a
larger global audience on the Internet,
with performances and visual beauty
emphasized by K-pop idol groups. With
PSY’s ‘Gangnam Style’ craze in 2012
and BTS’s global success since 2017,
training and nurturing global idol groups
targeting the US market have become a
common goal for South Korean cultural
policy and entertainment agencies.

This study was conducted to determine

ways to develop K-pop, which has
become the centre of the Hallyu cultural
phenomenon. Thus, the study examined
changes in the vocals of BTS, a good
example of a successful K-pop idol group,
and identified their characteristics
through anin-depth analysis. Accordingly,
this study narrowed the scope of
research to third-generation male idol
groups and explored shifts in their vocal
positions. Changes in positions were
scrutinized with a focus on 2016, when
BTS’s music style transformed. At first,
BTS debuted as a hip-hop idol group,
but it is now gaining popularity with pop
music. They have shifted from rapping
to rap-singing, following the current
hip hop trend, but are now emphasizing
singing with melodies and tunes that are
easy to understand and sing along to,
thereby delivering lyrics to global fans
with more authenticity. BTS’s latest title
tracks have much less rapping and more
singing, thus showing a gradual change
in their musical genre overall.

Third-generation idol groups that are
chosen through the disciplined training
system of entertainment agencies are
now of higher quality than the previous
generations, with more number of
all-rounders and blurred lines among
positions. Therefore, idol groups with
many members form units for vocals,
rapping, and performance to make it
more interesting for the public while
also ensuring musical diversity without
sticking to a single genre. Some K-pop
groups now become famous globally
before being reintroduced to South
Korea. However, they must find ways to
break free from the genre of K-pop and
move toward global pop music.

In an interview, American singer Charlie
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Puth (K-Pop Gallery, 2021) claimed
that pop singers must analyse BTS and
see the members as role models. The
Tonight Show Starring Jimmy Fallon,
one of the most popular talk shows in
the US, introduced BTS as a global pop
music icon (The Tonight Show Starring
Jimmy Fallon, 2021). This suggests that
it is necessary to develop fundamental
measures based on in-depth research
on BTS’s musical ideas and traditions
so that K-pop does not fade away as a
fleeting phenomenon.

This study explains two types of vocal
positions in K-pop male idol groups that
received global attention in 2020. First,
singing appeared more frequently in
K-pop male idol groups whose positions
wereclearlydistributed. Second, groups—
including so-called “all-rounders”—had
a similar ratio of singing, rapping, and
rap-singing. In South Korea, it is common
to form teams by selecting the best
idol members through a competition-
based survival audition program or an
entertainment agency’s own training
system. By analysing the positions in
BTS songs, this study demonstrated that
there has been a structural change in
music so that the audience can realize
the authenticity and meaning of idol
groups’ lyrics and not merely sing along
to meaningless choruses (as in previous
generations). By understanding the
characteristics of  third-generation
K-pop idols and applying them to fourth-
generation idols (instead of adopting the
standardized training system), it will
be possible to expand global strategies
and future trends in music. Further, it
is also necessary to establish a foothold
for K-pop idols to grow into global artists
by giving them creative freedom, having
them participate in album production,
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and allow them to make their own
choices.

Recommendations

Through this study, it will be possible to
explore the potential for development in
the global music market including Korea.
However, in order to ensure the continuity
of K-Pop, it is necessary to develop a
balanced development of idol music
that includes various genres. In addition,
follow-up research will be possible
through an understanding approach to
the Korean idol music system, which is
receiving global attention.

Limitations of Study

In the case of BTS and 3rd-generation
idol music data covered in this study, it
was not possible to secure the diversity
of results through more data collection
because the album title songs based on
popularity were analyzed. In addition,
since qualitative research using existing
analysis tools is difficult, the researcher’s
time data measurement method was
used, which may result in minute errors.

And in the case of K-Pop idols based
on the current Billboard, there is a
limitation in not including female K-Pop
artists because the ratio of male artists
is high.
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