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Abstract

It is widely supposed that there is an appropriate and vital role for
music in Religious Education (RE). However, the answer to the ques-
tion of “how music should be included in the teaching of RE’ remains
uncertain. This research examines the position and role of music in RE
to offer a better way forward for their collaboration. In an interdisci-
plinary style, the research incorporates aspects of educational research
and theory, music, emotion, psychology, and philosophy. It aims to
address music as a way of fostering students’ affective and cognitive
responses and engagement in the context of effective RE —as well as
seeking to provide curriculum guidelines for musical activities of RE.

The hypothesis within this research is that music with its capa-
bilities for stimulating emotions and facilitating the communication of
knowledge can enhance RE, by developing students’ meaning-making
processes, rooted in their emotional, cognitive, and behavioural en-
gagement with the classroom subject. On a broad theoretical frame-
work and through comprehensive literature in different research fields
—including education, philosophy, theology, music, psychology, and
sociology— the premise of the current research is advanced that music
and RE are related in various key and critical respects.



With a mixed-method research design, this research then en-
compassed three interrelated types of investigation: conceptual-her-
meneutical, empirical-analytical, and phenomenological. The critical
assessment of relevant literature and prevailing theories of emotion,
cognition, values, music, makam in Turkish musical culture, and mean-
ing-making were central to the present project and its identification of
possible and viable ways in which RE practices might integrate these
concepts more meaningfully and effectively in the classroom.

Emotions, knowledge, and meaning-making, in line with musical
experiences, are important themes for the current research and worthy
to be investigated in the context of RE, since music has a relationship
with these in almost all cultures. In particular, from its basis in music
and Islamic theology (religious studies), this research also developed
a distinctive theoretical foundation for the concepts of “‘musical emo-
tions” and ‘communication of knowledge with music’, and for the con-
text of RE which then highlights ways of using music for the teaching/
learning of values efficiently in RE.

For the empirical investigation, this research evaluated the field
of RE from two perspectives: that of students and that of RE profes-
sionals. Then, it discussed the implications of the findings in line with
existing literature, curriculum, and policies.

For measuring emotional response to listening to Turkish makam mu-
sic (consisting of 12 excerpts), I used the renowned and respected Geneva
Emotional Music Scale (GEMS-25) with selected student populations (n=
350). Regarding the historical associations of Turkish makam music with
emotional stimulation, five excerpts were successful in inducing the in-
tended emotion (in inducing peacefulness via Buselik and Hiiseyni, nostalgia
via Saba, joyful-activation via Rast, and power via Neva), while five excerpts
were partly successful (in inducing wonder via Irak, power via Nihavend,
transcendence via Segah, and sadness via Zirefkend; and in reducing tension
via Isfahan). However, two excerpts (Mahur and Hicaz) were unsuccessful.

Furthermore, a range of RE professionals (n=20) was interviewed,
employing the method of grounded theory, in order to understand bet-



ter the current place of music in RE and future implementation possi-
bilities. The participants’ experiences of the present conditions for using
music in RE shed important light on the standards for musical material
(legitimation, disapproval, reasoning, and musical features), the charac-
teristics of musical activities of RE (classroom, students, and teachers),
and the theoretical and practical considerations for musical interven-
tions in RE. However, it was clear that, despite the potential revealed by
this research, the currently modest number of initiatives using music in
RE is far from reaching a broad range of adoption and support.

By the thematic approach of the present research, I integrated these
concepts and theories for the musical activities of RE, to provide a peda-
gogical model for effective RE in Secondary schools in Turkey (though
with potential cross-cultural insights). Regarding the implications of
the research, I evaluated the teaching methods used in musical activi-
ties in the classroom/school settings, the musical material selection
and preparation in terms of emotional and cognitive characteristics, the
measurement of students’ responses to music, and the assessment of the
activities. Consequently, in this pedagogical model, student, music, en-
vironment, and teacher represent the key emerging themes aligned with
the musical activities of RE, on the basis of their personal/intrinsic, cul-
tural/religious, and situational / responsive characteristics.

This research project investigated important questions surround-
ing the ongoing debates of emotions in education, music in RE, music
in Islam, and values education within the RE context. Navigating this
complex matrix of interrelated and overlapping questions in the man-
ner undertaken here demonstrates clearly that, for the development
of students’ feelings, cognition, and behaviours, the presence and the
practice of musical activities in Secondary RE classrooms can indeed
offer a constructive and inspiring transformational experience in the
study of Religious Education —even though this potential is for the
most part still under-utilized in the present era.

Keywords: Religious Education, values education, music, emotion,
knowledge, meaning-making.
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Glossary

All translations from Ottoman Turkish, modern Turkish, to English are
the present author’s, unless stated otherwise. However, a number of
non-English terms are used in this book. These terms are generally ita-
licised. Nonetheless, the common terms in English such as Allah or Eid
are the exceptions to this rule. For simplification, I only used the stan-
dard Latin alphabet.' The specific and unusual terms such as makam,
traditional, or mawlid are italicised for the sake of clarity. This was only app-
lied for singular versions, not for plural (e.g. makams) and possessive forms
(e.g. makam of X). Moreover, makam names are always capitalized (e.g.
Rast, Neva, or Nihavend) in order to distinguish them from other terms
and names. However, as a methodological choice, I preferred to write
the concept of ‘makam’ and names of makams in the contemporary
Turkish language (e.g. makam instead of magam; and Nev4 instead of
Nava). Yet, this is not a choice about the musicological facts, but about
the perception and conceptualisation in the cultural milieu of Turkey.
The following sign, letters, and terms may also help the reader:

‘7’: Sign for extending the sound of the letter on which it is placed.
C: ch
C:jordj
G:ygh
0O: rounded o, as it is used in German
S:sh
U: rounded u as it is used in German
Terms used in the text:
Cami: Mosque.
Dhikr/Zikr: The ‘remembrance’ of God.
Diyanet: The Presidency of Religious Affairs (of Turkey).

1 Ottoman-Turkish sounds in Latin script. Library of Congress, ed. (2016): http:/ /www.
loc.gov/ catdir/ cpso/romanization/ottoman.pdf (10/02/2021).



Eid: Islamic-religious festival

Adhan/Ezan: Muslim call to prayer

Figh: Islamic jurisprudence

Hadith: Sayings of the Prophet Muhammad, pbuh, (pl. ahadith)
Halal: Not forbidden/permissible

Haram: Forbidden

flahi: Religious hymn /prayer/chant

Imam-Hatip: Vocational state-schools for religious education in Tur-
key

Makam: Scale of microtonal steps and its logic of melodic construc-

tion (pl. makamat).
Mawlana/Mevlana: Jalal al-Din Rumi
Mawlawi/Mevlevi: Follower of Mevlana, ‘whirling dervish’

Mawlid: 1. The birthday celebration of Prophet Muhammed, pbuh. 2.

poem or musical improvisation on same.

Musiki: Music

Ney/nay: A wind instrument of seven holes, made of reed.
Ramadan: The holy month of Ramadan in the Islamic lunar calendar
Sama’: The dhikr of Mawlawism

Seyir: Melodic progression unique to each makam

Sunnah: The words and practices of Prophet Muhammed, pbuh.
Takbir: Chanting of Allahu akbar (God is the greatest)

Taksim: Instrumental improvisation

Tarikat: Sufi/Dervish order

Tasavvuf: Sufism

Tekke/Dergah: Dervish lodge

Usiil: Preconceived rhythmic pattern/mode in makam music.



Chapter I
Introduction






1. Rationale of the Research

This multi-disciplinary research critically examines the contribution of
music to effective Religious Education (RE), incorporating elements of
philosophy, psychology, sociology, theology, and educational research
and theory. It is widely supposed that there is an appropriate and vi-
tal role for music in RE. However, the answer to the question of ‘how
music should be included in the teaching of RE?" remains uncertain.

Across literature from different fields —such as in education, phi-
losophy, psychology, theology, etc.— the premise of the book emerges
that music and RE are related in various important respects. Corre-
spondingly, this research leans on the significance of music in commu-
nicating knowledge and expressing and inducing emotions, in order
to indicate a way by which music can contribute to RE in developing
dispositions which encompass the dimensions of emotion, knowledge,
and behaviour. Music is valuable for RE primarily due to its potential
for the development and improvement of moral sensibilities, emotions,
and feelings (Yob, 1995a). Regarding the capacity of music for convey-
ing knowledge and inducing emotions in relation to the ‘feeling’ / affec-
tive element in religion, there is a quality in music that expresses and
makes accessible the emotive dimension of attitudes and underpinning
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values. Thus, the relation of music to values and attitudes seems to
be identified according to musical effects on emotional arousal, discover-
ing or communicating knowledge, and guiding behaviour (Yob, 1997).
It might also be suggested on this basis that RE must give space for
music, so that students will utilize the intellectual and emotional re-
sources in values education (Carr, 2006b). In this context, music in RE
can play a significant role in reconfiguring, for instance, moral thinking
by influencing students’ moral thoughts, thanks to its power to elicit
the standard modes of ethical discourse (Walden, 2015). Consequently,
an immense potential for the growth of personality and character can
be gained through music (Sidiropoulou, 2013).

The recognition of the importance of music for both individuals
and communities in terms of character and moral development is far
from new. Since antiquity, the domain of cultural concepts in relation
to morality has had a strong association with music (Mesz, et al., 2015).
Both Plato and Aristotle acknowledged music as having a remarkable
influence on shaping character, though they did not agree on the most
appropriate form of music to achieve this goal (Carr, 2009). For Plato,
music can express complex human concepts (Mesz, et al., 2015). Given
the details of the effects of Greek musical modes for moral excellence
set forth in The Republic (Plato, 2012), moral development has included
reflection on the moral implications of music (Carr, 2006a). Plato asso-
ciates the various Greek musical modes with character development
(Plato, 2012: 101; Nettleship, 1937). His view, generally, is that ‘music is
a kind of ordered affect-charged auditory experience, that some forms
of musical order are more conducive to the harmony or balance of the
soul than others, and that a healthy human soul or character should
in some way reflect the harmony of appropriate or approved forms of
music’ (Carr, 2006a: 104). Likewise, Aristotle argues for the necessity of
music in improving the practical wisdom of virtue (Aristotle, 2014), at-
tributable to its function for emotional development (Curzer, 2012).
Music can contribute to the development of moral virtue because
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the artist can make the world, including the emotional dimensions
of life, more understandable or bearable (Aristotle, 1997a: 51-3). In
short, the philosophical line of the present research is the signifi-
cance of music for moral development as Plato and Aristotle first
articulated it (Carr, 2010a).

Similarly, as it is outlined below (Chapter 2.1 and 3.1), Islamic
perspectives on music (religious, philosophical, health practice, etc.)
concern the relationship between listener (as a believer) and the ef-
fect of music. Furthermore, regarding the concept of makam, there is a
highly pertinent discussion on the emotional qualities of music in the
Turkish-Islamic environment. Makam is the term which conceptualises
the basic modal-tonal character of Turkish and Arabic music (Altun
and Egermann, 2020; Salvucci, 2016; Albright, 1978). Signell defines
the makam system as ‘a set of compositional rules by which the me-
lodic component of a piece of music is realized’ (1977: 16). Since from
al-Farabi (10" century), it is argued that music can induce particular
emotions due to its makams (Ozkan, 2003).

Additionally, several associated perspectives, such as correspon-
dences between musical structures and features of the moral life (Net-
tleship, 1937), moral emotions and behaviour (Kivy, 2009), and moral
judgments (Seidel and Prinz, 2013), offer further contributions to the
present research. In this respect, the role of music in expressing or
transferring moral understandings is not peculiar to antiquity, because
responses to music can be observable in everyday life across the ages
and cultures (Sloboda, et al., 2001).

In a work preceding this research, I discussed the relationship be-
tween emotions (expressed and induced by music), meaning-making
within religion, and the experience and the articulation of specifically
religious emotions (Ogretici, 2016: 6):

In Schleiermacher, for instance, religion and art should not be alien, be-
cause art possessing religious character is the greatest kind. Furthermore,
as feeling is the fundamental characteristic of religious experience; he
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argued that the religious emotion of utter dependence is coexistent on a
certain level with cognitive awareness, perceptive sensing, and revelatory
insight (Schleiermacher, 1958). Namely, in the emotional essence of piety,
since the Infinite perceived by religion is manifested and reflected by art,
music might be the shadows of religious emotions. Writing from a similar
perspective, Rudolph Otto’s thesis (1973), is that since music convey more
than general feelings, music serves as a means for awakening mysterious
and numinous feelings, which is, in return, suggestive of mystery and
numen (Yob, 1995a). Paul Tillich, also, considers art expressing ultimate
concern which is universally religious. (Tillich, 1968, 1957).

According to Jorgensen (1993), Tillich further proposed five religious
experiences exemplified musically, such as mythical, mystical, prophetic-
protesting, prophetic-critical, and ecstatic-spiritual religious experiences.
The arts and religions should be apprehended in relation to ineffable and
unspeakable realities that are better enacted, represented, or expressed
than spoken of didactically (Jorgensen, 2011). On account of the fact that
every cultural creation has a religious dimension, even if the artist rejects
the religion, and even artworks’ content is nonreligious, art contributes to
the question of the meaning of the existence by possessing religious style
(Yob, 1995a). However, James (1902) gives a different argument on the
connection of the arts and religious experience. The aesthetic motive is de-
fined in his thought as one of the ‘buildings-out’ of religion, a natural, even
spontaneous accompaniment of religion (Yob, 1995b), just as it is arqued
that the message of religious texts is more appreciated and has a higher
emotional influence when it is accompanied by music (Argyle, 2000).

The present research recognises that religious feelings can be ex-
pressed and are accessible through music in accordance with its re-

sponsive emotional elements. Namely, music has the potential to speak

directly in forms that cannot be expressed by any other languages of
everyday experience (Yob, 1995a). As James (1902: 412) puts it, ‘music

gives ontological messages which non-musical criticism is unable to

contradict’. This is not only about whether music has a kind of seman-
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tic machinery (Robinson and Hatten, 2012). Owing to the relationship
between the moral and the aesthetic, music must also be evaluated in
terms of its educational significance (Carr, 2006a). Given the relation
between moral behaviours and moral emotions (James, 1902), we can
agree that some artworks can underpin moral attitudes (McGonigal,
2010). Therefore, music might well support cultural and moral devel-
opment if we accept its facility for promoting wider perspectives and
deeper understandings of the world (Sidiropoulou, 2013).

The present research applies the component-process model for
the concept of emotion (Chapter 2.1). It follows then that the ‘musical
emotions’ comprising subjective feelings, bodily change, and cogni-
tive evaluations are significant in RE for both appraising a situation
and in learning how to deal with it (Robinson and Hatten, 2012). Thus,
it could be suggested that music is influential in RE not only for its
capacity to invoke emotions but also for its potential to make pupils
ready for possible actions. Consequently, music in RE may well in-
clude responsive dimensions that strengthen inclusive and social in-
teractions (Stern, 2004).

Furthermore, although feeling and knowing are different concepts,
feeling (through music) must be understood not as an independent
phenomenon but as an accompaniment to particular kinds of know-
ing (Yob, 1995a). However, this does not mean that music cannot com-
municate knowledge. On the contrary, specific dimensions of music
are consistently informative —for instance, to convey moral concepts
(Mesz, et al., 2015). As Sidiropoulou (2013) argues, artworks may be
of epistemic and educational value insofar as they convey knowledge
as illustrative representations (Young, 2001), or as affective presenta-
tions of particular moral realities (Carr and Davis 2007; Wynn, 2004).
This possibility may well make music a unique way to acquire and to
transmit knowledge. Music in worship, for instance, most probably is
employed for congregants in sacred spaces to understand the teaching
of the sermon and/or the nature of divine truths, such as the mystery
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of God (Miller and Strongman, 2002). Meanwhile, music with a set of
values provides a perspective and an orientation which shapes one’s
apprehensions for, among other things, both the objects of music and
of religion (Ok and Erdal, 2014). In other words, music is a factor in
promoting religious affiliation —from Islamic Sufi lodges, to mosques
and churches (Park, 2015; Alperson and Carroll, 2008).

Given that music can appropriately be heard as containing a set
of emotions, knowledge, and values, its pedagogical /educational em-
phasis within RE merits deeper consideration than it is usually accord-
ed. Music might well be an influence that invites the listener not only
to recognise the expressions of such music but also to experience them.
Actually or in the imagination, the listener moves on an emotional/
psychological journey through the encounter with music (Robinson
and Hatten, 2012). These are the functions of music since ancient times:
mimesis —the exposure to the reality, and catharsis- revelation of the
personal stance with affective experience (Cook and Dibben, 2010). If
music can reflect emotions and ideas, it ought to be a method within
RE, owing to its effect on the human spirit (Ho, 2010). Hence acknowl-
edging the presence and the power of emotions and knowledge in mu-
sic leads us to reconsider its role in RE.

Dealing with religious music has a focus, however, not only on
knowing about worldviews but also on developing appropriate feel-
ings of appreciation, respect, and empathy towards them (Yob, 1995b).
Hence it is commonly argued that even secularists can appreciate re-
ligious music because imaginative responses reflect the ‘Platonic’ na-
ture of the emotions expressed in such music (Putman, 2008; Pugmire,
2006). In this regard, attitudes to music are affected by both internal
musical features and external extra-musical dispositions. It is often re-
ported by listeners that significant motivations for music listening are,
among others, the emotional and intellectual stimulation, the expres-
sion of religious and national feelings, and the strengthening of iden-
tity and a sense of community (Tekman and Hortagsu, 2002).
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If learners” own experience is necessary for understanding and em-
bracing values (Werkmeister, 1961), it follows that music in RE has the
potential to create a space in which the subject’s emotions, interests, pur-
poses, and valuations are recognised for their roles in this process. If be-
nevolent music has a more profound effect on listeners than benevolent
words (Lau, 1970 in Park, 2015: 126), it can be argued that music con-
tributes to morality, not by preaching, but by exerting a profound influ-
ence on emotional experience (Park, 2015). In this respect, music claims
a place in the teaching of moral concepts, so that learners employ their
own emotional experience of music throughout the learning process.

Because music, as a part of cultural and moral life, can induce
emotions and communicate knowledge, then its value in RE is seen
as integral for the present study. By helping to develop a critical lens
and by providing another language, music provides opportunities for
students to explore and interpret the world (Stern, 2004). More specifi-
cally, emotions and knowledge embedded in music may well have a
distinctive contribution to make to RE. Beyond the instrumental value
of the pursuit of musical activities, ‘the study of art can greatly help
[us] to break out of [our] narrow parochialism of time and place to
get acquainted with other cultures, different people, and landscapes’
(Jarrett, 1981: 7). This may explain why arts-based pedagogical strate-
gies and features have become a substantial part of learning over the
last few generations (Nathan, 2008). To contribute to moral develop-
ment and the acquisition of values, RE with musical activities should
be committed to the communication of knowledge, skills, and abili-
ties; furthermore, it has the potential to develop emotional awareness
among students. In this perspective, the extent to which music can
convey religious values (Plato, 2012; Carr, 2009) can be validated by
showing the unique significance of music for expressing emotions and
conveying knowledge, in relation to the attitudes and dispositions of
learners (Otto, 1973; Yob, 1995a). Consequently, the answers proposed
in this study lean on the relationship between emotions, knowledge,
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and music across a broad range philosophical/ theological, psycholog-
ical, and pedagogical perspectives.

In summary, the central hypothesis of the research is that using mu-
sic in RE can empower students in fostering their emotional and cog-
nitive engagement with the subject. On the understanding that music
can be used to express values and capture states of mind in the RE
class, the role and capacity of music will be investigated, with a par-
ticular emphasis on the extent to which it can stimulate intended emo-
tions for students and can communicate certain forms of knowledge
and information within the classroom.

2. Research Questions, Design, and Methodology

Addressing affective and cognitive domains by means of music, the
research undertaken here seeks to develop strategies for empowering
learning and teaching in RE, leading to the principal research question:

How should music, with its capacity to induce emotions and to facilitate
the communication of knowledge, be included in the teaching of RE?

The present research is conducted with a mixed-method research
design. Regarding its theoretical and educational limitations, the re-
search incorporates three interrelated types of investigation: concep-
tual-hermeneutical, empirical-analytical, and phenomenological. The first is
represented in the critical assessment of relevant literature and pre-
vailing theories of emotion, cognition, values, music, and meaning
making —using these to identify possible ways in which educational
practices may apply these concepts more meaningfully and effectively.
Since the empirical part of the study uses Turkish music stimuli, the
philosophical and historical opening of the study reassesses the place
of the concept of makam in Turkish musical culture, and music in the
Islamic context. Moreover, existing literature on the role of music in
relation to its emotional and cognitive implications for teaching and
learning is critically evaluated.
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For the empirical part of the research, first, I used GEMS (Geneva
Emotional Music Scale, Zentner, et al., 2008) to measure selected stu-
dent populations” emotional responses to musical listening. Within the
phenomenological paradigm, I also applied an empirical methodol-
ogy in academic conversations with RE professionals to understand
their perspectives on the current situation and on future opportunities
for using music in RE. In relation to the overarching research enquiry
and objectives for the study, a set of sub-questions were derived from
the principal question. The first sub-question is:

How do listeners (students) emotionally respond to Turkish music when
they listen to it?

