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« iThenticate

Bu arastirma, konservatuvarlarin opera boliimlerinde egitim alan ogrencilerin
ses egitimi stirecindeki deneyimlerini incelemeyi amag¢lamaktadw. Calismada,
ogrencilerin vokal rejister kullaniminda hissettikleri konfor diizeyleri, ses araliklarina
iliskin rahathik algilart ve suiflandrildiklar: ses gruplarina yonelik aidiyet hisleri
degerlendirilmis; karsilasilan teknik ve pedagojik sorunlara yédnelik ¢ikarimlar
yapumstir. Arastrma, klasik san egitiminde sik¢a gozlemlenen zorluklari ortaya
koymak amaciyla nicel veri toplama yontemiyle yiiriitiilmiis tanimlayict bir anket
calismasidur.

Veriler, yapilandirilmis bir anket araciligiyla toplanmistir. On iki sorudan olusan
anket; rejister gegislerindeki (passaggio) teknik zorlanmalar, rejister esnekligi, ses
smiflandirmasi ve vokal giiven algist gibi temalara odaklanmistir. Uzman goriisleri
dogrultusunda gegerlilik ve giivenilirlik saglanmistir.

Katilimcilarin yaklasik %88°i genel ses araliklarinda kendilerini “rahat” veya “cok
rahat” olarak degerlendirmistir. Ancak ¢apraz sorularin analizinde (o6rnegin, ses
rejisterinin uygunlugu, giiven diizeyi ve ses grubuna aidiyet iliskisini sorgulayan 3., 5.
ve 8. sorular) 6grencilerin yaklasik %30 unun kararsiz veya ¢eliskili yanitlar verdigi
gortilmiistii. Katilimcilarin %23ii rejister kullaniminda giiven eksikligi, %28,6 51
ses tipine dair stiphe, %57 si passaggio noktalarinda kontrol giicliigii, %656 1 rejister
smirlarina yaklastikca performans kaygisi, %02 5i ise tiz ve pes bolgelerde tam
rahatlik saglayamama bildirmistir.

Bu bulgular, d&grencilerin genel algilarimin teknik yeterlilikleriyle her zaman
ortiismedigini gostermektedir. Sonug olarak, vokal esneklik ve rejister entegrasyonunun
pedagojik siirecte daha fazla yer bulmasi gerektigi ortaya konmugtur. Passaggio
noktalarinda yasanan teknik zorluklar, performans kaygisimin ses kontroliinii
etkileyebilmesi ve ses araliklarimin yeterince esnek kullanilamamasi, mevcut 6grenim
stiresinin  bu becerileri kazandirmakta simirli kalabilecegine isaret etmektedir.
Bu ¢alisma, san pedagojisine elestirel bir katki sunarken, ileri arastirmalar i¢in
karsilagtirmall ve uzun vadeli ¢alismalarin gerekliligini vurgulamaktadir.

Onerilen Atif

Kilig, C. O., Artag, A. (2026). Konservatuvar opera boliimii 6grencilerinde vocal rejister konforu, passaggio hakimiyeti ve
performans kaygisi tizerine bir inceleme. Yaratict Drama Dergisi, 21(2), 200-220. https://doi.org/10.21612/yader.2026.009

1. Sanatta Yeterlik Ogrencisi, Anadolu Universitesi Lisansiistii Egitim Enstitiisii Opera Anasanat Dal1 Sanatta Yeterlik Programu, Eskisehir,
Tiirkiye. e-posta: cozlem.kilic@gmail.com, ORCID iD: https://orcid.org/0009-0002-9163-3382

2. Prof. Dr. Anadolu Universitesi Devlet Konservatuvari, Sahne Sanatlar1 Boliimii, Opera Anasanat Dali, Eskisehir, Tiirkiye. e-posta:
aartac@anadolu.edu.tr, ORCID iD: https://orcid.org/0000-0002-6115-8114



Konservatuvar Opera Boliimii Ogrencilerinde Vokal Rejister Konforu, Passaggio Hakimiyeti ve Performans Kaygisi
Uzerine Bir Inceleme

Giris

Gliniimiizde Bat1 miizigi klasik san egitimi, bir¢ok iilke ve egitim stratejisinde oldugu gibi
ilkemizde de ses iiretimi gelistirme becerilerini gerek vokal farkindalik gerek de bunlarin teknik
kapasite ile birlesimiyle sahne pratiginin gelisimini hedef almaktadir. Yetenek ve bilginin gelisimi
stirecinde karsilasilan zorluklar, opera egitimi alan konservatuvar 6grencileri i¢in de gegerlidir. Bu
yogun egitim siireci, bazen 0grencilerin oniine teknik ve psikolojik zorluklar ¢ikarabilir. Rejister
gecislerinde yasanan sorunlar, 6zellikle passaggio adi verilen ve sesin bir rejisterden digerine gegtigi
kritik noktalarda kontrolii saglamak, 6grenciler i¢in uzun bir ¢aligsma gerektirir. Ayrica, ses tiplerinin
dogru belirlenmesi, rejister esnekliginin kazanilmasi ve ses alani iizerinde tam hakimiyet kurulmasi
gibi teknik unsurlar da siirecin 6nemli pargalaridir. Bu teknik zorluklar, zamanla performans
“kaygisia” doniisebilmektedir. “Kayg1” ise 0grencilerin sahne becerilerini olumsuz etkileyerek yeni
sorunlara yol agabilir. Sahin (2019, s. 117-135), kayg1 (anksiyete) kavramini korku ile iligkilendirir
ve “insanin bedensel ve ruhsal varligini tehlikede gérmesi sonucu yasadigi huzursuzluk™ olarak,
somut bir sebep olmaksizin ortaya ¢ikan bir durum seklinde tanimlar. Kaygi ve korku kavramlarini
ayristirmak, kayginin igsel bir tepkime olmasi ve siireklilik tasimasi, korkunun ise tehlikenin ortadan
kalkmasi ile gegebilen bir olgu olmasi bakimindan farklidir.

Sahin (2019, s. 117-135), belirli dozda kayginin bir noktada performans iizerinde etkisinin
olumlu olabilecegini ifade ederken, yiiksek kayginin performansi olumsuz etkilediginin altini
cizer. Sosyal kaygi bozuklugu, toplum Oniinde bir davranis sergilerken ‘yapamama’ endisesini
akla getirirken siireg; bedensel ve zihinsel yorgunluk, bikkinlik ve isteksizlikle sonuglanmaktadir.
Sanatcilarin ve sanat egitimi alan kisilerin mesleki siire¢lerinin performans {izerine kurulu olmast
sebebiyle, kaygi faktoriiniin dikkate alinmasi 6nem arz eder. Bu sebeple Kenny (2005, s. 183-184),
performans kaygisinin sanat icracilar1 arasinda olduk¢a yaygin oldugunu ve bu durumun adrenalin,
sosyal sebepler, uzun ¢alisma temposu ve hatta ekonomik yetersizliklerle iliskili olabilecegine dikkat
¢cekmektedir.

Barlow (2000) kaygi bozukluklarmin gelisimini acgiklamak i¢in “Uclii Savunmasizlik
Modeli” (Triple Vulnerability) adinda bir model 6nermistir. Bu model, kayginin biyolojik, psikolojik
ve ¢evresel kokenlerini bir arada ele almaktadir. Barlow’un modeli, miizisyenlerde kayginin neden
bazi kisilerde daha yogun yasandigint anlamak i¢in uyarlanmistir. Model ii¢ temel bilesenden olusur:

* Biyolojik diizey: Genetik yatkinlik — artmis fizyolojik uyarilma (titreme, terleme, kalp
carpintist).

* Genellesmis psikolojik diizey: Aile veya egitim ortaminda yiiksek beklenti, diisiik destek
- kontrol hissinin kaybu.

« Ozgiil diizey: Sik degerlendirme, yarisma ortami, hata korkusu - performansla kaygimin
kosullanmasi. (Kenny, 2005, s. 184)

Kenny vd. (2003, s. 758-759), Barlow’un kaygi modelini genel olarak performans
kaygisin1 ve 6zellikle miizik performans kaygisint (MPA) anlamada 6nemli bir yol gosterici olarak
degerlendirmis ve Kenny Miizik Performans Kaygis1 Envanteri’ni (K-MPAI) gelistirmis ve test
etmistir. Cesitli uluslararasi aragtirmalar Kenny ve arkadaslarinin aktarimiyla, profesyonel orkestra
miizisyenleri arasinda miizik performans kaygisinin (MPA) yaygin ve ciddi bir sorun oldugunu
gostermistir. Ornegin Steptoe ve Fidler (1987) MPA’nin genel yaygimligmi vurgularken, ABD’de 48
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orkestrada yapilan bir ankette miizisyenlerin %25’inin sahne korkusu, %13 tiniin akut anksiyete ve
%17’sinin depresyon yasadigi (1988), Hollanda’da %59 unun profesyonel islevselligini etkileyecek
diizeyde kaygi bildirdigi (van Kemenade, van Son & van Heesch, 1995) ve James’in (1998) 56
orkestra iizerinde yiiriittiigli arastirmada ise %70’inin performanslarmi olumsuz etkileyen kaygi
yasadigi saptanmigtir (2003, s. 758-759).

Tiim bu bulgular, performans kaygisinin yalnizca psikolojik degil, ayn1 zamanda fizyolojik
ve teknik siireclerle de yakindan iliskili oldugunu gostermektedir. Ozellikle ses iiretiminin bedensel
kontrol, kas koordinasyonu ve solunum yonetimi gibi bilesenler iizerinde yogunlastig1 diisliniilecek
olursa, kayginin dogrudan rejister gegisleri, rezonans kullanimi ve entonasyon gibi teknik unsurlar
ozelinde de etkili olabilecegi sonucuna varilabilir. Bu bakimdan, ses ve rejister farkindalig1 {izerine
bir takim teknik yaklagimlar sunulurken, kaygi ve psikolojik unsurlarin géz ardi edilmemesi dikkat
cekmektedir. Insan sesi bu noktada biitiin olarak ele alinacak olursa, mekanik bir diizlemde akil ve
duygular etkisinde sekil alan bir olgu olarak disiiniilebilir.

Rejisterler, Garcia’nin tespitlerinden sonra da irdelenen ve merak uyandiran bir olgu olmustur.
Alaninda uzman pek ¢ok hekim, pedagog ve sanatci tarafindan iizerine ¢esitli fikirler {iretilmis ve
temelde varlig1 kabul gérmistiir. Docher’in (1994) ilgili yazisinda farkli bakis agilari, Vennard’in
rejister olgusunun kas temelli oldugunu ve larenksin i¢ kaslarinin titresim kaliplarinin subglottik
basin¢la uyum i¢inde ¢aligmasi sonucunda ortaya ¢iktigini savunurken, Lehmann ve MacKenzie
rejisterlerin rezonans sorunlari temelli oldugunu savunmustur (Doscher, 1994, s. 172). Klasik san
egitiminin temel yap1 taglarindan biri olan rejister kavramini, san pedagojisi alaninda 6nemli bir
isim olan Manuel Garcia s0yle tanimlamaktadir: “[...] Esit kaliteye sahip ardisik seslerden olusan
bir seri, pesten tize bir ses dizisi, ayn1 mekanik prensibin uygulanmastyla iiretilir ve bu prensibin
dogasi, baska bir mekanik prensiple tiretilen esit kaliteye sahip bagka bir ses serisinden temel olarak
farklidir” (Hollien ve Schoenhard, 1983, s.256).

Bununla beraber klasik Bati miizigi egitimi almis sanat¢ilarin rejister farkliliklarini
gizleyebildikleri ve gegisleri homojen bir forma sokabildiklerine dair pek ¢ok goriis, vokal rejisterlerin
varligina dair elestiri sunmustur ve rejister kullaniminin teknigin 6nemli bir parcasi olabilecegini
vurgulamistir (Hollien ve Schoenhard, 1983, s. 256). Opera egitimi alan bir sanat¢1 i¢in 6nceligin,
sesini dengeli bir gli¢ dagilimi etkisinde homojen bir forma sokmak oldugu sdylenebilir. Orta
tonlarinda zengin bir tin1 ve nefes destegiyle yaratilan potansiyel sesin, gecis noktalarinda herhangi
bir engele takilmaksizin tiz ya da pes rejisterlere taginabildigi gerceklikte, sarkici 6zgiin potansiyelini
ortaya ¢ikaracak ve sesi ozglirlesecektir. Bu noktada rejisterlerin profesyonel opera sanatgilari baz
alinarak incelenmesi ve varliklarinin géz ardi edilmesi, bir cevap niteliginde olmaktan 6te, egitimin
sonuglarini gosterecektir.

Vokal Rejisterler ve Ses Tiirleri

Rejister kavrami, insan sesi 6zelinde belirli bir aralikta {iretilen, vokal yolun sekli ve vokal
kordlarin titresim kapasitesi ve de rezonans ile kas aktivitesinin birlikteligiyle olusan, “biitiinsel bir
ses olgusu”na isaret etmektedir. Gooen’in (2024) tabiriyle rejisterler, “[v]okal kordlarin titresim
bi¢imi veya isitsel algi acisindan ortak ozellikler gosteren seslerin olusturdugu bir dizilim ya da
grup” olarak tanimlanmaktadir.
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Vokal rejisterlerin insan sesindeki varligi konusunda tarih boyunca pek cok goriis
bildirilmistir. Bu kavram, tarihsel siirecte farkli yaklagimlarla ele alinmistir: Vennard kas temelli bir
olgu oldugunu savunurken, Lehmann ve MacKenzie rezonans sorunlarina dayandigini iddia etmistir
(Doscher, 1994, s. 172). Baz1 pedagoglar, rejisterleri “sarkicinin yetersiz gelisen becerilerinin sonucu”
olarak degerlendirse de konu iizerine yapilan 6rnek ¢alismalar, san pedagojisinin dncii isimlerinden
Garcia’nin (1840) ortaya koydugu goriisler etrafinda sekillenmistir (Hollien & Schoenhard,
1985, s. 256). Garcia’nin vokal rejisterler {izerine tanimi su sekildedir: “Ayni mekanik prensibin
uygulanmasiyla tiretilen, esit kalitede art arda gelen seslerden olusan bir dizi; dogasi itibariyla, baska
bir mekanik prensibin uygulanmasiyla iiretilen esit kalitede art arda gelen diger ses dizilerinden
temelde farklidir.” (akt. Hollien & Schoenhard, 1985, s. 256). Garcia temel olarak, birbirinden farkl
ancak esit kalitedeki bu dizilerin birbirine baglanmas1 homojen ve biitiinsel bir ses mekanizmasinin
kagimilmaz gerekliligine isaret etmektedir.

Rejisterler gogiis rejisteri (chest register), kafa rejisteri (head register), kalin bas registeri
strobass register) olarak goriliir (Otaciogulu, 2012, s. 3). Sarkicilar i¢in “orta rejister (mix)”in
dengelenmesi oldukca dnemlidir. Bununla beraber klasik san pedagojisinde rejisterlerin homojen
olarak birbirine baglanmasi en ¢ok tartisilan ve calisilan alan, yani passaggio bolgesi olarak
adlandirilan baglanti noktalaridir. Kulak-Burun-Bogaz (KBB) hekimi ve larengolog olan Ilter
Denizoglu passagio’yu su sekilde tanimlamaktadir:

“Rejister mekanizmasinda gorev alan dominant kas (TA veya KT) kasilma sinirina gelince
vites degistirir gibi diger rejisterin dominant kasi kasilmaya baslar. Bu sirada glotik mimaride
dramatik bir sekil degisikligi oldugu icin ses tinisinda da bu degisim isitilir. Degisim sirasinda
fonasyon siirdiiriiliirse (glisando seklinde) seste bir catlama olur ve bir basamak hissi gerceklesir.
Bu basamagin olmamasini saglamak i¢in iki komsu rejisterin dominant kaslari arasinda bir kasilma
dengesi olusturulmalidir. Bu denge sadece iki kas arasinda degil, glotik mimariyi etkileyen tiim
sistemin (ses yolu, diger intrensek larengeal kaslar ve dinamik larengeal aski sistemi) koordinasyonu
ile gerceklesen ndromuskiiler beceri gelisimi ile miimkiindiir. Bu beceri rejister kaynastirma (eritme,
yumusatma) olarak tanimlanir” (Denizoglu, 2020, s. 214).

