i ampiB. Ile po6utb TBOpuicTh Beyoncé pisHOMaHITHO Ta 03BOJIAE it 3a/MIIATHCA
OJJHi€I0 3 HAJBIIMBOBILIIX APTUCTOK CYYacHOI eCTPajIL.

InpuBinyanbHnii BUKOHABCBKMIT CTM/Ib CIIBAa4KM XapaKTePU3YETbCA OPraHiYHUM
NOEAHAHHAM 6araTbOX CTUIB CY4acHOI IOI- Ta POKMY3MKH, cepen sikux — R&B, xin-
o1, $aHK, CoyII, perri, 671103, KaHTpi, Tomo. [10CTiiTHO 3HAXOAAINCH Y TBOPIOMY TIOLIYKY,
Beyoncé TpancopMye Ta BIOCKOHAIOE CBill BUKOHABCHKMIT CTH/Ib BIJIIOBIAHO /10 HOBUX
apTUCTUYHMUX ifieil Ta eKCIIePUMEHTIB.

Teopua gisnbHicTh Beyoncé € BaromMmM sABMILEM CyYacHOI CBiTOBOI My3M4HOI
KyIbrypu. ToX BM3HA4eHHs OCOONMBOCTEll BMKOHABCBKOTO CTWIIO L€l BMEATHOI
CIiBAYKY CTAE€ CYTTEBUM YMHHUKOM OCATHEHHA My3u4HOro mucrentsa XXI cT.

H. Abid

REPRESENTATION OF TURKISH POP-VOCAL ART
INTHE ARTISTIC CONTEXT OF POSTMODERNITY

I A6io

PENPE3EHTALIA ECTPAAHO-BOKAJIbHOIO MUCTELITBA TYPEYYUHN
B XYAOXHbOMY KOHTEKCTI MOCTCYYACHOCTI

In the context of complex artistic and transformational processes occurring in the
sphere of musical art of postmodernity under the influence of multicultural tendencies and
the East—West dialogue, the comprehension of the essence and specificity of Turkish pop-
vocal creativity and performance acquires particular significance as an original national
phenomenon and a phenomenon of world musical culture.

The artistic and stylistic specificity of Turkish pop music, an important component of
which is vocal performance practice, is determined by the organic combination of Western
and Eastern musical traditions. A significant influence on its formation was exerted by the
deep folkloric foundations of the musical art of the countries of the Middle and Near East,
as well as by the traditions of Islamic culture and religion, which have affected the character
of Turkish vocal art and a number of its specific musical and semantic features, such as
meditativeness, narrativity, the predominance of a recitative type of musical speech, and
the ornamentation of melodic lines. In the formation of the Turkish vocal performance
tradition in general and in the pop sphere in particular, an important role is played by the
specific manner of performance in which, for many centuries, duas and surahs from the
Quran—the sacred book of Muslims—have been recited.

The folkloric foundations of traditional Turkish music, firmly and productively
integrated into the creativity and performance of contemporary pop musicians, are
reflected at the levels of composition, genre stylistics, the use of national instruments, and
specific performance techniques. The special artistic quality of contemporary pop-vocal
compositions and the specificity of performance practice are determined by reliance on
ethno-traditional Turkish melos and its pitch foundation—the folk modal system—as well
as the Eastern traditions of maqams from the Hijaz, Nahawand, and Rast families (the
most ancient modes of traditional Turkish music as well as Iranian (Persian), Syrian, Iraqi,
Yemeni, Egyptian, and Sufi musical traditions).

A marker of the semantic-dialogical connections between Turkish pop-vocal practice
and folkloric traditions is the wide involvement of national musical instruments in the
artistic and performance process (saz or baglama, their electronic modifications including
the electro-saz, as well as kamancha, the ney flute, davul, zurna, oud, qanun, tar, darbuka,
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etc.), which enhances the phonic properties of performed works and emphasizes their
timbral and coloristic uniqueness.

An essential feature of the integrative nature of Turkish pop-vocal music is the
combination of folkloric melos and performance stylistics characteristic of national
music with lexical elements and the significance of artistic phenomena of Western vocal-
instrumental culture (both academic and, above all, non-academic traditions). The latter
are reflected primarily in the use of intonational-rhythmic and genre elements, as well
as artistic and stylistic techniques and expressive means characteristic of world popular
music, jazz and rock music, as well as the genre and stylistic traditions of soul, blues, indie,
and other directions in the diversity of their mixtures and artistic reflections.