More concretely, this research was not conducted to measure the
emotional response to any arbitrary kind of music, but specifically to
Turkish makam music. Therefore, Turkish makam music with its histori-
cal associations with emotional arousal (as it is reviewed in Chapter
3) has a substantial value for assessing the emotional responses in line
with cross-cultural interpretations. Similarly, utilizing a convenient
measurement tool for emotional responses has an equal significance.
To measure the listeners” emotional response to Turkish makam music,
a questionnaire for listening to and rating sessions using the GEMS-25
tool (Zentner, 2017) is accompanied by a set of demographic/back-
ground information questions. The stimuli were twelve excerpts from
different Turkish makam music. The number of the participants was 350
for the questionnaire sessions. Participants rated and recorded their
feelings while they listened to each stimulus. What is measured with
the questionnaires by means of GEMS is, in essence, the self-reported
subjective feeling component of the felt emotions of listeners (Gabri-
elsson, 2001-02). In this regard, the position of listener is prioritised in
the present research over other aspects of music-emotion research ar-
eas such as musical and environmental features. This is also to try to
see the field from the perspective of students. The data obtained from
the questionnaires is analysed in R-Software to model specific emo-
tional response patterns to Turkish music. The results are also then
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compared with the historical emotional attributions to makams in or-
der to create a ground for generalisation of the findings.
The second sub-question is:

How do RE professionals evaluate the place of music in RE?

With the method of “informed grounded theory” (Thornberg, 2012),
interviews of a range of education professionals are here analysed in
order to understand better the current place of music in RE and future
implementation possibilities. The research participants are a range of RE
professionals, occupying key roles in academia, decision-making, and
policy implementation in RE. In response to students’ views from the
questionnaires, interviews were then conducted to see the field from the
perspective of teachers (and other professionals). The data gathered from
20 interviewees was analysed in accordance with the standard open, ax-
ial, and selective coding procedures of grounded theory research meth-
ods to modify and to assess the emerging concepts and relationships.

Thereafter, I took a thematic approach to combine the philosophi-
cal, empirical, and conceptual elements for enriching RE with musical
interventions, with a specific focus upon the implementation pros-
pects. In this area, qualitative and quantitative findings of the present
research were brought together and discussed in comparison with the
existing literature, curriculum, and policies. This research, of course,
does not provide a single answer to the problem statement, but ac-
cepts there might be different answers to the related question. There-
fore, the main objective here is presenting an insight into the ways by
which music can support RE, with an emphasis on providing a guide
for successful methods and outcomes.

3. Aims and Objectives

This research does not provide a critical and general assessment of the
philosophical and pedagogical controversies surrounding RE. Instead,
it aims to examine critically the ways of fostering the affective and
cognitive responses of students in RE in the present era by means of
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musical interventions. For this objective, the research investigates the
experiences of students and RE professionals in relation to musical
activities. It first measures the emotional response to Turkish music
by using the widely respected GEMS tool (Zentner, et al., 2008). Then,
findings are also compared with the historical claims on the emotional
effects of Turkish music makams. In this regard, this research attempts
to create a link between emotional response patterns and ‘values’ of
RE curriculum in line with the historical claims. The second objective
is to evaluate (the current situation by means of) RE professionals’
views of the use of music in RE in order to reassess its weaknesses and
its potential. Beyond these, the ultimate objective is to propose viable
means for integrating music more effectively into RE, centred upon
young people’s emotional and cognitive responses to musical activities.

4. Research Significance

This research is primarily rooted in the pursuit of educational improve-
ments for RE teaching in the domain of high-quality values education.
For this objective, the research has been conducted in ‘social sciences’
discipline in the UK and set within the context of the discipline of RE,
in particular its critical values education dimensions. It is also antici-
pated that the work will possess generalizable elements of relevance for
other school subjects, especially in relation to implementation possibilities.
Since scholars assert that music is not properly included in the
teaching of RE in most current contexts (Babacan, 2019; Berglund, 2014;
2008), this topic is worthy of advanced doctoral research. This is a cru-
cial motivation for the religious and cultural enrichment advocated in
the research, and with wider benefits for the educational community.
The implications given in the conclusion of this research, on under-
standing better how music might be included in teaching, may be found
useful for those responsible for managing/ directing RE from a policy or
regulatory perspective. As for wider potential benefits, RE practitioners,
as well as teachers in other disciplines, may be afforded new ways of
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including music in their teaching: by recognising in a scientific fashion
and integrating into their practice the cognitive and the emotional pow-
er of music for RE. Itis also expected that, as partners in the shared work
of RE, the researcher, students, teachers, and those who are responsible
for RE policies, may also gain important benefits from the research.

At first glance, RE and values education might be seen as the con-
fines of this research. While rooted in a specific subject and domain,
however, it is expected that this research will contribute to the wider
field of humanities education beyond the subject limits of the study.
For other educational disciplines, potential research outcomes may of-
fer new ways of including music in teaching and by considering more
systematically the knowledge-based and the emotion-based practices
of music for attaining a broad spectrum of educational outcomes (Im-
mordino-Yang and Damasio, 2007).

The researcher aims to contribute to the field from three distinct
perspectives. On the practical level of educational research, the study,
first, implies that using music in the RE context has benefits for intend-
ed educational outcomes. In the theoretical level of music psychology,
the researcher argues that studying Turkish makam music for emotion-
al response is relevant for cross-cultural music-emotion research do-
main. Third, this research defends the view that there is one more way
to study music in the Islamic context —which is using music to enhance
RE for the benefit of all students.

5. Structure

This book consists of 7 chapters, including this introduction. The cur-
rent chapter (1) provides guidance for a structured reading of the ma-
terial here presented.

Chapter 2, The Conceptual Framework, identifies the key terms
of the book and, therefore, presents the boundaries for the study. The
second chapter clarifies the meaning of concepts such as emotion, mu-
sic in the Islamic context —including the concept of makam, and values
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education for the present research. In other words, attention is drawn
to the interdisciplinarity of the research. This chapter indicates how
psychology, (Islamic) religious studies, and education have affected the
approaches adopted in this research. It is strictly recommended to read
this chapter first to avoid any conceptual ambiguity. For the definition
of the concept of emotion, for example, while there is no consensus in
the field among ‘emotion experts’, it is necessary to explain in which
context the current research applies its key concepts.

Next, in Chapter 3, Literature Review, what is explored in the first-
two broad sections is the emerging concepts in the expanding music-
emotion research domain. These sections are devoted to evaluating
both Western and Turkish literature on the music-emotion research
field. This is not an attempt to reconcile these two worlds. Since the
current research employs ‘Western’ techniques to measure emotional
responses, and “Turkish” stimuli to induce emotions, this chapter high-
lights the benefits and effects of previous such studies as well as the
important gap to be filled. The third section of Chapter 3 also critically
evaluates prevailing views on the role of music in meaning making. In
this regard, it highlights a path music may take in the context of RE.

Chapter 4, Methodology, describes the process and the methodol-
ogy adopted for conducting the research. It outlines the consideration
of overall conceptualisation; the research design, including the quali-
tative and the quantitative methods, and the role of the researcher; the
ethical compliance covering issues such as the research location, data
collection tools, gaining access for data collection, and the chronology
of data collection; procedures and techniques for data analysis.

In Chapter 5, Emotional Response to Turkish Music: Quantitative
Analysis with GEMS, listeners’ emotional responses to Turkish makam
music are examined and compared. This chapter analyses the quantitative
data of emotional response to musical listening and underlines the con-
gruence between the findings and the historical emotional attributions for
makams. The chapter then defends the link between emotional response,
historical claims, and value terms of current Turkish RE curricula.
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Chapter 6, Qualitative Investigations: Experience of Religious Ed-
ucation Professionals, considers RE professionals’ views of the field.
The participants’ experience dominates the chapter, in order to evalu-
ate the current role of music in RE and its potential benefits; to identify
relevant music; to describe the proper class/school, student, teacher,
and teaching activity; to acknowledge potential negative outcomes;
and to indicate possible future directions.

The 7t Chapter, Issues and Questions in Educational Practice and
Concluding Analysis, combines the qualitative and quantitative find-
ings of the research and evaluates implementation possibilities. This
chapter brings together the successful intended emotion induction of
students by Turkish makam music and the potential of music identified
by RE professionals for knowledge communication possibilities. Fur-
thermore, while the current situation on using music for RE purposes
is not at a level commensurate with its importance, what is stressed
here is the rich potential to employ music within RE more effectively
with regard to the significance of such music for emotion stimulation
and knowledge communication. As concluding remarks, this chap-
ter addresses the relationship between the research questions and the
ways they were answered. The conclusion also revisits several issues,
including limitations of the research and suggestions for further re-
search needed to improve the present understanding of the themes
explored throughout the book.



Chapter 11

The Conceptual Framework






This chapter provides and explains the key terms of the book, therefo-
re, sets the framework of the research. It is radically important for this
research to identify the key concepts and to share their meanings in
the right way for both the participants in the research and the readers-
hip. This is crucial to root the research in what the researcher exactly
would like to study (Evans, 2002; Wilson and Wilson, 1998). Hence,
this chapter first pays attention to the concept of musical emotions.
Then, from different views and philosophies, it discusses the place of
music in Islamic understandings. Next, it evaluates the domain of Va-
lues Education in the context of Religious Education.

1. Knowledge vs Feeling: Perceived and Felt Emotions in Music

1.1. Introduction

One of the key terms for the current research is “emotion’. While it is
possible to examine the concept of emotion in different disciplines, in
this research, the focus will be on the relationship between music and
emotion that might be also called ‘musical emotions’ (Juslin and Slo-
boda, 2010b; Liljestrom, et al., 2012). Although in the literature there
is voluminous research on emotion, we remain far away from reac-
hing a consensus on many points (Gabrielsson, 2001-02); the aim of the
current section is therefore to present the perspective from which the
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term will be used here, in order to clarify the framework of the present
research, rather than to reconcile divergent ideas. This will reduce the
confusion that surrounds the term emotion (Konecni et al., 2008; Sche-
rer and Zentner, 2001). To avoid confusion, firstly I will explain the
definition of the concept of emotion and its components stipulated for
this study. Secondly, I shall highlight the difference between perceived
and felt emotions in music so that the significance of that distinction
for educational understandings will be pointed out.

1.2. Defining the Term: ‘Musical Emotions’

In the literature, many studies use terms such ‘emotion’, ‘mood’, and
‘feeling’ to describe the same phenomenon, while the distinctions
between these terms are not always stated clearly (Vistfjill, 2001-02).
Before explaining their uses in this study, I will discuss some key dif-
ferences between these concepts.

First, the concept of mood is highlighted to shed light on those
affective states which have a lower intensity than emotions, have a
longer duration than emotions, and do not possess a clear object (Jus-
lin and Sloboda, 2010b, Vistfjall, 2001-02). Then, the concept of feeling
indicates the subjective experience of moods or emotions. It might be
treated as a component of emotions (Juslin and Sloboda, 2010b).

For emotion, many diverse kinds of research flourish in different
specialist disciplines. The debate continues about the nature of emo-
tions, their functions, their relations to affective dimensions, their pro-
cesses of evocation, and their role in everyday life (Izard, 2007). How-
ever, since there is no agreement currently on even the definition of
the term of emotion (Frijda, 2007), it must be recognised that the usage
of the term by researchers can entail different processes and meanings
(Izard, 2007). Almost 40 years ago, Kleinginna and Kleinginna (1981)
identified 92 definitions of emotion in various sources, each definition
based on a different set of criteria. Similarly, in a recent study (Izard,
2006), 39 international experts in emotion were asked to give a defini-



Knowledge And Emotion-Based Musical Practices For Religious Education... 39

tion of emotion. However, there was no agreement in the definitions
(Izard, 2007). This situation reveals the complexity of defining (and, in
turn, to measuring) the concept of emotion. With these controversies
in mind, I will explain the context in which I will use the term by con-
ducting a focused analysis of emotion.

There are various ways to define emotions. According to the ‘hy-
draulic theory’ of the emotions, for instance, they are not cognitive. Sub-
jects passively experience emotions and connect them to their causes
and behavioural manifestations (Davies, 2010). By contrast, in the ‘cog-
nitive theory’ model (Solomon, 2008), emotions are regarded as having a
phenomenological profile, in which all elements are necessary and none
of them is in isolation sufficient for emotions to occur. Moreover, Rob-
inson (2005) has also defended the theory originally developed by Wil-
liam James (1884), according to which what makes an emotion emotional
is the presence of characteristic bodily changes. These kinds of attempts
give an insight into the field or thinker from which the definition is pro-
posed. To put it in a different way, according to Koelsch, “‘Emotions are
understood to be the result of the integrated activity of affect systems
(affect-generating brain systems such as the brainstem, diencephalon,
hippocampus, and orbitofrontal cortex)’ (Koelsch, 2014: 171; Koelsch et
al., 2010). Koelsch’s definition clearly stems from neurobiological inter-
pretations. However, Considering emotions as neural signals connecting
instinctual and conceptual brain regions (Perlovsky, 2010) makes little
sense for the present research. Given that the focus of this research is
on the musical emotions, the distinction between every-day life emotion
(or any other type of emotion) and musically perceived or induced emotions
(Zentner et al., 2008) must be maintained throughout this study.

This enquiry approaches the concept of the emotion as it is pre-
sented in the “‘component process model” outlined by Scherer (2004)
and that might be regarded as transferring previous conceptualisa-
tions of emotion into musical emotions. In this model, cognitive evalua-
tion processes and behaviour preparation (‘action readiness — tendencies’)
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launch the emotional event, consisting of three major components.
These are physiological arousal, motor expression, and subjective feeling
(Egermann et al., 2011; Niedenthal, et al., 2006). Physiological arous-
al, motor expression, and subjective feeling have been recognised as
emotion components for centuries, while behaviour preparation and
concomitant cognitive processes are relatively new in the list (Scher-
er, 2004). In addition, it must be highlighted that, in relation to brief,
intense, and rapidly changing responses, there is a ‘synchronization’
(Juslin and Scherer, 2005: 70-1) or ‘coherence’ (Ekman, 1992) between
these emotion components (Sloboda and Juslin, 2010).

In emotion definitions of this kind, physiological changes in the
experiencing subject including heart and pulse rate, blood pressure,
skin conductance, muscular tension, and respiration (Robinson and
Hatten, 2012); temperature sensations, cardiovascular accelerations
and decelerations, and trembling (Scherer, 2004) are also regarded as
components of emotion (Hodges, 2010; Frijda, 1986). Facial and vo-
cal motor expressions, gesture, and posture (Scherer, 2004; Robinson
and Hatten, 2012) are also accepted as motor components of emotion
(Ekman, 1992), with respect to its communicative potential for corre-
sponding behaviour intentions (Frijda, 1986). Behaviour preparation
(or action tendencies/readiness) as a motivational function of emo-
tional response (Vastfjill, 2010; Frijda, 1986) is a way of dealing with
the environmental contingency, by showing to the organism the al-
ternative reactions (Scherer, 2004). The subjective component of emo-
tion, then, generally referred to as feeling (Zentner and Eerola, 2010),
indicates a particular individual’s irreducible experience of emotion
(Scherer, 2004). Self-report measurement instruments and tools sub-
stantially and habitually rely on this component of emotion (Zentner
and Eerola, 2010: 189). Last, but not least, the cognitive processes are
part of emotion in this model (Kania, 2017), though the cognitive as-
pect is not homogenous in all forms of emotions (Davies, 2010). In this
regard, it is said that the subjective evaluation of situations directs
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emotional reactions (Scherer, 2004). Hence emotions are influential
on ‘perceptual and cognitive processes such as attention, thinking,
memory, problem-solving, judgment, decision making’ (Dalgleish and
Power, 1999 in Scherer, 2004: 241). It is further argued that, while theo-
retically there is a distinction between feeling and knowing, emotions
accompany the quest of knowledge (Yob, 1997). To sum up, according
to component process model, ‘emotions are not just appraisals or judg-
ments, not just physiological changes, not just behaviour or action ten-
dencies, and not just feelings of bodily change, but a process in which
all of these aspects of emotion play a role’ (Robinson and Hatten, 2012:
74). It is reasonable to concede that these sub-components can be used
to measure emotional responses (Juslin and Sloboda, 2010b).

I will now discuss the difference between perceived and felt emo-
tions associated with music.

1.3. Emotions in Music: Perceived vs Felt Emotions

Speaking in the realm of music and emotion, one of the prime distinc-
tions is between perception and induction —the experience of emotions
(Sloboda and Juslin, 2010). On the question of whether music ‘expres-
ses” emotion (that is also called “perceived emotion’) or not, there is
an abundance of historical and contemporary research (Kania, 2017),
and its impact is not underestimated here (Scherer, 2004)- though the
related topic, of emotions induced or produced in listeners through
music (that is also called ‘felt emotion’), has been always more contro-
versial. While, for many studies, the distinction is not considered, it is
reasonable to argue that music-emotion studies have become equally
divided between perceived and felt emotions over the past 30 years
(Vuoskoski and Eerola, 2011). In those studies, suggesting no distinc-
tion between the expression and arousal of emotion through music, it
is argued that the music, expressing emotion A, will be simply evoking
emotion A in the listener (Robinson and Hatten, 2012). However, in
many contemporary studies, actual listeners’ judgments of the music
they are hearing (e.g., this music is happy/expresses happiness) are
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examined to describe the emotional characteristics of the heard music.
In contrast, examining how music makes the listener feel is the second
way to study musical emotions (Zentner and Eerola, 2010).

The distinction between perceived and felt emotions is not only con-
ceptual, the emotional responses on these patterns are also empirically
dissimilar (Zentner et al., 2008). Perceived emotion requires the listener’s
intellectual ability on expressed (or intended to be expressed) emotional
character of the music itself. In that frame, music is an object of the listen-
er’s perception (Gabrielsson, 2001-02; Kreutz et al., 2008). Yet, for felt emo-
tions, listeners introspectively experience their own psychophysiological
changes as emotion. Music is something that causes emotional response
(Gabrielsson, 2001-02; Kreutz et al., 2008). Further explanations of the re-
lationship between perceived and felt emotions are extensively presented
in Gabrielsson’s ground-breaking study (2001-02).

According to Gabrielsson, there are 4 categories for perceived and
felt emotions: (i) a positive relationship, (ii) a negative relationship, (iii)
no systematic relationship, and (iv) no relationship. Additionally, there
is an interaction between musical, personal, and situational factors that
might affect emotional response and emotion perception. The positive
relationship indicates that the listener’s emotional response will be
similar to the emotional expression in the music: therefore, listeners to
‘happy music’ are happy and so on. A negative relationship implies that
positive emotion in the music evokes a negative response or vice versa.
That might be linked to music for which the listener may idiosyncrati-
cally have associations with the opposite emotional quality. ‘No system-
atic relation” occurs in two ways; (i) whatever emotion is perceived in
the music, the listener stays neutral or remains with whatever emotion
s/he already holds, and (ii) there might be no connection between per-
ceived and felt emotions. ‘No relationship’ explains the cases of feeling
an emotion, while it is not perceived in the music —because the emotion-
al response/ experience towards the music may not only have resulted
from the music itself. Furthermore, it might be also affected by the “lis-
tener features’ (earlier experiences, expectations, attention, preferences,
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attitudes, personality, present physical and psychological state, etc.) and
the situational factors (environment, acoustics, time of day, being alone
or accompanied, etc.) (Gabrielsson, 2001-02: 130-8).

There are also other contrasting theories of perception and feeling
emotions in music. Kivy, for example, proposes the distinction of ‘cog-
nitivist’ and ‘emotivist’ positions (1990). In the cognitivist position,
a listener can perceive expressions of emotions in the music, without
necessarily feeling that emotion subjectively (Hodges, 2010) because
music can ‘only’ be expressive of emotions (Gabrielsson, 2001-02: 140).
In the emotivist position, music induces emotions in listeners and they
actually experience specific feelings (Hodges, 2010). That kind of ex-
planation might derive from the understanding that ‘emotions are less
frequently felt in response to music than they are perceived as expres-
sive properties of the music’ (Zentner, et al., 2008). Nonetheless, ‘cog-
nitivist’ observations are not shared by many researchers (Gabrielsson,
2001-2002) and do not inform the perspective of the present research.

The distinction between emotion perception and emotion induction
should not be underestimated. Especially for verbal-report measure-
ments of musical emotions, explaining the difference between perceived
and felt emotions requires truly substantial methodological rigour (Zent-
ner et al.,, 2008). Furthermore, the difference is also empirically echoed
in the field. It is reported frequently that ‘emotional responses and intel-
lectual (objective, analytical) responses tend not to occur together, and
that musically experienced listeners are more likely to focus on intel-
lectual features, whereas less musically experienced listeners tend to fo-
cus on emotional properties’ (Gabrielsson, 2001-02: 124). This might be
the reason why emotional response tests are mostly accompanied by a
questionnaire asking about prior musical training and listening habits.
In the current research, perceived emotion is considered as ‘knowledge-
based emotion” and felt emotion is considered as ‘feeling-based emotion’.
This separation has fundamentally affected the current research and it
will be revisited thoroughly in Chapter 5 and Chapter 6.