Profesyonel sarkicilar rejister gegislerini homojen hale getirebilse de egitim siirecinde bu
gecisler (passaggio) temel zorluk alanlarindan biridir. Denizoglu’na (2020, s. 214) gore passaggio,
larengeal kaslarin koordinasyonuyla asilabilen néromiiskiiler bir beceridir. Hollien&Schoenhard’in
bahsettigi bazi pedagoglarin, rejisterleri sarkicinin ‘yetersiz’ gelisen becerilerinin sonucu olarak
degerlendirmesi Denizoglu’nun fizyolojiye dair goriisleriyle uyumlu goriinmektedir. Bu noktada
rejisterlerin varligim1 gérmezden gelmek yerine passaggio kullamimiyla desteklenen biitiinsel ve
homojen bir rejister kullanimi1 opera sarkicilarinin temel prensibi oldugu disiiniilebilir.

Passaggio, teknik olarak yonetimi gii¢, kirilgan bir bdlge olmakla birlikte ses gruplari
arasinda farkli nota gecislerine denk gelmektedir. Bu noktalar ses tipi (soprano, mezzo-soprano,
tenor, bariton vb.) olmakla beraber ayni ses gruplari icerisinde gecis notast yarim-bir ses kalin ya da
ince degisebilir.

Her ses grubunun kendi i¢inde 6zellesmesi mevcuttur. Sopranolar 6zelinde alt tiirleri lirik,
dramatik, soubrette (subret), coloratura (koloratur) olarak isimlenirken mezzo sopranolar lirik ve
dramitik olarak iki gruba ayrilir. En kalin kadin ses grubunu olusturan alto sesler ise kontralto ve alto
olarak sekillenmektedir. Erkekler 6zelinde tenor ses grubu; legge, lirik, dramatik, spinto, krakter ve
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helden tenor olarak goriiliir. Bariton sesler lirik, Kavalierbariton ve bir stili temsil eden Verdi baritonu
olarak goriiliirken bas sesler, basso buffo, bas bariton, basso profondo olarak isimlenir (Koksal, 2019,
s. 23-41).

Glinlimiizde ses tipleri ve alt gruplari, gelisen vokal teknikleri ve repertuvar cesitliligi
dogrultusunda daha ayrintili bir sekilde siniflandirilmaktadir. Geleneksel siniflandirmalarin yani sira,
dramatik koloratur soprano, lirico-spinto tenor veya bas-bariton gibi hibrit veya gegis 6zellikleri
tagityan kategoriler de daha belirgin hale gelmistir. Bu ayrim, o6zellikle opera repertuvarindaki
genisleme, ses pedagojisindeki ilerlemeler ve sarkicilarin ses Ozelliklerine daha spesifik roller
atanmasi gerekliligi dogrultusunda sekillenmistir. Bdylece, her ses tipinin kendine 6zgii teknik ve
ifade olanaklarini daha ayrintili bir bigimde tanimlamak miimkiin hale gelmistir. Ses tipleri 6zelinde
kabaca ses araliklar1 ve gecisler nota degerleri olarak asagidaki sekilde goriilebilir:

Tablo 1
Ses Tipleri Ozelinde Ses Araliklari ve Gegislerin Nota Degeri Olarak Géosterimi

Kadin Sesleri:

Kolaratur soprano: a) “passaggio di registro” yaklasik F#5 A#5, b) Aralik: F3 — F6 ve Ustii
Soprano: a) “passaggio di registro” yaklasik ES — G#5, b) Aralik: A3 — D6 ve iistii
Mezzo-soprano: a) “passaggio di registro” yaklasik D5 — F#5, b) Aralik: G3 — C6

Alto: a) “passaggio di registro” yaklasik D#5 — G5, b) Aralik: E2 — D6

Erkek Sesleri:

Kontratenor: a) “passaggio di registro” A4/A#4 — C#5/DS5, b) Aralik: A2 — AS

Tenor: a) “passaggio di registro” yaklasik F4 — A4, b) Aralik: A2 — D5 ve falsetto
Bariton: a) “passaggio di registro” yaklasik D4 — F#4, b) Aralik: G2 — A4 ve falsetto
Bas bariton: a) “passaggio di registro” yaklasik C#4 — F4, b) Aralik: C1 — G4 ve falsetto
Bas: a) “passaggio di registro” yaklasik C4 — E4, b) Aralik: C1 — F4 ve falsetto

(Isherwood, 2013, s. 135-136, akt. Kavsat, vd., 2020, s. 467)

Rejister farkindalig1 ve geg¢is seslerindeki hakimiyet, sadece teknik gelisim agisindan degil,
ayn1 zamanda sarkicinin sahne tizerindeki 6zgiiveni ile dogrudan iligkili olup performans kaygisi ve
kalitesini etkilemektedir. Sarkici rejister konfor alanini gelistirip genisletir ve rejister gegislerini nefes
destegini devam ettirerek, esnek kullanabilirse sahne {izerinde 6zgiirce tiyatral eyleme gecebilecegi
bir alan bulabilecektir. Bdylece eylem artik bir kas isleyisi yani sportif deneyimden ziyade ifade,
duygusal aktarim ve gdsteriye evrilebilir nitelige ulasabilir.

Ses Tiiriinii Simiflandirma Kriterleri

Sesin siniflandirilmast, sarkicilarin vokal gelisimlerinde saglikli ve emin bir yolizleyebilmeleri
ve kendilerine uygun repertuvarla kariyerlerinde ilerleyebilmeleri agisindan olduk¢a dnemlidir. Bu
smiflandirma ¢ogunlukla bireyin fiziksel ve akustik 6zelliklerine dayanir. Ses tellerinin yapisi, gerek
uzunlugu gerek kalinligi olsun, rezonans bosluklar1 ve diger bireysel anatomik faktorler kisinin ses
kimliginde yol gostericidir. Genelleyerek drnekleyecek olursak, kisa ve genis ses telleri siklikla tenor
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ve soprano ses tiplerinde goriiliirken, uzun ve dar teller bas ve kontralto ses tiplerinde daha yaygindir.
Benzer sekilde, tiz sopranolarda genellikle daha kii¢ilik rezonator yapilar: gézlemlenir (Doscher, 1994,
s. 195). Bununla beraber pek ¢ok sarkicinin fiziksel yapisiyla sesinin ortiismeyebildigi dolayisiyla,
ses siniflandirmasinda yalnizca fiziksel gostergeler degil, tin1 (timbre), ses araligi (range) ve rahatlikla
sOylenebilen nota bolgesi olan “tessitura” da dikkate alinmalidir. Doscher’in de ifade ettigi gibi,
sesin rengi ya da tinist; temel frekans, armoniklerin dagilimi ve bunlarin siddetiyle birlikte, nefes
yOnetimi, ses tellerinin isleyisi ve rezonator ayarlarinin bir sonucudur (s, 196).

Klasik bati miizigi san egitiminde bu konuyla ilgili birbirinden farkli yontemlerin
izlendigi soylenebilir. Egitmenlerin ses olusum mekanizmasini ve fizyolojik unsurlari goz oniinde
bulundurmaksizin duyus temelli tespitleri, bilhassa akustik ve pedagojik anlamda birbiriyle
ortlismeyen ses gruplarimin anlasilmasinda gii¢liikk yarattigi fikrini verir (Otacioglu, 2012, s. 51).

Barbara Doscher’in ifade ettigi iizere ses siniflandirmasinda oncelikle izlenmesi gereken
adimlarim tamimmi su sekilde yapabiliriz: “Tin1 (timbre) yani ses rengi, temel frekans temelli
armoniklerin nefes akisi, ses tellerinin temasi ile ses ¢ikarma eylemi gergeklesirken mekanizmanin
rezone edilmesiyle olusan karekteridir. Ses aralig1 (range) ise kisinin frekans degerinin ulasabilecegi
en ylksek ve en diisikk noktalariyla degerlendirilir. Sesin zahmetsizce dogal yapisi degisime
ugramadan {retildigi araliga ise tessitura denmektedir” (Doscher,1994, s. 196).

Ses siniflandirmasi, san egitiminin 6nemli bir bileseni olmakla birlikte, asil odak saglikli
ses kullanimi olmalidir. Sarkici, tipki bir sporcu gibi, fiziksel ve estetik gelisimini disiplinli bir
yaklasimla planlamalidir. Bu siiregte, san egitmeni kritik bir rol oynar, ¢iinkii ses enstriimani dogrudan
sarkicinin bedenidir ve dogru teknik gelisim ancak deneyimli bir egitmen rehberliginde saglanabilir.
Miller’a (1986, s. 209) gore, iyi bir san egitmeni, ses problemlerini dogru teshis edebilmeli ve
uygulanabilir ¢éziimler sunabilmelidir. San egitimi, sabir ve 1srarc1 bir yaklagim gerektirir, ¢linkii
sarkicinin bedeniyle dogru koordinasyonu deneyimlemesi zaman alir. Gelisim siirecindeki bir sarkici
icin temel hedef, sesi nefes destekli rezonans bolgesine yonlendirerek temel frekansa ulagmaktir.
Gelisim siirecindeki sarkici i¢in saglikli ses iiretiminden sonraki énemli adimlardan biri nihayet
ses smiflandirmasidir. Bunun sonucunda her ses grubu 6zelinde degisen passaggio noktalari, tim
san egitiminde en kritik teknik zorluk olarak karsimiza ¢ikmaktadir. Bu gecislerin yonetimi, sesin
homojenligi ve 6zgiirliigii agisindan belirleyici rol oynamaktadir.

Doscher’in (1994, s. 197) tespitiyle, 25 yasina kadar geng olarak degerlendirilen ergenlik
donemindeki bir sarkicinin kas gelisim siireci goz Oniinde bulunduruldugunda, ses iiretimi, kas
hakimiyeti ve girtlak yapisinin degisimi, geng sarkicilarin ses siniflandirmasi konusunda hassasiyet
ve esnek bir yaklasim isteyebilir. Bu noktada tamamen ses rengi géz 6niinde bulundurularak yapilan
siniflandirmalar yaniltici olabilir. Ornegin sesi yiiksek perdede kullanma kapasitesi heniiz gelismemis
koyu bir tim iiretebilen pek ¢ok soprano mezzo soprano olarak calistirildigi gézlenmektedir ve
maalesef yillar sonra yapilan bir ses grubu degisimi yillarca vokal beceride gelistirilememis kas
grubunu isaret eder ve bu, kisinin biitiinen yeteneklerinin ortaya konulamamasi veya kisitli kalmasi
sonucunu doguracaktir. Doscher’e gore (1994) bu durum, sonucunda ortaya ¢ikabilecek daha iyi bir
ihtimaldir ki, en koti sonug ses sagliginda kalic1 hasarlar olarak gézlenebilir.

Bu noktada sesin egitim siiresince tessitura ve registerler arasindaki gecislerin iyi izlenmesi,
sarkiciy1 dramatik, spinto, vs. gibi isimlerle katagorize etmekten kaginarak, siirecin dogal akiginda
gelisimine izin vererek sabirli bir tutum izlenmesi akillica olacaktir. Ses siniflandirmasi pek cok etmen
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g6z oniinde bulundurularak, sarkicinin potansiyelini sinir noktalarinda zorlamaktan ziyade, konfor
alan1 iginde, pes ve tiz iki ucta adim adim esnetmek ve siirecin nereye evrildigini izlemek dogru
olacaktir. Otacioglu’nun soylemiyle, “Sarkici temel teknik yeterlilige ulastiktan, vokal &zgiirliige
kavustuktan sonra ses tiirii daha dogru olarak belirlenebilecektir” (2012, s. 52).

Arastiramanin Amaci ve Onemi

Bu aragtirmanin amaci, konservatuvarlarin opera boliimlerinde egitim alan 6grencilerin ses
egitimi siirecindeki deneyimlerini incelemekle birlikte; ¢alismanin ¢ikis noktasi, dort yillik lisans
egitimi siiresince vokal gelisiminin ve rejister aidiyetinin ne kadar yeterli ve giivenilir oldugu
sorusudur. Zira sesin biyolojik ve teknik olgunlasma siireci, ¢ogu zaman bu akademik siirenin
otesine uzanmaktadir. Ogrencilerin temel frekanslarini giivenli bir ortamda kesfederek, rejisterlerini
esnek bicimde kullanmalarina olanak taniyan bireysellestirilmis pedagojik yaklagimlara ihtiyac
duyulmaktadir. Calismada, 6grencilerin vokal rejister kullaniminda hissettikleri konfor diizeyleri,
ses araliklarma iligkin rahathik algilar1 ve simiflandirildiklan ses gruplarima yonelik aidiyet hisleri
degerlendirilmis; karsilasilan teknik ve pedagojik sorunlara ¢dziim oOnerileri sunulmustur. Bu
baglamda ytiriitiilen bu arastirma, yaklasik 80 opera 6grencisine uygulanan yapilandirilmig bir anket
araciligtyla, gerekli sartlar1 tam anlamiyla kapsadigi belirlenmis 77 6grencinin cevaplari baz alinarak,
vokal rejister kullanimina iligkin konfor algilarini, ses siniflandirmasina yonelik aidiyet hislerini ve
passaggio noktalarinda karsilasilan sorunlar1 tanimlamay1 amaglamaktadir. Elde edilen veriler, klasik
san pedagojisinde yaygin olarak karsilasilan teknik ve psikolojik giicliiklerin daha sistematik bir
bi¢cimde analiz edilmesine olanak saglamaktadir.

Arastirmanin 6nemi birkac agidan degerlendirilebilir. Oncelikle, klasik san pedagojisinde
siklikla tizerinde durulan ancak 6grenci perspektifinden yeterince sistematik arastirilmayan “rejister
konforu”, “passaggio hakimiyeti” ve “ses smiflandirmasi aidiyeti” gibi temel konularda veri
saglamaktadir. Mevcut egitim pratiklerinin 68renci deneyimleri lizerindeki somut yansimalarini
gormek, pedagojik yaklasimlarn etkinligini degerlendirmek i¢in gereklidir.

Ikinci olarak, calisma, dért yillik lisans egitimi gibi smirli bir siirenin, sesin biyolojik ve
teknik olgunlasma siireciyle ne olgiide ortiistiigii sorusunu giindeme getirmektedir. Ogrencilerin
o6nemli bir boliimiinlin st smiflarda dahi temel teknik zorluklar (passaggio kontrolii, tiz-pes
hakimiyeti) ve performans kaygisi yasadigini ortaya koyan bulgular, egitim siiresinin ve igeriginin
yeniden diistiniilmesi gerektigine isaret etmektedir.

Calismanin ti¢lincti ve en 6nemli katkilarindan biri, performans kaygisini yalnizca psikolojik
bir sonug olarak degil, dogrudan teknik beceri gelisimi ve sahne giiveni ile i¢ ige ge¢mis pedagojik
bir degisken olarak ele almasidir.

