OZET

Igor Stravinski 20. yiizyil miiziginin lider bestecilerinden birisidir. Asimetrik ritmik yap: kulla-
nmimlari, kuru ses tinis, disonans kullanumi, yeni armonizasyon teknikleri, agik anlatim yontemi
ve orkestrasyondaki farkliliklariyla, miizik literatiiriine yenilik¢i teknikler kazandirmustir. Besteci

doneminin siiregelen miizik estetigi algisini kariyeri boyunca yeniden sekillendirmeyi basarmustur.

Le Sacre du Printémps, Tiirkce baghgiyla Bahar Ayini, bestecinin 1913 yilindaki miizisyenlerin
dikkatini tizerine gektigi eseridir. Kendi miizikal iislubunun basarisini bu eserin iiniine bor¢ludur.
Bu ¢alismada, Stravinski’ nin Ilkelcilik Akimini yansitan sahneyi olusturabilmek icin kullandig:
miizik teknikleri yiizeysel olarak irdelenecektir. Bestecinin yirminci yiizyil miiziginde olusturdugu

etki orneklerle gosterilecektir.

Anahtar Kelimeler: [lkelcilik, Stravinski, Le Sacre du Printémps, Bahar Ayini,
Bale Miizigi, Yirminci Yiizyil Miizigi

* Anadolu Universitesi, Devlet Konservatuvari, Miizik Boliimii, Eskisehir / TURKIYE emreunlenen@anadolu.edu.tr
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GIRIS
BALE MUZiGINDEKi BUYUK EVRIM

Igor Stravinski bestecilik kariyerinin zirvesine ilk balelerinden birisi olan Le Sacre du Prin-
temps; Tiirkge baghigiyla Bahar Ayini ile ulagmistir. Ik eseri olan Ates Kusu Balesi’ yle Rusya’ da
elde ettigi basar1 Stravinski’ yi Paris’ e yonlendirmis ve “Les Ballet Russes” adl1 bale toplulugu-
nun menajeri olan Diyagilev ile calisma imkéni olusturmugtur. Rimski Korsakov’ un 6zel 6gren-
cisi sifatiyla heniiz tam olgunlasmamus bir besteci olarak goriildiigi halde, sasirtici bir sekilde
Paris dinleyicisine el degmemis Rus mirasini tanitmada basarili olmugtur. Ikinci balesi Pet-
ruchka’ y1 bestelerken, Antik Slav kiiltiirii tizerine uzman olan Nikolay Rerik’ le birlikte “Antik
Rusya’ nin pagan ayinlerini ve geng bir kizin kendisini bahar tanrist i¢in kurban etmesini konu

alacak bir bale” tizerine ¢alisma karar1 almiglardir (Palisca & Burkholder, 2006:928).

LESACRE DU PRINTENPS
= sachale 7 " fbue .

D asie

Gorsel 1: Valentine Hugo Cizimi (Taruskin, 2009)



1. “Sacre”’in Dogusu

Ayin fikrinin dogus noktasi bestecinin 1910 yilinda Rusya’ nin kirsal bélgelerine yaptig: ge-
ziye dayanir. Eserin hemen girisindeki meshur fagot temasi gibi, bircok melodik malzeme ve
halk sarkilarinin tinisal 6zellikleriyle ilgili fikirler bu geziye ve Litvanya Evlilik Sarkilar1 adli bir
antolojik halk sarkilar1 kitap¢igina dayanmaktadir (Taruskin, 2009).

Lento J.so tempo rubato

/N colla parte /n m 1
Clarinetti (4) % = ¥ : 3 === &
R S—
P colla parte = 11 EE E
Clarinetto basso (B) % E % = :‘?
P
— S B, o AT wal,s
cetfenfh | el ertudl Eeliely
Fagotti PR e =
&
n 3
Corni (F) I 2 = 5 3
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Gorsel 2: Igor Stravinski, Le Sacre du Printémps. “Introduction” béliimiiniin ilk dért 6lgiisiinde fagotun seslendirdigi tema

ikili senaryoyu, 9. ve 12. yiizyll arasinda hiikiim siirmiis Kiev Rus Devleti’ nin 11. yiizyilda
yazilmis bir el yazmasindan yararlanarak tamamlamustir (Taruskin, 2009:171 Olusturduklar1 bu
calismada daha 6nceki balelerde oldugu gibi bir hikiye anlatmak yerine “Ilkel yagam ruhunu
canlandirarak modern, sehirli toplumun yaralarina merhem olmasi i¢in” sahnede gergek bir
ayin canlandirmay1 amaglamiglardir (Palisca & Burkholder, 2006: 928). “Herhangi bir hikayeye
sahip olmama fikri” (Boucourechliev, 1987:60) besteciye durumla ilgili herhangi bir yorum yap-
madan dinleyiciye konuyu dogrudan iletme ve daha sonra agiklanacag: iizere, kendisini ayinin

bir gozlemcisi gibi gorme imkani vermistir.

2. “Bahar Ayini’nin Genel Ozellikleri
2.1. ilkelcilik

Konu ilkel bir kabilenin gergeklestirdigi ayinle ilgili oldugu i¢in, Stravinski tiim galismasini
dogal yasamin siddeti fikrinden destek alarak ¢evrelemistir. Miizik tarihgisi Taruskin, Bahar
Ayini’ ni ilkel olarak nitelemek yerine daha ¢ok cahil, vahsi, saf duygulara ve sade bir anlatima
dayali olarak betimlemekte, bestecinin bir biyolog gibi dogum, 6liim, tireme ve hayatta kalma
gibi insanoglunun temel yasam kavramlarina yonelik bilgiler verdigini diisiinmektedir. Eserde
kullanilan disonans® yapilarm olusturdugu ¢arpici etki, poliritmik® yapilarla olusturulan bek-
lenmedik aksanlar, sus ve ataklar biyolojik ilkellik kavrami hakkindaki en 6nemli 6rneklemeler

olarak gosterilebilir.