In the next section, I will discuss music in the Islamic context.
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2. Between Prohibition and Permission: Music in Islamic Thought

2.1. Introduction

One can easily argue that music is forbidden in Islam, though it is very
widespread throughout Muslim communities. Even if that case is worthy
of discussion, this is just one side of the issue, namely a problem of figh
(Islamic jurisprudence), the main aim of which is more generally to spe-
cify one’s rights and responsibilities in terms of Islam (Siddiqui, 2012).
However, the place of music in Islamic thought might be evaluated from
different viewpoints within different philosophies: e.g. in el-Kindji, al-
Farabi, and Ibn Sina; and practically within Sufism in Mawlawism. Un-
der these terms of the research, I will first explain the debates on music
among Muslims, concerning whether it is prohibited or permitted. Then
different theoretical and practical accounts for music in Islamic culture,
including the concept of makam, will be interpreted by reading certain
key thinkers. Lastly, I will discuss what ‘“Turkish music’ means for the
current research, in order to expand the research opportunities for music
within Islamic discourse. The purpose of this section is twofold: to pro-
vide a layout for the research and the grounds on which it is possible to
study music in Islamic thought and for the next chapter, to apprehend
how Muslims have arrived at concepts such as makam in music.

2.2. Halal or Haram?

It is taught, even in the secondary schools’ textbooks of RE in Turkey
(Nayir, et al., 2018: 114-118) that, in order to clarify what is forbidden
or permitted, the first authority in Islam is the Quran. If the Quran does
not tell the answer, the second source is the Sunnah (words and prac-
tices of Prophet Muhammed) (Siddiqui, 2012; Esposito, 2003). I will
follow the same order, explaining the place of music in Islamic jurisp-
rudence. Thus, it must be stated firstly that music is not directly men-
tioned in the Quran either in relation to permission or prohibition (Far-
mer, 1957; Uludag, 2004: 35). However, it is often claimed that several
verses in the Quran indicate negative meanings for music (The Quran,
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Lugman, 31:6; an-Najm, 53:59-61; ash-Shu’ara’, 26:224; al-*Anfal, 8:35;
al-‘Isra’, 17:64, 81; al-Furqan, 25:72; al-Qasas, 28:55; az-Zumar, 39:23;
an-Nazi’at, 79:40-41). These verses have been interpreted as evidence
for the banning of music. Similar unclear readings can be found to-
wards the Sunnah. While there is no direct indication in the hadith lite-
rature (the works on Sunnah) regarding the permission or prohibition
of music, many have tried to find evidence in the hadith literature for
their own theory of music (Akdogan, 1999b).

Muslim scholars have broadly discussed the status of music and
produced an expansive literature (Faruqi, 1985; Otterbeck and Ack-
feldt, 2012). Some argue that the great majority of early Muslim think-
ers united in seeing music unfavourably, even if it is not quite for-
bidden. Others argue that many classical Muslim scholars, including
friends of Prophet Muhammed, had affirmative attitudes to music and
some of them actively listened to music (Alpaydin, 2006; Faruqi, 1985).
Figures such as al-Ghazzali (d.1111) and Ibn Hazm (d.1064) mainly de-
fended music (Nasr, 1976), but many important scholars in the fields
of figh, tafsir (exegesis of Quran), and Hadith were against it (Cag1l,
2013). Likewise, across the literature, there are many contradictory
evaluations across different Muslim denominations, as well as some-
times also within denominations (Alpaydin, 2006).

Why there are many different perspectives on music in Islamic
thought might be explained as follows:

1. Inthe primary resources of Islam (the Quran and the Sunnah), the-
re is no clear teaching on the status of music (Cagil, 2013).

2. Music is evaluated by projecting the view of those who might
be regarded as important persons of faith, such as a friend of the
Prophet or a leader of a religious group (Akdogan, 1999b).

3. In these instances, personal inclinations might be seen by others as
areligious rule. In other words, a leader of a religious sect may have
an interest in music and encourage music, whereas some might ban
music because of personal dispositions (Akdogan, 1999b).
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4. There may be different nuances in relation to the prohibition or permit-
ting of music: such as the type of music, the situation of singer, player,
and listeners, the character of lyrics, the listening place, and the time of
performance (Akdogan, 1999b). There is of course no guarantee of ‘qu-
alified’ readers who will always understand these distinctions (Table-1).

5. Although the distinction between religious and non-religious mu-
sicis significant in discussion of the legitimation of music in Islam,
many stances do not observe such a distinction (Alpaydin, 2006).
As a kind of ‘religious music’, reading the Quran, performing the
adhan (the call to prayer), invocations after worship, and Sufi
music have received relatively more benign endorsement (Cagil,
2013). Yet, non-religious music is normally evaluated in terms of
its purposes, its character, and its consequences (Alpaydin, 2006).

Table 1: Attributions to Music in the Islamic Context

Kind Type Example Status
Qur’anic chant Qira’ah
Call to prayer Adhan

Non- - . .

Music Pilgrimage chants Talbiyya, Takbirat
Eulogy chants Madih, Na’t, Tahmid, etc. Legiti-
Chanted poetry with noble themes ~ Shi'r mate

(Halal)

Family & Celebration music Wedding Songs, Lullabies, etc

Caravan chants, work songs,

ional .
Occupational music Shepherd’s tunes, etc.

Military band music Tabl khanah
INVISIBLE BARRIER
Vocal & instrumental improvisation Z?ngm, Layali, Qasidah, Avaz, Contro-
- versial
Music . Muwashsha, Batayhi, Dawr, (Halal,
Serious metred songs Tasnif, etc. Mubah,
Music related to pre-Islamic or Makruh,
NN Haram)
non-Islamic origins
OPAQUE BARRIER
. . . Ille-
Sensuous Music associated with o
gitimate

unacceptable contexts (Haram)
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Overall, music is not entirely rejected in Islam, but it has several
restrictions in practice. As a general principle, everything is halal (per-
mitted) in Islam, unless it is clearly stated as haram (forbidden) in the
Quran or the Sunnah (Siddiqui, 2012; Esposito, 2003). Bearing in mind
the aforementioned viewpoints for and against music, it can be seen that
music is not unconditionally prohibited, but tends to be permitted under
certain circumstances. Music is evaluated by Muslim scholars under sev-
eral stipulations —such as whether it is required or not and what are its
purposes and its effects. Therefore, music is permitted on the condition
that it is not being used against the fundamentals of faith, the principles
of worship, and the moral order of Islam. In this regard, music need not
become a question either of committing a sin or infringing someone’s
rights (Alpaydimn, 2006; Uludag, 2004). Thus, specific musical instru-
ments and types of music are not prohibited, but the misuse of music, in
such a way that it stimulates religiously prohibited acts or states of mind,
where Islamic rules are transgressed, is not allowed (Uludag, 2004: 127;
Ok and Erdal, 2014; al-Ghazzali, 1910; al-Qaradawi, 198-).

2.3. Islamic Philosophy

Though the misrepresentation of the ‘ban’ on music in Islam is often
repeated by contemporary Muslims and orientalists (Nasr, 1976), the
pendulum of discussion swinging from halal to haram is often itself a
kind of barrier that prevents us from seeing the whole complex pictu-
re. The religious issues from the Sharf{’ite point of view are, of course,
important for the life of believers. However, these views and practices
are not necessarily synonymous with religious doctrine in Islam but
comprise only one of its most important and indispensable elements
(Nasr, 1976). Yet, Sharia discussion often does not help us to unders-
tand how (a) many great Islamic philosophers, mathematicians, and
physicians were well grounded in music -like al-Kindji, al-Farabi, Ibn
Sina, Ikhwdin al-Safd, and Urmawi; (b) how it was possible for Sufi mas-
ters, such a Jalal al-Din Rimi, the founder of the Mawlaw{ order, to
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take songs and convert them into vehicles for the expression of religi-
ous concepts, and (c) music was used for health and wellbeing purpo-
ses. In the following pages, I will discuss these points.

The first Muslim philosopher Yakub b. Ishak al-Kindi (d.874) was
the first who wrote on the theory of music in Islamic philosophy (Oz-
can and Cetinkaya, 2006; Turabi, 2005). With his 10 epistles on music,
4 of them known, al-Kindi is recognised as the founder of the scientific
school of Arabic musical culture (Ozcan and Cetinkaya, 2006). Farmer
states that al-Kindi generally rejoiced in the translated books of Greek
philosophers (Farmer, 1932: 562; 1930: 29; Turabi, 1996). He had cre-
ated his own musical notation (Ozcan and Cetinkaya, 2006), and con-
templated music alongside logic, philosophy, mathematics, geometry,
and astronomy (Turabi, 1996). In this regard, for him, music was not
only a subject of mathematical consideration, but also was of great
psychological and physiological interest (Farmer, 1925-26: 97). As he
stressed, the relation between music and psychology underpinned its
use for medical purposes (Turabi, 2005).

If al-Kindi is the first in the chain, then the second is al-Farabi (d.950),
‘probably the greatest writer on the theory of music during the Middle
Ages’ (Farmer, 1932: 562). Even though music is today considered as an
art, it remained in the list of sciences (among mathematics, geometry,
and astronomy) for al-Farabi in Ihsa el-Ultim (Dyer, 2007; Farmer, 1932;
Cetinkaya, 2014). Hence, he is seen as bridging the understanding of
music between Greek philosophy and Islamic theology (Turabi, 2006).
Al-Farabi read the music theory of the Greek theorists in Arabic trans-
lations (Farmer, 1930: 330; Tura, 2014), but did not stop there, exceed-
ing them by covering their omissions on e.g., the essence of sound and
the instruments in Kitab al-Musiki al-Kabir [The Book of Great Music]
(Ozcan and Cetinkaya, 2006). While following the Aristotelian philoso-
phy (Randel, 1976), al-Farabi seems to be closer to Pythagoras, in ap-
plying mathematics to music (Cetinkaya, 2014; Nasr, 1964: 26). He uses
‘numbers’ to explain his thoughts on music, though there is no place in
his theory for the Pythagorean views of the relation between musical
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sounds and the planets (the ‘Music of the Spheres’) (Randel, 1976; Tura-
bi, 2006). Al-Farabi was not only a good theorist of music, but also a suc-
cessful practitioner, playing instruments to the extent that he was able
to affect the listeners in ways that induced deep feelings (Farmer, 1932;
Bardakgi, 1986: 118; Akpinar, 2001). In fact, his music theory is built on
the premise that ‘the practice comes first, then the theory’ (Turabi, 2006;
Ozcan and Cetinkaya, 2006). The influence of al-Farabi’s music theory is
quite clear in Ibn Sina and Abdulkadir-i Meragi (Ozcan and Cetinkaya,
2006) as well as in later Western music thought (Farmer, 1932).

In the same way as al-Kindi and al-Farabi, Ibn Sina (d.1037) also
considered music as a branch of the mathematical sciences (Granot and
Shair, 2019; McGinnis, 2010; Shehadi, 1995: 68; Turabi, 2009). While he
wrote no books devoted entirely music, his works Kitab ash-Shifa [The
book of health], Kitab al-Najat [the Salvation], and Daneshname-yi ‘Ala’t
[The Book of Sciences], have specially assigned sections for music (Far-
mer, 1930; Ozcan and Cetinkaya, 2006; Turabi, 2009). He acknowledges,
for his music theory, the contribution of al-Kindj, al-Farabi, and Ikhwén
al-Safa (Turabi, 2009). He rejects the idea of Muslim Pythagoreans on
the origin of music, which sought to explain the relation between mu-
sical sounds and planets (Granot and Shair, 2019). On the contrary, he
prefers a naturalistic explanation for the origin of the music (Ozcan and
Cetinkaya, 2006). For him, planets may produce music with their mo-
vements, however, that may only coincidentally have similarities with
humankind’s music (Turabi, 2009). In practice, he applies music as a
psychologist. His words, ‘Inter omnia exercitia sanitatis cantare melius est’
(Singing is the best exercise that protects health) is quite famous for this
respect (Shehadi, 1995: 75; Turabi, 2004). By saying ‘If a melody has a
resemblance to each other in its character, then the soul [of the listener]
applies it to what it belongs to and that character’, he, as a psychologist,
draws attention to the healing effect of music (Turabi, 2009). Therefore,
his contribution is vital to the view that music retains key aspects of
emotional communication (Granot and Shair, 2019: 598).
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After Ibn Sina, the 11" and 12% centuries are quiescent for mu-
sical thought, until an extraordinary musicologist, Safi al-Din (Abd
al-Mu’'min) al-Urmawi (d.1294) came to prominence in the 13th cen-
tury (Van Gelder, 2012; Akdogan, 2005). Rather than focusing on the
musical theory built by al-Kindi, al-Farabi, and Ibn Sina, al-Urmawi
stressed the contemporary ‘living’ music (Uygun, 2008). His music
theory was regarded as very important between 14" and 16% centu-
ries. His two books devoted to music theory (Kitab al-Advar and er-
Risalah al-Sharafiyyah) (Urmawi, 1984; Wright, 1995; Van Gelder, 2012)
were translated and reviewed many times and became the main reso-
urce of music theory for later Muslim thinkers, including Abd al-Qadir
al-Maraght (d.1435) (Wright, 1994) and Fathallah al-Shirwani (d.1468)
(Shirwani, 1986; Wright, 1995; Uygun, 2008). There are, at least, over
20 studies examining these two books in this period (Arslan, 2004; Uy-
gun, 1996; Can, 2001). While he had about 130 compositions in his time
(Uygun, 2008), only one of them is known today. This composition is
considered as the oldest written example of classical Turkish music
(Ozcan, 2001: 11 in Karabasoglu, 2010).

So far in this chapter, I have critically evaluated the historic discus-
sion on the permissibility of music in the Islamic context. Prominent
examples of Muslim thinkers have been highlighted, with al-Kindj, al-
Farabi and Avicenna offering Islamic sympathetic theoretical perspec-
tives in music theory. After that, Urmawi joins this list to emphasise
the theory into practice. What I am doing here is stressing that music
was not only a matter of discussion for the religious life of believers
throughout Islamic history, but it also has been under debate from a
variety of other perspectives. For example, philosophy, mathematics,
physics, and aesthetic thought have served as grounds on which to
contemplate music in Islamic thought.

According to a recent conceptualisation, Islamic thought might be
categorised as belonging to four historical periods: i. Classic (VIL.-XI.
centuries), ii. Regeneration (XIL-XVI. centuries), iii. Evaluation (XVIL.-
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XVIII. centuries), and iv. Quest (XIX.-XX. centuries) (Ucer, 2017). Within
this framework, music is a domain that had a place (among others)
during the Classic period of Islamic thought. The lifespans of al-Kindi
(d.874), al-Farabi (d.950), Ibn Sina (d.1037), al-Ghazzali (d.1111), and
Safiyyuddin Abdu’l-Mu'min al-Urmawi (d.1294) also indicate that
there is continuity from medieval thinking about music. Briefly, dis-
cussing music is neither limited to a contemporary dispute nor an
ancient controversy. However, its religious roots have been recently
over-emphasised at the expense of other perspectives.

Following these broader theoretical perspectives, I will now look at
how music was a matter of practical interpretation in Sufism (especially
Mawlawism) and in Islamic health practices. Next, the concept of makam
will be explained. Then, the last question of the section will be asked:
what does Turkish music exactly mean in this educational investigation?

2.4. Music in Practice: Religious Purposes, and Health and Wellbeing

The highest interest of music in the Muslim world belongs to the mo-
vement called Sufism (tasavouf) (Schimmel, 2011; Cetinkaya, 1991).
With the idea that it is a kind of nutrition for those having wisdom
(hikmah) and it contributes to personal excellence, music has been em-
powered in Islamic thought through Sufism (Turabi, 2005). Sufis have
used the word sama’ instead of ghina (music) because they wished to be
considered apart from those who use music only for pleasure and ego
(Lewisohn, 1997; Cetinkaya, 2011: 83). Under the name of sama’, music
is embraced by almost all Sufi paths, for its possession of a religious
character that brings humankind closer to Allah (Cetinkaya, 2011). In
Turkish-Islamic history, for instance, many Sufi orders such as Bektas-
hi, Kadiri, Jilwati, and Gulshani have contributed to Turkish religious
music (Akdogan, 2005), but it is obvious that Mawlawism is the most
appreciated Sufi sect with respect to music (Schimmel, 2011). In this re-
gard, music is sometimes a tool of inspiration for various Sufi masters
(Nasr, 1976). Having a divine, celestial, angelic, sacred, and lofty root,
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‘Sama’ means in Sufism one’s to find Allah in the soul under the influ-
ence of music, and, therefore, feeling the excitement of the divine pre-
sence (Gribetz, 1991; Cetinkaya, 2011). (The role of musical emotions
in this process will be revisited in Chapter 3). The significance and the
legitimation of music in Sufism might be read as of the inner and spiri-
tual aspect of Islam, rather than merely juridical and theological (Nasr,
1976: 3). In a parallel perspective, another expression of this form of re-
lationship might be in health and wellbeing practices involving music.

Even though music therapy has a longer history for Turks as well
as for other nations (Gtiveng, 1985), I will only focus here upon Islamic
understandings in Turkish culture. Rather than the ‘everyday’ usage
of music, its specialist institutional applications should be contempla-
ted. As emotional evocation and mood alteration will be discussed in
Chapter 3.1, I will here only provide the historical background to this
topic. In Islamic culture, the theory of the therapeutic nature of mu-
sic was formulated by al-Kindi, al-Razi (d.932), Farabi, and Ibn Sina,
and then turned into practice in many special hospitals throughout
the Seljuk and Ottoman eras (Digli, 2015; Erdal and Erbas, 2013; Ak,
1997). In this history, there were many ‘Darussifa’s (one of the names
given to medical and educational establishments) in that era, such as
‘Kayseri Gevher Nesibe’ (Medical madrasah- 1206), ‘Divrigi’ (Mos-
que and Hospital- 1228), Amasya (Darussifa- 1309), Fatih (Darussifa-
1470), Edirne (Darussifa- 1488), Stileymaniye (Medical Madrasah and
Hospital- 1556) where music therapy applied (Disli, 2015; Giiveng,
1985). These hospitals were especially employed for mental illnes-
ses, for patients requiring special care (Disli, 2015; Baltaci, 2005: 69 in
Erdal and Erbas, 2013). In the hospitals, the service was carried out
by the staff including doctors, ‘kehhal” (ophthalmologists), surgeons,
pharmacists, service groups, nurses, ‘imams’, ‘hanende’ (singers) and
‘sazende’ (musicians) (Erdal and Erbas, 2013; Kalender, 1989). There
are about 300 musical instruments from various Turkic provinces that
have been confirmed for medical use in those settings (Giiveng, 2006).
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2.5. The Concept of Makam in Turkish Music

After introducing the significant issues related to music in Islamic tho-
ught, I now present one of the key concepts of the research, namely
makam, from the perspective of musicology in the Turkish-Islamic tho-
ught. As explained in Chapter 3, there is a strong connection between
emotion induction and the concept of makam. As it is such an unfami-
liar concept for the Western readers, this is a relatively broad section.
Accordingly, I begin by giving the literal explanations for the concept
of makam, then discuss how this term can be translated satisfactorily.
After that, I explain what makam means in musical terms. Last, I ela-
borate on the historical perspectives of the concept of makam. This sec-
tion indicates the voluminous effort of the perspective of musicology
in the Turkish-Islamic thought.

2.5.1. Literal Definitions

Makam in musical nomenclature is the term which states the basic cha-
racter of Turkish and Arabic music (Ozkan, 2003) as if it is the heart of
the complex and sophisticated body of that music literature (Albright,
1978). Makam, as a word, means a place to be standing or sitting, si-
tuation, station, position, rank, social status, and reputation. Howe-
ver, as a term, it is originally derived from the Arabic verb el (kdme)
which means standing on one’s feet, attentiveness, being alert, giving
strength to (Turabi, 2005; Akdogan, 1999a; Ozkan, 2003). As having
the same origin, in contemporary Turkish, there are many valid words
such as kavim (race), kayyiim (trustee), kiydm (rising up), kiyimet (re-
surrection), ikdme (substitution), ikdmet (residing), istikdmet (direction),
takvim (calender), and mukdvemet (resistance) (Yahya Kagar, 2008).
Makam has been used as a term in Turkish at least since the 15" century
and observed in the first Turkish music theory books of the Ottoman era
(Yahya Kagar, 2008; Can, 1993: 1). It is thought that makam, as a musical
concept, was first used by Abd al-Qadir al-Maraghi in the 15 century for
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music theory, while, before him, many musicians had written works on
the concept of makam (Yahya Kagar, 2008). However, in the Middle Ages, the
concept of makam had been being expressed as ‘edvar” or ‘sed’ (Turabi, 2005;
Ozkan, 2003). Before proceeding to explain makam in musical terms, I will
now discuss how the concept of makam can be translated into English.