Sonug olarak, bu arastirma, Tiirkiye’deki opera egitiminin mevcut durumuna dair agiklayici bir
perspektif sunarak egitimciler ve aragtirmacilar igin veriye dayali bir tartigma zemini olugturmaktadir.
Bulgular; bireysellestirilmis egitim, ses siniflandirmasinin periyodik gézden gegirilmesi, teori-pratik
biitiinlesmesi ve kaygi yonetimine yonelik ¢oziimler gibi somut Oneriler gelistirilmesine olanak
tanimaktadir.
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Yontem
Arastirmanin Modeli

Bu arastirma, nicel arastirma yontemine dayali olarak tanimlayict tarama modeliyle
gerceklestirilmistir. Amag, opera boliimlerinde egitim alan 6grencilerin vokal rejister kullanimu,
teknik yeterlilik algisi, passaggio noktalarinda karsilasilan sorunlar ve ses siniflandirmasina yonelik
aidiyet hislerini sistematik bicimde degerlendirmektir.

Calisma Grubu

Bu arastirma, yaklasik 80 opera dgrencisine uygulanan yapilandirilmis bir anket araciligiyla,
gerekli sartlar1 tam anlamiyla kapsadigi belirlenen 77 6grenci ile gerceklestirilmistir. Katilimeilar,
goniilliiliik esasina dayali olarak ¢alismaya dahil edilmis olup, farkli sinif diizeylerinden (1. sinif
- mezuniyet asamasi) ogrencileri kapsamaktadir. Egitim siiresi 4 yil olarak planlanmakla birlikte,
egitim sliresi uzayan Ogrenciler i¢in anket formunda bu durum ayrica belirtilmistir. Katilimcilarin
tamami goniilliiliik esasina gore calismaya dahil edilmis olup, farkli konservatuvarlar arasindaki
egitim miifredati, 6gretim elemant niteligi, teknik altyap1 ve kurumsal uygulama farkliliklari arastirma
kapsaminda kontrol edilememistir. Bu durum, bulgularm tim konservatuvar opera grencilerine
genellenmesini sinirlamaktadir.

Veri Toplama Araclari

Yaklagik 80 opera ogrencisinden® anket araciligiyla veri toplanmistir. Anket; rejister
gecislerindeki (passaggio) zorlanmalar, rejister esnekligi ve ses smiflandirmasi aidiyeti gibi
basliklarda 12 sorudan olusmaktadir. Bu sorular rejister gegislerindeki teknik zorluklar, rejister
esnekligi, ses siniflandirmasina yonelik aidiyet hissi ve performans konfor diizeyi gibi degiskenleri
6lemeye yoneliktir. Sorularin gegerlilik ve anlasilirligi, alaninda uzman ii¢ akademisyen tarafindan
degerlendirilmis ve gerekli diizeltmeler yapilmistir.

Verilerin Analizi

Anket araciligiyla elde edilen veriler, betimsel analiz yontemiyle degerlendirilmistir.
Katilimcilarin yanitlar1 ylizdelik oranlarla ifade edilmis; belirli sorular arasindaki iligkilere yonelik
yorumlayic1 degerlendirmeler yapilmistir. Ozellikle rejister konfor diizeyi, ses siniflandirmasina
yonelik aidiyet hissi ve teknik zorlanmalar gibi basliklarda ortaya c¢ikan egilimler karsilagtirmali
olarak incelenmistir. Anketin baz1 sorular arasinda capraz degerlendirmeler yapilarak, 6grencilerin
genel alg1 diizeyi ile spesifik teknik deneyimleri arasindaki olasi farklar ortaya konulmustur.

Arastirma ve Yayin Etigi

Aragtirma ncesinde Anadolu Universitesi Sosyal ve Beseri Bilimler Arastirma ve Yayn Etigi
Kurulu tarafindan 14.03.2025 tarihinde 867157 Protokol no’lu etik kurul karar belgesi alinmistir.

3. On bulgular, Voice Istanbul 2025 Kongresi Bildiri Kitapgigi'nda dzet (abstract) olarak yaymmlanmistir. Bu makalede, ¢alismanin
genisletilmis hali 77 katilimcr ile sunulmaktadir.
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Bulgular

Katilimeilarin %26°s1 lisans birinci sinif, %18,2’si ikinci sinif, %1371 tiglineii sinif, %32,5°1
dordiincii siif, %10,4°1 ise daha yliksek siniflarda ya da daha fazla yil egitim gérmektedir (Tablo 2).
Bununla beraber katilimcilarin %57’si soprano, %13’ii mezzo-soprano, %13’i tenor, %7’si bariton,
%7’si ise bas ses rejisterine dahildir (Tablo 2).

Tablo 2

Katilimcilarin Sinif Bazinda Dagilimi

1. Kaginci siniftasiniz? f Oran
Birinci sinif 20 %26
Ikinci smif 14 %18,2
Ucgiincii simf 10 %13
Dordiinct simif 25 %32,5
Daha fazla 8 %10,4
Genel Toplam 77 %100,00

“Ses rejisterinizin size uygun oldugunu diisiiniiyor musunuz?” sorusuna katilimcilarin
%54.5’1 “Kesinlikle evet”, %33.8’1 “Evet, cogunlukla”, %6,5’1 “Hayir, bazen zorlaniyorum”, %5.2°si
ise “Kararsizim” cevabini vermiglerdir. Buna gore dgrencilerin yaklasik %88.3’i siif ve register
fark1 gdzetilmeksizin seslerinin kendilerine uygun oldugunu diisiinmektedir (Tablo 3).

Tablo 3
Katilmcilarin Seslerinin Kendilerine Uygun Olup Olmadigina Dair Goriigleri

3. Ses rejisterinizin size uygun f ORAN
oldugunu diisiiniiyor musunuz?

Kesinlikle evet 42 %154,5
Evet, cogunlukla 26 %33.,8
Hayir, bazen zorlantyorum 5 %6,5
Kararsizim 4 %5,2
Genel Toplam 77 %100,00

Dordiincti soru olan “Tiz ve pes seslerde kendinizi nasil hissediyorsunuz?” sorusuna
katilmeilar %37,7’si “Hem tiz hem pes seslerde rahatim”, %6,5’1 “Hem tiz hem pes seslerde
zorlaniyorum”, %39’u “Peslerde rahatim, tizlerde zorlaniyorum”, %16,9°u ise “Tizlerde rahatim,
peslerde zorlaniyorum” cevabini vermistir. Buna gore kendilerini tiim rejisterlerde rahat hisseden
Ogrencilerin orani diigiik gériinmektedir (Tablo 4).

208



Konservatuvar Opera Boliimii Ogrencilerinde Vokal Rejister Konforu, Passaggio Hakimiyeti ve Performans Kaygisi
Uzerine Bir Inceleme

Tablo 4

Katilimcilarin Tiz ve Pes Seslerde Kendilerini Nasil Hissettiklerine Dair Bulgular

4. Tiz ve pes seslerde kendinizi nasil f ORAN
hissediyorsunuz?

Hem tiz hem pes seslerde rahatim 29 %37,7
Hem tiz hem pes seslerde zorlantyorum 5 %6,5
Peslerde rahatim, tizlerde zorlaniyorum 30 %39,0
Tizlerde rahatim, peslerde zorlaniyorum 13 %16,9
Genel Toplam 77 %100,00

Tablo 4’e gore 1. ve 2. siniflarin egitim siireclerinin basinda olmalar1 sebebiyle tiz ve
pes seslerde zorlandiklart ve ortalamayi1 diigiirdiikleri diisiiniilebilir. Paul Madaule (1987, s. 2)
ilgili aragtirmasinda Dr. Tomatis®, belirli igitsel modifikasyonlarin sarkicilarin vokal nitelikleri ve
miizisyenlerin enstriimantal performanslari {izerindeki etkisini incelemistir ve bir icracinin isitsel
becerilerinin, dzellikle de kendini dinleyerek gelistirilmesinin, icraciya daha biiyiik bir hakimiyet
kazanmasini sagladigin1 gostermistir. Bu fikirden yola ¢ikilarak, birinci ve ikinci simif 6grencileri
ile ticlincii ve dordiincii stnif 6grencileri arasinda kendi sesine maruz kalma stiresi sebebiyle bilingli
isitsel geri bildirim arasinda fark olacag: fikrine varilabilir. Ancak alt siniflarin (1. ve 2. sinif) toplam
katilimcilara oranmi yaklasik %44 iken tiz ve pes seslerde kendisini tamamen rahat hissetmeyen
tiim G6grencilerin orani yaklasik %62°dir. Yani 3. sinf ve {istii 6grencilerin de %59’u kendilerini
tiz ve pes seslerde tamamen rahat hissetmemektedir. Bu veriler, yalnizca alt siniflarin degil, st
sinif dgrencilerinin de 6nemli bir kisminin tiz ve pes seslerde teknik rahatlik saglayamadigini
gostermektedir. Bu durum, ses egitiminin tiim rejisterlerde hakimiyet kazandirmak i¢in daha uzun
bir siire¢ gerektirdigine veya mevcut egitim stratejilerinin kisithi olabilecegine igaret edebilir. Ayrica,
ogrencilerin bireysel fizyolojik farkliliklarmin (vokal aralik, kas gelisimi vb.) veya psikolojik
faktorlerin (6zgiliven, performans kaygisi) de bu sonuglarda etkili oldugu diistiniilebilir.

“Ses rejisteriniz konusunda kendinizi ne kadar gilivende hissediyorsunuz?” sorusuna
katilimeilari %18,2’si “Cok giivende hissediyorum”, %58,4’1 “Genellikle giivende hissediyorum”,
%5,2’si “Genellikle gilivensiz hissediyorum”, %18,2’si ise “Kararsizim” cevabi vermislerdir. 3.
soruya (Ses rejisterinizin size uygun oldugunu diisliniiyor musunuz?) “kararsizim” ve “hayir bazen
zorlantyorum” cevabimi verenler toplamda yaklasik %11 oranindayken 5. soruya “kararsizim” ve
“genellikle giivensiz hissediyorum” cevabini verenler yaklasik %23 oranindadir. Burada 6grencilerin
ses rejisterlerini daha az oranda kendilerine uygun bulmazken, giivende hissetme konusunda daha
yliksek oranda olumsuz diistindiikleri ortaya ¢ikmaktadir. Bu tutarsizlik, 6grencilerin “ses rejisterinin
kendilerine uygunlugu” ile “o rejisterde performans sergilerken hissettikleri giiven” arasinda farkl
degerlendirmeler yaptiklarin1 gostermektedir. Ogrenciler, teknik olarak ses araliklarinin kendilerine
uygun oldugunu diisiinseler bile pratikte bu sesleri kullanirken giiven eksikligi yasayabilmektedir
(Tablo 5).

4. Dr. Alfred A. Tomatis (1920-2001): Fransiz kulak, burun, bogaz uzmani ve norolog. Gelistirdigi “Tomatis Yontemi” ile kulak sadece bir
isitme organi degil, ayn1 zamanda ses tiretiminin (fonasyon) birincil diizenleyicisi, viicut imgesi farkindaliginin ve motor kontroliin
merkezi olarak ele almmustir.
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Tablo 5

Katilimcilarin Kendilerini Ses Rejisterleri Konusunda Giivende Hissetme Oranlar

5. Ses rejisteriniz konusunda kendinizi ne kadar f ORAN
giivende hissediyorsunuz?

Cok giivende hissediyorum 14 %18,2
Genellikle giivende hissediyorum 45 %58,4
Genellikle giivensiz hissediyorum 4 %5.,2
Kararsizim 14 %18,2
Genel Toplam 77 %100,00

“Ogretmenleriniz veya koglarmz ses rejisterinizi degistirmeyi 6nerdi mi?” sorusuna
katilimeilarin %31,2 “Evet, ancak kii¢iik degisiklikler 6nerildi”, %2,6’s1 “Evet, farkli bir ses grubuna
gecmem gerektigi sdylendi”, %5,2’si “Evet, rejisterimde ciddi bir degisiklik dnerildi”, %61°1 “Hayir,
hicbir zaman” cevabini vermistir. Buna gore 6grencilerin azzimsanmayacak bir kismina (yaklagik
%39) ses rejistiriyle ilgili bir degisiklik Onerisinin yapildig1 goriiliiyor. “Ses rejisterinizin size uygun
oldugunu diigiintiyor musunuz?” seklindeki 3. soruya “Kesinlikle evet” ve “Evet cogunlukla” cevabi
veren toplam 77 katilimcinin yaklagik %29°u ses rejisterinde kiiciik ya da biiyiik oranda degisiklik
onerisi aldiklarint belirtmistir. Bu veriler, 6grencilerin kendi ses rejisterlerine yonelik algilari ile
egitmenlerin teknik degerlendirmeleri arasinda bir uyumsuzluk olabilecegini gdstermektedir (Tablo
6).

Tablo 6

Katilimcilarin Ses Rejisterlerinde Degisiklik Onerilme Orani

6. Ogretmenleriniz veya koclariiz ses rejisterinizi f ORAN
degistirmeyi 6nerdi mi?

Evet, ancak kii¢iik degisiklikler dnerildi 24 %31,2
Evet, farkli bir ses grubuna gegcmem gerektigi sdylendi 2 %2,6
Evet, rejisterimde ciddi bir degisiklik 6nerildi 4 %S5,2
Hayir, hi¢bir zaman 47 %61
Genel Toplam 77 %100,00

“Daha 6nce ses grubunuzda (fach) bir degisiklik yapildimi1?”’ sorusuna katilimeilarin %18,2si
“Evet, kiiclik bir degisiklik yapildi”, %18,2’si “Evet, 6nemli bir degisiklik yapildi”, %3,9°u “Evet,
tamamen farkli bir ses grubuna gectim”, %69,7’si ise “Hayir, hicbir zaman degisiklik yapilmadi
segenegini isaretlemistir. 6. sorunun (Ogretmenleriniz veya koglariniz ses rejisterinizi degistirmeyi
onerdi mi?) cevaplari ile karsilagtirildiginda degisiklik Onerisi hi¢ almayanlarin ve rejisterinde hig
degisiklik yapilmayan 6grencilerin esit sayida oldugu goriilmektedir (Tablo 7).
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Tablo 7
Katilimcilarin Ses Gruplarinda Degisiklik Yapilma Orani

7. Daha once ses grubunuzda (fach) bir degisiklik yapildi mi? f ORAN
Evet, kiiclik bir degisiklik yapildi (6rnegin, soprano 1’den soprano 2’ye) 14 %18,2
Evet, dnemli bir degisiklik yapildi (6rnegin, soprano’dan mezzo-soprano’ya) 14 %18,2
Evet, tamamen farkli bir ses grubuna gectim (6rnegin, tenor'dan baritona) 3 %3,9
Hayir, hi¢bir zaman degisiklik yapilmadi 46 %69,7
Genel Toplam 77 %100,00

“Farkl1 bir ses grubuna (fach) ait oldugunuzu diisiiniiyor musunuz?” sorusuna katilimcilarin
%23,4’1 “Emin degilim, bazen sliphe duyuyorum”, %5,2’si “Evet, farkl1 bir ses grubuna daha uygun
oldugumu diisliniiyorum”, %72,15’1 ise “Hayi1r, mevcut ses grubum bana tamamen uygun” cevabini
vermislerdir. Katilimeilarin %87°si 3. soru olan “Ses rejisterinizin size uygun oldugunu diisiiniiyor
musunuz?” sorusuna olumlu yanit verirken, “Farkli bir ses grubuna (fach) ait oldugunuzu diisiiniiyor
musunuz?” sorusuna %71,4’1 farkli bir ses grubuna ait olduklarini diistinmedikleri yoniinde cevap
vermislerdir. Ses rejistirinin kendisine uygun oldugunu diisiinen katilimcilarla, dogru ses grubunda
olduklarimi diigiinen katilimcilar arasinda %15,6 oraninda bir fark vardir. 5. soru olan “Ses rejisteriniz
konusunda kendinizi ne kadar giivende hissediyorsunuz?” sorusuna da katilimcilarin %76,6°s1
olumlu yanit vermistir. Bu da 3. soru olan “Ses rejisterinizin size uygun oldugunu diisiiniiyor
musunuz?” sorusuna olumlu yanit veren 6grencilerin oranindan yaklasik %10,4 daha diistiktiir. Bu
fark, 6grencilerin teknik kapasite (rejister) ile vokal kimlik (Fach) arasindaki ayrimi tam olarak idrak
edemedigini gosterebilir. Sonuglardaki farkliliklar 6grencilerin teorik bilgiyle pratik beceri arasinda
kopukluk yasayabileceklerini gostermektedir (Tablo 8).