! Ayin
2 Uyumsuz seslerin bir arada kullanilmas: (Ingilizce: dissonance)
3 Farkh ritim kahplarinin es zamanh kullamimasi (Ingilizce: polyrhythm)

SANAT & TASARIM DERGISI ) 128



129

ANADOLU UNIVERSITESI

Gorsel 3: Henri Rousseau - In a Tropical Forest. Struggle between Tiger and Bull -1909

Tarihe biiytik bir skandal olarak gegen eserin 1913 yilindaki ilk seslendirmesinden sonra
miizik elestirmeni Jacques Rivére, Bahar Ayini’ ni yeniden adlandirarak “Biyolojik Bale” olarak
tanimlamis ve kimliksiz dansc1 viicutlarini elegtirerek “Dans sadece ilkel insana ait degildi, ayn1

zamanda insanlik tarihinden 6ncesine aitti” demistir (Taruskin, 2009:188).

Gorsel 4 : Igor Stravinski, Le Sacre du Printémps. Vaslav Nijinski’ nin Koreografisi



2.2. Folklorik Materyal Kullanim1

Yukarida bahsedildigi gibi, tanzim edilmis folklorik melodilerin kullanimi biiyiik 6nem ta-

simaktadir. Miizik fikirlerinin bloklar halinde pesi sira ve hizli gecislerle kullanilmasiyla, Stra-

vinski Bahar Ayini’ nde bir¢ok halk sarkisi kullanmstir. (Gorsel 5 ve 6)

No. 142

Gorsel 5: Tevuselu Manu! (Anton Juszkiewicz, Melodje ludowe litewskie, no. 142) (Taruskin, 2009)
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Gorsel 6: Igor Stravinski, Le Sacre du Printémps. (Dért el Piyano diizenlemesi),
“Jeu du Rapt” 1. ve 6. élgiiler arast (Taruskin, 2009)
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Koylilerin sark: soyleme stillerini yansitabilmek icin, besteci alisilagelmis orkestrasyon tek-
niklerini yeniden yapilandirarak, déneminin ¢ok ilerisinde bir miizikal dil elde etmistir. Bek-
lenmedik artikiilasyonlar ve egitimsiz koylii seslerini taklit eden sira dis1 ses yiikseklikleri bu
tekniklerin basinda gelmektedir. Eserin agilis temasinda fagotun seslendirdigi melodi fagotun

calinabilen en {ist oktavinda sergilenmistir. (Gorsel 7a ve Gorsel 7b)

} E —

Fagotti

Gorsel 7b: Igor Stravinski, Le Sacre du Printémps. Fagot temasindaki ses yiisekligi kullanimi

Gorsel 7a: Fagotun kulla-
“Introduction”, 1. ve 3. dl¢iiler arasi (Taruskin, 2009)

nilabilen ses yiiksekligi

Ayrica, besteci beklenmedik, sert disonans kullanimlar: ile hayalindeki ilkel dinlerin yaba-
niligini ve insaniyetsizligini yansitmak istemistir. Bununla birlikte Korsakov haricinde o giine
kadar kullanilmamus, 6zellikle Rus halk sarkilarmin armonize edilmesi i¢in ¢ok uygun olan

“oktatonik dizi” kullanimini baglatmuis, Yeni Ulusalcilik akiminin ideallerini gerceklestirmistir.

; —
q I T S 1
e - ie é' * = 1?%

Gorsel 8: Bir tam bir yarim aralik dizilimiyle olusturulan oktatonik dizinin dort tetrakorda boliinmesi.
Gorseldeki T harfi sesler arasindaki bir tam araligs, S harfi ise yarim ses araligimi simgelemektedir. (Taruskin, 2009)

2.3. Agik Anlatim

[lkellik ve siddet alt bashiklarina ek olarak Bahar Ayini’ nin en énemli 6zelliklerinden biri de
bestecinin konuyu ele alis bicimidir (Boucourechliev, 1987:61). Bestecinin kendisi de eser i¢in-
de bir senaryo ve organizasyon olmama fikrini savunmak i¢in savag vermistir. Stravinski’ nin
asil amaci sahnede gercek bir dini ayini canlandirma istegidir. Romantik déonem Rus Balesi’ nin
sahip oldugu karakterlerden farkli olarak, besteci bir pagan ayininin sosyal yapisini ve sosyal
kimliklerini ele almistir. Anti-romantik stiliyle birlikte ¢arpici disonanslari, poliritmik ve kisa
melodik materyallerin pesi sira kullanimlar: neticesinde elde ettigi sok etkisi yaratan miizikal

diliyle Bahar Ayini, dénemin dinleyicisinin alistig1 bale atmosferini tamamuiyla degistirmistir.



Gorsel 9: Kugu Golii Balesi, Caykovski — American Ballet Theatre ~Fotograf: Tristram Kenton

Gorsel 10: Igor Stravinski, Le Sacre du Printémps. - Thrust Company -2010

3. Teknik Ozellikleri

3.1. Gelismeyen Motif Yapisi

Giris kisminin hemen sonrast itibariyle, besteci motif gelisimleri olmayan, karakter olarak
birbirlerinden ayr1 tematik bloklar kullanmistir. Bu noktada bestecinin halk melodilerini kul-
lanimu ile gergeklestirdigi atiflar doruk noktasina ulagir. Hatta yapisal olarak birbirinden farkli
ikiden fazla miizikal fikrin pesi sira ya da es zamanl olarak kullanildig: gzlemlenebilir. (Gorsel
11)
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Gorsel 11: Igor Stravinski, Le Sacre du Printémps. “Les Augures Printaniers” Blok fikirlerin nasil kullamldigini gostermek icin bir motif
analizi. 1. ve 71. élgiiler arast

11. Gorselde goriilebilecegi gibi, Stravinski esere “Les Augures Printaniers” boliimiiniin giri-
sinde La bemol dizisi iizerinde olusturulan akor ile yaylilarin siirekli devam eden sekizlik esligi
tizerine kornolarin beklenmedik aksan ve suslarindan olugan bir yapiyla baglamistir. Kullanilan
bu miizikal dil, klasik dénemin en 6nemli 6zelliklerinden biri olan sekiz 6lgiilitk miizikal ciimle
algisini yikan 6nemli 6rneklerden birisidir. (A) 9. 6lgiide korangle ve iki fagotun seslendirdigi
dort ol¢iiliik Slav halk melodisi, sekizlik degerli akorlarin olusturdugu ilkellik hissini yikar. (B)
Besteci 13. dl¢t itibariyle ilk blok fikri (A) yaylilarda tekrar duyururken, bu kez 17. él¢tide ko-
rangle solosu birinci fikrin tizerine bindirilerek iki farkli fikir es zamanli seslendirilir. 23. ve 34.
ol¢iiler arasinda kullanilan tiglincii blok fikir (C) daha daginik bir yapida fanfar benzeri sekilde
sunulur. Sonrasinda besteci ilk blok fikri 35. ve 71. dlgiiler arasinda arka plan olarak kullanarak

yeni motif materyallerini (D) ilk blogun tizerine inga eder.