2.5.2. Possible Translations or Non-Translatableness

The comparable pioneer presentation for the traditional Turkish mu-
sic concepts in a Western language might be ‘La Musique turque’ (Yekta,
1922). The publication of Karl Signell’s work, Makam: Modal Practice in
Turkish Art Music (1977), is the first attempt in English to examine this
concept, yet offers no translation of makam. A relatively new music the-
ory book, Makam: Turkish Music Guide (Aydemir, 2010), written in Turkish
and translated into English, does also not suggest a translation for ma-
kam. However, similar kind of modal systems are called ‘raga’ in Indian
music (Ozkan, 2003), ‘dastgah’ in Persian music (Nakhjavani, 2010), and
‘mode’ or “tonalite’ in Western music (Oztuna, 1969: 53-4 in Akdogan,
1999a). Similarly, according to Salvucci, Oztuna (1969) attributes both
modal and tonal qualities to makam, stating that ‘tonality” is largely used
as equivalent to makam (in Salvucci, 2016). Moreover, according to Altun
and Egermann (2020: 4), makam is usually compared with the concept of
a scale. Signell argues, however, that ‘the closest counterpart in Western
music would be the medieval mode’ (Signell, 1977: 16).

Even though ‘mode” and ‘tonalite’ have similarities with ‘makam’,
they do not express the same nuances of meaning inherent in makam (Oz-
kan, 2003). Thus, the present research applies an approach similar to that
adopted by Salvucci (2016) who states that “although cesni is referred to
as the direct English translation ‘flavor’, I shall refer to this term in its
original Turkish. Likewise, the term for a makam’s finalis, karar (alter-
natively durak), will be used. It is customary to refer to the pitches in the
makam system as perde (literally ‘curtain’)’ (Salvucci, 2016: 46). Therefore,
thinking methodologically, I will simply use makam (neither with a trans-
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lation nor as magam), in order not to refer to something makam does not
express (for a similar approach, Ergiir and Dogruséz, 2015).

2.5.3. Musical Definitions

There are two general ways of defining the concept of makam with mu-
sical terms. The first way is the literal definition, and the second is to
explain the components of makam. Principally, just as it is in its defini-
tion as a word, makam in a musical composition stresses the perdes on
which being pursued more than others (Turabi, 2005). For Altun and
Egermann (2020: 4), a makam is a melodic texture consisting of progres-
sions, directionality, tonal and temporary centres and cadences. In this
regard, makam is basically defined as a modal-tonal complex (Salvucci,
2016) or it is a term used to encode the internal frames and melodic cha-
racteristics in Turkish music (Aker, 2014). Signell states that ‘the makam
system is a set of compositional rules by which the melodic component
of a piece of music is realized’ (1977: 16). For Stubbs, makam is ‘a prac-
tical melody theory, grouping melodies by families or categories that
are distinguished by the use of careful microtonal inflections of certain
tones according to custom, together with idealized notions of melodic
contour’ (1994: 1). Because the many definitions of the concept of makam
make it difficult to reach a consensus (Turabi, 2005; Ozkan, 2003; Yahya
Kagar, 2008); I will try to explain the key components of this concept.

Signel (1977) has identified five fundamental characteristics of the
makam system: intervalic structure, tessitura, melodic progression, ste-
reotyped phrases, and modulation. Not all of them are distinctive, but at
least one of them should have a distinguishing feature. Each makam has a
distinctive seyir [progression] (Salvucci, 2016: 47, from where the square-
bracketed translations of this section were also cited). The melodic path
of makams might be ascending [¢ikic1], descending [inici], or descending
— ascending [inici-gikic1]. Each makam has its own pitch level in relation
to the other makams. Each makam has associated commonly recognised
characteristic motives and phrase such as the main tonal centers, includ-
ing the finalis, dominant, entry pitch, temporary stops (Salvucci, 2016:
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47; Touma, 1978; Albright, 1978). These features are attributed to the set
of rules for composition and improvisation (Bozkurt, 2008).

In a similar way, Ozkan (2003) has firstly criticized the makam defi-
nitions of Hiiseyin Sadeddin Arel, Mehmet Suphi Ezgi, and Rauf Yekta
Bey as lacking in clarity. He has listed the terms that are necessary for the
full definition of makam as: Dértlii and begliler [Tetrachord / Pentachord],
dizi [scale], seyir [melodic path of makam: ascending / descending], giiclii
[dominant], durak /karar [makam’s finalis/ final pitch/tonic tone]. In the
same vein, Reinhard et al. (2011) define the concept as:

The term makam ... might be usefully described as composition rules. Today
makams consist of scales comprising defined tetrachords (dortlii) and pen-
tachords (begli) governed by explicit rules concerning predominant melo-
dic direction (seyir: ‘path’). The seyir indicates prescribed modulations and
the general shape of phrases, understood as either predominantly upwards
(inici), predominantly downwards (¢ikic1) or a combination of both (inici-
cikici). There are terms for the ‘opening note’ (giris), ‘tonic note’ (karar), a
significant tonal centre other than the tonic (giiclii: ‘dominant’).

2.5.4. Makam: An Historical Perspective

It is clear that the concept of makam has been evaluated from different
perspectives throughout history. It has also been subject to changes
of nomenclature. As mentioned above, before al-Maraghi in 15" cen-
tury, makam (as a term) was not used in music theory, whilst adwar (or
‘edvar’) and shadd (or ‘sed’) are used to express that concept. Urmawi
(13th century), for example, had ‘Kitab al-Adwar’ in Arabic (Wright,
1995), while Hizir b. Abdullah (15" century) and Dimitrie Cantemir
(1" century) had “Kitab al-Edvar’ in Turkish (O’Connell, 2005; Wright,
1992). In that time, a makam was being explained on a devr [circle] in
those books. Adwar/Edvar is the plural form of devr. Then, ‘Kitab al-
Adwar’ literally means “The Book of Makams'.

In Urmawi, there are 12 makams as 1. Ussak, 2. Nev4, 3. Blise-
lik, 4. Rast, 5. Irdk, 6. Isfahéan, 7. Zirefkend, 8. Biiziirk, 9. Zengiile, 10.
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Réhevi (Rehavi), 11. Hiiseyni, and 12. Hicazi (Wright, 1995; Uygun,
1996; Levendoglu Yilmaz, 2002). These makams are also called Edvar-i
Meghure (famous makams) (Can, 2001). Similar to the methodological
decision on using Turkish original names for terms, mentioned at the
beginning of this section, I used the makam names in Turkish such as
Ussak, Neva, and Hicaz. Contrarily, Nakhjavani (2010), for instance,
calls these makams as Ushagh, Nava, and Hejaz. Furthermore, Ibn
Sina indicates the makam names regarding their efficiency in relation
to a specific time slot of a day (Turabi, 2002). Before him, in the Kitab
al-Musiki al-Kabir, the makams are theoretically explained and classi-
fied by al-Farabi (Turabi, 2006). However, there is no special name for
makams in al-Kindi. He shows 8 makams and their counterparts in the
Greek music (Turabi, 1996: 79-84).

It must be remembered that, while all of them eventually called as
makam in time, there was a classification for different terms such as makam,
dvdze, sube, and terkib (Kiigiikgokge, 2010; Ozkan, 2003; Yahya Kagar, 2008;
Akdogan, 1999a). In different theories, these patterns have differences in
number, classification, formation, and characteristics (Kiigtikgokge, 2010).
The list below showing the numbers on the classification of makam, dvize,
sube, and terkib in different eras may give an insight into how these con-
cepts have been evaluated (Oransay, 1996: 91 in Yahya Kagar, 2008):

Urmavi (13" century) 12 Makam 6 Avaze -—- -—-
Fatih Anonimi (15% century) 12 Makam 6 Avaze 24 Sube -
Yastf b. Nizameddin (15 century) 12Makam 7 Avaze 4Sube 50 Terkib
Hizir b. Abdullah (15" century) 12Makam 6 Avaze 4Sube 194 Terkib
Mehmet Celebi- Ladikli (15" century) 12Makam 7 Avaze 4Sube 30 Terkib
Dimitrie Cantemir (17* century) 27 Makam - - 22 Terkib
Nayf Osman Dede (18" century) 12 Makam —— 24 Sube 48 Terkib
Abdulbaki Nasir Dede (18" century) 14 Makam - - 136 Terkib
Hagim Bey- Edvar (19 century) 94 Makam e - -

Beyond thatlist, it is possible to observe different numbers. Accord-
ing to Levendoglu Yilmaz, Hizir b. Abdullah presents 201 terkibs, the
highest number for terkibs, whereas, for Kazim Uz, for instance, there
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are 207 makams without a classification (2002: 46). Throughout Turkish
music history, there were about 550 makams, 100 of which were rough-
ly in usage and popular in their time (Akdogan, 1999a; Kalender, 1987).
Despite the fact that the number of the makams is estimated up to 600-
650, while having the recorded examples for only half of them (Ozkan,
2003; Yahya Kagar, 2008); Levendoglu Yilmaz (2002: 221) provides 650
makam names which are used since Urmawi. In her ground-breaking
work, Levendoglu Yilmaz studies makams from the 13" century start-
ing with Urmawi up to date on 31 manuscripts and books in Turkish,
Arabic, and Persian resources (2002). This study includes makam de-
scriptions, classifications, and compositions with notation.

According to Levendoglu Yilmaz (2002: 221), there are at least 22
makams which have existed and been used since the 13% century. They
are listed below (in alphabetical order):

Table 2: The Makams, continuous since the 13* Century

1. Baiselik 2. Biiztirk 3. Gerdaniye 4. Hicaz
5. Hisar 6. Humayun 7. Hiiseyni 8. Irak

9. Isfahan 10. Maye 11. Muhayyer 12. Neva
13. Nevriiz 14. Nikriz 15. Niihiift 16. Rast
17. Rehavi 18. Selmek 19. Sehnaz 20. Ussak
21. Zengiile 22. Zirefkend (Kdigek)

Furthermore, Kiiclikgokge (2010) argues that, in the 15" century,
284 makams were known, whereas it is supposed that 2117 composi-
tions in 117 different makams were recorded for 17" century (Merig,
2012). Similarly, another study (Yeprem, 2007) illustrates the changes in
48 makams in comparison to the earliest written examples in Dimitrie
Cantemir (17" century). Currently, TRT Turkish Art Music Repertoire
includes compositions in 257 distinct makams (Sarisaray, 2010: 103-109).
These kinds of resources are invaluable not only to find the examples
of a makam in a certain time, but also to observe how the popularity of
any makam, or its historical roots have changed, since the 13™ century.
Eventually, it is argued that the reason why Turkish music is quite fertile
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for different kinds of makams might be to facilitate the way by which
people’s emotions will be reflected with all their details (Ozkan, 2003).
I will use the term makam again in the literature review (Chapter 3.2),
in connection with special emotional attributions. For this reason, the
concept of makam serves a significant perspective for the present study.

2.6. Studying Music in a Broader Sense

Finally, I will end this section by discussing current educational rese-
arch approaches to Turkish music and why this approach is also me-
aningful. First, “Turkish’ does not mean here merely either a nation or
a language. While they have a profound influence on “Turkish” music,
it is not always helpful to ask whether the contributors to that music
such as Farabi, Ibn Sina, and Urmawi were Turkish or not. If the mul-
ticultural and multi-ethnic cultural resources of the Ottoman heritage
are taken into account (Salvucci, 2016), it will be easy to comprehend
what kind of contributions are welcomed coming from e.g., Ali Ufki
(1610-1675), a Polish convert to Islam (Ayangil, 2008; Kut, 1989; Sig-
nell, 1977), as well as Dimitrie Cantemir (1673-1723), a Moldavian mu-
sician (O’Connell, 2005; Wright, 1992; Yeprem, 2007).

Furthermore, on account of the fact that authors were writing their
books in the language of their own environments, the source of “Turk-
ish” music might also be found in books in Arabic, Persian, Turkish, and
Western languages. I therefore refrain from a nationalist declaration that
“Turkish music belongs to Turks’. Similarly, for this study Islam is un-
derstood not only as a religion but also as a culture and civilization. The
Islamic tradition of culture and civilization is, of course, not indepen-
dent from Islam as a religion, but it is also different. In this regard, it is
not hard to see that the musical traditions of ancient civilizations be-
came integrated into the Islamic culture (Nasr, 1976). That kind of differ-
entiation allows me not to speak on behalf of ‘God’ (or of religion itself;
theologians can do this) but of people and culture. On these grounds, I
mostly prefer to use ‘Islamic thought’, rather than “Islam’ in this study.
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After all, one of the propositions for the current research is to in-
clude the discussion of music in the [religious] educational agenda.
With these various perspectives, the book adds one more lens to the
study of music in Islamic thought; that is the perspective of educa-
tion. In this section, (not by ignoring the religious interpretations of
music in the Islamic thought but by embracing), I critically evaluated
different perspectives of scientific disciplines that give a quite fruit-
ful account to contemplate music. After this brief introduction on the
ways in which music has been understood in Islamic thought, it will
be easier to explain how such a complex concept like ‘makam’ could be
attainable for Muslim thinkers. The intention, in the current study, is
to merge these layers of thought so that RE will benefit.

3. Values Education in Turkish Religious Education System

3.1. Introduction

The Republic of Turkey is a state which is constitutionally ‘democratic’,
‘laic’ (secular), and ‘loyal to the nationalism of Atatiirk” (Constitution of
Turkey, 1982: 2). One of its oldest laws is the Unification of Education Act
1924 (a year after the foundation of the state) which placed all educational
institutions (state and private) under the control of the Ministry of Nati-
onal Education (MoNE or MEB). So, in contemporary Turkey, there is no
school and course (including religious ones) out with the state’s control.

RE in Turkey has three main agencies. First, the Council of Higher
Education (CoHE) operates undergraduate, master, and research level
RE at theology faculties for those who wish and have relevant qualifi-
cations. Next, the Presidency of Religious Affairs (PoRA) is responsible
for the management of all the mosques and their staff in the country. It
arranges religious courses (not as part of school education) like Quran,
Islamic morality, and catechism in its premises (not in the schools) for
those who wish to attend. School students can attend these kinds of
courses out of school time, while their participation does not qualify
for ‘official’ certificate, degree, or credit for school education. The last
is RE taught by MoNE as a part of school education.
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The Turkish education system adopts a so-called 4+4+4 system:
This refers to three sets of 4-years of compulsory education: primary
(aged 6-9), secondary (aged 10-13) and high school education (aged
14-17). RE operated by MoNE, again, should be examined in 3 differ-
ent contexts. First is a kind of vocational RE delivered in Imam-Hatip
schools at secondary and high school levels (Aglamacit and Kaymak-
can, 2017). Second is the optional RE courses at secondary and high
school levels. These courses were listed as Quran, Life of Prophet Mu-
hammed, and Basic Religious Knowledge: these are part of a list of
around 20 optional courses. Each course has 2 classes in a week, been
opened by request of the parents at the beginning of the year. Last and
maybe the most controversial one is the compulsory RE courses. There
is no RE course in the first three grades of primary schools; while from
4* grade of primary to 12" grade of high school, attending RE classes
is compulsory for all ‘Muslim’ students, and optional for ‘others’. In a
week, RE has 2 classes at primary and secondary levels, and 1 class at
high schools. A class lasts 40 minutes in all schools.

General Structure of Turkish RE System
Grade Public and Private Public |
Pre-School (for 3-5
) years old)
1 No Specific RE Course
§ Primary
4 2 hours
5 p/w
Secondary compu!sory
6 & Imam (Religious Optional
5 Secondary . Culture and
7 E sH ;tlpl Moral CoRfses
choo . u :
| B Bluesin) | Qu
O - Life of
9 1 hour p/w Prophet
Vocational compulsory | Muhammed
10 General & Imam (Religious - Basic
High Technical Hatip High | Culture and | Religious
11 School High School Moral Knowledge
Schools Education)
12 course
Higher Education (Undergraduate — Graduate - Research)

Figure 1: General structure of Turkish RE system
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For RE, in the context of ‘freedom of religion and conscience’, the
Constitution (1982, Article 24) states that:

Religious and moral education and instruction shall be conducted under
state supervision and control. Instruction in religious culture and morals
shall be one of the compulsory lessons in the curricula of primary and
secondary schools. Other religious education and instruction shall be sub-
ject to the individual’s own desire, and in the case of minors, to the request
of their legal representatives.

Accordingly, RE is a compulsory curriculum subject, as enshrined
in the Constitution. In the Turkish original, the subject is named by the
Constitution as “din kiiltiiri ve ahlak” which literally means ‘religious
culture and morality / ethics’. The compulsory RE course in the Turkish
education system is currently called as ‘Din Kiiltiirti ve Ahlak Bilgisi'.
However, there is always confusion for translating the subject’s name
into English, even in the publications of the Ministry. In its English publi-
cations, the Ministry calls the subject as ‘religious culture and ethics course’
for high schools (MEB, 2018d), while as ‘education of religion and ethics’ for
primary and secondary levels (MEB, 2018c). In the present study, ‘reli-
gious culture and moral education” has been used as of the translation of
the compulsory RE course in the Turkish education system.

In accordance with the Constitution, RE conducted by CoHE and
PoRA is not compulsory. In MoNE operated RE, the optional RE courses
of secondary and high school levels are, as they are named, subject to par-
ents’ demands. However, matters such as admissions and attendance to
Imam-Hatip schools, and compulsory status of RE classes from 4* grade
to 12* grade are still under debate (For further discussion, see Ogretici, in
press; Hendek, 2019; Geng, 2018; and Aslamact and Kaymakcan, 2017).

For the compulsory RE classes, the curriculum is not only designed
to teach religion from a perspective of faith, worship, study of the Quran
(not to read in the original Arabic but for its principles), and the life and
teaching of the Prophet Muhammed; but also to include morality and cul-
tural interpretations. Although values are not directly stated as a learning
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domain in the Secondary level RE curriculum, due to the nature of the
subject they are always part of the RE curriculum (MEB, 2010a, 2010b).

3.2. Values Education in the Turkish Education System

There is a rising awareness of values education in Turkey as well as
globally, relative to the last decades (Kaymakcan and Meydan, 2016).
At the 18" National Education Council-2010, values education was
among the main discussion topics. The final report states that, for va-
lues education, schools are responsible for its implementation: there
is a need to improve both the knowledge and skills of the teachers
and the range of available teaching materials (MEB, 2010c). Therefore,
in the same year, MONE demanded, in the ‘first course’ circular, that
all schools make efforts to strengthen national, spiritual, social, moral,
and cultural values (Kaymakcan and Meydan, 2011).

The compulsory RE course in Turkey is not the only school sub-
ject for which the discussion on values is highly pertinent. The Turk-
ish (Language and Literature) programmes, for instance, consider val-
ues as assessable outputs of the education process as they include the
teaching of national, spiritual, moral, cultural, and universal values,
for primary and secondary levels (Kaymakcan and Meydan, 2016: 219).
In addition, for the Social Science programmes, there is always a link
to the teaching of values (Kaymakcan and Meydan, 2016: 218). Yet, the
new Social Science curriculum directly mentioned values education in
2005 for the first time for Turkey (Ogretici, 2011). In this programme,
there are about 20 values, such as aesthetic, justice, patriotism, respect,
and responsibility etc., to be connected to the teaching subjects (Akbas,
2008). Moreover, in the Science and Technology programme, there is a
value list containing justice, honesty, responsibility, and self-confidence
etc. (Akbasg, 2008). Similarly, in the Mathematics programme, the val-
ues and attitudes have been attached to affective characteristics and
self-management competencies (Akbas, 2008). Furthermore, Yiikriik
and Akarsu (2016) state that Music textbooks (for 5-8 grades) reflect
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values such as love and patriotism 230 times within the lyrics in accor-
dance with the current understandings of values education promoted
by MoNE. But, many other values, like justice, humility, and doing fa-
vour, have never been stated in the music textbooks (Akarsu, 2015).

Arguably, school subjects such as Social Sciences (including Citi-
zenship and Democracy Education) and Turkish (including Media Lit-
eracy) have a relatively more suitable context for values education. Al-
though, other subjects like Physical Education, Visual Arts and Music
have a potential for values education; the curriculum does not offer
inspirational guidance to teachers they may need in practice for values
education (Kaymakcan and Meydan, 2016: 220). Therefore, that poten-
tial remains only theoretical.

From another perspective, the above-mentioned connections be-
tween values and education are just related to the written and visible
‘rules’ in the curriculum, teaching materials, and teaching activities.
However, the hidden curriculum, which highlights the educational ex-
periences in contrast with the formal statements about curricula (Sam-
bell and McDowell, 1998), possesses a crucial role for values educa-
tion (Kaymakcan and Meydan, 2016: 221). According to Taylor (1996),
school “ethos” encompasses the nature of relationships within a school,
the dominant forms of social interaction, the attitudes and expectations
of teachers, the learning climate, the way that conflicts are resolved, the
physical environment, links with parents and the local community, pat-
terns of communication, the nature of pupil involvement in the school,
discipline procedures, anti-bullying and anti-racist policies, manage-
ment styles, the school’s underlying philosophy and aims, and the sys-
tem of caring. For Halstead and Taylor (2000), all of these have a rich
potential to influence the developing values of students. Moreover, the
‘hidden’ curriculum sometimes may indicate a different direction than
the “written” curriculum does (Sari, 2007). In this context, because just
examining the curricula might not represent the whole picture, there is
a need for a broader perspective.
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After this brief introduction to values education in the Turkish ed-
ucation system, I will now highlight the link between RE and values
education in order to ascertain what kind of improvements might be
possible in the promotion of values education.