Tablo 8
Katilimcilarin Farkli Bir Ses Grubuna Ait Olup Olmadiklarina Iliskin Diisiinceleri

8. Farkl bir ses grubuna (fach) ait oldugunuzu diisiiniiyor musunuz? f ORAN
Emin degilim, bazen siiphe duyuyorum 18 %23,4
Evet, farkli bir ses grubuna daha uygun oldugumu diisliniiyorum 4 %S5,2
Hayir, mevcut ses grubum bana tamamen uygun 55 %71,4
Genel Toplam 77 %100,00

Miller (1986, s. 197-199), ‘nitelikli’ sarki sdylemeyi ger¢eklestiren koordinasyon siirecini
hem kontrol edilen hem de edilmeyen bir psikolojik tavir olarak nitelendirir ve iyi isleyen bir sarki
sOyleme mekanizmasini iyi egitilmis ve 6zgiir bir mekanizma olarak nitelendirir. Bu noktada van
den Berg’den (1958) yaptig1 aktarimla da sarki sdylemedeki koordinasyonun biiytik 6l¢iide ndrolojik
faktorler tarafindan belirlendigine, bu bakimdan larenksin giinliik egitim ve egzersizlerle gelisen
muazzam bir yap1 olduguna dikkat ¢ekmektedir. Wyke (1982)’1n tabiriyle ise kontrollii fakat 6zgiir
sarki sOyleme hali, fiziksel eylemler, refleks eylemler haline gelene kadar tekrarlanarak olusan
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siirecin sonucudur. Ogrencilerin her biri egitim siireclerini kendi hizlarinda gerceklestirecek olsa
dahi, temelde teorik bilginin pratik beceri haline gelmesi siire alabilir. Bu oran farki, dgrencilerin
vokal teknik kapasite (rejister) ile vokal kimlik (Fach) arasindaki iliskiyi heniiz tam olarak
i¢sellestiremediklerini ve teorik bilgi ile somut vokal beceri arasindaki gelisimsel ayrigmanin erken
donem 6grencilerde daha belirgin olabilecegini diisiindiirebilir.

Ozalp ve Ozdemir’in (2025, s. 690-697) miizik 6gretmenligi alanindaki islevsel piyano
caligmalart tizerine 2017 ve 2024 yillari arasinda yaptiklart karsilagtirmali bir arastirmada,
Ogrencilerin ton bilgisi gibi teorik alanlarda istikrarli bir ilerleme gosterirken; ¢ift el eslik, arpej,
kadans ve transpoze gibi uygulama pratiginde ayni ilerlemeyi gosteremeyip, diisiisler yasadiklari
sonucu gozlenmistir. Ayrica Kasap (2005), Tung ve Albuz (2010), Pirlibeyoglu ve Sisman (2017) ve
Kurtuldu (2018), West (2011), teori ile pratik arasinda yeterli baglanti kurulmadiginda 6grencilerin
bilgiyi davranisa doniistiirmekte zorlandig1, miizik egitiminde fonksiyonel becerilerin teorik bilgilerle
biitiinciil bigimde gelistirilmesi gerektigi fikrini literatiire sunmaktadir. Piyano eslik ¢alismalari
gibi miizik egitimi alaninda goriilen bu paralel egilim, 6grencilerin teorik kavrayislarinin pratik
beceriye doniismesinde gelisimsel bir zaman farki bulundugunu ve 6zellikle egitim siirecinin erken
donemlerinde bu ayrigmanin daha belirgin olabilecegini gosterir niteliktedir.

Dokuzuncu soru olan “Passaggio (rejister gecisleri) bdlgelerinde sesinizi nasil kontrol
ediyorsunuz?”’sorusunakatilimeilarin%45,5’1“Bazenkontrol etmektezorlaniyorum”, %32,5“Genellikle
kontrol edebiliyorum”, %10,4’ii “Genellikle zorlaniyorum”, %1,3’l “Kontrol etmekte biiyiik zorluk
yastyorum” ve %10,4’1 “Tamamen kontrol edebiliyorum” yanitin1 vermislerdir (Tablo 9).

Tablo 9

Katilmcilarin “Passaggio” Bélgelerindeki Zorlanma Oranlar

9. Passaggio (rejister gecisleri) bolgelerinde sesinizi nasil kontrol f ORAN
ediyorsunuz?

Bazen kontrol etmekte zorlantyorum 35 %45,5
Genellikle kontrol edebiliyorum 25 %32,5
Genellikle zorlaniyorum 8 %10,4
Kontrol etmekte biiyiik zorluk yasiyorum 1 %1,3
Tamamen kontrol edebiliyorum 8 %10,4
Genel Toplam 77 %100,00

Passaggio bolgesinde hakimiyetin artmasi ve sarkicinin kendini giivende hissetmesi, kas
gelisimi agisindan bireysel farkliliklar géstermekle beraber zaman isteyecektir. Bu sebeple egitim
stiresinin yeterli olup olmamasi uzmanlar tarafindan yeniden degerlendirilebilir. Guseynova’ya
(2019, 5.9-10) gore, 6grenme yontemleri arasinda gorsel, isitsel ve gdzleme dayali 6gretim planlamasi
mutlak olmakla beraber, Guseynova’nin aktarimiyla Barbe ve arkadaslarmin (1981) modalite
arastirmalari, 6grencilerin bilgiyi isleme ve 6grenme bigimlerinin yas, gelisim diizeyi ve bireysel
farkliliklara gore degistigini gostermektedir. Sanat alaninda uygulanan usta-girak iligkisi, ¢esitli
Ogrenme stilleri arasinda en sik rastlanan iislup oldugunu sdylenebilir (konservatuvar meslek dersleri
agirlikli olarak bireysel islenmektedir). Bu siireci Tas ve Gorsev (2018, s. 241) “Calg1 6gretmeni
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ve 0grenci iliskisi ezber-gozlem-taklit-tekrar yontemlerine dayanan usta-¢irak gelenegi kavraminin
konservatuvar egitimine akademik bir yansimasidir.” seklinde tarifler.

Onuncu soru olan “Passaggio bolgesinden gegerken en ¢ok hangi konuda zorlantyorsunuz?”
sorusunda katilimcilara birden fazla segenek isaretleyebilme hakki sunulmustur. Buna gore oncelikle
belirlenen dort sorunun katilimei sayisina gore oranlari verilecektir. Buna gore “Nefes destegi sorunu
katilmeilarin %49,4’tinde, “Dinamik kontrol” 9%29,9’linde, “Ses yumusakligi” %40,3’inde ve
“Vokal rezonans” %50,6’sinda goriilmektedir. Katilimcilarin %6,5°1 passagio gegisleriyle ilgili bir
sorun belirtmemistir (Tablo 10).

Tablo 10

“Passaggio” Bélgelerinde Zorlanilan Unsurlarin Toplam Isaretlenen Secenek Sayisina Orant

10. Passaggio bolgesinden gecerken en cok f (Isaretlenen ORAN (isaretlenen
hangi konuda zorlaniyorsunuz? secenek sayisi) seceneklerin orani)
Vokal rezonans 39 %.50,6
Nefes destegi 38 %494
Ses yumusaklig1 31 %40,3
Dinamik kontrol 23 %29.,9
Higbiri 5 %6,5
Genel Toplam 136 %100

“Performans sirasinda ses rejisterinizin sinirlarina ulagmaktan kaygilaniyor musunuz?”
Sorusuna katilimeilarin %31,2°si “Bazen bu konuda kaygilaninm”, %22,1’i Cogu zaman
sinirlarimdan kaygi duyarim, %11,7’si “Hayir, tamamen 6zgiir hissediyorum”, %32,5’1 “Nadiren
bu konuda kaygilanirim”, %2,6’s1 ise “Siirekli olarak bu konuda kaygiliyim” cevabini vermistir. Bu
oranlar katilimcilarin teknik yeterliliklerine glivenmekte zorlandiklarini veya performans kaygisinin
ses kontroliinii etkiledigini gosteriyor olabilir. Kayginin temel nedenleri arastirilip ¢6ziim 6nerileri
gelistirilebilir (Tablo 11).

Tablo 11
Katilmcilarin  Performans Swasinda Ses Rejisterlerinin Simwrlarina  Ulasmaktan Kaygilanma
Oranlar
11. Performans sirasinda ses rejisterinizin f ORAN

sinirlarina ulagsmaktan kaygilaniyor musunuz?

Bazen bu konuda kaygilanirim 24 %31,2
Cogu zaman smirlarimdan kaygi duyarim 17 %22,1
Hayir, tamamen 6zgiir hissediyorum 9 %11,7
Nadiren bu konuda kaygilanirim 25 %32,5
Siirekli olarak bu konuda kaygiliyim 2 %2,6
Genel Toplam 77 %100,00
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Otacioglu’nun Hiller’den aktardigi iizere (akt. Otacioglu, 2019, s. 72), sarkicilarda ses
araliginin genislemesi ve bu araligin esnek, konforlu bigimde kullanilabilmesi temelde egitim odakli
bir stlire¢ olarak degerlendirilebilir. Hiller, “[b]ir kisinin ses aralig1 genisletilebilir; ancak bu, bir
giinde ya da tek seferde degil, asamali olarak gergeklestirilecek bir durumdur” ifadeleriyle egitim
siirecinin 6nemini vurgular.

Ayni1 zamanda bir sarkicinin egitim siiresi boyunca edindigi kas kuvvetine bagl olarak, sesin
belli araliklarinda sarki sdyleme eyleminin daha kolayca gerceklesecegi ve bdylece sarkicinin daha
az yorulacagi bilgisi (Otacioglu, 2019, s. 59), 6grencinin teknik yeterliliginin zamanla kazanilacak
bir kas kuvvetiyle de iliskilendirilebilir. Ogrencilerin passaggio bolgesi 6zelinde kaygi hissetmeleri
fizyolojik yetersizlikleriyle iliskilendirilebilir. Otacioglu (2019, s. 58), “Bir ol¢iide gegis tessituray1
etkilemektedir, ¢linkii bu frekanslar genelde gecilmesi zor frekanslardir ve bu sebeple de istenmeyen
kas hareketlerinin olugsmasma sebep olacaklardir” tespitiyle 6grencilerin teknik yeterliliklerine
giivenmekte zorlandiklarini desteklemektedir.

Kenny’nin (2005, s. 184) geng icracilarla, Doscher’in (1994, s.197) tespitiyle sarkic1 25 yasina
kadar geng olarak degerlendirilmis olsa da Avrupa’nin énemli opera stiidyo geng artist programlari
giincel haliyle yas sinirlandirmalarini geng sarkicilar i¢in 30 ya da 32 yas alt1 olarak belirtmektedirler
(URL- 1) ilgili olan performans kaygisi tespiti ise rekabet¢i bir ortamda psikolojik olgunluga heniiz
erismemis kisinin erken ve sik degerlendirmeye maruz kalmasi, psikolojik kirllganliga ve dolayisiyla
miizik performans kaygisina yol agabilecegi yoniindedir. Bu noktada teknik yetersizlik ve performans
kaygis1 birbiriyle orantili sekilde ortaya ¢ikarken, birbirini tetikleyici etki de gostermektedir. Yiiksek
kaygiyla teknik gelisimini tamamlayan bir icract ise ne yazik ki, profesyonel yasaminda dahi,
performans kosullarini tehdit unsuru olarak algilama ve bu sebepten 6tiirii potansiyelini sunamama
olasilig1 en yiiksek olanidir. Bu sebeple kaygi meselesinin egitim siirecinde dikkate alinmasi ve
yonetilmesi gereken bir duruma isaret edebilecegi diisiiniilebilir.

On ikinci soru olan “Kendi ses rejisteriniz ve ses tipiniz hakkinda daha fazla rehberlik ve analiz
almay1 ister misiniz?” seklindeki soruya katilimcilarin %32,5°1 “Belki, bazi konularda rehberlige
ihtiyacim olabilir”, %15,6’s1 “Evet, rehberlige ihtiyacim var”, %39’u “Evet, sesim hakkinda daha
fazla analiz ve degerlendirme almak istiyorum”, %13’ ise “Hayir, tamamen eminim” cevabini
vermislerdir. Bu sonuglar, egitimcilerin 6grencilere daha fazla bireysel geri bildirim ve vokal analiz
saglamasinin faydali olacagini desteklemektedir (Tablo 12).

Tablo 12

Katilimcilarin Rehberlik ve Analiz Alma Ihtiyact Oranlar

12. Kendi ses rejisteriniz ve ses tipiniz hakkinda daha f ORAN
fazla rehberlik ve analiz almayi ister misiniz?

Belki, baz1 konularda rehberlige ihtiyacim olabilir 25 %32,5
Evet, rehberlige ihtiyacim var 12 %15,6
Evet, sesim hakkinda daha fazla analiz ve degerlendirme 30 %39
almak istiyorum

Hayir, tamamen eminim 10 %13
Genel Toplam 77 %100,00
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Guseynova (2019, s. 9-10), yukarida belirtilen usta-cirak iliskisi géz dniinde bulundurularak,
miizik ve san egitiminde tek tip bir Ogretim yaklasiminin yeterli olmayabilecegini; aksine
her 6grencinin baskin 6grenme modalitesine uygun, kisisellestirilmis geri bildirim ve teknik
yonlendirmeye ihtiya¢ duydugu yorumunu aktarir. Bu bildirimler, egitimcilerin 6grencilere daha fazla
bireysel geri bildirim, kisiye 6zel vokal analiz ve modalite temelli yonlendirme sunmasinin 6grenme
verimliligini artiracagin destekler diizeyde olmakla beraber, egitmenin dgrenci iizerindeki etkisini
aciklayicidir. Otacioglu’na (2019, s. 67) gore, “Ses begenisi ya da sesle ilgili idealler, 6§rencinin
zevki ve egitmenin felsefelerine bagli durumlardir.”

Katilimcilarin yaklasik %88’i genel ses araliklarinda kendilerini “rahat” veya “gok rahat”
olarak degerlendirmistir. Ancak ¢apraz sorularin analizinde (0rnegin ait olunan ses rejisterinin
uygunlugunu ve giiven diizeyini sorgulayan 3., 5. ve 8. sorular) katilimcilarin yaklagik %30’unun
kararsiz veya celiskili yanitlar verdigi gozlemlenmistir. Bu durum, &grencilerin genel algilar ile
spesifik teknik durumlara iliskin farkindaliklarinin tam olarak Ortlismedigine isaret etmektedir.
Katilmeilarin %231 rejister kullammminda giiven eksikligi, %28,6’s1 ise ses tipine dair siiphe
bildirmistir. %57’si passaggio noktalarinda ses kontroliinde zorlanirken, %56°s1 rejister sinirlarina
yaklastikca performans kaygist hissettigini ifade etmistir. Ayrica yaklasik %62 oraninda katilimei,
tiz ve pes bolgelerde kendini tamamen rahat hissetmedigini belirtmistir.