Stravinski’ nin kullandig1 motiflerin herhangi bir gelistirmeye ihtiya¢ duymayacak kadar
olgun oldugu séylenebilir. Her motif blogu kendi karakterine sahiptir ve form i¢indeki rolleriyle

ayin ruhunu gelistirmek i¢in kullanilmislardur.

SANAT & TASARIM DERGISI

134



135 {ANADOLU U

NIVERSITESI

3.2. Miizigin Yogunlugu
3.2.1. Kuru Ses Tinis1

Miizikal dilin bir unsuru olarak bestecinin eser iginde kullandig: artikiilasyonlar: “siklik-
la tekrar eden kisa notalar (staccato) ve notalar1 birbirine baglamadan, ayr1 ayr1 seslendirme
(detaché), romantik donem bestecilerinin kullandig1 yogun orkestral renklerin ¢ok uzaginda
kuru bir tinisalligin olugmasini saglar” (Palisca & Burkholder, 2006:929). Stravinski’ nin Bahar
Ayini’ nde trettigi teknikler yeni bir miizik dilinin 6rnegidir. Stravinski’ nin garpici bir etkiyle
birlikte bale miizigine getirdigi bu yenilik sayesinde, kendisinden sonraki bestecilerin de yeni
orkestral tinilar1 kullanmaya yoneldigini soylemek yanlis olmayacaktir. Bu baglamda bestecinin

miizikal dili agagida genel olarak irdelenecektir.

Eserde siirekliligini koruyan nabiz (muzikteki gerilimin siirekliligini korumasi) da ilkellik
atmosferini yansitmasi ve artikiilasyonlarin daha verimli kullanilmas: agisindan deginilmesi
gereken bir unsurdur. Nabiz sayesinde yaratilan tedirginlikle, seyircinin bir ormanda hi¢bir sa-
vunmasi olmadan vahsi yasamdan gelecek ani bir etkilesimle yiiz yiize kalacag1 hissi uyandirilir.

Eserin gelisiminde blok fikir katmanlari iist tiste koyularak miizik yogunlugu giderek arttirilir.

3.2.2. Ritmik Yap1 Cesitleri

Bahar Ayini’ nin bestelenis siirecinde Stravinski vahsi yasam ve doganin asimetrik ya-
pisini yansitabilmek i¢in iki farkli ritmik model kullanmigtir. Stravinski izerine uzman Toorn

bu farkls iki ritmik modeli s6yle tanimliyor:

“Birinci model sabit ve siirekliligini koruyan eslik ile tam anlamiyla hipnotize edici bir yap:
Yaslilarin segilen geng kiz1 6lim dansi yapmast i¢in etkilemeye calistiklarinda kullanildig gibi.
Diger model ise notasyonda farkli zaman yapilarinin muntazam ¢alinmasini gerektiren diizen-

siz yerlestirilmis ana vuruglarla olugturuluyor” (Toorn, 1987)

“Stravinski, pasif ostinato ve aktif vurgulama degisimi olarak adlandirilabilecek bu iki yapi-
nin tek bir ¢at1 altinda kullanilmasinin 6niini agmistir” (Taruskin, 2009:183). 12. Gorselde de
goriilebilecegi gibi “Glorification de I’ élue” boliimiiniin ortasinda keman ve viyolalar degisken
ana vuruga sahip bir figiir seslendirirken, ¢ello, kontrbas, bakir nefesliler ve vurmalilar degis-

mez dort adet sekizlik nota figiirtinii siirekli ¢alarak eslik etmistir.

Violin | 5) (6) Violin I (5) (6)
woun \
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Gorsel 12: Igor Stravinski, Le Sacre du Printémps. “Glorification de lelue”. 114. ve 115. élgiiler. (Taruskin, 2009)



Stravinski’ den 6nce ritmik cesitlilikleri es zamanl kullanan bir besteci olmadig i¢in, (Toorn,
1987) Bahar Ayini ile birlikte bu teknigin bestecinin tamamen yeni icat ettigi bir miizikal teknik
oldugu soylenebilir. Cagdas miizigin en 6nemli unsuru olan birden fazla melodik yapinin kat-
manlar halinde ayni anda kullanilmas: (stratification) 6zelliginden yola ¢ikarak, Stravinski’ nin

ritmik 6zelligini de ritmik katman kullanimi olarak tanimlamak miimkiindiir.

3.2.3. Disonans Kullanimi

Yukarida daha 6nce deginildigi gibi, ¢arpict disonans kullanimi, eser i¢inde en az ritmik
yapilar ve kuru ses tinis1 6zellikleri (staccatolar, artikiilasyonlar) kadar 6nemli bir yap: tagidir.
Ornek olarak “Les Augures Printaniers” boliimiiniin hemen girisinde yer alan yaylilarin ve kor-

nolarin La bemol dizisinin tiim seslerini seslendirdigi akor gosterilebilir. (Gorsel 13)
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Gorsel 13: Igor Stravinski, Le Sacre du Printémps. “Les Augures Printaniers”. 1. ve 3. élciiler aras:.

Akor yapilarindaki “yogun disonans kullanimi, ¢oziilme beklentisinin olmadigi, siradan bir
miizik objesi olarak Stravinski’ nin eser boyunca ilkellik hissini uyandirmast igin siklikla kul-
landig1 araglarindan birisidir” (Palisca & Burkholder, 2006:928). ilk seslendirilisinden sonra
bir Rus elestirmen eserde bir tane bile tonal, {i¢ sesli akor olmadigini iddia etmistir. Bestecinin
eseri daha vahsi kilabilmek i¢in icat ettigi miizikal dil 6zelliklerinden birisi de ¢arpici disonans

kullanimi olarak goriilebilir.