3.3. Values Education in Religious Education

There is no reason to think that values education is the subject of one
single domain of knowledge. School ethos, various applications and ac-
tivities in teaching practice, teachers’ attitudes, and teaching materials,
strategies, and methods all create possibilities for active values educati-
on. Yet, even though RE has a potential being a vehicle for values edu-
cation owing to its purposes and its subject matter, this opportunity has
been almost ignored for a long time in Turkey. With the RE curriculum
developments of 2005 and 2006, ‘values education’ was manifestly high-
lighted for the first time in the history of RE in the Turkish education
system (Kaymakcan and Meydan, 2011). These curricula were updated
in 2010, but with the same words of the previous programmes regarding
values education (MEB, 2010a; MEB, 2010b). In this context, in the 18"
National Education Council (of Turkey), RE was recognised as having
an undeniable role in values education (MEB, 2010c).

Both programmes have emphasised the close alignment of educa-
tional approaches and religious studies with values, in order to explain the
purpose of the curriculum. In addition, for the high school level, there is a
‘learning domain on values’ for each year group in the curriculum (MEB,
2010b: 65). Furthermore, in both programmes, there is (i) a list of values
students are expected to comprehend (Table 3) and (ii) suggestions on
methods to be used by RE teachers in values education. Briefly, it might be
said that these statements of 2005 and 2006 curricula (and as it is repeated
in 2010) made manifest the relationship between religious education and
values education, which is always accepted in practice (Kaymakcan, 2007).

The methods suggested in these programmes are compatible with
inductive approaches such as value analysis, value clarification, and
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moral development, rather than deductive approaches like inculca-
tion (Superka and Johnson, 1975; Superka et al., 1976). At this point,
however, an inconsistency emerges. While the inductive values educa-
tion approaches seek to help the students to build up their values to
reach general comprehensions, these programmes have a ‘value list’ to
be taught. These values are attached to class subjects and activities in
the curriculum. In addition, these lists are quite comprehensive, while
some of these values are the same or similar in the lists (Table-3). There
are over 60 values for primary and secondary level (MEB, 2010a), and
over 30 values for high school level (MEB, 2010b).

Eventually, with the renewed curricula of 2018, the comprehen-
sive value lists and suggestions on values education methods were
renounced for all school levels. Instead, it is clearly stated that (MEB,
2018c: 5; MEB, 2018d: 3; MEB, 2018a: 3; MEB, 2018b: 3):

... our values have not been considered as a separate program or teaching
area, unit and subject etc. in the Curricula. Contrarily, our values that
are the ultimate goal and spirit of the whole education process have been
included in each and every unit of Curricula.

Then, the curricula state just ten root values: justice, friendship, ho-
nesty, self-control, perseverance, respect, love, responsibility, patriotism, and
helpfulness. The curricula suggest studying these values independently
and in connection with their sub-values and other root values. Then,
it is stated that education system is not such a structure that makes
students get certain academic knowledge and behaviours. But rather,
it works to assist all of its partners in the process of moral decision-ma-
king and acting. Therefore, the primal duty of the education system is
to raise individuals with the root values, to affect their values, habits,
and behaviours (MEB, 2018c; MEB, 2018d). Furthermore, one of the
objectives of the RE curriculum is to make students to know and inter-
nalize ethical values (MEB, 2018c; MEB, 2018d).
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Table 3: Value Terms of the RE Programmes

Root Values ) (2018)

Secondary Level-
Value Terms (2005-2017)

High School Level-
Value Terms (2005-2017)

Helpfulness; Sacrifice; Sharing; Gen-

Helpfulness; Sacrifice;

Helpfulness P o Sharing; Generosity;
erosity; Solidarity; Hospitality Solidarity; Hospitality
Patriotism; Independence; Love of
the nation; Awareness of democracy;
Peace; Respect for the Turkish Flag

Patriotism and the National Anthem; Veteran; Independence; Patriotism

Martyrdom; Courage; Respect for
Turkish elders; Consciousness of
national unity

Self-control

Diligence; Hygiene; Chastity; Mode-
ration; To give importance to being
healthy; Frugality; Uprightness

Diligence; Uprightness;
Hygiene; To give impor-
tance to being healthy;
Moderation

Sincerity; Honesty; Accuracy; Relia-

Being reliable; Accuracy;

Honesty bility H.ones.ty; Confidence;
Sincerity
Justice Justice; Forgiveness; Mercy Being fair
Responsibility; Keeping t.he promise; Responsibility; Keeping
o ers Protect the trust; Goodwill; Scienti- .
Responsibility ) . i o the promise; Protect the
fic thought; Sensitivity to historical Lo
: trust; Scientific thought
heritage
Respect; Shame; Aesthetic; Sensi-
tivity to the natural environment; Respect; Sensitivity;
Respect Having manners; Respect for places Humility; Aesthetic
of worship; Kindness; Appreciation; sensitivity
Humility; Sensitivity
Love/ Compassion; The love of Love/ Compassion; The
Love nature; The love of truth; Tolerance; love of truth; Tolerance;
Hakseverlik; Miiriivvet Soft-temperedness
Friendship; Brotherhood; Fidelity; Gi- ~Giving importance to
Friendship ving importance to family institution  family institution; Brot-
and unity herhood
Perseverance Being abstinent; Thankfulness (to Being abstinent; Patience

God); Patience; Simplicity

While the curricula do not clearly indicate what the ‘sub-values’

are, it was not a substantial curriculum change for RE. The class sub-

jects and activities of the previous curricula, which were attached to
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value terms, were generally preserved in the new curriculum. Hence,
there are natural and quite frequent connections between the teaching
units and values. Consequently, the sub-values can be still identified
in the programme in connection with the teaching subjects. Moreover,
even though the value lists of the previous curricula are RE-specific,
the root values of the new curricula are same for all curriculum sub-
jects. Therefore, the root values should be considered as a framework
for values education; they are not a replacement of the previous lists.
Based on this, the value terms of the previous curricula were grouped
and aligned to the root values, in this study by the researcher (Table-3).
In the previous programmes, these value terms were just alphabeti-
cally listed without any thematic groupings.

On a theoretical level, it is not that simple to assess these values
(Table-3) by questioning whether they are explicitly religious or not.
Namely, the programmes attribute national, moral, and spiritual sourc-
es about values, but not explicitly religious sources. Nevertheless, while
a neutral/ official language is employed throughout the curricula, val-
ues are labelled as ‘our values’, under the title of “The Perspective of the
Curriculum’ (and in the sub-title of that section). Hence, it may be de-
duced that the curriculum has a culture-centered interpretation of val-
ues. Therefore, the relevant question is ‘by whom was the values list
prepared?” (Metindogan, 2018). In other words, regarding the depth of
these values, it should be asked whether the curriculum reflects the val-
ues of the society (if yes, is it inclusive for all members?) or if the curricu-
lum produces values for the society (if yes, will it be acceptable for all?).

In a practical level, the value lists were also criticised on the
grounds that, given the multi-dimensional nature of values education,
the inclusion of all these values within limited RE time (in a week, 2
classes at primary/secondary level and 1 class at high school) is not
realistic (Kaymakcan and Meydan, 2011). Additionally, another con-
cern arises in connection with the language of the lists. A couple of
terms within the list might be obscure for younger generations (Table 3
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contains the accurate translation for the value terms, to the best of my
knowledge. However, there is no translation provided for hakseverlik —
being in favour of justness, and miiriivvet— a happiness in a family be-
cause of one child’s happiness with birth, marriage, or advancement).
Even though these values have a place in Turkish culture, the curricula
do not provide sufficient guidance on teaching these kinds of values.

3.4. A Gap in the Research: Music?

With the curriculum changes in 2018, the discrepancy of previous
programmes between the inductive approaches and value lists has
been revised. Namely, the new curricula have a structure limited with
the root values, but do not suggest an approach of values education.
In fact, RE teachers do not (cannot) discern the difference between in-
ductive and deductive approaches for values education and do emp-
loy both from time to time in their classes (Kaymakcan and Meydan,
2011). At least, the importance of both approaches has been recognised
by the new curriculum. According to academic literature, both app-
roaches together offer a comprehensive understanding, leading to a
potentially more efficient values education (Halstead and Taylor, 2000;
Herman, 2005; Halstead and Xiao, 2010). This is because we choose to
take a particular approach to promote distinct values, in addition to
which values we choose to impart (Herman, 1997: 154).

Previous RE programmes have included a range of educational ac-
tivities for teaching values (Arslan Parlak, 2011). However, both new and
old curricula do not refer to music as a way to advance values education.
Music was stated once as a part of movies to create a more efficient learn-
ing environment by including different components such as movement,
colour, and hearing (MEB, 2010b: 93). In addition, in the list of competen-
cies of the new curricula, music s praised as being a creative way to recog-
nise cultural differences, experience, and emotions (MEB, 2018a: 4; MEB,
2018b: 4). While music was many times explicitly attributed to teaching
values in schools and class activities by Kaymakcan and Meydan (2011),
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there is no ground-breaking study answering how that should be. There-
fore, it is uncertain how music should be included in teaching for RE.

The question, at this point, might be whether music should be in-
cluded in RE. Yet, the proposition of the current study is to use music in
RE due to both its emotional power and its role in the meaning-making
process. For the research-informed systems, this is a moral duty to include
something with which (if) the system works better than others (Muijs,
2018). Since activity-based values education cater with the pupils’ need
better (ibis, 2017; Kapkin, 2018), music in the present research is an activ-
ity that requires students’ involvement, not (only) by singing and listen-
ing but also by active thinking for meaning-making and feeling through
music. In this regard, this study does not propose a collaboration between
RE and Music Education. The proposition is rather an inclusive RE envi-
ronment containing music. Music is here to enhance values education for
the students’ educational benefit, owing to its capacity of emotional trig-
gering on listeners and promoting the meaning-making process.

There are a couple of preliminary studies on music in the context
of RE. Yorulmaz (2012), for instance, states the importance of religious
music for RE in terms of developmental and cognitive approaches. For
him, hymns might be a teaching material in the class activities for re-
ligious and morality subjects. In addition, in an experimental study,
in the Turkish context, Babacan (2019) reports the positive effects of
musical materials on students” academic achievement, knowledge re-
tention, and attitudes towards the RE course. In addition, Berglund
has analysed (2008; 2014) the musical activities in Islamic independent
schools, in Sweden. Similarly, her analysis has a focus on how music
supports the themes discussed in the class and gives variation to the
education (Berglund, 2008). At the Swedish Islamic schools, the use of
singing and music is connected to the enhancement of learning, the
celebration of holidays and holiday-related religious narratives, and
the attempt to make Islam relevant to youth culture (Berglund, 2014).
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While music with its power to induce emotions is mostly con-
sidered in the context of music education (Hallam, 2010), it should be
stated that RE is widely neglected in this context. On the contrary, the
present research prioritises students” responses to music owing to both
its emotional power and its role in the meaning-making process, for RE.

This chapter has provided clarification of, and context for the key
concepts that will be used in a particular way for the present book.
Musical emotions, music in Islamic thought, and values education in
RE were conceptualised. This framework has influenced both the lit-
erature review, which now follows, and the methodology adopted to
conduct the study.






Chapter III

Literature Review






1. Introduction

This chapter provides a critical review of the existing relevant literatu-
re from two broad perspectives: music-emotion studies and the value
of musical emotions in the context of Religious Education. There are
two sections for music-emotion studies: the Turkish environment and
the Western world. Within the Turkish context, this chapter offers a
critical analysis of the emotional qualities of the musical material that
will be used in the experimental part of the research. Then, within the
Western context, the methodological concerns of the music-emotion
investigations will be evaluated. In this regard, the first part of the
chapter addresses the concerns for the experimental (quantitative)
part of the research. The focus of these sections is on the question ‘how
are musical emotions experienced by listeners?’

The second part of the chapter presents an insight into the intersec-
tion of music and emotion and what this means for RE. Regarding the
values and meaning-making processes, the conceptual and practical is-
sues will be reviewed for the educational implications of musical activi-
ties in the context of RE. Accordingly, both educational studies and the
music-emotion field will support this perspective to stress the emotional
power of music to enhance the learning and teaching experience of stu-
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dents and teachers. In this perspective, music is regarded as an educa-
tional resource, and RE in the Turkish educational system is the school
subject that hosts values education. Therefore, music is not always evalu-
ated for its aesthetic value, but for its pedagogical value. In other words,
it is an invaluable tool for the present research to the extent that it sup-
ports educational outcomes. Similarly, for the present research, RE pro-
vides the context of a rewarding implementation area as long as values
are embedded in it. Subsequently, values education in RE is supposed
to be enhanced with musical interventions. Consequently, these sections
might be considered as a reflection of the consistency among knowing,
feeling, and doing, or cognition, emotion, and behaviour.

2. Music-Emotion Studies in the Turkish Environment

Once upon a time, according to traditional story, there was a meeting
of the nobility at court. Then, someone dressed poorly was invited by
the King to sit in the best corner of the hall, while others marvelled at
this. To justify his act and to show that person’s worth, the King asked
the strange visitor to present his talents. So the visitor took out a coup-
le of pieces of wood from his pocket (or bag) and assembled them to
conduct an instrument. At his first performance, he made the audience
laugh. Then he dismantled the instrument and assembled it in a diffe-
rent shape. While playing the second time, the listeners began to cry.
Finally, when he formed the instrument with another new shape and
played, then the audience found themselves in a deep sleep. When
they awoke, the strange visitor had already disappeared.

While this story is told to glorify al-Farabi’s skill in music (Akpinar,
2001; Cetinkaya, 1991; Bardakg, 1986; Kalender, 1987), it is of course not
seen as strange that ‘music affects humankind’s mood’. This might be
because Islamic thought accepts the power of music in inducing emo-
tions, in music therapies, and for religious purposes. Islamic studies
on the effect of music on humankind, and animals, date back to the 9
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century. In Kitabu'l-Hayevan [The Book on Animals], written by Cahiz
(d.869), it is stated that music might influence the listeners due to its
makam, regardless of lyrics (Akdogan, 2002). In this regard, Ibn Sina in-
dicates that what makes musical compositions feel pleasant for us is not
the sense of hearing, but the power of wise perception (Turabi, 2009).
Hence, it is meaningful that there are many makams reflecting the many
ways by which listeners’ emotions might be expressed (Ozkan, 2003).

In this part of the research, I will explain the understandings of
the emotional qualities of music, in Turkish-Islamic thought. To assess
the emotional attributions to music in line with the concept of makam, 1
will evaluate the literature within three perspectives: first, I will analy-
sis the historical claims of the traditional writings. From this perspec-
tive, the claims will be criticised of suffering from an inevitable lack of
scientific methods. Then, in the second, contemporary studies on the
emotional effects of makams on the listeners will be discussed. For this
perspective, scientific considerations will shed light on the discussion.
Thus, I will present music-emotion studies in the recent Turkish scien-
tific environment. Finally, from the third perspective, I will integrate
my critique on the literature with the limitations of translation pos-
sibilities, the methodological considerations, and the need for clearer
purposes in these enquiries. This section will create the base for the
makam selection process to be used within Geneva Emotional Music
Scale (GEMS). That is presented in Chapter 4.

2.1. Historical Claims in the Traditional Writings

What I call “traditional’ is the basis of this section. Traditional resources
might be extended from al-Farabi (10" century) to contemporary stu-
dies (if they follow the same methods as the “old” resources/manusc-
ripts). In the traditional materials, the critical scientific reading may not
be appropriate to examine the makam-emotion relationship even tho-
ugh they possess a reasonable argument for their musical theory. In
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other words, for Urmawi, for example, it is quite easy to comprehend
how his music theory is mathematically established in er-Risaletii’s-
Serefiyye (Arslan, 2004) and Kitabii'lI-Edvar (Uygun, 1996). By following
his steps, his theory may be criticised or be improved; just as he stu-
died al-Farabi and Ibn Sina (Arslan, 2004: 10). If he made a mistaken
calculation, it should reveal itself. However, for his claims on the ma-
kam-emotion relationship, it is not possible to follow his steps since he
gives no explanation about how he reached his results. What he said
in Kitabii'l-Edvar (Uygun, 1996), for instance, is that ‘Makam of Rast,
Irak, Nevruz, and Isfahan induce excitement’. Since it is not clear how
he gained these results, there is no way to reproduce his study with his
methods. If he had explained the underlying mechanism behind such
an emotional response, it would be more comprehensible. This is why
these studies do not fit well with the contemporary scientific context.
In this regard, if a study attributes emotional response to makams but
without providing an explanation, I consider it as traditional, even if it
is a relatively contemporary study like that of Giiveng (2006). Those
studies approaching the makam-emotion relationship from a modern
scientific perspective will be discussed after this section.

Within the traditional views, it is reasonable to make a distinction be-
tween the original works and their later commentators. The originals in-
clude Farabi, Urmawi (er-Risaletii’s-Serefiyye and Kitabii'l-Edvar), Meragi
(Makasidu’l-Elhan and Camiu’l-Elhan), Sirvani (Mecelletun fi'l-Musika),
Hagim Bey (Edvar cited in Uygun, 1996), Hizir Aga (Tefhimu’'l-maka-
mat fi tevlidi'n-nagamat in Uslu, 2019), Mehmed Celebi (Zeynu'I-Elhan),
Ezgi (1933-53), and Giiveng (2006). Likewise, Akdogan (2007), Akpinar
(2001), Yigitbas (1972), Kalender (1987), Somakg1 (2003), Ak (1997), Uy-
gun (1996), Giiveng (1985), Altindlgek (2013), Karabasoglu (2010), and
Sezikli (2007) are all treated as secondary resources. As expected, the
‘data’ from the original studies are repeated in the secondary resources.
Nonetheless, the advantage for the reader is reaching the originals in
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the medium of a different language —Turkish. In addition, most of these
secondary studies also include copies of the original manuscript. Given
that the only English source among the originals is Giiveng (2006), the
value of the secondary resources is always appreciated.

Drawing on this older traditional literature, I highlight three points:
(i) emotional attributions to makams inducing certain feelings in lis-
teners, (ii) using music for therapeutic purposes owing to these special
effects of makams, and (iii) employing music in religious practices to
induce religious feelings. From this perspective, the emotional attribu-
tions were evaluated within a philosophical context, recognising these
older claims provide no explanations of the underlying mechanisms for
the emotions induced by certain makams. Furthermore, using makams
for their therapeutic effects and using music in Sufism for triggering
religious feelings have highlighted specific objectives for using music.

2.1.1. Makam-Emotion Attributions

In the literature, itis argued that many makams, but not all of them, exci-
te special emotions in listeners. In the traditional writings, makams are
said to induce specific emotional responses. For example: ‘Neva gives
relief and happiness; Saba induces religious feelings’ (Gtiveng, 2006).
Another way to signify the makam-emotion relationship, especially in
Urmawi, Meragi, and Sirvani, is making groupings when more than
one makam has similar effects For instance: Biiziirg, Zirefkend, and
Rehavi induce sadness. Table 4 shows the makams that have emoti-
onal effects on listeners, to my most up-to-date knowledge. There is
no measure of the quantity and range of those attributions across dif-
ferent authors. Acemasiran, for example, is mentioned once (Giiveng,
2006). Yet, Edvar-1 Meshure (famous makams: Ussak, Neva, Buselik,
Rast, Irak, Isfahan, Zirefkend, Buiziirk, Zengiile, Rahevi, Hiiseyni, and
Hicazi) are referred to frequently in those lists (See, Appendix-1).
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Table 4: Makams with Emotional Attributions

Acemasgiran Araban Nevaagiran Buselik Bselikasiran
Segah Segah, Trak Zengiile Rehavi Zirgiile
Ebuselik Hicaz Hicazi Dagah Ussak
Hiiseyni Hiizzam Irak Isfahan Kugek
Ussak, Beyati Neva Zirefkend Zirefkendkticek Mahur
Nihavend Nihavendkebir  Nigabur Nisaburek Rahatfeza
Rahevi Rast Rast, Biiziirk Rast, Cargéh Saba
Rast, Irak, Rast, Hiiseyni, Rast, Nevruz, Suzinak Hicazi, Zengii-
Isfahan Isfahan Irak, Isfahan (Hicaz+Rast) le, Irak
Biiziirg / Bii- Ussak, Neva, Sehnaz, Hisar, Biiziirg, Rehavi, Bestenigar
zilirk Buiselik Saba Zirefkend (Saba+Irak)
Nevruz, Zavil,  Biiziirg, Rehavi, Biiziirg, Saba, Zirefkend, Hicazi, Maye,
Pencgah, Ger- Zirefkend, Zen- Zirefkend, Zengiile, Hicaz, Evc, Hiisey-
daniye gule, Hiiseyni Rahevi, Sehnaz, Biiziirg, Rahevi, ni, Zengiile,
Hisar Hiiseyni Diigah

It must be recognised that there is no coherence throughout the
literature in the sense that a makam might be linked to diverse kinds
of emotional arousal by different authors. The makam of Neva, for in-
stance, is attributed to bravery in Urmawi (Akdogan, 2007), whilst it is
ascribed to taste and spaciousness in Hasim Bey (Uygun, 1996). Simi-
larly, the makam of Hiizzam is linked to enthusiasm and rejoicing in
Hizir Aga (Altin6lgek, 2013) but to severe sadness in Suphi Ezgi (Kal-
ender, 1987). There are also contradictions between the sources. Farabi
(Kalender, 1987; Giiveng, 1985) and Urmawi (Akdogan, 2007) consider
the makam of Biiziirgss effect to be fear; although, that makam is as-
sumed to be an antidote to fear in Gevrekzade (Turabi, 2005). However,
there is a near consensus in the literature on Hicaz for humbleness,
Hiiseyni for relaxation, Rast for joy, enjoyment, and comfort, Ussak for
a sense of laughter, and Zengiile/ Zirgiile for sleep.