Tartisma, Sonuc ve Oneriler

Bulgular 6grencilerin iist siniflarda dahi passaggio ve rejister hakimiyetinde sorun yasadigini
gostermektedir. Bu durum konservatuvar egitim siiresinin yeterliligi sorusunu giindeme getirmektedir.
Finlandiya Egitim ve Kiiltiir Bakanligi’nin 2020 Stratejik Plani (2010) ile ortaya koydugu hedefler,
egitimin yalnizca bilgi aktarimi degil; kapsam, yaraticilik ve toplumsal gelisime onciiliik eden bir
yapi olarak kurgulandigini gostermektedir. Demirkan’in Finlandiya Egitim Sisteminden Tiirkiye’ye
Mesajlar (2018) baslikli calismasinda aktarildigi iizere, Finlandiya Ulusal Egitim Kurulu’nun 2020
Stratejik Plani da egitimin temel amacini, erken ¢ocukluk déoneminden itibaren 6grenenlerin analitik
diisiinme, iletisim kurma, zanaat icra etme, kendini tanima ve sorumluluk alma gibi becerilerinin
gelistirilmesi; her bireyin esnek ve cesaretlendirici hayat boyu 6grenme firsatlarina erigsebilmesi; farkli
yeteneklerin erken donemde tespit edilerek dogru yonlendirilmesi ve tiim vatandaslar i¢in egitimde
firsat esitliginin giivence altina alinmasi olarak tanimlamaktadir (UNESCO, 2012; Demirkan,
2018). Bu noktada Finlandiya 6rnegi, egitim anlayisinda uzun yillardir diinya siralamalarinda iist
basamaklarda yer almasi ve bu basarinin énemli bir boliimiiniin sanat egitiminin erken yaslarda
baglamasindan kaynakli olarak nitelendirilebilir. Corakli (2015, s. 48), Smith ’in Finlandiya’daki
sanat egitimi notlarinda da vurguladigi izere, sanat yoluyla birey hem kendini kesfedebilmekte hem de
toplumsal yagamda gerekli duygusal ve sosyal yetiler gelistirebilmektedir. Dolayisiyla Finlandiya’da
sanat egitimi, okul i¢i ve okul dis1 firsatlarla desteklenen kapsamli, kiiltiirleraras1 ve uygulamaya
dayali bir sistem olarak konumlanmaktadir. Benzer olarak iilkemizde de sanat kurumlari, 6zellikle
ilk kurulan ve Musiki Muallim Mektebi’nin (URL- 2) devami olan konservatuvar, Ankara Devlet
Konservatuvarr’nin (bugiinkii adiyla Hacettepe Universitesi Ankara Devlet Konservatuvari), miizik
ve bale alaninda ilkokul ve ortaokul temelli 6grenci yetistirme modeli benimsenerek, erken yasta
sanat egitimi yaklasimiyla Cumhuriyet yillarinda kurgulanmistir (Cakar, s. 2015). Bayraktar (2016,
s. 74), Cumhuriyet sonrasi konservatuvar kurulumunu, modellemesi tizere “musiki devrimi” olarak
Musiki Kongresi sonrasi yurda davet edilen besteci ve yabanci uzman Paul Hindemith’in raporuna
dayandirmaktadir.
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Konservatuvar egitiminin yapisi iilkeler arasinda da farklilik gostermektedir. Tirkiye’de
konservatuvarlarin tiniversite biinyesine baglanmasiyla birlikte egitim siireci genel olarak dort yillik
bir lisans programi seklinde diizenlenmistir. Ancak bu silirenin 6zellikle san egitimi i¢in yetersiz
goriilebilecegi diisiincesiyle, Hacettepe Universitesi Ankara Devlet Konservatuvari San Boliimii’nde
(URL- 3) gecmiste farklt modeller uygulanmistir. San Ogrencileri uzun yillar boyunca lise
kademesinden itibaren kabul edilerek toplam sekiz yillik bir egitime tabi tutulmus; ardindan yapilan
yeni diizenlemelerle bu siire kademeli olarak yedi yila, daha sonra bes yila ve son olarak giincel
uygulama olan dort yila indirilmistir. Egitim siiresinin uzun tutulmak istenmesi, miizik 6greniminin
sahne pratigiyle biitliinlesebilmesi ve 6grencinin teknik-sanatsal yeterlilige ulasabilmesi adina gerekli
oldugu diigiiniilebilir.

Opera 6grencisi her ne kadar sesin fizyolojik gelisiminin biiylik 6l¢iide tamamlandig bir
donemde egitime baslamay1 hedefleyen bir stratejiyle yetistirilse de temel sanat altyapisina sahip
olabilmesi, egitim silirecinin niteligini belirleyen 6nemli bir unsur olarak diisiiniilebilir. Dolayisiyla
erken yasta sanatla tanigmak, opera egitimine ge¢ baslayan 6grenciler i¢in dahi miizikal algi, beden
farkindaligi, sanat kiiltiirii ve disiplin gelisimi agisindan temel olugturmaktadir.

Italya’daki konservatuvarlarda ise egitim yapisi ii¢ yillik bir lisans (Triennio) ve iki yillik
bir uzmanlik/yiiksek lisans (Biennio Specialistico) olmak iizere toplam bes yillik bir sistem seklinde
yirttiilmektedir. Ayrica pek ¢cok konservatuvarda “pre-accademico” olarak adlandirilan 6n akademi
programi mevcuttur. Lisans seviyesine dogrudan kabul i¢in yeterli bulunmayan 6grenciler, bu 6n
akademi programlarinda belirli bir siire egitim alarak bes yillik ana programa hazirlanmaktadirlar.

Almanya’da ise san egitimi bilyiik 6l¢tide Hochschule fiir Musik olarak adlandirilan sanat
yiiksekokullar1 biinyesinde yiiriitiilmekte olup yapilandirilmis bir yiiksekdgretim modeline sahiptir
(URL- 5) Egitim sistemi genellikle dort yillik lisans (Bachelor of Music) ve iki yillik uzmanlik
(Master of Music) programlarindan olugmaktadir. Bunun yaninda, lisans seviyesine dogrudan
kabul i¢in yeterli bulunmayan adaylar i¢in “Vorstudium” veya “Studienvorbereitung” ad1 verilen
1-2 yillik hazirlik programlari uygulanmakta; bu programlar 6grencileri teknik, teorik ve sahne
becerileri agisindan lisansa hazirlar. Almanya’nin dikkat ¢eken bir diger 6zelligi, konservatuvarlarin
opera stiidyolar1 aracilig1yla sehir operalariyla yakin is birligi i¢inde bulunmasidir. Ogrenciler hem
egitimleri sirasinda hem de yiiksek lisans diizeyinde profesyonel prodiiksiyonlarda sahne alma imkéani
elde ederek meslege gecis siirecini daha donanimli bi¢imde tamamlarlar. Bu yapi, Almanya’daki san
egitiminin yogun uygulamali, performans merkezli ve sahne deneyimini merkeze alan bir karakter
tagidigini géstermektedir.

Ogrencilerin ses rejisterlerini kendilerine uygun bulmalar ile bu rejisterlerde kendilerini
giivende hissetmeleri arasinda da dikkat g¢ekici farkliliklar bulunmaktadir. Bunun sebebinin;
ogrencilerin kendi seslerini bedensel rezonanslari ile birlikte duymalariyla, egitmenlerin sesi
disaridan duymalart arasindaki ve egitmenler ile 6grencilerin sesle ilgili degerlendirme tecriibeleri/
yaklasimi arasindaki fark oldugu diisiiniilebilir. Eden, Demir, Akbulut, Yiiceer Nishida ve Ugar (2024,
s. 1457-1464) tarafindan yapilan ¢alismada sarkicinin “igsel isitme” deneyimiyle egitmenin “digsal
isitme” degerlendirmesi arasinda dogal bir algi farki oldugu goriilmesi destekleyici niteliktedir.
Fizyolojik olarak bu farki kisinin konusma veya sarki sdyleme sesinin hem “hava iletimi” hem de
“kemik iletimi” yoluyla duymasi, boylece rezonansin kafa kemikleri araciligiyla i¢ kulaga dogrudan
iletilmesi ve sesin daha dolgun, derin ve farkli bir tinida algilanmasi ile agiklamaktadir. Sonug olarak,
egitmen (dinleyici) sesi yalnizca “hava iletimi” ile duyar (Eden vd, 2024, s. 1458).
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Yukarida bahsedilen Fransiz KBB uzmani Alfred Tomatis’in gelistirdigi “Tomatis
Kanunlar1” da bu farklilig: bilimsel olarak agiklar niteliktedir. Tomatis’e gore, kisi hangi frekanslar1
isitemiyorsa, ses olarak da frekanslari iiretemez; dolayisiyla isitme bi¢imindeki degisim, dogrudan
ses iiretimini etkiler (Murase, 2011, akt. Eden vd. 2024, s. 1458). Bu baglamda 6grencilerin kendi
seslerini i¢ rezonans araciligiyla farkli duyarken, egitmenlerin disaridan daha ‘nesnel’ bir akustik
degerlendirme yapmalari, ses rejisteriyle ilgili algi ve yorum farkliliklarinin temel nedenlerinden biri
olarak gortilebilir.

Miller (1986) ve Wyke’a (1982) gore sarki sOyleme becerisi, tekrar ve deneyim yoluyla
gelisen uzun soluklu bir koordinasyon siirecidir. Bu baglamda, dgrencilerin vokal teknik kapasite
ile vokal kimlik arasindaki iliskiyi farkli diizeylerde deneyimlemeleri beklenebilir. S6z konusu
iligkinin katilimc1 yanitlarina yansimasi Tablo 8 kapsaminda Bulgular bdliimiinde ayrintili olarak
degerlendirilmistir. Arastirmanin en dikkat ¢ekici bulgularindan biri passaggio bolgelerinde yaganan
zorluklardir. Katilimeilarin yarisindan fazlasi passaggio bdlgelerinde zaman zaman veya siklikla
kontrol giicligli yasadigimi belirtmistir. Passaggio bolgesinde hakimiyetin artmasi ve sarkicinin
kendini giivende hissetmesi kas gelisimi agisindan bireysel farkliliklar gostermekle beraber zaman
isteyecektir.

Aragtirmanin sonucunda, vokal esnekligin ve rejister entegrasyonunun pedagojik siirecte
daha fazla yer bulmasi gerektigi ortaya konmustur. Ogrencilerin énemli bir kisminin passaggio
noktalarinda teknik zorluk yasamasi, rejister sinirlarina yaklastik¢a performans kaygist hissetmesi ve
ses araliklarini yeterince esnek kullanamamasi, mevcut 6grenim siiresinin bu becerileri kazandirmakta
yeterli olup olmadigimin sorgulanmasini gerektirmektedir. Bununla birlikte, san &grencilerinin
temel teknik sorunlarinin passaggio yonetimi ve ses esnekligi etrafinda sekillendigi; bu iki unsurun
performans kaygisini 6nemli oranlarda tetikledigi goriilmektedir.

Ana ses smiflarina gore degisen passaggio bolgeleri, sarkicilarin farkli tessituralarda kas
gelisiminin ve cord-vocal yilizdelerinin degisiklik gostermesiyle baglantilidir. Bunedenle dgrencilerin
ses siiflandirmasiin belirli araliklarla yeniden degerlendirilmesi, pedagojik agidan rasyonel bir
oneri niteligindedir. Ayrica teorik bilgi ile pratik uygulamanin biitlinlestirildigi, bireysellestirilmis
vokal egzersiz programlarinin uygulanmasi, sesin teknik kapasitesinin daha siirdiiriilebilir bigimde
gelistirilmesini saglayacaktir.

Passaggio egitiminde, 6zellikle “vokal rezonans” ve “nefes destegi” lizerine daha sistematik
ve yogunlastirilmis egzersizlerin gelistirilmesi faydali olacaktir. Bu gegislerin yalnizca bir engel
degil, sesin tiim araliginda homojenligi saglayan bir “koprii” olarak algilanmasi ve anlatilmasi
Ogrenciyi bilinglendirebilir.

Konservatuvar egitiminin yapisinin iilkeler arasinda farklilik gostermesi, bu bulgularin
daha genis bir baglamda degerlendirilmesini miimkiin kilmaktadir. Tiirkiye’de konservatuvarlarin
dort yillik lisans modeli altinda yapilandirilmis olmasi, 6zellikle san egitimi i¢in zaman zaman
yetersiz goriilmiis ve ge¢miste farkli siire modelleri uygulanmistir. Buna karsin, italya, Almanya
ve Finlandiya orneklerinden ¢ikarimla, sistemlerin ortak yonii, uzun siireli ve kademeli gelisimi
destekleyen bir model sunmalar1 seklinde yorumlanabilir. Dolayisiyla Tiirkiye’deki mevcut yapinin,
ozellikle san egitiminin dogas1 geregi uzun siireli teknik olgunlagmaya ihtiya¢ duymasi bakimidan
yeniden tartisilmasi gerekliligi giindeme gelebilir.
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Finlandiya Egitim ve Kiltiir Bakanligi’nin “2020 Stratejik Plani”’nda vurgulanan yaratici
diistinme, bireysel farkliliklarin erken donemde tespiti, yasam boyu 6grenme ve esnek yonlendirme
ilkeleri, miizik egitimi acisindan da anlamlidir. Miizik ve sahne sanatlar1 gibi beceri temelli
alanlarda Ogrencilerin bireysel yeteneklerinin erken donemde dogru yonlendirilmesi, pedagojik
esneklik ve Ogrenci merkezli uygulamalarin 6nemini desteklemektedir. Bu bakimdan sanat
egitiminin konservatuvar egitiminden bagimsiz olarak biitiine yayilmasi, yar1 zamanli san egitimi ve
konservatuvar destekli kurslarla yayginlastirilmasi bir 6neri olabilir.

Aragtirma sonuclarinda en dikkat c¢ekici unsurlardan biri de performans kaygisina isaret
etmektedir. Literatiir baglaminda bakildiginda da benzer fakat net ¢6ziim sunulamamis bir alan
dikkat ¢ekmektedir. Kenny’nin (2005, s. 184) arastirmasinda belirtildigi iizere, miizik performans
kaygisina iligkin pek ¢ok tedavi yontemi {izerine ¢aligilsa dahi alan, kavramsal ¢ergeve ve ampirik
aragtirmalar bakimindan hala gelisim asamasindadir. Bu durum, 6grencilerin teknik yetersizlik,
passaggio sorunlar1 ve rejister entegrasyonundaki giicliiklerinin performans kaygisiyla birlestiginde
cok boyutlu bir pedagojik destek gerektirebilecegini gosterebilir.

Tiim bu bulgular 1s181nda, san pedagojisinde teknik beceri, vokal esneklik, pedagojik siire
ve psikolojik faktorler arasindaki iliskinin daha kapsamli bi¢cimde ele alinmasi gerektigi sonucuna
varilabilir. Bu ¢alisma, mevcut egitsel yapinin giiclii ve zayif yonlerini genis bir perspektiften
ortaya koyarak alana katki sunarken; gelecekte yapilabilecek karsilagtirmali ve 6zel konulu alan
arastirmalarina (performans kaygisi, konservatuvar opera bolimi egitim siiresi gibi) isaret eder
niteliktedir. Ozellikle farkl1 iilkelerdeki konservatuvar yapilarma iliskin bulgular, Tiirkiye’deki san
egitimi programlarinin siire, icerik ve uygulama yogunlugu ag¢isindan yeniden degerlendirilmesine
yonelik 6nemli bir perspektif sunmaktadir.
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A Review of Vocal Register Comfort, Passaggio Mastery, and Performance Anxiety Among Conservatory Opera
Department Students

Introduction

Today, classical Western vocal training, as in many countries and educational strategies, aims
to develop stage practice by improving voice production skills, vocal awareness, and integrating
these elements with technical capacity. The difficulties encountered in developing talent and
knowledge are also applicable to conservatory students receiving opera education. This intensive
educational process may sometimes present technical and psychological difficulties for students.
Problems experienced during register transitions, especially maintaining control at the critical points
called passaggio, where the voice passes from one register to another, require long-term practice for
students. In addition, technical elements, such as correct identification of voice types, acquisition
of register flexibility, and full control over the vocal range are important parts of the process. These
technical difficulties may eventually transform into performance “anxiety.” “Anxiety,” in turn, may
negatively affect students’ stage skills and lead to new problems. Muzaffer Sahin (2019, p. 117-135)
associates the concept of anxiety (anxiety) with fear and defines it as “the uneasiness experienced
as a result of perceiving one’s physical and psychological existence to be in danger,” describing
it as a condition that arises without a concrete cause. Distinguishing the concepts of anxiety and
fear is meaningful in that anxiety is an internal reaction and carries continuity, whereas fear is a
phenomenon that may disappear once the danger is removed.