3.3. Armonizasyon Teknikleri
3.3.1. Oktatonik Dizi, Tetrakord Kullanimi ve Ayin Akoru

Slav melodilerinin yapisal 6zelliklerinden dolay1 onlar1 armonize etmenin en uygun yolu bir
tam ses, bir yarim ses siralamasiyla olusturulan oktatonik dizi sistemidir. “Tetrakordun minér

dizisinin ilk dort sesinden olustugu diisiiniildiigiinde, oktatonik dizi icinde bulunan sesleri dort
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ayr1 tetrakord olarak ayirmak miimkiindiir” (Taruskin, 2009). “Oktatonik dizinin béliinmesin-

deki temel neden, Rus melodilerinin mindr tetrakord dizilerinden olusmasi ve Rus folklorunda

oktatonik dizinin 6zel bir yerinin olmasidir” (Taruskin, 2009). (Gorsel 14 ve 15)
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Gorsel 14 - Gorsel 8 ile ayni: Bir oktatonik dizinin dort tetrakorda béliinmesi (Taruskin, 2009)
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Gorsel 15: Tetrakord ozellikli Rus Halk Sarkist, Oy vir vir kolodez, Agregena Glinkina,’ nin sarkilamasindan,

Stravinski, “Action rituelle des ancéstres” bolimiinde oktatonik diziyi iki esit parcaya bolerek,
baslangi¢ sesleri arasinda artik dortlii aralik bulunan iki tetrakord kullanmistir. Bu sayede bir

tetrakordu melodi i¢in kullanirken digerini eslik partisinde degerlendirmistir. (Gorsel 16)

e e o,
— — Tw_"vﬁ..; ._..,,g

Gorsel 16: Igor Stravinski, Le Sacre du Printémps. “Action rituelle des ancéstres” (Taruskin, 2009)

Melodide kullandig1 Sol diyez, La diyez, Si ve Do diyez seslerine karsilik, oktatonik dizinin
devami olan Re, Mi, Fa ve Sol sesleri eslikte kullanilmigtir.

“Iki farkli dizinin karsilikl kullamimindan yola ¢ikarak, Stravinski dizilerin baslangic ve bitis
seslerinden olusan ii¢ notalik bir armonik iskelet ya da kaynak akor olusturmustur. Bu armonik
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yapi eseri basindan sonuna kadar kusatms ve bir ¢ok iinlii uyumsuz (dissonant) akorun dogma-
st saglamstir” (Taruskin, 2009).

Toorn tarafindan Ayin Akoru olarak adlandirilan, bestecinin artik dortlii aralik iizerine tam
dortlii aralik yerlestirmesiyle kurulan ve biiyiik yedili disonanst igeren akor yukarida agiklanan

slirece Ornek gosterilebilir. Bu akoru eserin her yerinde géormek miimkiindiir. (Gorsel 17, 18 ve
19)

Gorsel 17: Ayin Akoru, “Les Augures printaniers” (Taruskin, 2009)
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Gorsel 18: Ayin Akoru, “Glorification de Iélue” boliimii igin skegler (Taruskin, 2009)
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Gorsel 19: Ayin Akoru, “Glorification de lélue” béliimiine hazirlik élgiisii (Taruskin, 2009)
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Besteci ayrica birinci perdenin sonunda, “Danse de la terre” bolimiinde, fagot ve kontrbas

i¢in kalin Fa diyez’ den ince Fa diyez’ e tam ton dizisi kullanmistir. (Gorsel 20)

he » £ k3

Gorsel 20: Igor Stravinski, Le Sacre du Printémps. “Danse de la terre” Boliimiin son bes dlgiisiindeki fagot partisi
3.4. Orkestrasyon
3.4.1. Yeni Solist Enstriimanlar

Orkestrasyon konusunda, Stravinski’ nin siradig1 enstriiman segimleri kendisini diger beste-
cilerden ayiran 6nemli bir 6zelligidir. Olduk¢a meshur olan fagotun agilis solosunda oldugu gibi

besteci aligildik solist enstriiman algisini tamamen yenilemistir. Eserin girisinde, fagotun yasam
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dolu melodisinden sonra, bas klarnet fagota cevap verir. Sonrasinda Stravinski dinleyiciyi sira-
siyla yeni solist enstriimanlarla tanistirir: Korangle, mi bemol klarnet, pikolo trompet, alto fliit
ve timpani. Romantik dénemin 6zellikle yayli enstriiman kullanimini tamamen reddeden bu

secimleri devrimci bir yaklasim olarak gormek miimkiindiir.
3.4.2. Tim

Stravinski basarinin en {ist noktada olmasini amaglayan maksimalist yaklasimindan dolayi,
enstriiman kullanimini egitimsiz koylii seslerini yansitmak icin uyarlamigtir. Giris melodisi fa-
gotun kullanilabilecek en iist perdesinde sunulmustur. Ayrica Bahar Ayini timpaninin en ince
sesi olan Do C4* notasinin kullanildig1 ilk eserdir. Besteci yenilikgi ¢alismalarryla Romantik D&-
nem enstriiman kullanimi sinirlarini genigletmistir. Bu sayede hayal ettigi tiim miizikal renkleri

kullanabilmigtir.
SONUC

Stravinski’ nin kariyerinin ilk yillarinda besteledigi ve gelisim siireci olarak deger-
lendirilebilecek ilk ii¢ bale miiziginde (Ates Kusu, Petruska ve Bahar Ayini) kullandig: teknik
unsurlarin etkisiyle, donemin bale miizigi algisini yeniden sekillendirmek istedigi sdylenebilir.
Stravinski’ nin Rerik, Diyagilev ve Les Ballet Russes’ nin bas dansgis1 Nijinski ile birlikte hayata
gecirdigi Bahar Ayini, sadece reformist bir bale miizigi olarak degil, bunun 6tesinde, biiyiik ¢ap-
11 bir tarihsel arastirma olarak gozitkmektedir. Eserde Kiev pagan topluluklar: biiyiik bir hayal

giiciiyle yeniden canlandirilmistir.

