4

European Review of Contemporary Arts and Humanities | Volume 2 Issue 1 ISSN 3117-3551

THE PLACE OF USING AGOGIC ELEMENTS IN INSTRUMENTAL
PERFORMANCE

Ahmadjon Yuldashev

yuldashevaxmadjon852@gmail.com
Kokand State University

Abstract: This article provides a deep scientific analysis of the use of agogic elements in
the process of instrumental performance, their impact on the content of musical expression,
aspects related to the personal interpretation and technical skill of the performer. The theoretical
foundations of agogics, its interaction with expressive factors such as tempo, rhythm, dynamics,
phrasing, pause, articulation are gradually covered. Also, scientific conclusions are drawn based
on the methodology of teaching agogics to students and teachers, agogic interpretations on
various types of instruments, and professional performance experience.
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INTRODUCTION

In the art of music, the naturalness and artistic liveliness of expression are determined by a
number of factors. Especially in instrumental performance, technically correct performance of
the text is not enough; in order to fully convey the content of the music, the performer must pay
attention to its internal temporal organization and the elastic development of musical speech.
That is why the concept of agogy plays an important role in the theory of musical performance.
Agogy is defined as natural and imperceptible changes in musical time. It is manifested through
such means as subtle fluctuations in tempo, elastic performance of rhythmic structures, and
meaningful use of pauses '. Many studies show the inextricable connection of agogy with musical
psychology, aesthetics, and performing arts 2. The use of agogy in instrumental performance
creates an individual style of performance, enlivens the musical image, and reveals the dramaturgy
of the work. At the same time, excessive use of agogy can lead to its artificiality or undisciplined
rhythm. Therefore, agogy should be used consciously, based on musical thinking. This article
analyzes in detail the theoretical foundations of agogy, its role in performance practice, its
application in the pedagogical process, and its expressive capabilities on the example of various
instruments.

THEORETICAL BASIS OF AGOGICS

The concept of agogy and its musical nature: Agogy (from the Greek agogos - “leading”) is
the art of free control of musical time, which is based on the natural changes in tempo and rhythm
by the performer 3. Agogy changes are manifested in such forms as: imperceptible fluctuations
in tempo, rhythmic elasticity, lengthening or shortening of pauses, and the natural flow of time
between phrases. Agogy ensures the liveliness and naturalness of musical speech. A work
performed at a fixed, mechanical tempo does not fully reveal the musical content; on the contrary,

1 Khan A. Theory of musical expressiveness. Tashkent, 2015.
2 Safarov B. Musical speech and its agogic properties. Samarkand, 2018.
3 Dolinskaya I. Agogika v muzykal'nom iskusstve. Moscow, 2003.
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it sounds monotonous and loses its artistic effect. Therefore, agogy is an integral part of musical
expression.

Historical formation of agogy: In historical processes, the concept of agogy has been
interpreted differently: in the Baroque era , rhythmic strictness prevailed, agogy was mainly found
in cadences. In Classicism , agogy was limited by stylistic norms, but was used according to
phrasing. In the Romantic period, such means as rubato, ritardando, accelerando began to be
widely used. The performing schools of Frédéric Chopin and Franz Liszt made a great
contribution to the formation of agogy freedom #. Although rhythmic precision increased in
connection with the development of the performing structure in the 20th century , new forms of
agogy emerged in the directions of expressionism and impressionism. Historical analysis shows
that agogy has always changed in accordance with musical style.

MAIN ELEMENTS OF AGOGICS AND THEIR RELATIONSHIP

1. Tempojetish - elastic variation of tempo : Elastic variation of tempo is the most basic
element of agogy, which refers to insignificant changes in tempo. Subtle fluctuations of tempo
are common in the following cases. Tempo-jetting is the most basic element of agogy, which
refers to insignificant changes in tempo. Tempo-jetting is common in the following cases: a soft
ritardando at the end of a phrase, an accelerando leading to a climax, and rubato freedom in
transitions. Tempo-jetting shapes the dramaturgy of music. If the performer significantly changes
the tempo, the constructive structure of the work may be disrupted; conversely, a too rigid tempo
can also weaken the image.

2. Rhythmic elasticity - this is the “liveliness” of rhythm, the most natural feature of musical
pronunciation. It is appropriate for the performer to feel and use rhythmic units in their own
forms: according to the content of the musical work, he can lengthen it, slightly emphasize the
stressed notes, and gently shorten the auxiliary notes. This elasticity does not destroy the rhythm,
but enriches it. Rhythmic elasticity is especially important in the performance of stringed
instruments, piano and vocal works 3.

3. The agogic function of pause and breath

Pauses have two meanings in performance: Formal pauses - a point of separation in musical
structure; Expressive pauses - a logical pause that reveals meaning.