In the traditional resources, there are unique arguments on makam-
emotion relations for which we have no other touchstone to gauge
their validity. Akdogan (2002), for example, claims that it is revealed
in his interviews that the Adhan (the call to prayer) in the makam of
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Saba stimulates people and makes them awake. Yet details are not
given by Akdogan about the interviews, or when and where that Ad-
han was called. In the same regard, Yagar gives examples on makam-
emotion relations, by making inference from his 60 years career. For
example, ‘Saba and Bestenigar induce peace and dynamism; Hiiseyni
and Mahur induce excitement; Hiizzam induces sadness and hope;
Rast induces steadiness; and Nihavend induces romance” (Yasar, 2009:
XV). For those who have not accompanied Yagar through his career,
these claims are quite ambiguous. Additionally, I will also cite Giiveng
(2006) for the methodological shortcomings. While he indicates that
Turkish music is used for its therapeutic effects in Berlin Urban Hos-
pital and Vienna Meddling Clinig, it is not elucidated how this expe-
rience helps in understanding makam-emotion attributions. To sum
up, these kinds of anecdotal evaluations consistently underline the
absence of scientific evidence in the traditional speculations.

Next, what is salient for many of the secondary resources for the
makam-emotion relationship is referring to Farabi, but without scholarly
citations from his work (Turabi, 2018). Altintlgek (2013), Somakgi (2003),
Akpinar (2001), Kalender (1987), Giiveng (1985), and Yigitbas (1972) have
referred to each other about Farabi, whereas none of them directly engag-
es with his books. This might be because the second half of Kitab al-Musiki
al-Kabir is not known at the present time (Ozkan, 2003), and the missing
part may have such attributions. However, there is almost a consistency
in these sources on what Farabi stated about makam-emotion relations.
Yet, it does not mean ‘repeating something makes it credible’. Hence, that
kind of manner applied in the secondary resources undermines the reli-
ability of the traditional claims on the makam-emotion assertions. Hence
makam-emotion claims reaching back to Farabi must be always carefully
examined and compared with other attributions.

The last point regarding the traditional resources on music-emotion
relations examines the factors that are not directly linked to and lim-
ited with makam itself. One of them is the harmony between composi-
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tion and lyrics. Akdogan, for instance, states that because the makam
of Saba makes the listener sad, the lyrics of joy and love should not be
composed in this makam (2002). From another perspective, the features
of the locations where listeners listen to music have effects on listen-
ers’ responses, according to Meragi (Karabasoglu, 2010). It is impor-
tant, therefore, to choose the right makam that fits with the venue and
the context where music will be performed. Hatip Zakiri Hasan Efendi
(d.1623), for instance, has composed temcid, salat-1 timmiye, and naat (re-
ligious music forms) in the makams of Segah and Irak. Those makams are
said to induce piety and awe (Kalender, 1987; Ozcan, 1997: 319). Similar-
ly, Buhurizade Mustafa Itri (d.1711) has composed tekbir and salat-1 iim-
miyye in the makam of Segah (Ozcan, 1999: 221). Furthermore, Meragi
states that listeners” musical knowledge should be taken into account
by musicians. Even if particular compositions, hard to understand for
everyone, have been regarded within the ‘science’ of music, this kind of
performances may not be appreciated by everyone (Karabasoglu, 2010).

In the next section, I discuss the role of makams in music therapy.

2.1.2. Music Therapy Research with Makam

Though music therapy has a long history in Turkish-Islamic medical
practices (Ak, 1997), the resources dedicated to this field are relatively
new. It should be remembered that philosophers like al-Razi (d.932),
Farabi, and Ibn Sina were considered as doctors and therapists as well
as musicologists (Uludag, 2004). Similarly, it is claimed that al-Kindi
cured illnesses with music (Turabi, 1996); and al-Razi advised keeping
melancholic patients busy with music listening (Coban, 2005; Giiveng,
1985). Moreover, it is known that Ibn Sina, as a psychologist, used music
in practice (‘Inter omnia exercitia sanitatis cantare melius est’ by Ibn Sina.
Shehadi, 1995: 75). Eventually, the established scientific bases for the
therapeutic nature of music in the Islamic world developed in the me-
dical and educational establishments of the Seljuk and Ottoman eras
(Coban, 2005; Erdal and Erbas, 2013). In these institutions, mentally ill
patients were actually cured with music therapy (Somakgi, 2003).
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Despite its long history, a book entirely focused on music therapy
through Turkish music makams was not written until the 17* centu-
ry. As Turabi stressed (2015), in classical music theory books/manu-
scripts, there is no single study of music therapy. Instead, when ana-
lysing a makam, the author records a couple of sentences about which
disease that makam might cure. The first exception to that tradition is
Hekim (Doctor) Hasan Sutri Efendi’s (d.1694) “Ta‘dilii’l-emzice fi hifzi
sthhati’l-beden’ (which literally means “the removal of diseases for protect-
ing the health of the body’), written in 1677 in Ottoman Turkish. The sec-
ond section of that book is on music therapy and a Latinised version
of that section is available (Turabi, 2011), but not a translation to any
other language, yet. In this book, rather than saying, for example, that
‘the makam of Rast is beneficial against paralysis’, the effects of maka-
ms are expressed in poems with a brief explanation.

Additionally, ‘er-Risdletii’l-miisikiyye mine’d-devdi’r-riihdniyye’, writ-
ten by Gevrekzade Hafiz Hasan Efendi (probably in 1798), is the first
and the only book that is devoted entirely to music therapy, in traditio-
nal Ottoman medical literature (Turabi, 2005). The manuscript is in Ot-
toman-Turkish, while the Latinised version is available (Turabi, 2005).
Ta'dilii’l-emzice (of Hasan Sutir? Efendi) is one of the main resources
for Gevrekzade. In his book, Gevrekzade directly quotes the poetic
phrases from Tua’dilii’l-emzice, whilst he makes corrections and extensi-
ons on makams’ supposed effects on diseases. In a chapter of another
book, ‘Neticetii'l-fikriyye ve tedbir-i veladeti’l-bikriyye’ (1798), which is on
child diseases, he repeats mostly the same details. For him, the only
dominant aspect is not exclusively the music itself in music therapy,
but also the combination of the expertise of the doctor, the makams,
and the time music is used (Turabi, 2005).

Furthermore, Giiveng (2006) is a relatively new resource in music
therapy with Turkish music makams. Since 1976, with The Group for the
Research and Promotion of Turkish Music (TUMATA), Giiveng has studied
the theory and practice of music therapy. Table 5 compares the claims of
makams’ effects in music therapy within these three resources.
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To sum up, it should be said that, regarding the concept of makam,
music therapy is less represented in the literature in comparison to
the general emotional attributions explained in the previous section.
Nevertheless, there is a shared feature for both perspectives: neither
has given any explanation about the background of their claims. In
other words, how Giiveng (2006), Gevrekzade, and Hasan Sutiri have
reached their conclusions is not obvious; hence it is not possible to
judge their credibility.

Table 5: Therapeutic Effects of Makams

Hasan Suiiri (Tura-

Gevrekzade (Tura-

Makam bi, 2011) bi, 2005; Aker, 2014)  Cuvens (2006)
Rast paralysis paralysis head, eyes, paralysis
Trak fever meningitis, fever stubborn, vulgar
characters
. . mind, inflammatory  gynaecological
Isfahan intelligence, cold . €
disease, cold illnesses
Zirefkend facial pa.ralysm, paralyms, fac1al'pa— back, n}uscle, 'acute
back pain ralysis, back pain abdominal pain
. urinary tract dise- urinary tract disea-  urogenital system,
Hicaz R .
ases ses, the prurience kidneys
. . . . abdominal area,
Buselik €ye burring, hip Eeadat.:he,hhlp pamn, muscles, blood ten-
pains ematic diseases sion and circulation
Ussak Insomnia, leg pains  leg pain, insomnia gout pains, feet
.. . C9nStlpat19n’ pyre- heart, liver, hidden  internal organs,
Hiiseyni xia, heart inflam- . . .
. fiver, seizures liver, heart, stomach
mation
. . . hip pain, bad tho- waist, hip pains,
Neva sciatica, hip pain h gynaecological
ughts, memory illnesses
abdominal area,
Nihavend blood tension and
circulation, muscles
Segah heart, brain
Saba relaxation

I focus now on how music is praised in Sufism because of its pre-

sumed power in stimulating the emotions.
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2.1.3. Music in Sufism for Religious Purposes

“Pes gezay-i-i dsikan dmed semd’

Ki der'1i based hayal-i ictima”

Rumi

(Music is the nutrition of the soul for those who are the
lovers of God/As, in it, there is a hope for joining to beloved.
Rumi, 1925, V.4, distich: 740)

Turkish religious music is divided into two categories. One is called ‘mu-
sic of the mosque’ (cami musikisi), and another is as ‘music of the Sufis’
(tekke/tasavouf musikisi) (Ozcan, 1993, 2011; Akdogan, 2008). One of the
most evident differences is not using instruments in the mosque. While
music in the mosque is oriented around worship using the human voice
only, there are many musical forms performed in the Sufi lodges (Ozcan,
1993, 2011). Hence it is easy to see why the primary interest of music in
the Muslim world largely comes from the Sufi groups (Cetinkaya, 2011).
However, this music still has a vital religious character (Nasr, 1976).

Recognising that music is not ‘just for enjoyment’ in Sufi groups
stresses the role of Sufi music in religious thinking. In other words,
the purpose of music is to care for souls and nurturing the ‘nafs”, well
beyond mere entertainment (Kalender, 1987; Akdogan, 2011). Hence,
music in Sufism is not an aim in itself, but a tool that helps people
practise dhikr. It is, thus, worth remembering that ‘Sama’ [the dhikr of
Mawlawism] means one’s finding of Allah in the soul under the influ-
ence of music, feeling the excitement’ (Cetinkaya, 2011: 82).

In Sufi groups, the music of the dhikr is controlled by the Zakirbas,
who is (literally) the leader of the people in the dhikr. To be in that posi-
tion, he must have, among other things, several musical qualifications
such as having a broad musical culture, an expertise of hymns, and a

2 For information about the terms (nafs, dhikr, and beyond), see Picken, 2005; Glassé and
Smith, 2001; Gibb and Kramers, 2001.
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smooth voice. The makams of the hymns are under his control. Ad-
ditionally, he determines the hymns to be performed, in the sense of
whether the stimuli are proper to specific kinds of dhikr (Ozcan, 2011).

As there are different types of hymns with a connection to certain
months of Hegira Calendar, like Ramadan and Muharram, or according
to special historical incidents like Karbala, it seems that using music in
Sufism is also related to the perceived emotions associated with these oc-
casions. However, it does not mean that Sufi music is less effective for
inducing emotions in listeners. Along with that, the special musical forms
of the Hegira calendar (Uzun, 2005; 2007), and especially to laments, re-
veal that these have an emotional power when they are played in the
right context. Their lyrics affect the listeners to the extent that they have
a relation to a certain time of the year, an event, or a celebration. In other
words, to perform an elegy about Karbala, the best month is Muharram,
in which Hussein® and his family’s martyrdom occurred. In another time,
it is expected that an elegy on Karbala will be less effective. From another
perspective, a listener who has less information about the lyric and its
relation to its context, can access only a limited meaning from that music.
In this context, it is not strange that ‘Jalal al-Din Rumi, the founder of the
Mawlawf order, often took songs from taverns of Anatolia and convert-
ed them into vehicles for the expression of the profoundest yearning for
God’ (Nasr, 1976). Furthermore, Kili¢ (2012) has argued that because of its
symbolic language, Sufis may interpret the lyrics differently from others.

To develop this point of view, we recognise the relationship be-
tween being informed about music and its role in emotional response.
Whether valid or not, this kind of approach is different from the posi-
tions taken in the previous two sections on how makams create emo-
tions in listeners. For the traditional views, it may be stated that the
listener’s position is mostly ignored. In other words, the emotional
arousal is often attributed to the characteristics of the makam, in which
the music is composed. However, in Sufism, the situation of the lis-

3 The grandson of the Prophet Muhammed and son of the 4™ Caliph Ali.
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tener is often recognised equally with the musical characteristics. At
least, there is a rationale for how music might be beneficial through
the emotions to support something that is independent of the music
itself. Accordingly, music is not the only determinant for the intended
emotional arousal, but also non-musical features such as time, place,
venue, and audience are also active. Such an insight might also be con-
sidered in employing music for RE purposes and with regard to stu-
dents’ positionality. This will be discussed further in Chapter 6.

2.2. Contemporary Studies with Scientific Method

From this perspective, I will now examine some relatively new appro-
aches, pursued generally in Turkey or in Turkish. The reason why the-
se kinds of ‘scientific’ studies are quite new is not a coincidence. They
may be related to two further factors in Turkey: the non-affirmative
attitudes for RE in academia and for Turkish classical music in the Sta-
te Conservatory. The first advanced RE institute in Turkey (Faculty
of Theology at Ankara University) was established in 1949, one of
the departments of which is “Turkish Religious Music’ (Ayhan, 2004).
Similarly, debates on these matters date to 1975 for the opening the
Turkish Music State Conservatory, where postgraduate programmes
commenced in 1986 (Internal Evaluation Report, 2017). Subsequently,
the quantity and the quality of the academic studies on Turkish music
have increased in these institutions.

Nevertheless, the reason for these various studies’ inclusion here
is not their publication date, but an appreciation of the methods and
perspectives that they applied. Figures such as Akdogan (1996; 2002;
2007), Arslan (2004), Uygun (1996), Somakg¢t (2003), and Kalender
(1987), are strongly associated with traditional views, despite their sta-
tus as contemporary figures. They are discussed among the traditional
views by virtue of their methods. Furthermore, the theoretical studies
on the concept of the makam do not align well with the objective of
this current section of my argument. Studies of emotional arousal by
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music in specific makam are reviewed throughout this section. Since
the methods of contemporary approaches make them different from
the traditional views, the methodological pitfalls mentioned in the pre-
vious section are not relevant here. Consequently, the contemporary
scientific approaches, employed for examining the makams’ emotional
effects, define the main roots of this modern perspective. For this aim,
I first discuss the methods within these studies. Then I interrogate the
relationship between the makam selection process and the overall pur-
poses and outcomes of these studies.

Institutional Boundaries: The research domain in which a study
is conducted is significant in affecting the study’s characteristics, in
terms of methods, purposes, implementation possibilities, etc. To my
best knowledge, the contemporary works on makams’ effects on lis-
teners have been conducted in fields such as health sciences, psychol-
ogy, biomedical engineering, and theology; but not in education. In
Conservatories and the departments of Islamic History and Arts, there
are theoretical studies on the concept of makam undertaken, despite
the paucity of works on makams’ effects (Signell, 1977; Can, 2001; Oz-
kan, 2003; Yeprem, 2007; Yahya Kagar, 2008; Salvucci, 2016). Indeed, it
might have been expected that there would have been more empirical
studies on makams’ effects in these areas.

The Methodological Encounter: With the present research, Ar-
man (2015), and Arman and Tekman (2015) are similar, in terms of their
methods (self-reports via GEMS) and aims (investigating emotional
effects of Turkish music makams). In fact, as they are published ver-
sions of a single study (Tekman, 2018), I focus chiefly on Arman (2015),
which includes 11 makams (Hicaz, Hiiseyni, Hiizzam, Kiirdilihicazkar,
Mahtr, Muhayyerkiirdi, Nihdvend, Rést, Saba, Segah, and Ussak).
It was conducted with Turkish sample (n=184) and uses the Turkish
translation of GEMS-45.

Having Turkish-translated version of GEMS-45 is well appreci-
ated for the current research. However, a couple of points, among oth-
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ers, must be carefully considered. First, there is no detailed account of
information about both the translation process of GEMS and effects of
this on the results. Second, the makam selection process for the study
is not clear. The chosen makams are famous and popular in Turkish
music (Levendoglu Yilmaz, 2002), hence their study is predictable. But
a reader needs more detail on the actual research process. Third, we
need clarification on how analysis of GEMS data was linked to and
compared with the historical emotional claims of makams.

A recent study (Altun and Egermann, 2020) also assesses the rela-
tionship between the induced emotions and Turkish music makams (Hi-
caz, Hiiseyni, Mahur, Saba, and Miistear) with self-reports via GEMS-25.
Rather than the makams, this paper deals with the effect of ear training
and temperament systems with a sample of 19 music students in the UK.
Moreover, Altun and Egermann report the results according to the high-
er-order-categories of GEMS (sublimity, vitality, and unease), rather than
9-GEMS-factors (as the present research does). For these reasons, the pres-
ent research is not comparable to this work.

Beyond these assumptions, studies on the effects of the Turkish mu-
sic makams tend to be based on a process where participants listen to
the music and then respond to it in several ways. These studies are dif-
ferentiated from each other principally through the responses and the
measurements on which they focus. In Aker (2014), for example, the
principal technique shaping the structure and the methods of the study
is the use of EEG waveforms to measure the emotional responses. Con-
versely, in Erciyas (2014), the response to music was measured through
skin temperature, skin conductance, and blood volume pulse signals.
Nevertheless, Aker (2014) and Erciyas (2014) use the same stimuli, be-
fore-after measurement procedures, within laboratory conditions with
student participants, and without control and experimental groups.

However, there are studies that require testing the hypothesis with
a control group. In the experimental studies, music in a certain makam as
anindependent variable is expected to cause a change of dependant vari-
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ables. The study by Karigman (2017), examining the effect of makams on
memorisation (not emotional), is such that it needed an experiment-con-
trol group type research design. The purpose of that study was to find
the effect of the recitation of the Quran with makam (and without makam)
on memorisation of the verses. In an equivalent way, but with a different
purpose, Ertekin Pinar (2013) has examined the effect of Rast music on
auditory hallucination and the quality of life of schizophrenic patients.
Participants in the study group have listened to Rast music when they
experienced an auditory hallucination. Similarly, Arslan (2016) has stud-
ied the effect of Turkish religious music in the makam of Hiiseyni. To
measure the level of cortisol hormone in the saliva samples and the level
of anxiety, the study group was asked to listen to music in the makam of
Hiiseyni, while the control group was resting with no stimulant.

There are a few more studies on Turkish music makams’ roles in
e.g., patients’ anxiety and sleeping patterns. In this context, for the
makam of Acemagiran, Parlar-Kilig, et al. (2015) worked on the effect
of music on pain, anxiety, and patient satisfaction in an emergency de-
partment. For Nihavend and Buselik, Bekiroglu, et al. (2013) studied
the effects of music on blood pressure and anxiety levels in elderly
patients, while Toker and Kémdircti (2017) examined the effect of mu-
sic on anxiety and satisfaction in pregnant women. For Ussak, Altan’s
thesis (2011) was conducted on the sleeping quality of the elderly. For
Hicaz and Zirefkend, Laf¢1 (2009) worked on the effect of music on the
sleeping quality of cancer patients.

Whether we endorse or not their results, these studies have meth-
ods that might be repeatable. Furthermore, they are under the ethical
oversight of authorised bodies because of human participation. These
are the reasons that might make the contemporary claims more accept-
able. Hence this is the broadly scientific approach that is taken for the
empirical dimension of the current research.

The Stimuli Selection Process and its Link to the Outcomes: By
questioning makams/stimuli selection processes and comparing the
results obtained through this process, I now examine the rationale be-
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hind these studies. Arman (2015), for example, gives no explanation as
to why those particular makams are included. In other words, saying
‘frequently used 11 makams’ needs justification. While Arman (2015) re-
fers to historical emotional attributions to makams, these claims are not
mentioned throughout the makam and stimuli selection process. Hence,
itis assumed that these factors were not highlighted during the selection
process. This is, of course not necessarily wrong, but it is different from
the current research. Conversely, Aker clearly stressed why the makam
of Kugek (for sadness) and Rast (for joy) were selected by referring to
al-Farabi (Somakg, 2003 in Aker, 2014). Hence in this experiment, it was
meaningful to see that the participants’ (EEG) beta power was higher
while listening to music in Rast (Aker, 2014). Similarly, in Erciyas (2014),
the makam of Kugek and Rast were selected because of their opposite ef-
fects. It was then reasonable to conclude that listening to music in Kugek
caused a reduction in heart rate, while Rast increased it (2014).