“Stravinski, Debussy ile sarsilan geleneksel tonal anlayisi, barbar armoni ve ritimle-
riyle yikima ugratarak sanat tarihindeki Ilkelcilik (Primitivizm) akiminin miizikteki temsilcisi
olmustur (Eren, 2014:219)”. Rus Halk Miizigi ezgilerinin alint1 olarak ve soyutlanarak kullanil-
masi, kullanilan ezgilerin desteklenmesi igin yararlanilan oktatonik diziler ve disonans akorlar,
flkelci iislubu betimlemek i¢in yapilandirilan asimetrik ritmik gesitliliklerin es zamanl kullani-
mi, Debussy’ nin etkilerini tagtyan nefesli enstritmanlarin baskin kullanimy, solist enstriimanla-
rin se¢imindeki yenilikgi tercihler ve Ilkelcilik algisini giiclendirmek igin kullanilan orkestras-

yondaki tinisal arayislar eserin 20. yiizy1l miiziginde 6ne ¢ikmasini saglayan teknik 6zelliklerdir.

Bestecinin ilk eserlerinde kazandig1 kendine has {islubu, Bahar Ayini’ nden sonraki
eserlerinde Yeni-Klasikgilik, On Tki Ton Teknigi veya Serializm gibi 20. yiizy1l miiziginin diger
teknikleriyle harmanlanmigtir. Diger eserleri de géz éniinde bulunduruldugunda, bestecinin
bale miizigi, senfoni, oda muzigi, dini miizik, deneysel tiyatro miizigi ve kongerto gibi farkli
bicimler besteledigi ve her ¢alismasiyla bu farkli form yapisina sahip eserlere yeni bir bakis agi-
s1 getirmeye ¢alistig1 sdylenebilir. Bahar Ayini ise bestecinin geleneksel bale algisini yeniledigi

eseridir.

4 Bu ¢alismada bilimsel nota yiikseklik degerleri Acoustical Society of America tarafindan 1939 yilinda belirlenen sistemle agiklanmaktadir.
Piyano’ da orta Do “C4” yani 4. oktav Do olarak kabul edilmektedir.
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ABSTRACT

Igor Stravinsky was the leading composer in the first decades of 20th Century. With his contri-
bution to musical literature by his innovative technical usages as asymmetric rhythmic patterns,
dry sound, dissonance usage, new harmonization techniques, direct expression and a different
dimension on orchestration, Stravinsky redefined the understanding of music in an esthetical man-
ner thorough his career.

Le Sacre du Printémps, in English title the Rite of Spring is one of his works with whom he had
been taken into consideration by classical music community in 1913. It is the work that he has built
his musical brand with. In this work, the musical techniques which he used in the work in order to
create a primitive scene will be discussed in a surface level. The impact that Stravinsky created will

be shown by examples.

Key Words: Primitivism, Stravinsky, Le Sacre du Printémps, the Rite of Spring, Ballet
Music, Music of Twentieth Century

* Anadolu University, State Conservatory, Music Department, Eskisehir / TURKEY emreunlenen@anadolu.edu.tr
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INTRODUCTION

ULTIMATE EVOLUTION OF BALLET MUSIC

As it is very well-known, Igor Stravinsky was the composer who had reached his zenith in
his career with his one of the first ballet works named Le Sacre du Printemps as we know within
the English title, The Rite of Spring. His success with Firebird Ballet in Russia brought him the
chance of living in France and work with Diaghilev who was the manager of “Les Ballet Rus-
ses” a company of Russian dancers. Although Stravinsky was a young half-baked composer by
being Korsakov’ s private student, he surprisingly succeeded to introduce the Paris audience
with untouched Russian heritage. While he was writing his Petruchka, his second ballet, with
the collaboration of Nikolai Roerich an artist and expert on the ancient Slavs, he came up with
the “idea of a pagan ritual in prehistoric Russia where a young girl is chosen to dance herself to
death as a sacrifice to the God of spring” (Palisca & Burkholder, 2006:928).

_ LESACRE DV PRINTENPS
P dachals 7 dlue .

Picture 1: Drawings by Valentine Hugo (Taruskin, 2009)



1. Birth of Sacre

The tour that had been placed in 1910 to the Russia’ s rustic areas would be the conceiving
point of the Rite. As well as the reputed bassoon theme in the very first moment of the work,
many different melodic materials and the color of folksongs were derived from that tour and

a folksong booklet that was a kind of Lithuanian wedding songs anthology (Taruskin, 2009).
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Picture 2: Igor Stravinsky, the Rite of Spring. The bassoon theme in the first four bars of the “Introduction”

They completed the scenario by referencing a 11th C. Kievan manuscript which belongs to
Kievan Rus State that was dwelled between 9th and 12th C in Russia (Taruskin, 2009:171). The
aim of the work was not to tell its story, as all previous ballets, but to show a real ritual on stage,
“invoking the spirit of primitive life as a balm for the ills of modern urban society” (Palisca &
Burkholder, 2006: 928). The idea of “having no story” (Boucourechliev, 1987:60) gives the com-
poser to not make any interpretation of the situation just giving the idea to the audience and

make himself as an observer of the ritual that will be emphasized later on.

2. Main Features of the Rite of Spring
2.1. Primitivism

Owing to the fact that subject is a primitive tribe rite; Stravinsky surrounded the whole work
with such materials that whistle up the violence of natural life. Taruskin, a music-historian, exp-
lains that the work should be called as more than primitive; peasant, savages, raw emotion, plain
speech, as biologist; which gives the idea of skeptical of humane ideals; birth, death, procreation,
survival. Percussive dissonance usage, polyrhythmic structure of the work and unpredictable
accents, rests and attacks would be seen as most important figures based on that biologist pri-

mitivism.
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Picture 3: Painting by Henri Rousseau - In a Tropical Forest. Struggle between Tiger and Bull -1909

After the premiere which was a grand scandal in 1913, Jacques Rivére a music critic re-titled
the Rite as “biological ballet” in which the collective, anonymous body of dancers were critici-
zed as “the dance not just belong to the most primitive man, it is also the dance before there was
man”(Taruskin, 2009:188).