The artistic palette of the leading genre and stylistic directions of Turkish music that
influence the pop-vocal sphere and its integrative stylistic nature includes:

Pop music, conditioned by the symbiosis of traditional ornamental Turkish melody
with contemporary trends of Western popular music;

Rock music and its nationally distinctive branches, in particular the “Black Sea rock”
(initiated by the outstanding Laz-origin singer and composer Kazim Koyuncu as a result
of the synthesis of rock and ethnic music of the peoples of the Eastern Black Sea region)
and “Anatolian rock” (one of whose founders and representatives is the Turkish rock
musician, singer-songwriter, actor and television producer Baris Manco). The emergence
of Anatolian rock in the second half of the XX century was determined by the fusion of the
stylistics of Turkish and Kurdish folk music with the stylistics of classical rock (under the
influence of the creative activity of Western rock groups such as The Beatles, Led Zeppelin,
The Rolling Stones, Yes, The Shadows, Status Quo, etc., which were popularized in Turkey);

Arabesque, as an original direction that spread in the Turkish artistic space as an
Arabic style and was initiated by Turkish musicians under the influence of the traditions of
Arab-Muslim and Balkan musical cultures.

Among the most prominent representatives of various directions of Turkish pop-
vocal music of postmodernity, who have gained wide recognition in the national and global
artistic space and embody its individual-personal representation, are Ajda Pekkan, Ahmet
Kaya, Agkin Nur Yengi, Biilent Ersoy, Gkhan Kirdar, Evrencan Giindiiz, {brahim Tatlises,
lyas Yal¢intag, Kenan Dogulu, Murat Boz, Levent Yiiksel, Mustafa Sandal, Miisliim Giirses,
Omer Ziilfi Livaneli, Sila Gengoglu, Sena Sener, Sezen Aksu, Sertab Erener, Teoman,
Hadise, Hande Yener, Sebnem Ferah and others.

The “Emperor of Turkish Music” is the universal artist {brahim Tatlises—songwriter,
popular amateur singer with a unique voice of an extremely wide range, actor, film director,
businessman, and political figure. The performance creativity of this artist, focused on
performing compositions in the styles of arabesque, pop music, and Turkish folk music,
is widely known far beyond the borders of the Republic of Turkey, particularly in Arab
countries, Iran, and in the regions of the South Caucasus and Central Asia.

The songwriter, producer, and pop singer Sezen Aksu is recognized on both the
national and European scale, including in Ukraine. She is known as the performer of a huge
number of hits that constitute the “golden fund” of modern Turkish pop music.

Almost cult-like in Turkey is the figure of the famous Turkish musician Hiisamettin
Tarkan Tevetoglu, known as Tarkan (the “Prince of Turkish Pop Music”), a composer,
producer, and performer of many examples of world pop music, as well as the only musical
performer from Turkey who has received the prestigious “The World Music Awards”
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Among the most popular performers in the arabesque style in Turkey is Miisliim
Giirses (who received the popular nickname “Father Miisliim”), as well as Biilent Ersoy —
a famous Turkish performer of classical Turkish music (academic Ottoman music) and
compositions in the arabesque style, who, thanks to her powerful voice, is deservedly
considered the “Diva” of Turkish music.