Sahin (2019, p. 117-135) states that a certain level of anxiety may have a positive effect on
performance to some extent, while emphasizing that high anxiety negatively affects performance.
While social anxiety disorder evokes the concern of “not being able to perform” when exhibiting
a behavior in front of society, the process results in physical and mental fatigue, exhaustion, and
unwillingness. Since the professional processes of artists and individuals receiving arts education are
performance-based, it is important to consider anxiety. Thus, Dianna Kenny (2005, p. 183-184) points
out that performance anxiety is highly common among artistic performers and that this condition
may be related to adrenaline, social causes, long working hours, and even economic insufficiencies.

David H. Barlow (2000) proposed a model called the “Triple Vulnerability Model” to
explain the development of anxiety disorders. This model addresses the biological, psychological,
and environmental origins of anxiety together. Barlow’s model has been adapted to understand
why anxiety is experienced more intensely by some musicians. The model consists of three main
components:

* Biological level: Genetic predisposition — increased physiological arousal (trembling,
sweating, heart palpitations).

* Generalized psychological level: High expectations and low support in the family or
educational environment, loss of the sense of control.

* Specific level: Frequent evaluation, competitive environments, fear of making mistakes -
conditioning of anxiety with performance (Kenny, 2005, p. 184).

Kenny, Davis, and Oates (2003, p. 758-759) evaluated Barlow’s anxiety model as an
important guide for understanding performance anxiety in general and music performance anxiety
(MPA) in particular, and the Kenny Music Performance Anxiety Inventory (K-MPAI) was developed
and tested. Various international studies, cited through Kenny, Davis, and Oates, have demonstrated
that music performance anxiety (MPA) is a widespread and serious problem among professional
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orchestra musicians; for example, while Steptoe and Fidler (1987) emphasized the general prevalence
of MPA, a survey conducted in 48 orchestras in the United States found that 25% of musicians
reported stage fright, 13% experienced acute anxiety, and 17% experienced depression (1988), while
in the Netherlands 59% reported anxiety at a level that affected their professional functionality (van
Kemenade, van Son & van Heesch, 1995). James (1998), in a study of 56 orchestras, found that 70%
experienced anxiety that negatively affected their performances (2003, p. 758-759).

All these findings demonstrate that performance anxiety is closely related not only to
psychological processes but also to physiological and technical processes. Given that voice production
focuses on components, such as bodily control, muscle coordination, and breath management, it may
be concluded that anxiety can also affect technical elements, such as register transitions, resonance
use, and intonation. Although certain technical approaches regarding voice and register awareness
are presented, it is noteworthy that anxiety and psychological factors should not be ignored. If the
human voice is considered as a whole at this point, it may be regarded as a phenomenon shaped under
the influence of the mind and emotions on a mechanical plane.

Registers continued to be an examined and intriguing phenomenon after Garcia’s observations.
Various ideas regarding the subject were proposed by many physicians, pedagogues, and artists who
are experts in their fields, and these ideas were ultimately accepted. In Barbara Doscher’s related
text, while different perspectives are presented, Vennard argued that the phenomenon of registers is
muscle-based and emerges as a result of the vibration patterns of the intrinsic muscles of the larynx
functioning in harmony with subglottic pressure, whereas Lehmann and MacKenzie argued that
registers are based on resonance problems (Doscher, 1994, p. 172). Manuel Garcia, an important
figure in the field of vocal pedagogy, defines the concept of registers, one of the fundamental building
blocks of classical vocal training, as follows: “[...] A series of consecutive sounds of equal quality,
proceeding from low to high, produced by the application of the same mechanical principle, and
whose nature differs essentially from another series of sounds of equal quality produced by another
mechanical principle” (Hollien & Schoenhard, 1983, p. 256).

Nevertheless, many views asserting that artists trained in Classical Western Music can
conceal register differences and transform transitions into a homogeneous form have been criticized
for denying the existence of vocal registers and for emphasizing that register usage may be an
important part of technique (Hollien & Schoenhard, 1983, p. 256). It may be said that the priority for
an artist receiving opera training is to shape the voice into a homogeneous form under the influence
of balanced power distribution. In a reality where the potential voice, with a rich timbre and breath
support in the middle tones, can be carried to the high or low registers without encountering any
obstacles at the transition points, the singer will reveal their authentic potential, and the voice will
become free. At this point, examining registers through the voices of professional opera singers
demonstrates not the denial of their existence, but rather how vocal training homogenizes these
transitions.

Vocal Registers and Voice Types

The concept of register, specifically in relation to the human voice, refers to a “holistic vocal
phenomenon” formed by the shape of the vocal tract, the vibratory capacity of the vocal cords, and
the combination of resonance and muscle activity within a particular range. In the words of Gooen
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(2024), registers are defined as “[a] sequence or group of sounds sharing common characteristics in
terms of vocal fold vibration pattern or auditory perception.”

Many opinions have historically been expressed regarding the existence of vocal registers in
the human voice. This concept has been addressed through different approaches throughout history:
while Vennard argued that it is a muscle-based phenomenon, Lehmann and MacKenzie claimed that
it is based on resonance problems (Doscher, 1994, p. 172). Although some pedagogues evaluated
registers as “the result of the singer’s insufficiently developed skills,” exemplary studies on the subject
have been shaped around the views put forward by Manuel Garcia (1840), one of the pioneering
figures of vocal pedagogy (Hollien & Schoenhard, 1985, p. 256). Garcia’s definition of vocal registers
is as follows: “A series of consecutive sounds of equal quality produced by the application of the
same mechanical principle differs fundamentally in nature from other series of consecutive sounds
of equal quality produced through the application of a different mechanical principle” (as cited in
Hollien & Schoenhard, 1985, p. 256). Garcia fundamentally argues that connecting these distinct yet
equal-quality series indicates the inevitability of a homogeneous, holistic vocal mechanism.

Registers are observed as the chest register, head register, and the low bass register (strohbass
register) (Otacioglu, 2012, p. 3). For singers, balancing the “middle register (mix)” is highly
important. Nevertheless, in classical vocal pedagogy, the most discussed and studied area regarding
the homogeneous connection of registers is the connection points called the passaggio region. Ear-
Nose-Throat (ENT) physician and laryngologist Ilter Denizoglu defines passaggio as follows:

“When the dominant muscle (TA or CT) involved in the register mechanism reaches its
contraction limit, the dominant muscle of the other register begins to contract, as if shifting gears.
During this process, as a dramatic change occurs in the glottic architecture, this change is also
reflected in the vocal timbre. If phonation is sustained during the change (in the form of a glissando),
a crack occurs in the voice, and a step-like sensation emerges. To prevent the formation of this step,
a balance of contraction must be established between the dominant muscles of two neighboring
registers. This balance is possible not only between two muscles, but also through the development
of neuromuscular skills achieved by coordinating the entire system that affects the glottic architecture
(the vocal tract, other intrinsic laryngeal muscles, and the dynamic laryngeal suspension system).
This skill is defined as register blending (melting, softening)” (Denizoglu, 2020, p. 214).

Although professional singers can make register transitions homogeneous, these transitions
(passaggio) are among the primary areas of difficulty during the educational process. According
to Denizoglu (2020, p. 214), passaggio is a neuromuscular skill that can be achieved through
coordination of the laryngeal muscles. The evaluation by certain pedagogues mentioned by Hollien
& Schoenhard, who regarded registers as the result of the singer’s “insufficiently” developed skills,
appears to be compatible with Denizoglu’s physiological views. At this point, rather than ignoring the
existence of registers, it may be considered that a holistic and homogeneous register usage supported
by passaggio usage constitutes a fundamental principle of opera singers.

Although passaggio is technically a fragile region that is difficult to manage, it corresponds to
different note transitions among voice groups. These points differ according to voice type (soprano,
mezzo-soprano, tenor, and baritone), and even within the same voice groups, the transition note may
vary by a half-step or a whole step lower or higher.

203



Kilig, C. O., Artag, A. (2026). A review of vocal register comfort, passaggio mastery, and performance anxiety among
conservatory opera department students. Yaratict Drama Dergisi, 21(2), 200-220.

Each voice type has its own internal specialization. Specifically, among sopranos, the subtypes
are lyric, dramatic, soubrette, and coloratura, while mezzo-sopranos are divided into two groups as
lyric and dramatic. Alto voices, which constitute the lowest female voice group, are categorized as
contralto and alto. Regarding male voices, the tenor voice group includes leggero, lyric, dramatic,
spinto, character, and heldentenor. Baritone voices are observed as lyric baritone, Kavalierbariton,
and the style-specific Verdi baritone, while bass voices are named basso buffo, bass-baritone, and
basso profondo (Koksal, 2019, p. 23-41).

Today, voice types and their subgroups are classified in a more detailed manner in line with
developing vocal techniques and repertoire diversity. In addition to traditional classifications, hybrid
or transitional categories such as dramatic coloratura soprano, lirico-spinto tenor, or bass-baritone
have also become more distinct. This distinction has been shaped particularly by the expansion of
the opera repertoire, developments in vocal pedagogy, and the need to assign more specific roles to
singers based on their vocal characteristics. Thus, it has become possible to define the technical and
expressive possibilities unique to each voice type in a more detailed manner.

Approximate vocal ranges and transition notes specific to voice types may be observed as
follows (Table 1):

Table 1

Representation of Vocal Ranges and Transitions as Note Values Specific to Voice Types

Female Voices:

Coloratura soprano: a) “passaggio di registro” approximately F#5 - A#5 b) Range: F3 - F6 and above
Soprano: a) “passaggio di registro” approximately ES - G#5 b) Range: A3 - D6 and above
Mezzo-soprano: a) “passaggio di registro” approximately D5 - F#5, b) Range: G3 - C6

Alto: a) “passaggio di registro” approximately D#5 - G5, b) Range: E2 - D6

Male Voices:

Countertenor: a) “passaggio di registro” A4/A#4 - C#5/D5 b) Range: A2 - AS
Tenor: a) “passaggio di registro” approximately F4 - A4, b) Range A2 - D5 and falsetto

Baritone: a) “passaggio di registro” approximately D4 - F#4, b) Range: G2 - A4 and falsetto
Bass-baritone: a) “passaggio di registro” approximately C#4 - F4, b) Range: C1 - G4 and falsetto
Bass: a) “passaggio di registro” approximately C4 - E4, b) Range: C1 - F4 and falsetto

(Isherwood, 2013, p. 135-136, as cited in Kavsat et al., 2020, p. 467)

Register awareness and mastery over transition notes are directly related not only to technical
development but also to the singer’s self-confidence on stage, and they affect performance anxiety
and quality. If the singer develops and expands their register comfort zone and is able to use register
transitions flexibly while maintaining breath support, they will be able to find a space on stage where
they can engage freely in theatrical action. Thus, the action may evolve beyond a muscular function,
that is, beyond a sportive experience, into a quality capable of expression, emotional transfer, and
performance.
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Criteria for Voice Classification

The classification of the voice is highly important for enabling singers to follow a healthy and
confident path in their vocal development and to progress in their careers with a repertoire suitable to
them. This classification is generally based on the individual’s physical and acoustic characteristics.
The structure of the vocal folds, whether their length or thickness, resonance cavities, and other
individual anatomical factors, are guiding elements in a person’s vocal identity. To generalize with
examples, short and broad vocal folds are frequently observed in tenor and soprano voice types,
whereas long and narrow folds are more common in bass and contralto voice types. Similarly, smaller
resonator structures are generally observed in high sopranos (Doscher, 1994, p. 195). Nevertheless,
since the physical structure and the voice of many singers may not correspond, not only physical
indicators but also timbre, vocal range, and tessitura, which is the region of notes that can be sung
comfortably, should be taken into consideration in voice classification. As Doscher also states, the
color or timbre of the voice results from breath management, the functioning of the vocal folds, and
resonator adjustments, together with the fundamental frequency, the distribution of harmonics, and
their intensity (p. 196).

It may be stated that different methods regarding this subject are followed in classical Western
vocal training. Hearing-based evaluations of instructors, without accounting for the voice production
mechanism and physiological factors, particularly create difficulty in understanding voice groups
that do not overlap acoustically and pedagogically (Otacioglu, 2012, p. 51).

As expressed by Barbara Doscher, the steps that should primarily be followed in voice
classification may be defined as follows: “Timbre, that is, vocal color, is the characteristic formed
through the resonance of the mechanism during phonation, together with the breath flow and the
contact of the vocal folds based on the harmonics of the fundamental frequency. Vocal range is
evaluated by the highest and lowest points the individual’s frequency can reach. The range in which
the voice is produced effortlessly and without alteration to its natural structure is called tessitura”
(Doscher, 1994, p. 196).

Although voice classification is an important component of vocal training, the primary focus
should be on healthy voice usage. Just like an athlete, the singer should plan their physical and aesthetic
development through a disciplined approach. In this process, the vocal instructor plays a critical
role, because the vocal instrument is directly the singer’s body, and correct technical development
can only be achieved under the guidance of an experienced instructor. According to Miller (1986,
p- 209), a good vocal instructor should be able to diagnose vocal problems and provide applicable
solutions correctly. Vocal training requires patience and persistence because it takes time for the
singer to experience proper coordination with their body. For a singer in the developmental process,
the primary goal is to reach the fundamental frequency by directing the voice into the resonance
region supported by breath. One of the important steps following healthy voice production for the
developing singer is ultimately voice classification. As a result, passaggio points, which vary across
each voice group, emerge as the most critical technical difficulty throughout all vocal training. The
management of these transitions plays a determining role in terms of the homogeneity and freedom
of the voice.

Considering Doscher’s (1994, p. 197) observation that a singer up to the age of 25 is evaluated
as young within the adolescent developmental period, the processes of muscle development, voice
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production, muscular control, and changes in the laryngeal structure may require sensitivity and a
flexible approach regarding the voice classification of young singers. At this point, classifications
based solely on vocal color may be misleading. For example, it is observed that many sopranos
capable of producing a dark timbre, whose ability to use the voice in the higher register has not
yet fully developed, are trained as mezzo-sopranos, and unfortunately, a voice type change made
years later points to a muscle group that has not been developed in terms of vocal skill for years;
this consequently results in the individual’s abilities not being fully revealed or remaining limited.
According to Doscher (1994), this is actually the best possible outcome, whereas the worst outcome
may be observed as permanent damage to vocal health.

At this point, it would be wise to closely monitor tessitura and transitions between registers
throughout the educational process and to adopt a patient attitude, allowing development to proceed
in its natural course rather than categorizing the singer with labels such as dramatic, and spinto. Voice
classification, while considering many factors, should proceed not by forcing the singer to push their
potential to its extreme limits, but by gradually stretching both the low and high extremes within the
comfort zone and observing where the process evolves. In the words of Otacioglu, “After the singer
reaches fundamental technical competence and achieves vocal freedom, the voice type will be able
to be determined more accurately” (2012, p. 52).