Picture 4: Igor Stravinsky, the Rite of Spring, Vaslav Ninjinsky’ s Choreography



2.2. Folkloric Material Usage

As mentioned above, it is so important to re-touch on the disposal of folkloric melodies.
Usage of blocks and juxtaposing them in rapid shifts, he uses many different folk songs in the
Rite. (Picture 5 and 6)
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Picture 5: Tevuselu Manu! (Anton Juszkiewicz, Melodje ludowe litewskie, no. 142) (Taruskin, 2009)
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Picture 6: Igor Stravinsky, the Rite of Spring (piano four-hands arrangement), “Ritual of Abduction” bars from 1 to 10
(Taruskin, 2009)
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In order to project the way of peasant’ s songs, he also re-build the orchestration techniques,
in which the time is not has any equivalence, unexpected articulations and reflection of un-
trained peasant voices by using unusual pitches are seen. In the very beginning of the work the

theme settled up on bassoon’ s highest register. (Picture 7a and 7b)

} E —

Fagotti

Picture 7b: Igor Stravinsky, the Rite of Spring. The pitch usage in bassoon theme.

Picture 7a: the register
S “Introduction”, bars from 1 to 3. (Taruskin, 2009)

of the bassoon

Moreover, with the usage of percussive dissonance, he evoked the brutality and inhumanity
of primitive religion as he imagined it and by using a well-suited technique of harmonization
of Russian folksongs, which is the usage of octatonic scales (Picture 8), not done before except

Korsakov, he achieved the ideal of neo-nationalism by founding a huge harmonic treatment.

Picture 8: Tetrachordal partition of a octatonic scale (Taruskin, 2009)

2.3. Explicit Expression

As an extension of primitivism and violence sub-title, and mentioned above, one of the most
important features of the Rite is its way of submitting (Boucourechliev, 1987:61). Stravinsky
also gave the fight of defending his aim that expresses having no plot and no organization at the
Rite. It means the all work is served as an imitation of a real religious activity. More than having
special characters like in romantic Russian ballets, Stravinsky focused on the social aspects and
social identities in a pagan rite. His anti-romantic style and shocking musical language with
percussive dissonance, polyrhythm and ostinato usage changed all the atmosphere of ballet, as

the audience understands till the Rite.



Picture 9: Swan Lake Ballet by Tchaikovsky - American Ballet Theatre -Photography by Tristram Kenton

Picture 10: The Rite of Spring - A performance by Thurust Company -2010

3. Technical Perspectives
3.1. No Motivic Development

Starting from very beginning of the work, after introduction, he uses distinct thematic blocks
which have no motivic developments. In that point, the usage of quotation peak its climax. He
even juxtaposes more than two different, contrasting ideas of blocks or stratificates them by

putting them at the same time. (Picture 11)
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Picture 11: Igor Stravinsky, the Rite of Spring, “Dance of Adolescent Girls” A motive analsis in order to show how block
musical materials have been used. Bars from 1 to 71.

As can be seen in Picture 11, in the “Dance of the Adolescent Girls’, he started to piece with a
chord on A flat scale in constant eighth-noted string accompaniment with horns unpredictable
accents and pulses which are directly destroy the idea of meter as a 8 bar block idea (A). In bar
9, English horn and two bassoons break up the primitive sense of eight-noted chords with a
contrast, grotesque, 4 bar common Slavic folk melody (B). Later on, in bar 13, he returns to use
first block idea (A) in strings again and in bar 17 with stratification, the English horn’ s solo gets
on the first block. From bar 23 to 34 he introduces a new block (C), which is more dispersed,
like a fanfare. Then, it backs to block A from bar 35 to 71 as a background and build new motivic

materials (D) on it.

It is possible to see that, he has ripe motives, which do not need to be added up. Each motivic
block has its own-characteristics and the ordering them in a purpose forms the developmental

spirit of the Rite.
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3.2. Intensity of Music
3.2.1. Dry sound

“Frequent staccatos and detached playing produce a dry sound, quite far from the lush orc-
hestral sounds of most Romantic composers” (Palisca & Burkholder, 2006:929). In the Rite,
what Stravinsky creates is a new musical language. It is not wrong to say that, his new contribu-
tion to ballet music made a stroke effect that entirely canalize the later on composition to use
that orchestral neologies. The character of his musical language will be analyzed in a surface

manner later.

It is also important to emphasize the pulsation that he uses to increase the efficiency of arti-
culation and primitive atmosphere. It gives the sense to audience as if the audience in a forest
without any defense and at any moment they can experience any issue which break through
wildness. Even he gradually increases the intensity by building up layers of activity, he never

touch the sonorous color of Romantic era.

3.2.2. Rhythmic Types

In the Rite’ s creation process, Stravinsky uses two different types of rhythmic patterns,
which are elaborated in order to reflect the unsymmetrical wild living. Toorn, who is an expert
on Stravinsky a Russian Music, divides these two distinct rhythm patterns as; one is “the immo-
bile, unchanging ostinato or vamp, sometimes quite literally hypnotic, as when the Elders charm
the Chosen One to perform her dance of death, the other type is the rhythm of irregularly spa-
ced downbeats, requiring a correspondingly varied metric barring in the notation” “Stravinsky
contrived to have his two metric types which can be call as the passive ostinato and the active
shifting stress, coexist within a single texture” (Taruskin, 2009:183). As can be seen in picture
12, in the middle section of the glorification dance, while a variable downbeat pattern in the
violins’ and violas in pizzicato, the lower strings, lower winds and percussion play a rigid figure

of four eighth- notes’ duration.

Violin | ()

Picture 12: Igor Stravinsky, the Rite of Spring, “Glorification Dance”. Bars from 114 to 115. (Taruskin, 2009)

There was no precedent for this technique before Stravinsky, which means, it is entirely his
new productive materials used at first in the Rite. In a way it is possible to see that technique as

stratification of rhythms.



3.2.3. Dissonance

As mentioned before in several times, the percussive dissonance usage is one of the building
stone as well as the rhythmic devices, or the cells of dry sound (staccatos, articulations). As an
example, at the very beginning of the Dance of Adolescent Girls, strings and horns play the

chords which include the all seven notes of an A flat harmonic minor scale. (Picture 13)
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Picture 13: Igor Stravinsky, the Rite of Spring, “Dance of Adolescent Girls”. Bars 1 to 3.

“The dissonance is intense, but there is no expectation of resolution; the chord is simply a
musical object, one of many that Stravinsky juxtaposes through-out the piece and the striking
dissonance evokes a primal feeling” (Palisca & Burkholder, 2006: 928). After the premiére, one
of the Russian critics claimed that in the piece there was no even any triad. Therefore as his one
of elements of musical language that he creates through the Rite, it is the thing what makes this

piece more violent is the dissonance usage.