What is often observed in the music therapy field in selecting the
makams is accessing help from experts. Ertekin Pmar (2013), for in-
stance, selected the makam of Rast, because of its effects of joy, en-
joyment, and comfort —after consulting the Music Department of
Cumbhuriyet University (Turkey) and TUMATA (Giiveng, 2006). Her
conclusion is that listening to Rast music helps in reducing mental dis-
turbance and increasing life quality (Ertekin Pinar, 2013: 48). Parlar-
Kilig, et al. (2017) have also consulted TUMATA (Giiveng, 2006) and
Turkish Music State Conservatory, before choosing the makam of
Acemagiran that is considered helpful against physical pain. In this
study, listening to music in Acemasiran has caused reduction in the
severity of pain and levels of anxiety (Parlar-Kilig, 2017: 50). Since
Bekiroglu, et al. (2013), Toker and Komiircii (2017), and Altan (2011)
were also inspired by TUMATA for their excerpt selections, this under-
lines the dominance of that group in the music therapy field.

The best example in Turkish literature on how the theory and the
expertise in the field ought to be combined is Arslan (2016). Since she
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did work on hormones and the workings of morning cortisol, she se-
lected the makam of Hiiseyni with recommendations from key acade-
micians (2016: 28). For Hiiseyni, Gevrekzade Hafiz Hasan Efendi stated
‘that makam is more effective around morning times’ (Turabi, 2009: 123).
Furthermore, for this study, the excerpts were performed by Turkish
music experts and live recorded. Overall, the study reported that listen-
ing to music in the makam of Hiiseyni might positively affect the stress
level and reduces cortisol levels in the morning (Arslan, 2016: 48-53).

To sum up this section, it should be said that contemporary stud-
ies of Turkish music makams’ effects on listeners are more comprehen-
sible in terms of the scientific approaches employed; this is different
from the traditional claims. In other words, it is unknown how Urmawi
reached his proposals about the makam-emotion relationship, though
we can easily interrogate the conclusions of Arslan (2016) by following
her research footprints. However, it should also be highlighted that, in
contrast to the traditional resources, the focus of contemporary studies
into music and makams is not, for the most part, on the emotional re-
sponse —though concepts such as reducing anxiety and stress, balanc-
ing sleeping quality etc. are out of the present research’s scope. Hence
pursuing the objective of this research, I will evaluate the emotional
responses to certain makams, then compare them with historical emo-
tional attributions. In support of this aim, I will identify the makams
in Chapter 4, for use within the experimental part of the research via
GEMS (Chapter 5). However, before this, I shall conclude my critique
of the existing Turkish literature by spotlighting its shortcomings.

2.3. Evaluating the Turkish Literature

Scientific Methods and Purposes: One of the objectives of the current
research is to test via GEMS the historical claims made for the makam-
emotion relationship. For generalizability, this is to determine whether
music can arouse certain emotions through the makam. Yet without dis-
cussing the underlying mechanisms behind emotional evocation thro-
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ugh music, we risk implying that the listener can feel the intended emo-
tions, due to the makam by which the piece of music is composed. Hence
that kind of approach should be contemplated in connection with the felt
emotions experienced through the music, rather than perceived emotions.

For the emotional response to makam music, there are studies ap-
plying self-report measures through GEMS (Altun and Egermann,
2020; Arman, 2015). In these works, as the interest is not in the histori-
cal attributions applied to the makam-emotion relationship, there is no
reliable ground to interpret these attributions. Although Aker (2014)
and Erciyas (2014) explained their makam selection process by refer-
ring al-Farabi, Arslan (2016) made the most convincing comparison
between her results and the literature. The inconsistencies of method-
ology and objectives also reflect the drawbacks in this literature.

The reason for dividing the literature on makam-emotion relation-
ships into traditional and contemporary studies lies in their respective
methods, not the publication dates of those studies. The contempo-
rary literature has produced relatively more testable results because
contemporary studies have employed scientific methods that can be
understood and criticised. Nonetheless, the volume of contemporary
studies is not sufficient to examine thoroughly makams’ supposed
emotional influences on listeners. Consequently, rather than complete-
ly abandoning the traditional claims, this research eventually adopts a
hybrid method. Thus, it employs GEMS, the well-established scientific
emotional response measurement tool, to understand the value of tra-
ditional claims made for the makam-emotion relationship.

The methods favoured in contemporary Turkish literature on the
effects of music might be evaluated with their key purposes in mind.
Karigsman (2017) is the only study conducted in relation to specifically
educational implementation. It evaluates the recitation of the Quran
with makam for enhancing memorisation. The effects of music in cer-
tain makams for sleeping (Laf¢1, 2009) or to reduce anxiety (Bekiroglu,
et al., 2013) represent very clear purposes. Yet, I am in doubt about
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its value for educational interventions. Arman (2015), for example,
explores makams’ emotional effects without any specific context of
implementation. It would be more pertinent if her study had been
conducted with a more explicit context in the sense that its outcomes
could then be assessed with regard to particular purposes and imple-
mentations. Just as I will touch on similar perspectives present in
Western literature on the music-emotion connection, this is not actu-
ally a problem at all, but an inconvenience for the present research. By
contrast, in Sufi tradition, music serves practical needs, for the eleva-
tion of religious sentiment. Similarly, in classical resources on music
therapy’s understanding of makams’ effects, there is a clear purpose
behind the use of the music. Even in the traditional resources, there
are many suggestions on how music should be used for its assumed
emotional effects (Akdogan, 1996; Uygun, 1996; Karabasoglu, 2010).

Language-Translation Issues: The last thing, which might neg-
atively affect the current research, is directly related to language is-
sues. As stated above, the traditional resources on the makam-emotion
relationship have been primarily written in Arabic and Persian and
the secondary resources (translations and comments) are in Turkish.
There are also a couple of studies in English. Furthermore, the trou-
ble of translation is not only limited to this research, as the Turkish
translation of GEMS was used for the Turkish sample in measuring
the emotional responses to the stimuli. However, the GEMS tool was
originally developed in French and translated into English. As Zent-
ner and Eerola (2010) pointed out, language and response formats
may affect self-report measurements. Zentner, et al. (2008) have also
shown possible limitations regarding the translation of the emotion
terms in GEMS. Similarly, Vuoskoski and Eerola (2011), in their Finn-
ish study, admit that some nuances of GEMS might have been lost in
translation. Moreover, the makam selection process of this research is
strongly linked with the GEMS structure and its translation. Chapter
4 (Methodology) gives more detail about the relationship between the
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makam selection and translation processes of the present research.

To sum up, this section on music-emotion studies in the Turkish-
Islamic context started with the critical evaluation of the traditional
thoughts, continued to contemporary scientific studies, and completed
with the critique. I reviewed the perspectives concerning the makam
music with its intended emotional effects. The recurring problem
throughout the traditional resources is essentially not having an accept-
able system to justify their arguments and, therefore, not having an ex-
planation for the emotional response to music. By contrast, among the
contemporary studies, there are many investigations conducted with
scientific considerations examining the emotional effects of makams.
These hence provide grounds to judge, to discuss, to replicate, or to
implement the findings of these studies. However, the objective of the
present research differs from contemporary studies. For the sake of
implementation possibilities in the field of education, the current re-
search could not benefit fully from the previous studies. Furthermore,
current research is beset with translation issues, affecting both tradi-
tional and contemporary approaches. Now, in the next section, I will
evaluate the Western perspectives of the music-emotion studies that
will enlighten the methodological considerations of measuring emo-
tional response to music listening for the present research.

3. Music-Emotion Studies in the Western World

Science is objective by its nature. However, precisely how science can
study such an absolutely subjective phenomenon like ‘emotional res-
ponse to music’ remains controversial. The question then arises, ‘to
what extent we can rely on scientific explanations of these emotional
responses so that we can make use of them in educational contexts?’.

First, it is widely agreed that making music is behaviour that in-
cludes an emotional component (Welch and Adams, 2003: 5). Typically,
for motion, dynamic forces, human character, personality, social condi-
tions, religious faith, and emotions, music might be expressive, reflec-
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tive, or representative (Gabrielsson and Lindstrom, 2010). Since many
people report using music to regulate their emotional state (Aselton,
2012), the emotional accompaniment to music listening is often regard-
ed as ‘reward’ for the listener (Zentner, et al., 2008). This is such a pow-
erful reward that Maslow coined the term ‘peak experience’ (Maslow,
1969) for what is readily accessible through music (Maslow, 1968: 75).

There has been serious attention on the emotive qualities of mu-
sic since ancient times (Budd, 1985; Zentner, et al., 2008; Liljestrom, et
al,, 2012). In ancient Greece, for instance, music was habitually seen as
an imitation of nature, human character, or states of mind: as a form of
mimesis, that would be automatically imitated by the listener (Scruton,
1997; Gabrielsson, 2001-02). Due to its power to affect the emotions and
the soul, for Plato music could educate and elevate the human spirit, but
also to encourage the degraded human nature (Garofalo, 2010). For Plato,
music in the Dorian mode, for example, ought to be used for its manly,
strong features in moulding a firm character. However, he also believed
that the Ionian and Lydian modes should be banned because of the soft
and relaxing character (Plato, 2012: 101-2). Considering that “‘when modes
of music change, the fundamental laws of the state always change with
them” (Plato, 2012: 134), for Plato music has such a subversive potential
that it is even enough to undermine the state (Portnoy, 1949: 240).

Similarly, Aristotle gives relatively detailed explanations of the
varied emotional effects of musical moods. He explicitly states that:

Music has a nobler power than providing pleasure, namely it contributes
to character. The proof is that music makes us take on certain qualities of
character... Consequently, music must also be used to educate the charac-
ter of the young (Aristotle, 1997b: 168).
In his moral development theory, ‘the continent’ should listen to
the ‘right’ music to reach ‘the naturally virtuous’ state. Therefore, he

argues, citizens can be trained to feel appropriately by listening to the
right kind of music (Curzer, 2012: 347).
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Moving beyond the ancients, the earliest experimental works on
emotional perception in music began in the 1890s, although were not
frequent until the 1930s (Gabrielsson, 2001-02). Yet the music-emotion
studies have since been broadly extended by philosophers, psycholo-
gists, neuroscientists, anthropologists, and musicologists etc. especial-
ly in the last decades (Robinson and Hatten, 2012). There are highly
relevant works as well in sociology, political economics, communica-
tion, ethnomusicology, and cultural studies (Garofalo, 2010). This is
because music consists of many integrated components, such as com-
poser, performer (songwriter, singer, and player), instrument, sound,
listener, and listening environment, the music-emotion domain is cor-
respondingly broad and multi-faceted (Kone¢ni, 2010). Hence, it is
possible to extend the field from the musical structures that may affect
the emotional response (Gomez and Danuser, 2007; Gabrielsson and
Lindstrém, 2010) to the underlying mechanism behind the emotional
arousal (Juslin, et al., 2010); and in diverse settings from the indus-
try of film music (Cohen, 2010), to marketing (North and Hargreaves,
2010), and music therapy (Bradshaw, et al., 2015; Thaut and Wheeler,
2010), and even to the individual differences that may affect the re-
sponse (Kreutz, et al., 2008; Liljestrom, et al., 2012).

Accordingly, it is quite reasonable to read this varied literature
within an interdisciplinary framework by borrowing the concepts of
several fields. It is then possible to detect the central themes in music-
emotion studies. In summary, those themes are chiefly:

¢ music studied for its internal emotional effects,

e the listener whose emotional reactions are being measured,

e the situation that might have affected the emotional response,
e the interactions between these 3 elements.

Consequently, in the present section, the music-emotion research
literature is briefly reviewed from the perspectives of its possible im-
plications for the place of music in education beyond its current cur-
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ricular confines. To these ends, I first look at musical genres studied
in the field in order to highlight what might be alternative accounts of
musical preferences (if any). Secondly, I stress the similarities and the
differences of participants in music-emotion studies. Third, I discuss
the ‘environmental’ issues, namely situational and cultural effects, to
understand the possible impact of external components beyond music
and listeners. Lastly, I highlight the interactional issues between these
themes, to project the methodological and theoretical factors involved
in the measurement of emotional response to music. In the end, I pres-
ent my evaluation of the existing literature by developing the ratio-
nale for the current research. Following this section, the last part of the
chapter is concerned with the connections between emotion, values,
and meaning-making through music in the context of a rationale for
enriched musical interventions in RE.

3.1. Music Itself: re-considered

Music is, of course, naturally the main factor in music-emotion studi-
es. Many people report using music to regulate their emotional states
(Juslin and Sloboda, 2010a). While it is not agreed how to represent
emotions in music (Zentner, et al., 2008), it is suggested by many com-
mentators that listeners tend to respond to specific emotional ‘tones’
conveyed by music, especially in laboratory studies (Kreutz, et al.,
2008: 103). However, there is no agreement on the best musical stimuli
for music-emotion studies of this kind (Eerola and Vuoskoski, 2013).
To capture the layout of the current research into Turkish music, this
section highlights some key aspects of the stimulus selection in music-
emotion studies —that is, of the music itself.

The very first question for this section is to interrogate the concept
of genre (classic, pop, rock etc.) in the music-emotion studies. Music-
emotion researchers employ a wide variety of musical genres, includ-
ing classical, rock, pop, and folk music (Vistfjall, 2001-02; Gomez and
Danuser, 2007; Kreutz, et al., 2008), film music (Vuoskoski and Eerola,
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2011), jazz, Latin American, and techno (Zentner, et al., 2008), new age
(Egermann, et al., 2011), and religious music (Bradshaw, et al., 2015;
Miller and Strongman, 2002). While the majority of studies have been
conducted with recorded music (Kreutz, et al., 2002; 2003 in Kreutz,
et al., 2008), there are also valuable reports on the effects of live con-
cert music (Zentner, et al., 2008), maternal songs/lullabies (Trehub, et
al., 2010), and specifically performed (Nair, et al., 2002) or composed
music (Gabrielsson and Lindstréom, 2010; Webster and Weir, 2005). In
other words, musical emotions may be induced by any musical genre
(Liljestrom, et al., 2012; Gabrielsson, 2001-02).

Performances in certain musical styles (opera, blues, baroque) and
of certain performers may be more effective in emotion expression than
others (Juslin and Timmers, 2010). Classical music, ‘the great classics’, for
instance, might lead the listeners to a ‘peak experience’ (Maslow, 1968:
168). This might be because of both the listener’s disposition to that mu-
sic and the musical structure itself (Hargreaves and North, 2010). Attend-
ing to other determinants of the emotion-inducing process, some studies
repeat stimuli employed in previous studies, because of their seemingly
proven effects (Tesoriero and Rickard, 2012; Zentner, et al., 2008). None-
theless, as in the case of the so-called ‘Musical Mood Induction Procedure’,
many excerpts have been used only once (Véstfjdll, 2001-02).

It is important to note that the music-emotion research domain is
dominated by commercial recordings of Western instrumental classi-
cal music (Vistfjall, 2001-02). As a kind of limitation, the concentra-
tion on Western ‘high-art’ music (Zentner, et al., 2008) is observable in
the philosophical literature (Davies, 2010) and in music-psychological
studies (Juslin and Timmers, 2010). This might be confirmation bias
because many compositions of that genre were expressly designed to
induce emotions in ordinary listeners (Kreutz, et al., 2008). However,
while this may be a convenience for carrying out research in West-
ern contexts (Thompson and Balkwill, 2010), it may leave unanswered
questions on the generalizability of findings to other cultures. Even
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though a couple of studies have been conducted to investigate the
emotional expressions of Hindustani ragas (Balkwill and Thompson,
1999), that is not enough given the imbalance towards Western evi-
dence in the field. Mathur, et al. (2015), Mittal and Singh (2018), and
Singh and Mittal (2018) at least give hope for the contribution to the
field from different and neglected cultural and musical traditions.

The second emerging question in the field concerns the use instru-
mental music (so called pure, absolute music, or music alone) in contrast
to music with lyrics. The contention between these has existed since
Plato (Portnoy, 1949). Plato was concerned that instrumental music
might not be sufficient to create appropriate moods and behaviours
(Plato, 2012: 100; Garofalo, 2010). Though the discussion about the ex-
pressiveness of music regarding emotions is voluminous (Robinson,
2005; Davies, 1994, 2010; Meyer, 1956; Kivy, 1990), any argument in
favour of, or against ‘pure’ music must be considered in relation to a
presumed ‘impure’ music (Kania, 2017), which is to fall deeper into
Plato’s trap. Even though most studies use non-vocal classical music,
on the tacit assumption that instrumental music is more effective for
emotional induction (Kreutz, et al., 2008), there are also many recent
studies using ‘impure’ music (Vastfjall, 2001-02).

One of the points to consider here is the number of musical excerpts
used in music-emotion studies. It is hard to create a general rule for the
field. However, it might be more plausible to evaluate the number of
pieces and duration according to the purpose and the conditions of the
study. In musical mood induction studies, for example, a single musi-
cal piece might be used to induce a certain mood across many studies,
whilst a study with 45 stimuli is also reported (Véstfjall, 2001-02). In simi-
lar terms, to represent 5 basic emotion categories with 5 excerpts, Kreutz,
et al. (2008) use 25 musical stimuli. Moreover, adding noise (Gomez and
Danuser, 2007) and ‘fade in-out time’ (Tesoriero and Rickard, 2012) after-
before excerpts affects the duration of each item. In addition, a study can
apply either standardised (Zentner, et al., 2008) or varied duration for
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excerpts (Liljestrom, et al., 2012). Since the number of musical excerpts
is also related to the study procedures, the aim and the feasibility condi-
tions must be considered as well as the musical resources employed.

The last point in music-emotion studies is about the expressive quali-
ties of music (Gabrielsson and Lindstrdm, 2010). Here the question is
whether the emotional reactions to certain kinds of music are predict-
able, because of structural clues in the music itself. For some music theo-
rists, the expectations, created by the structure of music, are considered
as the principal source of emotional responses to music (Meyer, 1956;
Trehub, et al., 2010). According to Vistfjall (2001-02), there are key clues
helping listeners to perceive an intended emotional expression (also
look, Juslin and Timmers, 2010: 462). Such music-structural factors such
as ‘tempo, dynamic markings, pitch, intervals, mode, melody, rhythm,
harmony, and various formal properties’ may enhance emotion percep-
tion (Gabrielsson and Lindstrom, 2010: 368). However, it may not be
that simple to reach emotional arousal only through the intrinsically
musical properties of the piece (Liljestrom, et al., 2012), given that the
relationship between felt emotions and musical features (Gomez and
Danuser, 2007), and perceived emotions (Gabrielsson, 2001-02) has not
really been comprehensively studied. Moreover, music is not the only
agent in emotion induction. Emotion induction occurs on the interplay
between musical, personal, and situational factors (Liljestrom, et al.,
2012; Gabrielsson, 2010). Otherwise, there is a likelihood that a piece of
music would have caused the same emotional response for everyone in
all situations, laboratory and otherwise. By ignoring the personal and
situational features, we obstruct the pursuit of full understanding.

3.2. The Human Factor

The second central theme in the music-emotion research area, after
music-related questions, concerns the role of human beings in the stu-
dies. This section hence reviews the interplay between musical and
personal factors. Because of the idiosyncratic character of the experi-
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ence of music, an emotional response is always experienced by a sub-
ject (Vuoskoski and Eerola, 2011; Robinson and Hatten, 2012). Then,
the key question becomes “who is doing the perceiving or feeling?’.
In this regard, the current section interrogates the role and impact of
participants and other individuals on music-emotion studies.

The person-related issues have been linked to 4 agents in music-emo-
tion research domain: composer, performer (singer or player), researcher,
and listener. It would be proper to argue that studying the role of compos-
er and performer has been neglected in favour of the position of listener
(Davies, 2010). As is true for the musical structure, several cues helping
emotional perception are also relevant for the composer. Indeed, listeners
routinely suppose that their emotional responses are in accord with the
composer’s intention (Simonton, 2010). Their intentions might be stud-
ied by applying historiometric perspectives, content-analytical and bio-
graphical information about their works and lives (Simonton, 2010).

Regarding the performer, it should be acknowledged on the one
hand that music comes to our ears via the musician. However, it is also
commonly reported that specific emotions experienced by perform-
ers might be communication channels to listeners (Juslin and Laukka,
2003). Yet expressing emotions may be more common for certain per-
formers than others (Juslin and Timmers, 2010). On the other hand,
the emotional rewards of music-making might have a hedonic motive
which is generated by emotional experiences through performance
(Woody and McPherson, 2010). Conversely, of course, performance
anxiety represents the role of negative emotions in music-making
(Kenny, 2010). Briefly stated, emotional communication via music per-
formance and performers” emotions might represent a necessary per-
spective in music-emotion studies.