Aim and Significance

This study aims to explore the experiences of students studying in the opera departments
of conservatories during the vocal training process; the starting point of the study is the question of
how sufficient and reliable vocal development and register belongingness are throughout a four-year
undergraduate education (additional options were presented in the survey for those whose education
period was extended). The biological and technical maturation processes of the voice often extend
beyond this academic period. There is a need for individualized pedagogical approaches that allow
students to discover their fundamental frequencies in a safe environment and to use their registers
flexibly. In the study, the comfort levels students feel in vocal register use, their perceptions of
comfort with their vocal ranges, and their sense of belonging to the voice groups in which they
are classified were evaluated, and solutions were proposed for the technical and pedagogical
problems encountered. In this context, this research, conducted through a structured questionnaire
administered to approximately 80 opera students and based on responses from 77 students who
fully met the necessary criteria, aims to identify perceptions of comfort with vocal register usage,
senses of belonging regarding voice classification, and problems encountered at passaggio points.
The obtained data allow for a more systematic analysis of the technical and psychological difficulties
commonly encountered in classical vocal pedagogy.

The significance of the research may be evaluated from several perspectives. First of all, it
provides data on fundamental subjects such as “register comfort”, “passaggio mastery”, and “sense
of belonging to voice classification,” which are frequently emphasized in classical vocal pedagogy
but have not been sufficiently systematically researched from the student perspective. Observing the
concrete reflections of current educational practices on student experiences is necessary to evaluate
the effectiveness of pedagogical approaches.

Secondly, the study raises the question of how much a limited period, such as a four-year
undergraduate education, overlaps with the biological and technical maturation process of the voice.
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The findings, revealing that a significant portion of students experience fundamental technical
difficulties (passaggio control, mastery of high and low ranges) and performance anxiety, even in
upper classes, indicate that the duration and content of education should be reconsidered.

A third and highly important contribution of the study is that it addresses performance
anxiety not merely as a psychological outcome, but as a pedagogical variable directly intertwined
with technical skill development and stage confidence.

Consequently, this research presents an explanatory perspective on the current state of
opera education in Turkey and establishes a data-based ground for discussion among educators and
researchers. The findings enable the development of concrete suggestions, such as individualized
education, periodic reconsideration of voice classification, integration of theory and practice, and
solutions for anxiety management.

Method
Research Model

This research used a descriptive survey model within a quantitative research method. The
aim is to systematically evaluate the vocal register usage of students studying in opera departments,
their perceptions of technical competence, problems encountered at passaggio points, and sense of
belonging regarding voice classification.

Study Group

This study was conducted using a structured questionnaire administered to approximately 80
opera students, with 77 students identified as fully meeting the necessary criteria. Participants were
included in the study on a voluntary basis and comprised students from different year groups (from
first year to final year). Whilst the standard duration of the programme is four years, the questionnaire
specifically noted this for students whose studies had been extended. Whilst all participants were
included in the study on a voluntary basis, differences in the curriculum, the qualifications of teaching
staff, technical infrastructure and institutional practices across different conservatoires could not be
controlled for within the scope of the research. This limits the generalisability of the findings to all
opera students at conservatoires.

Data Collection Tools

Data were collected from approximately 80 opera students® using a questionnaire.
The questionnaire consists of 12 questions on subjects such as difficulties in register transitions
(passaggio), register flexibility, and belongingness to voice classification. These questions aim
to measure variables such as technical difficulties in register transitions, register flexibility, sense
of belonging regarding voice classification, and level of performance comfort. The validity and
comprehensibility of the questions were evaluated through content analysis by three academicians
who are experts in the field, and the necessary corrections were made.

3. The preliminary findings were published as an abstract in the Voice Istanbul 2025 Congress Proceedings Book. In this article, the
expanded version of the study is presented with 77 participants.
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Data Analysis

The data obtained through the questionnaire were evaluated using the descriptive analysis
method. The responses of the participants were expressed through percentages, and interpretive
evaluations regarding the relationships between certain questions were conducted. In particular,
tendencies emerging in subjects such as register comfort level, sense of belonging regarding voice
classification, and technical difficulties were examined comparatively. Cross-evaluations among
selected questionnaire items revealed possible differences between students’ general perception
levels and their specific technical experiences.

Research and Ethics

Before the research, Ethics Committee approval (Protocol No. 867157, dated 14.03.2025)
was obtained from the Anadolu University Social and Human Sciences Research and Publication
Ethics Committee.

Findings

Approximately 26% of the participants are first-year undergraduate students, 18.2% are
second-year students, 13% are third-year students, 32.5% are fourth-year students, and 10.4% are
students in higher classes or students receiving education for more years (Table 2). In addition, 57%
of the survey participants belong to the soprano vocal register, 13% to the mezzo-soprano, 13% to
the tenor, 7% to the baritone, and 7% to the bass vocal registers (Table 2).

Table 2

Distribution of Participants According to Class Level

1. What year are you in? f Percentage
First year 20 26%
Second year 14 18.2%
Third year 10 13%
Fourth year 25 32.5%
More 8 10.4%
Total 77 100.0%

b

Question 2 concerns which voice type the students possess. The distribution of students
voice types has no effect on the obtained data.

To Question 3, “Do you think your vocal register is suitable for you?”, 54.5% of the
participants answered “Definitely yes,” 33.8% answered “Yes, mostly,” 6.5% answered “No, I
sometimes struggle,” and 5.2% answered “I am undecided.” Accordingly, approximately 88.3%
of the students, regardless of class and register differences, think that their voices are suitable to
themselves (Table 3).
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Table 3

Participants’ Opinions Regarding Whether Their Voices Are Suitable to Them

3. Do you think your vocal f Percentage
register is suitable for you?
Definitely yes 42 54.5%
Yes, mostly 26 33.8%
No, I sometimes struggle 5 6.5%
I am undecided 4 5.2%
Total 77 100.0%

To Question 4, “How do you feel in high and low vocal ranges?”, 37.7% of the participants
answered “I am comfortable in both high and low ranges,” 6.5% answered “I struggle in both high
and low ranges,” 39% answered “l am comfortable in low ranges, but I struggle in high ranges,” and
16.9% answered “I am comfortable in high ranges, but I struggle in low ranges.” Accordingly, the
proportion of students who feel comfortable in all registers appears to be low (Table 4).

Table 4
Findings Regarding How Participants Feel in High and Low Vocal Ranges
4. How do you feel in high and low vocal ranges? f Percentage
I am comfortable in both high and low ranges 29 37.7%
I struggle in both high and low ranges 5 6.5%
I am comfortable in low ranges, but I struggle in high ranges 30 39.0%
I am comfortable in high ranges, but I struggle in low ranges 13 16.9%
Total 77 100.00%

This may be attributed to first- and second-year students lowering the average, as they are at
the beginning of their educational process. In his related research, Paul Madaule (1987, p. 2) examined
Alfred Tomatis*’s effects of certain auditory modifications on the vocal qualities of singers and the
instrumental performances of musicians, and demonstrated that the development of a performer’s
auditory abilities, especially through self-listening, enables the performer to gain greater mastery.
Based on this idea, it may be concluded that there will be a difference in conscious auditory feedback
between first- and second-year students and third- and fourth-year students due to the duration of
exposure to their own voices. However, while lower-class students (first and second year) make up
approximately 44% of all participants, about 62% of students overall report not feeling completely
comfortable in high and low vocal ranges. Notably, 59% of third-year and higher students also share
this discomfort. These data demonstrate that not only lower-class students, but also a significant

4. Dr. Alfred A. Tomatis (1920-2001): A French ear, nose, and throat specialist and neurologist. Through the “Tomatis Method” that he
developed, the ear was approached not only as an organ of hearing, but also as the primary regulator of voice production (phonation),
as well as the center of body image awareness and motor control.
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portion of upper-class students, are unable to achieve technical comfort in high and low vocal ranges.
This situation may indicate that vocal training requires a longer process to provide mastery in all
registers, or that current educational strategies may be limited. In addition, it may also be considered
that students’ individual physiological differences (e.g., vocal range and muscle development) or
psychological factors (self-confidence, performance anxiety) affect these results.

To Question 5, “How confident do you feel about your vocal register?”, 18.2% of the
participants answered “I feel very confident,” 58.4% answered “I generally feel confident,” 5.2%
answered “I generally feel insecure,” and 18.2% answered “l am undecided.” While the total
percentage of those who answered “I am undecided” and “No, I sometimes struggle” to Question
3 (“Do you think your vocal register is suitable for you?”) is approximately 11%, the percentage of
those who answered “I am undecided” and “I generally feel insecure” to Question 5 is approximately
23%. Here, it emerges that while students find their vocal registers unsuitable to themselves at a
lower rate, they think more negatively regarding feeling confident. This inconsistency demonstrates
that students make different evaluations between “the suitability of the vocal register for themselves”
and “the confidence they feel while performing within that register.” Even if students think that their
vocal ranges are technically suitable to themselves, they may still experience a lack of confidence
while using these voices in practice (Table 5).

Table 5
Participants’ Levels of Confidence Regarding Their Vocal Registers

5. How confident do you feel about your vocal register? f PERCENTAGE
I feel very confident 14 18.2%
I generally feel confident 45 58.4%
I generally feel insecure 4 5.2%
I am undecided 14 18.2%
Total 77 100.00%

In response to Question 6 (“Did your teachers or coaches suggest changing your vocal
register?”), 31.2% of participants reported “Yes, but minor changes were suggested,” 2.6% stated
“Yes, I was told to move to a different voice group,” 5.2% indicated “Yes, a serious change in
my register was suggested,” and 61% responded “No, never.” Accordingly, it is observed that a
considerable proportion of students (approximately 39%) received a suggestion regarding a change
in their vocal register. Of the 77 participants, approximately 29% of those who answered “Definitely
yes” or “Yes, mostly” to Question 3 (“Do you think your vocal register is suitable for you?””) reported
that they had received suggestions for minor or major changes in their vocal registers. These findings
suggest a potential mismatch between students’ self-perceptions of their vocal registers and the
technical evaluations of instructors (Table 6).
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Table 6
The Rate at Which Participants Were Advised to Change Their Vocal Registers

6. Did your teachers or coaches suggest changing your vocal Percentage
register?

Yes, but minor changes were suggested 24 31.2%
Yes, [ was told that I should move to a different voice group 2 2.6%
Yes, a serious change in my register was suggested 4 5.2%
No, never 47 61%
Total 77 100.00%

In response to Question 7 (“Has a change ever been made to your voice type [fach]?”),
18.2% of participants reported “Yes, a minor change was made,” another 18.2% stated “Yes, a
significant change was made,” 3.9% indicated “Yes, | moved to a completely different voice group,”
and 59.7% responded “No, a change has never been made.” When compared with the responses to
Question 6 (“Did your teachers or coaches suggest changing your vocal register?”), it is observed
that the proportion of students who never received a suggestion for change is equal to the proportion
of students whose registers were never changed (Table 7).

Table 7
The Rate at Which Changes Were Made to Participants’ Voice Groups

7. Has a change ever been made to your voice type (fach)? f Percentage
Yes, a minor change was made (for example, from soprano 1 to soprano 2) 14 18.2%
Yes, a significant change was made (for example, from soprano to mezzo- 14 18.2%
soprano)

Yes, I moved to a completely different voice group (for example, from tenor 3 3.9%
to baritone)

No, a change has never been made 46 69.7%
Total 77 100.00%

To Question 8, “Do you think that you belong to a different voice group (fach)?”, 23.4%
of the participants answered “I am not sure; I sometimes have doubts,” 5.2% answered “Yes, I think
I am more suitable for a different voice group,” and 71.4% answered “No, my current voice group
is completely suitable for me.” While 87% of the participants responded positively to Question 3,
“Do you think your vocal register is suitable for you?”, 71.4% answered that they did not think
they belonged to a different voice group in response to Question 8. There is a difference of 15.6%
between participants who think their vocal register is suitable to them and those who think they are
in the correct voice group. Furthermore, 76.6% of participants responded positively to Question 5,
“How confident do you feel about your vocal register?” This is approximately 10.4% lower than the
proportion of students who gave positive responses to Question 3. This difference may indicate that

211



Kilig, C. O., Artag, A. (2026). A review of vocal register comfort, passaggio mastery, and performance anxiety among
conservatory opera department students. Yaratict Drama Dergisi, 21(2), 200-220.

students are unable to fully comprehend the distinction between technical capacity (register) and
vocal identity (fach). The differences in the results suggest that students may experience a disconnect
between theoretical knowledge and practical skills (Table 8).

Table 8

Participants’ Opinions Regarding Whether They Belong to a Different Voice Group

8. Do you think that you belong to a different voice group (fach)? f Percentage
I am not sure; I sometimes have doubts 18 23.4%
Yes, I think I am more suitable for a different voice group 4 5.2%
No, my current voice group is completely suitable for me 55 71.4%
Total 77 100.0%

Miller (1986, p. 197-199) describes the coordination process that enables “skilled” singing
as both a controlled and an uncontrolled psychological attitude, and characterizes a well-functioning
singing mechanism as a well-trained and free mechanism. In this context, citing van den Berg (1958),
Miller emphasizes that neurological factors largely determine coordination in singing and that the
larynx is an extraordinary structure that develops through daily training and exercises. In Wyke’s
(1982) terms, controlled yet free singing emerges from a process in which physical actions are repeated
until they become reflexive actions. Although each student progresses through their educational
process at their own pace, transforming theoretical knowledge into practical skill fundamentally
requires time. This difference in percentages may suggest that students have not yet fully internalized
the relationship between vocal technical capacity (register) and vocal identity (fach), and that the
developmental divergence between theoretical knowledge and concrete vocal skill may be more
pronounced among students in the early stages of their education.

In a comparative study conducted between 2017 and 2024 on functional piano studies in music
teacher education, Ugur Ozalp and Gékhan Ozdemir (2025, p. 690-697) observed that while students
demonstrated consistent progress in theoretical areas such as tonal knowledge, they did not show
the same level of progress—and in some cases even experienced declines—in practical applications
such as two-handed accompaniment, arpeggios, cadences, and transposition. Furthermore, Kasap
(2005), Tung and Albuz (2010), Pirlibeyoglu and Sisman (2017), Kurtuldu (2018), and West (2011)
have suggested in the literature that when a sufficient connection is not established between theory
and practice, students struggle to transform knowledge into behavior, and that functional skills in
music education should be developed holistically alongside theoretical knowledge. This parallel
tendency observed in piano accompaniment studies and other areas of music education indicates a
developmental time lag in transforming theoretical understanding into practical skill, and that this
divergence may be particularly evident during the early stages of education.

To Question 9, “How do you control your voice in passaggio (register transition) regions?”,
45.5% of the participants answered, “I sometimes have difficulty controlling it,” 32.5% answered “I
can generally control it,” 10.4% answered “I generally have difficulty,” 1.3% answered “I experience
great difficulty controlling it,” and 10.4% answered “I can control it completely” (Table 9).
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Table 9
The Rates of Difficulty Experienced by Participants in Passaggio Regions

9. How do you control your voice in passaggio (register transition) regions? f  Percentage

I sometimes have difficulty controlling it 35 45.5%
I can generally control it 25 32.5%
I generally have difficulty 8 10.4%
I experience great difficulty controlling it 1 1.3%
I can control it completely 8 10.4%
Total 77 100.00%

Although increases in mastery of the passaggio region and the singer’s sense of confidence
will vary according to individual differences in muscular development, they inevitably require
time. For this reason, the adequacy of the educational period may be reconsidered by specialists.
According to Olga Guseynova (2019, p. 9-10), while visual, auditory, and observational learning are
indispensable in instructional planning, the modality studies of Barbe, Milone, and Swassing (1981),
as cited by Guseynova, demonstrate that students’ ways of processing information and learning vary
according to age, developmental level, and individual differences. The master-apprentice relationship
in the arts is among the most common styles among various learning approaches (conservatory
professional courses are predominantly conducted individually). Sevgi Tas and Gonca Gorsev (2018,
p. 241) describe this process as follows: “The relationship between the instrument instructor and the
student is an academic reflection of the concept of the master-apprentice tradition, which is based on
memorization, observation, imitation, and repetition methods, within conservatory education.”