3.3. Harmonization Techniques
3.3.1. Octatonic Scale, Tetrachord Usage and the Rite Chord

Most probably, it was the best way to harmonize the Slavic melodies building on an Octatonic
system which consist of one whole and one half notes in an order. It is possible to partition the
Octatonic scale into four minor tetra chords with starting pitches arrayed along a similar cycle
which means a minor tetrachord consist of the first four notes of the minor scale. “The reason
why this partition of the Octatonic scale has a special affinity for Russian folklore is that many
Russian folk melodies are confined to the notes of a minor tetrachord” (Taruskin, 2009). (Pic-
ture 14 and 15)
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Picture 15: A tetrachordal Russian Folk Melody, Oy vir vir kolodez, from the singing of Agregena Glinkina, Smolensk,
Russia (Taruskin, 2009)

Stravinsky, in the Ritual Action of the Ancestors, uses two tetrachords whose root-notes are
set apart from each other with a triton, which means he divided the Octatonic scale into two
equal pieces. In that way he can easily use one of the tetrachords in the melody, either the other

tetrachord is used in the accompaniment. (Picturel6)

Picture 16: Igor Stravinsky, the Rite of Spring, from “Ritual Action of the Ancestors” (Taruskin, 2009)
While in the melody he uses the tetra-chord; G#, A#, B and C#, in the accompaniment the

rest of the Octatonic scale is used as, D, E, E G.
“From the opposition of these two different scales, Stravinsky educed a three-note harmonic

skeleton or source chord consisting of the outer notes of tetrachord accompaniment. This harmony
pervades The Rite from beginning to the end, giving rise in the process to some of the most famously

dissonant chords on its musical surface...” (Taruskin).
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The chord named as The Rite Chord by Toorn and as an example it consist of with a triton
upon a perfect four interval which produces the major seventh dissonancy interval. The Rite
Chord is everywhere of the whole work. (Picture 17, 18 and 19)
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Picture 17: The Rite Chord, “Dance of the Adolescent Girls” (Taruskin, 2009)

abstract:
inv.—*Rite-Chord

PE— ]
- it by be2a PP (RO)
= . be
—— e L appogy.
= e —
¢ “tonic a : ®
UPP(‘SS) tute shide

Picture 18: The Rite Chord, sketch for the “Glorification of the Chosen One” (Taruskin, 2009)
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Picture 19: The Rite Chord, preparatory measure before “Glorification of the Chosen One” (Taruskin, 2009)
There is also whole tone usage is seen. At the very of end of the tableaux 1, in the Dance of

Earth, bassoons and contrabasses make end the episode with directing from lover octave F# to

upper F# with using whole tone scale. (Picture 20)
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Picture 20: Igor Stravinsky, the Rite of the Spring, “Dance of the Earth,” end - line of the bassoons

3.4. Orchestration
3.4.1. Soloists

As orchestration, his uncommon choosing of instrumentation creates a brand. As we know
from the very well-known opening melody in the bassoon, he reverses the idea of soloists. After
bassoon’ s springful melody, the bass clarinet answers bassoon’ s melody. Later on, in an order,
Stravinsky introduces the audience with new soloists that are English horn, E flat clarinet, Pic-
colo Trumpet, Alto Flute and Timpani. It would be seen as a revolutionist idea which is directly

refuses the heritage of German Romantic instrumentation.
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3.4.2. Timbre

Because of Stravinsky’ s maximalist approach, which aims to success needed to be topped,
he managed the instrumentation in to a kind of untrained village voices. Opening melody
of bassoon is given in the higher register of the instrument. Also it is the first piece where
timpani’ s C4' is used which is its highest pitch. He again reversed the ideal instrumentation
borders of Romantic heritage into full capacity used orchestration. Thus, he was able to get any

color of music that he imagines.

CONCLUSION

In the beginning of Stravinsky’ s composing career, with the techniques he used in Firebird,
Petrushka and The Rite of Spring which could be seen as composer’ s development period,
Stravinsky tried to find an original way to express his musical understanding throughout Ballet
Music. The Rite of Spring which was designed by Stravinsky, Roerich, Diagliev and the premier
ballet of Les Ballet Russes, Nijinsky, is not only a revolutionary ballet music; behind it, it was a
great work of an historical research. The Kievan’ s pagan tribes are re-created within a perfect

design which also needed a great imaginary.

“In the path of Debussy’ s staggering impact on understanding the traditional tonal
music, Stravinsky became the representative of the primitivism in music by using barber har-
mony and rhythmic structures on The Rite” (Eren, 2014:219). The usage of quotations from
Russian folk songs and their abstract patterns, the octatonic scales and dissonant chords which
are used in order to support the melodies, asymmetric rhythmic patterns, the dominant usage
of wind instruments as possibly seen in Debussy’ s music, dry sound, direct expression and a
different dimension on orchestration by searching primitive timbres, are the features of this

work which lead it come into prominence in the first decades of 20th Century.

Throughout his first ballet works, he has defined his originality in musical language manner.
With the works after the Rite of Spring, he has combined some of the 20th Century musical
techniques such as Neo-classism, Twelve Tone Technique or Serialism, with his musical appro-
ach. Besides the ballet music, he has also given different kind of works like symphony, chamber
music, sacred music, experimental theatre music and concertos. It is possible to say for each of
them that his innovative touches to the forms and components of the music were the reason
what he wanted to bring those new aspects. For the Rite of Spring, it is the renovation of classical

Ballet Music concept.

1 In this work, scientific value of pitches are defined with the system that is accepted in 1939 by Acoustical Society of America. The middle
C in piano is accepted as C4.
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ANADOLU UNIVERSITESI
GUZEL SANATLAR ENSTITUSU
HAKEMLI SANAT VE TASARIM DERGISI YAYIN ILKELERI VE YAZIM KURALLARI

YAYIN iLKELERi

SANAT VE TASARIM dergisi, Anadolu Universitesi Giizel Sanatlar Enstitiisii tarafindan y1l-

da iki kez yayimlanur.