Expressive pause as an agogic tool reveals the content of the work more deeply. For
example, in dramatic works, a slightly prolonged pause can have a strong emotional impact on
the listener. Pause is the “word in silence” of music.

4. The relationship between dynamics and agogy

Agogics and dynamics complement each other: a slight slowdown in the tempo during the
crescendo increases drama, a gentle acceleration of the tempo during the diminuendo makes the
musical thought more fluent, micropauses before forte transitions have a powerful effect.
Agogics combined with dynamics make music closer to speech ©.

THE EXPRESSIVE ROLE OF AGOGIC IN INSTRUMENTAL PERFORMANCE

1. The importance of agogy in creating a musical image

4 Dolinskaya I. Agogika v muzykal'nom iskusstve. Moscow, 2003.
STarakanov M. — “Methodology of Musical Performance”, Moscow: Muzyka, 1984.
®Barenboim D. — Music and Thought . London: Faber, 2009
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Agogics determine the “spiritual tone” of a musical image. For example: In lyrical works,
soft rubato is observed, in dramatic works, sharp pauses, in dance works, rhythmic stability, and
in epic works, wide tempo elasticity. Thus, agogics give music stylistic individuality. Agogics, as
the main emotional factor of musical expression , form the “spiritual tone” of the image. While
agogics are manifested in quiet works with soft rubato, in dramatic works it increases drama
through sharp pauses; in dance works, it provides rhythmic rigidity, and in epic compositions,
wide tempo elasticity is observed. As a result, agogics add performing thought and stylistic
individuality to each work. Thus, agogics give music stylistic originality and performing
individualism gives.

2. The role of phrasing and structure in the formation of

Phrases without agogy remain mechanical sequences. The accents at the beginning, middle,
and end of a phrase are determined by agogy. This process is directly related to the performer’s
thinking, which is based on understanding the content and musical syntax of the work 7. The
accents at the beginning, middle, and end of a phrase receive their own rhythmic and dynamic
expression only through agogy. For example, in stringed instruments, by slightly lengthening or
shortening the bow pressure and vibration speed, the dramatic culmination of the phrase
becomes more impressive. In musical instrument performance, the psychological tone, internal
dialogue, and dynamic image of the phrase are clearly conveyed to the listener through the subtle
use of rubato and tempo elasticity. In vocal performance, pauses and accents are harmonized
with the natural breathing of the voice, which strengthens the meaningful connection between
text and music. This process is directly related to the performer’s musical thinking , and it serves
to provide a deeper understanding of the content and musical syntax of the work.

The performer, through the conscious use of agogic means at each point of the phrase,
makes the musical speech lively and natural, and in the listener it clearly forms the dramatic and
emotional image of the work. As a result, agogics not only determine the rhythmic and dynamic
nature of the phrase, but also create a musical dialogue and emotional connection between the
performer and the listener. For example: in Chopin’s nocturnes, soft rubato serves to reveal the
lyricism of the phrase, while Liszt’s dramatic passages enhance the dramatic culmination through
sharp changes in tempo and pause. In this way, agogics, as a central element of performing
thought, forms the richness and artistic content of musical expression.

METHODOLOGY OF TEACHING AGOGICS FOR STUDENTS AND STUDENTS

1. Initial stage

Students understand musical text based on: phrasing, marking stressed notes, analyzing
pauses. Agogy is not yet actively used; rhythmic stability is first strengthened.

2. Intermediate stage: In this stage, the rhythm is used with minimal rubato, in conjunction
with agogics and dynamics, under the guidance of the teacher. The performer begins to analyze
phrases according to their meaning.

3. Higher level: At the higher level, the student performs an independent interpretation.
Agogic means: They are used according to the style of the work, based on historical performance
experience, and based on the performer’s personal artistic vision. At this stage, a professional
interpretation of the work is formed.

"Hodeir A. — Musical Form and Analysis . London: Routledge, 1995.
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CHARACTERISTICS OF AGOGIC IN VARIOUS TYPES OF INSTRUMENTS

1. Piano performance: The piano is the instrument with the widest application of agogy.
Pedals, register changes, and timbral colors enrich agogy.

2. Stringed instruments: Changing the pressure on the bow, vibrato, and bow travel serve
agogic effects.

3. National instruments such as chang, dutar, rubab, and nay: The Eastern maqom system
is characterized by its own agogic vibrations. In national instruments: Melody elongation, logical
pauses, and rhythmic elasticity are more strongly felt.

In conclusion, it is appropriate to say that agogy in classical music performance is one of
the most subtle but effective elements of art. It expresses the performer’s musical thinking,
reveals the content of the work, and makes a strong emotional impression on the listener. The
conscious, measured, and methodologically accurate use of agogy is an indispensable condition

tor professional performance.
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