In Question 10, “What do you struggle with most when passing through the passaggio
region?”, participants were allowed to select more than one option. Accordingly, the proportions
of the four identified categories relative to the total number of participants are presented below.
Specifically, 49.4% of participants reported “breath support problems,” 29.9% reported “dynamic
control,” 40.3% reported “vocal smoothness,” and 50.6% reported “vocal resonance.” In total, 6.5%
of participants reported no problems related to passaggio transitions (Table 10).

Table 10

The Proportion of Elements Causing Difficulty in Passaggio Regions Relative to the Total Number
of Selected Options

10. While passing through the Passaggio f Percentage (the
region, which aspect do you find the most (Number of percentage of selected
challenging? selected responses) options)
Vocal resonance 39 50.6%
Breath support 38 49.4%
Vocal smoothness 31 40.3%
Dynamic control 23 29.9%
None 5 6.5%
Total 136 100.00%
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To Question 11, “Do you feel anxious about reaching the limits of your vocal register during
performance?”, 31.2% of the participants answered “I sometimes feel anxious about this,” 22.1%
answered “I am often anxious about my limits,” 11.7% answered “No, I feel completely free,” 32.5%
answered “I rarely feel anxious about this,” and 2.6% answered “I am constantly anxious about this.”
These findings may indicate that students have difficulty trusting their technical competence or that
performance anxiety affects vocal control. The underlying causes of anxiety may be investigated and
solutions may be developed (Table 11).

Table 11

Participants’ Rates of Anxiety Regarding Reaching the Limits of Their Vocal Registers During
Performance

11. Do you feel anxious about reaching the limits f Percentage
of your vocal register during performance?

I sometimes feel anxious about this 24 31.2%
I am often anxious about my limits 17 22.1%
No, I feel completely free 9 11.7%
I rarely feel anxious about this 25 32.5%
I am constantly anxious about this 2 2.6%
Total 77 100.00%

As Otacioglu cites Hiller, the expansion of a singer’s vocal range and the ability to use it
flexibly and comfortably may be fundamentally regarded as an education-oriented process. Hiller
emphasizes the importance of the educational process by stating that “A person’s vocal range can be
expanded; however, this is not something that can be achieved in a single day or all at once, but rather
through a gradual process” (as cited in Otacioglu, 2019, p. 72).

Atthe same time, the knowledge that, depending on the muscular strength acquired throughout
the training process, singing within certain vocal ranges will become easier and therefore less
fatiguing for the singer (see p. 56) suggests that students’ technical competence may also be related to
muscular strength acquired over time. The anxiety experienced by students specifically regarding the
passaggio region may therefore be associated with physiological insufficiencies. Otacioglu (2019, p.
58) supports the notion that students struggle to trust their technical competence with the observation
that “To a certain extent, the transition affects the tessitura, because these frequencies are generally
difficult to negotiate and therefore tend to cause undesirable muscular movements.”

Kenny’s (2005, p. 184) findings regarding performance anxiety among young performers
(although Doscher (1994, p. 197) considered singers up to the age of 25 as young, the current age
limits of major European opera studio young artist programs generally define young singers as
being under the age of 30 or 32 URL-1)) suggest that exposure to early and frequent evaluation in a
competitive environment, before an individual has achieved sufficient psychological maturity, may
lead to psychological vulnerability and consequently to music performance anxiety. At this point,
technical insufficiency and performance anxiety emerge in direct proportion to one another while
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simultaneously exerting a mutually reinforcing effect. Unfortunately, a performer who completes
their technical development under conditions of high anxiety is among those most likely, even in
professional life, to perceive performance conditions as threatening and therefore fail to present their
full potential. Hence, the issue of anxiety may be considered a factor that should be considered and
managed throughout the educational process.

To Question 12, “Would you like to receive more guidance and analysis regarding your
own vocal register and voice type?”, 32.5% of participants answered “Maybe, | may need guidance
on certain issues,” 15.6% answered “Yes, [ need guidance,” 39% answered “Yes, | would like to
receive more analysis and evaluation regarding my voice,” and 13% answered “No, [ am completely
certain.” These results support the idea educators would benefit from providing students with more
individualized feedback and vocal analysis (Table 12).

Table 12
Participants’ Need for Guidance and Analysis

12. Would you like to receive more guidance and analysis regarding your f  Percentage
own vocal register and voice type?

Maybe, I may need guidance on certain issues 25 32.5%
Yes, I need guidance 12 15.6%
Yes, [ would like to receive more analysis and evaluation regarding my voice 30 39%
No, I am completely certain 10 13%
Total 77 100.00%

Considering the master-apprentice relationship mentioned above, Guseynova (2019, p.
9-10) argues that a single instructional approach may not be sufficient in music and vocal education;
rather, each student requires personalized feedback and technical guidance appropriate to their
dominant learning modality. These findings support the view that providing students with more
individualized feedback, personalized vocal analysis, and modality-based guidance would increase
learning efficiency, while also illustrating the influence of the instructor on the student. According
to Otacioglu (2019, p. 67), “Vocal preferences or ideals regarding the voice are often shaped by the
instructor’s aesthetic understanding and educational approach.”

Approximately 88% of participants evaluated themselves as “comfortable” or “very
comfortable” within their overall vocal range. However, an analysis of the cross-referenced questions
(for example, Questions 3, 5, and 8, which examined the suitability of the participants’ assigned vocal
registers and their levels of confidence) revealed that approximately 30% of the participants provided
indecisive or contradictory responses. This finding indicates that students’ general perceptions do not
fully correspond with their awareness of specific technical issues.

Of the participants, 23% reported a lack of confidence in their register use, while 28.6%
reported doubts about their voice type. A total of 57% experienced difficulties controlling their
voices at passaggio points, whereas 56% stated that they felt performance anxiety as they approached
the limits of their registers. Furthermore, approximately 62% of participants reported not feeling
completely comfortable in either the upper or lower regions of their vocal ranges.
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Discussion

The findings indicate that students continue to struggle with passaggio and register control
even in higher grades. This raises questions about the adequacy of the conservatory’s educational
program. The objectives set forth by the 2020 Strategic Plan (2010) of the Finnish Ministry of Education
and Culture demonstrate that education is structured not merely as the transfer of knowledge, but
also as a system that promotes scope, creativity, and social development. As cited in Demirkan’s
study titled Messages to Turkey from the Finnish Education System (2018), the 2020 Strategic Plan
of the Finnish National Board of Education defines the primary aim of education as the development
of learners’ skills such as analytical thinking, communication, craftsmanship, self-awareness, and
taking responsibility from early childhood onward; ensuring that every individual can access flexible
and encouraging lifelong learning opportunities; identifying different talents at an early stage and
guiding them appropriately; and guaranteeing equality of educational opportunity for all citizens
(UNESCO, 2012; Demirkan, 2018). At this point, the example of Finland may be characterized by its
ranking among the leading countries in global education rankings for many years, and by the fact that
an important part of this success stems from the early initiation of arts education. As emphasized by
Ekin Corakl1 (2015, p. 48) in Smith’s notes on arts education in Finland, through art, the individual
is able both to discover themselves and to develop the emotional and social skills required for social
life. Therefore, arts education in Finland is positioned as a comprehensive, intercultural, and practice-
based system supported by both in-school and out-of-school opportunities. Similarly, arts institutions
in Turkey, especially the conservatory first established as the continuation of the Musiki Muallim
Mektebi (URL-2) namely the Ankara State Conservatory (today known as Hacettepe University
Ankara State Conservatory), were structured during the Republican period through an early-age arts
education approach by adopting a primary and secondary school-based student training model in the
fields of music and ballet (Cakar, 2015). Adile Nuray Bayraktar (2016, p. 74) bases the post-Republic
conservatory establishment model on the report of the composer and foreign expert Paul Hindemith,
who was invited to the country following the Music Congress as part of the “music revolution.”

The structure of conservatory education also differs among countries. In Turkey, following the
integration of conservatories into universities, the educational process has generally been organized
as a four-year undergraduate program. However, given that this period may be considered insufficient,
especially for vocal training, different models were previously implemented in the Voice Department
of Hacettepe University Ankara State Conservatory (URL- 3). For many years, voice students were
admitted at the high school level and underwent eight years of education; subsequently, under new
regulations, this period was gradually reduced to seven years, then five years, and finally to the
current four-year structure. Extending the duration of education may be necessary to integrate music
education with stage practice and to enable the student to achieve technical and artistic competence.

Although the opera student is trained through a strategy aiming to begin education during
a period when the physiological development of the voice is largely completed, possessing a
foundational artistic background may be regarded as an important factor determining the quality of
the educational process. Therefore, encountering art at an early age forms a basis in terms of musical
perception, body awareness, artistic culture, and the development of discipline, even for students
who begin opera education later.
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In conservatories in Italy (URL- 4), the educational structure is a five-year system consisting
of a three-year undergraduate program (Triennio) and a two-year specialization/master’s program
(Biennio Specialistico). In addition, many conservatories have preparatory programs called “pre-
accademico”. Students who are not considered sufficiently qualified for direct admission to the
undergraduate level receive education in these preparatory programs for a certain period to prepare
for the five-year main program.

In Germany, vocal education is largely conducted within art universities called Hochschule
fiir Musik and possesses a structured higher education model (URL- 5). The educational system
generally consists of four-year undergraduate (Bachelor of Music) and two-year specialization
(Master of Music) programs. In addition, for candidates who are not considered sufficiently qualified
for direct admission to the undergraduate level, preparatory programs called “Vorstudium” or
“Studienvorbereitung”, lasting one to two years, are implemented; these programs prepare students
for undergraduate education in terms of technical, theoretical, and stage skills. Another remarkable
feature of Germany is that conservatories maintain close cooperation with city opera houses through
opera studios. Students have the opportunity to perform in professional productions both during
their education and at the graduate level, thereby completing the transition to professional life more
effectively. This structure demonstrates that vocal education in Germany possesses a practice-
intensive, performance-centered character focused on stage experience.

There are also notable differences between students who find their vocal registers suitable and
those who feel comfortable in those registers. The reason for this may be attributed to the difference
between students hearing their own voices together with their bodily resonances and instructors
hearing the voice from the outside, as well as the difference in experience and approach to vocal
evaluation between instructors and students. A study conducted by Eden, Demir, Akbulut, Yiiceer
Nishida, and Ugar (2024, p. 1457-1464) supports the existence of a natural perceptual difference
between the singer’s experience of “internal hearing” and the instructor’s “external hearing”
evaluation. Physiologically, this difference is explained by the fact that an individual hears their
speaking or singing voice through both “air conduction” and “bone conduction,” allowing resonance
to be transmitted directly to the inner ear through the cranial bones and causing the voice to be
perceived as fuller, deeper, and different in timbre. As a result, the instructor (listener) hears the voice
only through “air conduction” (Eden, Demir, Akbulut, Yiiceer Nishida & Ucgar, 2024, p. 1458).

The “Tomatis Laws,” developed by the aforementioned French ENT specialist Alfred
Tomatis, also provide a scientific explanation for this difference. According to Tomatis, if a person
cannot hear certain frequencies, they cannot produce those frequencies vocally; therefore, a change
in hearing directly affects voice production (Murase, 2011, as cited in Eden, Demir, Akbulut, Yiiceer
Nishida & Ugar, 2024, p. 1458). In this context, while students hear their own voices differently
through internal resonance, instructors operate within a more “objective” acoustic evaluation from
the outside, which may be considered one of the fundamental reasons for differences in perception
and interpretation regarding vocal registers.

According to Miller (1986) and Wyke (1982), singing is a long-term coordinative process
that develops through repetition and experience. In this context, students may be expected to
experience the relationship between vocal technical capacity and vocal identity at different levels.
This relationship and its reflection in participants’ responses were discussed in detail with reference
to Table 8 in the Findings section.
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One of the most notable findings of the present study concerns the difficulties experienced
in passaggio regions. More than half of the participants reported occasional or frequent difficulty
controlling their voices during passaggio transitions. Although the development of mastery in the
passaggio region and the singer’s sense of confidence may vary according to individual differences
in muscular development, both processes require time.

Conclusion and Recommendations

In conclusion, the findings indicate that greater emphasis should be placed on vocal flexibility
and register integration within the pedagogical process. Specifically, 57% of students experience
technical difficulties at passaggio points, 56% feel performance anxiety as they approach the limits
of their registers, and 62% are unable to use their vocal ranges with sufficient flexibility. These
findings raise the question of whether the current duration of study is adequate for developing these
skills. Furthermore, it appears that the fundamental technical problems of voice students are centered
around passaggio management and vocal flexibility, and that these two factors considerably trigger
performance anxiety.

Passaggio regions, which vary across major voice classifications, are associated with
differences in muscular development and vocal fold participation percentages across different
tessituras. Therefore, the periodic reassessment of students’ voice classifications constitutes a rational
pedagogical recommendation. In addition, implementing individualized vocal exercise programs
that integrate theoretical knowledge with practical application would facilitate the more sustainable
development of the voice’s technical capacity.

In passaggio training, it would be beneficial to develop more systematic, intensive exercises
focusing particularly on vocal resonance and breath support. Perceiving and explaining these
transitions not merely as obstacles, but rather as a “bridge” that ensures homogeneity throughout the
entire vocal range, may increase students’ awareness and understanding.

The fact that conservatory education structures differ among countries makes it possible to
evaluate these findings within a broader context. In Turkey, the organization of conservatories under
a four-year undergraduate model has at times been considered insufficient, particularly for vocal
training, and different duration models have been implemented in the past. In contrast, drawing on
examples from Italy, Germany, and Finland, it may be argued that these systems share a common
characteristic: they support long-term, gradual development. Therefore, reconsidering the current
structure in Turkey may arise, particularly given that vocal training inherently requires a prolonged
process of technical maturation.

The principles emphasized in the Finnish Ministry of Education and Culture’s “2020 Strategic
Plan” - creative thinking, the early identification of individual differences, lifelong learning, and
flexible guidance - are also meaningful in the context of music education. In skill-based disciplines
such as music and the performing arts, the early and appropriate guidance of students’ individual
talents supports the importance of pedagogical flexibility and student-centered practices. Expanding
arts education beyond conservatory education itself and disseminating it through part-time vocal
training programs and conservatory-supported courses may constitute a valuable recommendation.

One of the most striking findings of this research points to performance anxiety. When
examined in the context of the literature, a similar issue emerges as an area where clear solutions
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have not yet been established. As noted in Kenny’s study (2005, p. 184), although numerous treatment
methods for music performance anxiety have been investigated, the field is still developing in terms
of its conceptual framework and empirical research base. This situation may indicate that when
technical insufficiencies, passaggio difficulties, and challenges in register integration are combined
with performance anxiety, students may require multidimensional pedagogical support.

In light of all these findings, it may be concluded that the relationship among technical
skill, vocal flexibility, pedagogical duration, and psychological factors should be addressed more
comprehensively within vocal pedagogy. While this study contributes to the field by presenting the
strengths and weaknesses of the current educational structure from a broad perspective, it also points
toward future comparative and specialized research topics (such as performance anxiety and the
duration of conservatory opera education). In particular, findings on conservatory structures across
countries provide an important perspective for reassessing vocal training programs in Turkey about
duration, content, and the intensity of practical application.
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