SANAT VE TASARIM dergisi, Glizel Sanatlar alanlarindaki bilimsel yazilari yayimlayan ha-
kemli bir dergidir. Dergide yayimlanmak {izere enstititye gonderilen yazilar bas editor tarafin-
dan alan editorii olarak atanan kisiye yollanir. Alan editorii, konunun uzmani ti¢ akademisyeni
hakem olarak belirler, {i¢ hakemden gelen raporlarin sonucunda en az iki hakemin olumlu gé-
riigii iizerine alan editorii kendi tespitlerini de géz oniinde bulundurarak degerlendirme rapo-
runu enstitiiye yollar. Rapor sonunda olumlu bulunan makaleler dogrudan yayimlanma siire-
cine dahil edilir. Ancak editoriin raporunda yazardan diizeltme istendigi takdirde diizeltmenin

en ge¢ 1 ay icinde yapilarak tekrar yollanmasi gerekmektedir.

Takibinde dergide yayimlanmak iizere yazar makalenin son halini yalnizca World belgesi
olarak varsa gorselleri ayr1 bir dosya i¢inde TTF uzantili olarak yollamalidir. Dergiye, Plastik Sa-
natlar, Tasarim, Miizik, Sahne Sanatlar1 gibi Giizel Sanatlar alanlari ve bu alanlarin bilim dallar:
ile olan baglantilarinin isaret edildigi ¢alismalar kabul edilir. Daha 6ncesinde baska dergi ya da
dergilerde yayimlanmis, yayimlanmak i¢in kabul edilmis ve yayimlanmak i¢in degerlendiril-

mekte olan yazilar degerlendirilmeye alinmaz.

Derginin dili Tiirkge ve Ingilizcedir. Makalenin Ingilizce 6zetinde baslik, anahtar kelime ve

yazarin kiinyesi mutlaka bulunmalidir.
Yayimlanan yazilarin sorumlulugu tiimiiyle yazar /yazarlara aittir.
Ayni sayida bir yazarin birden fazla makalesi yayimlanamaz.

Yazar tarafindan onerilen yazi Giizel Sanatlar Enstitlisii Sekreterligine elden, posta veya
e- posta “sanattasarim@anadolu.edu.tr” yoluyla ulastirilabilir. Basilmak tizere génderilen ya da
teslim edilen yazinin Anadolu Universitesi Giizel Sanatlar Enstitiisit SANAT ve TASARIM Der-
gisinde yayimlanmak izere 6nerildigini ve tiiriiniin (Derleme, Arastirma Makalesi veya Editore
Mektup) belirtildigi bir dilek¢e de ekinde yer almalidir. Ayrica yazar 6nerdigi yazinin daha
once yayimlanmadigini, yayimlanmak {izere kabul edilmedigini ve halen bagka bir yerde yayim-

lanmak tizere degerlendirme asamasinda olmadigini kabul etmis sayilir.



Dergide asagida belirtilen 6zellikleri tasiyan yazilar yayimlanabilir :

1. Derleme: Belli bir konuda yakin zamana kadar yapilmis bilimsel ve sanatsal ¢aligmalarin

kaynak olarak kullanildig1 kapsamli ¢alismalar.

2. Aragtirma Makalesi: Ozgiin aragtirmalar1 tanitan ve sonuglarini sunan bilimsel formatta

yazilmis makaleler.

3. Editore Mektup: Giizel Sanatlar Enstitiisti Hakemli Sanat ve Tasarim Dergisi’ nde yayim-

lanmis yazilar ile ilgili yorum, elestiri ve diizeltmeler.

4. Kitap Tanitimr: Sanat alaninda ¢tkmus kitaplar1 tanitmaya yonelik bilimsel formatta yazil-

mis yazilar.
YAZIM KURALLARI

1. Oneri yazilar1 A-4 boyutunda bilgisayar ortaminda Times New Roman yaz tipi 12 punto
ve 1.5 satir aralikli olarak yazilmalidir. Sayfa kenar bogluklary; sag kenar 3 cm, sol kenar 2.5 cm,
tist kenar 4 cm, alt kenar 3 cm olacak sekilde ayarlanmalidir. Sayfa numaralar: sag alt koseye 10

punto olarak yazilmaldir.

2. Yazinin ilk sayfasinda, yazinin baghigi, yazarin /yazarlarin adlari, akademik unvan/iinvan-
lar1, kurum/kurumlari, metnin 6zeti ve anahtar sozciikler (en az 5, en ¢ok 7 ) bulunmalidir.
Yazinin ikinci sayfasinda ilk sayfada yer alan tiim bilgilerin Ingilizce gevirileri olmalidir. Yazis-
malarin yapilacag adres ise dipnot ile belirtilmeli ve yazarin agik posta adresi yaninda, varsa
faks numarasi ve elektronik posta adresi de verilmelidir. Ik sayfada ayrica, dipnot olarak varsa

caligmay destekleyen kurum/kuruluslar, vb. de belirtilmelidir.

3. Ozet, derleme ve aragtirma makaleleri i¢in 100 sdzciigii ve editdre mektupta ise 50 sdzctigii

agsmamalidir. Ozette, denklem, atif, standart dis1 kisaltmalar, vb. yer almamalidir.
4. Yazi, sekil ve tablolar dahil, 20 sayfay1 ve editore mektup ise 5 sayfayr asmamalidir.

5. Notasyon ve kisaltmalar ilgili sanat/bilim alaninda bilinen standart notasyon ve kisaltma-

lar olmali ve ilgili sayfada dipnot olarak verilmelidir.

6. Makalenin formati GIRIS, ILGILI ALT KONU BASLIKLARI ve SONUC olarak olustu-

rulmalidir.

7. Yazilarda kullanilmak istenen resim, fotograf, grafik, ¢izim, vb. gorseller 300 dpi ¢ozii-
niirlitkte ve TIF formatinda olmalidir. Gorsellerin kiinyesi hemen altinda ve eksiksiz verilmel,
ayrica gorsel listesi ve gorsellerin kaynak gosterimi ise kaynakca sayfasinda uygun sekilde ya-

pilmalidir.

8. Metin i¢inde bagka eserlere yapilan atiflar, The American Psychological Association (APA)

sistemi kullanilarak yapilmalidir.
Kaynakga ve kaynak gosterimi hakkinda detayl: bilgi ve 6rnekler igin liitfen bkz.

http://www.gse.anadolu.edu.tr/sites/www.gse.anadolu.edu.tr/files/files/tezyonergesi-son.pdf
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