E. Jlumsun

MPXKAUCUUNIIHAPHA IHTErPALIA
AK OCHOBA CTAHOBJIEHHA BUKOHABCbHKOT KYNIbTYPU
ECTPAAHOIO BOKAJIICTA

E. Lytvyn

INTERDISCIPLINARY INTEGRATION AS THE BASIS FOR THE FORMATION
OF THE PERFORMING CULTURE OF A POP VOCALIST

Y cy4acHOMY MY3MKO3HAaBCTBi IOHATTA «BMKOHABCbKA KYIbTYPa» TPAKTYETHCH
AK 6GaraToBUMIpHMIT (eHOMEH, IO OXOIUIE pIiBEHb TEXHIYHOI MailCTEPHOCT],
XY[AOXHbO-€CTETUYHE MICIEHHS, CTUIbOBY KOMIIETEHTHICTb, CIEHIYHY IIOBEJIiHKY,
KOMYHIKaTUBHICTD, iHTepIpeTaliiiny IMMOMHy Ta 0COOMCTICHY 3piMCTh BUKOHABLL. Y
NpalnAX OCTAaHHIX POKiB HAaro/lOLIYEThCSA, [0 BUKOHABCbKA KYNIbTypa € iHTEIpaTHBHOIO
XapaKTepUCTUKOI MY3MKaHTa, SIka (OPMYETbCA Ha IepeTuHi HpodeciiiHux 3HaHb,
BUKOHABCBKIIX YMiHb, TBOPUOi camopeartisaryii Ta 3gaTHOCTI o pedyexcii. Bona mocrae sk
pesynbTaT CUHTE3Y MY3UYHO-TEOPETHYHOI MiATOTOBKM, XYAOKXHBOTO JOCBiNY, CLIEeHIYHO
IIPAKTUKI 1T 0COOMCTICHIX SIKOCTEIA, 1[0 3a0€311e4YI0Th IIepeKOHTUBICTb Ta eheKTUBHICTD
KOMYHIKallii 3 ayAuTOpiel0. Y KOHTEKCTi €CTpajiHOro BOKaIbHOIO MICTEL|TBA BUKOHABChKA
KynbTypa HabyBae 0cOOMMBOI crieuiky, ajpKe IOEFHYE MY3UYHMIL, CIEHIYHIIL,
iMiJpKeBUIT Ta TEXHOJOTIYHUIT KOMIIOHEHTH, W0 (YHKI[IOHYIOTb ¥ IIPOCTOPI MacoBoi
KY/JIbTYpPY Ta Cy4acHOI MefiiapeanbHOCTi.

CraHOB/IEHHA BMKOHABCHKOI KY/IbTYPY €CTPAJJHOTO BOKA/ICTA [IOL/IbHO PO3ITIALATH
SIK CKTaJHUIT Tporiec GOpPMYBAHHS Li/TiCHOI TBOPYOI 0COOMCTOCT], 3HATHOI A0 XyAOKHBOI
iHTeprperanii, cTuIboBOI rHYYKOCTI Ta npodeciiinol MOOiNbHOCTL. Y 11bOMY KOHTEKCTi
0COOMMBOrO 3HaueHHA HabyBae MDKAMCIMIUIIHAPHA iHTerpalid, 1O pO3yMieTbcA fAK
CIICTEMHA B3a€EMOJIifl PiSHMX Tajy3ell 3HaHb i BUJIB MUCTENBKOI JiANbHOCTI B MeXax
npodeciitnoi migroToBKM aprucra. ViieThcss Mpo MOENHAHHS MY3UYHO-TEOPETUHHUX
JVCLUIIIIH, iHCTPYMeHTaIbHOI IPAKTHKI, aHCAMO/IEBOTO i XOPOBOTO CITiBY, AUPUTYBAHHS,
CIIEHIYHOI MaJiCTEPHOCTI, TICUXO/IOTii TBOPYOCTi Ta Cy4acHMX MY3UYHO-TEXHONOTIYHMX
3aco06is. Taxuit migxin 3a6e3neqye 1ijticHe (bopMyBaHHH BUKOHABCbKOI KY/IbTYPH, B AKil
KO>KeH KOMIIOHEHT MifICUTIOE iHIINIA.

IHCTpyMeHTa/IbHA HITOTOBKA Biflirpae BaX/IMBY PO/b ¥ PO3BUTKY IpodeciitHoro
MUC/EHHA eCTPAfiHOrO BOKajicTa. BomopiHHA QoprTemiaHo 4y iHIIMM My3SMYHMM
IHCTpYMeHTOM CHpysie IMMOLIOMY PO3YMIHHIO TapMOHIYHOI CTPYKTYpM TBOpY, Nafio-
PUTMIYHMX OCOOMMBOCTEl, (aKTypu aKOMIIAHEMEHTY, WO NiiBMIlIye piBeHb TBOPUOI
caMocCTiitHOCT]. IHCTpyMeHTaIbHA MpaKTHKa POPMye MY3MYHO-aHATITHYHE MIUCTIECHHS,
PO3IINPIOE CIYXOBMII JOCBif, i [JONOMAarae cmiBakaM YCBilOM/IEHO IIpalioBaTy 3
MarepiazoM, a He JMlle BiITBOPIOBaTM BOKAJbHY INapTil. 3JJaTHICTb CaMOCTiiiHO
posibpary TBip, HiAibpaTM TOHANBHICTb, AJANTYBATH AKOMIIAHEMEHT € BK/INBOI
CKJIafI0BOIO TPoheciitHOi aBTOHOMII Cy4acHOro apTucTa.
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