Next is the researcher him/herself in music-emotion studies.
First, by selecting the methodology, the researcher may set the limi-
tations, because each method enjoys its advantages and suffers from
its drawbacks (Scherer, 2004). Using an adjective list for ratings, for
example, assumes that additional adjectival terms are not required
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(Gabrielsson, 2001-02). Similarly, ‘experimenter-selected stimuli’ is an-
other preference against ‘self-chosen stimuli’. Moreover, the researcher
may create a ground for demand characteristics and strategic responding
within participants’” answers. Demand characteristics are cues convey-
ing the experimental hypothesis to the subject; therefore, may induce
hypothesis-consistent behaviour (Zentner and Eerola, 2010). In strate-
gic responding, even though responses do not represent reality, subjects
strategically respond to the music for a self-enhancing experience and
social acceptance (Vistfjall, 2010). As these issues are not only bonded
with the researcher but also with method and listener. I discuss them
also in the section for ‘interactions between music-person-situation’.

Finally, the most prominent questions in music-emotion studies for
the person-related issues are gathered around the listener. In the method
section of any study, there might be information about the participants
of the study. For example, Vuoskoski and Eerola (2011: 162) record,

‘The participants were 148 Finnish university students aged 18—49
years (77.1% females)'.

Before continuing, I will highlight a couple of points about that
methodology.

In fact, there is nothing to be fixed. Hence these points do not im-
ply any weakness. Yet, these are listed to make my analysis more con-
crete regarding the position of the participants:

e number of the participants,
* nationality and language,

* study level and subject,

* age,

e gender.

Even if it is not directly related to the quotation, other issues re-
lated to the listeners are:

e health status of the participants,

e jnitial mood and emotions,
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e idiosyncratic relationships of the participants to music,
e cultural and religious beliefs,

* musical preferences,

e income and social status,

e musical training and music listening habits.

It is accepted that individual differences significantly contribute
to musical emotion induction (Kreutz, et al., 2008). This effect is pres-
ent in the quality, intensity, and frequency of emotions (Liljestrom, et
al., 2012); which makes the emotional reaction to music an individual-
ised process (Gabrielsson, 2001-02). The response could vary accord-
ing to the listener’s age, gender, health, occupations, income, musi-
cal training, prior music consumption, music preference, personality,
initial moods/earlier experiences, social status, religious belief, and
nationality and culture.

In studying the musical emotions, listeners are expected to assign
emotions to musical excerpts (Trehub, et al., 2010). This is the ‘qualified
listener / participant’, and the unprepared listeners may miss, or mis-
identify, music’s emotional character (Davies, 2010). In this approach,
appropriate and inappropriate participants are discerned. Young lis-
teners who are not capable of that assignment, for example, will be
inappropriate. As Zentner and Eerola indicate (2010) one’s limited
awareness of own emotions and of the verbalization of emotional ex-
perience can alter the intensity of emotions at least for measurement.
For instance, the rule of ‘the right music for the right person in the
right situation” (Gabrielsson, 2010: 569) perfectly suits with Aristotle’s
thought: “If the continent properly listen to the right music, then they
may acquire habits of virtuous passion’ (Curzer, 2012: 13). Therefore,
according to the age, there may be a need for developmental insight
in emotion induction with music as well (Trehub, et al., 2010; Harg-
reaves and North, 2010). Similarly, the listener’s health situation must
be taken into account, especially when it affects hearing (Gomez and



Knowledge And Emotion-Based Musical Practices For Religious Education... 105

Danuser, 2007). In addition, musical training (Zentner, et al., 2008;
Egermann, et al., 2011), music consumption in daily life (Gomez and
Danuser, 2007), and occupation, income, and ‘social status’ of the lis-
tener (Ok and Erdal, 2014; Gabrielsson, 2010) do have an impact on
emotion induction. In addition, recognising the listeners’ musical pref-
erences (Rentfrow and Mcdonald, 2010), and initial mood and earlier
experiences (Robinson and Hatten, 2012; Gabrielsson, 2001-02) may
help the researcher, because of the idiosyncratic character of the emo-
tional response. Hence, the listener’s goals and motives become a part
of the emotional response too (Sloboda and Juslin, 2010).

These kinds of differences require us to consider the personal-
ity of the listeners. In other words, the listener’s identity and his/her
memories, experiences, qualifications make each response unique.
The effects of personality on the emotional response to music have
been measured (Vuoskoski and Eerola, 2011; Rentfrow and Mcdonald,
2010; Shiota, et al., 2006), for example, by using the ‘big five inven-
tory’ (Saucier and Ostendorf, 1999; John and Srivastava, 1999). Then,
personality traits have been associated with emotional responses to-
wards distinct types of excerpts (Liljestrom, et al., 2012; Vuoskoski and
Eerola, 2011). Similarly, music preferences are often linked to social
class, age, and gender differences (Rentfrow and Mcdonald, 2010; Ok
and Erdal, 2014). If emotion and personality are regarded as of cultural
construction, it is reasonable to argue that culturally-inflected listen-
ing may arouse different emotions in different listeners (Becker, 2010).
In return, there is a base for (re)constructing self-identity and a variety
of feeling states through music (Denora, 2010). This base indicates the
external dimensions of emotional response to music.

3.3. Environment-related Issues

The third emerging area in music-emotion studies, after music and
person-related questions, represents the external effects, namely the
situational perspectives. In a broader sense, it is the culture where the
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study is situated, whilst, in a narrow view, it is the conditions that inf-
luence the experimental results. In this section, environment-related
issues are contemplated in terms of the long-term cultural (or cross-
cultural) understandings and the experiment-based settings.

Emotional responses are, for anthropologists, culturally specific
and socially constructed (Garofalo, 2010). This is the reason why the
‘cultural’ background in music-emotion studies is so influential. In re-
sponse to that, there is a need to consider both the cultural construc-
tion of music and the cross-cultural differences in uses, purposes, and
meanings of musical expression (Becker, 2010). Just as the concept of
‘qualified listener” assumes the participant’s ability to rate his/her
emotional response to music (Davies, 2010), a particular music listener
image (the silent, still listener, paying close attention to a piece of mu-
sic) is assumed by Western scholars (Becker, 2010). There is nothing
wrong with this if it is intended to capture a Western listener’s re-
sponse. However, a piece of music may be evaluated in another way
by different kind of listeners in accordance with, for example, their na-
tionality and religious faith (Miller and Strongman, 2002). Therefore,
if we are to measure the response, for example, to non-Western music,
researchers must be aware of non-Western conditions.

As related to the social-psychological processes, preferences for cer-
tain types of music might be affected by the social representations of
musical styles and situations. The link between the person (listener) and
the environment (where listening happened) may reinforce the essence
of the emotional response (Rentfrow and Mcdonald, 2010). Hence, con-
ducting psychological, ethnomusicological, and sociological research in
music-emotion topics may overcome a study’s shortcomings by draw-
ing upon diverse perspectives (Thompson and Balkwill, 2010).

In a restricted meaning of the musical representation, the condi-
tions of the experiments should be regarded for measuring the emo-
tional response. One of the tensions that experiments reveal is between
‘natural’” and laboratory-based settings. For music-emotion research,



many studies call the participants to a laboratory, designed by the re-
searcher (Lepping, et al., 2015; Liljestrém, et al., 2012; Vuoskoski and
Eerola, 2011; Hargreaves and North, 2010; Gomez and Danuser, 2007;
Kreutz, et al., 2008). While other studies collect data in concert halls,
outdoor stages (Zentner, et al., 2008), and during daily life activities
(Sloboda, 2010) including driving, shopping, eating (Liljestrom, et al.,
2012), and attending church (Miller and Strongman, 2002). Musical
emotions, of course, are not dependent on specific locations —except for
special concert experiences (Gabrielsson, 2011)- and occur in a variety
of locations (Liljestrom, et al., 2012). However, situational factors might
affect the listeners’ responses by altering the intensity of the response
(Juslin, et al., 2008; Hargreaves and North, 2010). Hence it is necessary
to have representative samples of these situations (Juslin, et al., 2010).

Next, it might be questioned whether participants listened to
music alone or with someone. In other words, participants in music-
emotion studies are tested either individually (Vuoskoski and Eerola,
2011; Kreutz, et al., 2008; Gomez and Danuser, 2007) or in a group
(Zentner, et al., 2008; Miller and Strongman, 2002). It is often argued
that music listening was more stimulating alone, possibly on account
of concentration on the music and lack of social feedback (Egermann,
et al., 2011). Moreover, it is also reported that happiness, pleasure-enjoy-
ment, and anger occur more frequently during social interaction among
friends; although, nostalgia-longing and sadness-melancholy manifest of-
ten in solitary settings (Juslin, et al., 2008).

The measurement procedures of emotional responses are also an-
other matter. It is a variable for the listeners receiving the musical stim-
uli via earphones, loudspeaker, or in an acoustic room. This is not only
about technical equipment and standards but also related to how music
listening is evaluated by the listener by means of situated hearing (Beck-
er, 2010). Using CD players operated by the listeners themselves (Kreutz,
et al., 2008), presenting instructions visually and aurally (Lepping, et al.,
2015) are simple but effective methods of experimental design (Harg-
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reaves and North, 2010). However, aligned with the variety of listening
experiences, it should be accepted that artificial conditions may produce
an artificial emotional response (Hargreaves and North, 2010).

Specific methods are needed therefore to measure differentiated
emotional responses (Juslin and Sloboda, 2010b) in terms of the sub-
components of emotion (Chapter 2.1). Retrospective emotion ratings,
real-time ratings, physiological measures, interviews, free descrip-
tions, and diary studies are just a couple of the methods for the many
contexts of music-emotion studies (Juslin and Sloboda, 2010a; Gabri-
elsson, 2001-02). However, since each method has its strengths and
weakness, it is crucial to use the right method for the study (Sloboda
and Juslin, 2010; Scherer, 2004; Juslin, et al., 2010). So we might con-
clude that a researcher is not free to choose whatever methods s/he
would like to use, but is restricted by the requirement to find the prop-
er tools for the research. In short, this demonstrates the dominance of
‘situation” during the research process.

3.4. Interactions between Music-Listener-Environment

The last question of the current section is about more comprehensive
issues than music, listener, or situational aspects. This is the broad and
multi-faced aspect of music-emotion studies seen in relation to the integra-
ted components of music (Koneéni, 2010). For any experience of emotions
through music, the interplay between the music, the person, and the situ-
ation must be considered (Gabrielsson, 2010). In this context, this section
highlights the discrepancies in much music-emotion research, attributab-
le to the varied study domains. By highlighting important concepts like
demand characteristics and strategic responding, the section reviews the re-
lationship between emotion theories and the measurement of emotions.

First, it must be recognised that music-emotion studies are inter-
disciplinary —for instance, spanning philosophy to neuroscience. Many
researchers from different disciplines investigate the musical emotion
induction and perception (Vistfjall, 2001-02). Though emotion is pri-
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marily regarded as a psychological concept, with its focus on mental
processes and behaviour, music-emotion researchers often also speak
the languages of philosophy (Davies, 1994; Robinson, 2005), musicolo-
gy (Meyer, 1956), psychology (Sloboda and Juslin, 2010), neurobiology
(Peretz and Zatorre, 2005), anthropology (Racy, 2003), and sociology
(Denora, 2010) within specific historical, individualistic, social, and
cultural perspectives (Juslin and Sloboda, 2010b).

Considering the practical value of music-emotion studies, there
are varied enquiry methods in the interrelated fields of religious stud-
ies (Bradshaw, et al., 2015; Miller and Strongman, 2002), music educa-
tion (Hallam, 2010), music therapy (Thaut and Wheeler, 2010), health
and well-being (Hanser, 2010), film music (Buhler, et al., 2000), and even
marketing (North and Hargreaves, 2010). Moreover, within the various
scientific disciplines and emotion models, there are prevailing method-
ological approaches in music-emotion studies such as self-report, biolog-
ical, music analytic, theoretical, clinical, and developmental etc., (Eerola
and Vuoskoski, 2013). Accordingly, the ‘Interdisciplinary field of popular
music studies borrows variously from a number of fields such as sociol-
ogy, political economics, communication, musicology, ethnomusicology,
and cultural studies’ (Garofalo, 2010: 726) and this requires to be famil-
iar with the nomenclature of many disciplines. More concretely, it might
be reasonable for ‘neuroscientists to use functional neuroimaging to in-
vestigate the neural correlates of emotion with music’ (Koelsch, et al.,
2010) for brain structures (Koelsch, 2014; Perlovsky, 2010). Even if it has
a potential for using music in the treatment of e.g. neurological disorders
(Koelsch, 2014), its value remains, however, uncertain in educational set-
tings. However, it does not mean there is a problem for neuroscience.
Contrarily, it is meaningful in its paradigm. It means, there is a need for
a perspective to understand the research properly in terms of its field.

Furthermore, the theory of emotion which dominates the mea-
surement of the response is one of the factors in the music-emotion
studies today (Sloboda and Juslin, 2010: 188). How emotion is con-
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ceptualised is crucial in a study, because of the absence of consensus
on the definition of the term of emotion (Chapter 2.1). The present
research, for instance, is designed with the ‘musical emotion” of the
‘component process model” (Scherer, 2004), sub-components of which
are cognitive evaluation process, behaviour preparation, physiologi-
cal arousal, motor expression, and subjective feelings (Egermann, et
al., 2011). Hence, measuring the emotional response to music might be
built upon these sub-components (Juslin and Sloboda, 2010b).

The discrete emotion model (Ekman, 1992) and the two-dimen-
sional circumplex model (Russell, 1980) are commonly used in music-
emotion studies (Eerola and Vuoskoski, 2013). However, employing
these models to assess music-induced emotions is sometimes criticised,
because these models were not developed in the fields of music (Vuos-
koski and Eerola, 2011). Given the disadvantages of applying ‘everyday’
emotion theories to an aesthetic context, like music, Zentner, et al. (2008)
launched the Geneva Emotional Music Scale (GEMS), domain-specific
emotion model, for the measurement of music-induced emotions.

It seems that finding the proper methodological approach for the
purpose of any study in the field of music-emotions is the key. Self-
reports, for instance, might be more relevant for psychological studies
(Vastfjall, 2001-02), whereas they could be less suitable for physiologi-
cal investigations (Hodges, 2010). Measuring emotions with verbal
descriptions is sensitive to limitations like demand characteristic,
self-presentation bias, one’s limited awareness of emotions, and dif-
ficulties in the verbalization (Gabrielsson, 2001-02; Zentner and Ee-
rola, 2010). Demand characteristics may convey the hypothesis to the
participants, and direct their answers and behaviours (Véstfjall, 2001-
02; Vastfjall, 2010). Similarly, self-presentation biases are affected by
participants’ tendency to feel uneasy about reporting states, which
may lead to strategic responding to what they believe is desired (Ga-
brielsson, 2001-02). Moreover, with inter-individual differences in
vocabulary, linguistic capacity, and one’s difficulty in awareness of
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emotions, verbal feeling reports are regarded as the approximation of
the listener’s experience (Zentner and Eerola, 2010). These limitations
may be tolerated in psychological studies, while not advantageous for
physiological research. In addition, the neurobiological approach, for
instance, might be better for understanding brain functions and their
limitations (Peretz, 2010); just as the ethnographic approach is more
appropriate than other approaches for interpreting the cross-cultural
differences of musical expression from anthropological perspectives
(Becker, 2010). The dilemma of which method is proper for what kind
of study is precisely outlined by Scherer (2004: 250):

It is essential that researchers in this area realize the complexity of the
underlying issues and attempt to develop and choose research instruments
that are up to the task, rather than choosing convenience or tradition.
Many of the established techniques have serious shortcomings [...]. Inapp-
ropriate measurement instruments not only carry the danger of missing
essential aspects of the phenomenon or obtaining biased data, they also
prevent accumulation and comparability of results in a domain that criti-
cally depends on coordinated efforts for its further development.

The current research conceptualises these issues within the ‘inter-
actions between music-person-situation’ framework, since this is not
limited to one aspect of the study at a time but involves more than one
element simultaneously. So this section implicitly asks: How can Reli-
gious Education benefit from the insights and findings of music-emo-
tion research? This question is further discussed in Section 3.4 below. To
my knowledge, music has not been studied with regard to its possible
emotional locus in RE. In music education studies (Hallam, 2010), RE
receives negligible treatment. Similarly, the religious studies perspec-
tives in Miller and Strongman (2002) and Bradshaw, et al. (2015) do not
accord education adequate attention. There are a couple of works on
how music might be part of Islamic RE (Berglund, 2008; 2014; Babacan,
2019), however, their focus is not on the emotional power of music. Ac-
cordingly, any attempt to use music in relation to its emotional power in



112 Knowledge And Emotion-Based Musical Practices For Religious Education...

RE ought not to accept previous conceptions developed out of other dis-
ciplines. A new conceptualisation must be created in accordance with
the principles of effective RE: that is the purpose of the present research.

3.5. Evaluating the Western Literature

Up to this point, I have discussed the role of musical, personal, situatio-
nal, and interactional factors in the music-emotion research field. Rather
than simply assimilating these themes into the present research as they
are presented in the field, I will discuss the relevance of the enquiries in
the music-emotion research field for educational theory and practice. I
will stress the connection between the context of research and its possib-
le implications for educational settings, with a specific focus on music-
emotion-situation relationships. Then, I will reflect the rationale of the
research by correlating the trends in the literature with the purposes of
this research. The review of music and its emotional functions can help
to locate music as a powerful language for engaging students in comp-
lex thinking-feeling processes, that can be directed, I believe, towards
non-musical functional-educational ends (Thaut and Wheeler, 2010).

Research and Education: First, I restate the lack of proper objec-
tives in the music-emotion research field for educational purposes.
Before illustrating that claim, I must state again that there is nothing
misguided in the aims of the music-emotion studies. What I would like
to highlight, however, is that the objectives of that field may not be
appropriate for educational applications. Studies of emotions in educa-
tion are infrequent and relatively new (Zembylas and Schutz, 2016),
and musical emotions are mostly considered in the context of music
education (Hallam, 2010). Consequently, any study examining musical
emotions in the context of Religious Education needs a different kind
of rationale, one which stems from the theory and makes connections
between methods and data in relation to that subject (Kuby, 2016).

In other words, the findings within the existing literature may be
beneficial for my ‘research design’ because many studies are related



Knowledge And Emotion-Based Musical Practices For Religious Education... 113

to generic methodological (Kreutz, et al., 2008; Vuoskoski and Eerola,
2011; Nair, et al., 2002) and theoretical issues (Juslin, et al., 2008; Vist-
fjall, 2001-02; Juslin and Laukka, 2003), though these results may have a
limited effect in the shaping of educational research and the interpreta-
tion of its findings. However, just as Liljestrom, et al. (2012) frame emo-
tional reactions to music in relation to their selected musical, situational,
and individual factors, so might similar steps be taken for classroom-
focused enquiries. Zentner, et al. (2008: 513) offer further reassurance
when they argue that ‘a measure that provides a nuanced assessment
of music-induced emotion may be useful to all professionals interested
in evaluating the emotional effects of music’. In the educational area,
therefore, that general attitude might be also beneficial to the assess-
ment of music’s emotional effects in educational environments.
Existing studies tend in general to highlight recommendations for
future scientific enquiry, rather than elaborating practical implications
and uses (Lepping, et al., 2015; Tesoriero and Rickard, 2012; Webster and
Meir, 2005; Juslin, et al., 2008). Nevertheless, there remain some perspec-
tives in the literature by which specifically educational research might
be furthered. In Gomez and Danuser (2007), for instance, the roles of
musical structures in the affective space are examined to modify behav-
iours for therapeutic purposes. Similarly, religious music as a socioemo-
tional resource (Bradshaw, et al., 2015) and music functioning as prayer
(Potvin and Argue, 2014) have been studied in relation to the promo-
tion of mental health and wellbeing. The potential importance of music-
emotion research for wider society is illustrated in aspects of music edu-
cation (Hallam, 2010), music therapy (Thaut and Wheeler, 2010), general
health (Hanser, 2010), film music (Cohen, 2010), and marketing (North
and Hargreaves, 2010). Hence the current research could see RE as the
new link in the chain of addressing real-world questions related to the
possible benefits of music-emotion research for contemporary society.
Music-listener-situation restrictions: Another divergence be-
tween the present research and the existing literature (without preju-
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dice to either) can be seen in looking at the previous studies of music,
listener and environment settings. In music-emotion studies, as we
have suggested, the dominance of Western music is widely accepted
(Vastfjall, 2001-02; Zentner, et al., 2008). This may be methodologically
proper in the Western context; however, it is not diverse enough for
conducting a study within a non-Western context. This research uses
Turkish stimulus material. Thus, there might be questions on the gen-
eralizability of any findings that emerge from it. Furthermore, the cur-
rent research is not aspiring to be innovative in terms of the questions
on pre-selected and participant-selected excerpts, and the quantity
and duration of the chosen stimulus experiences.

In relation to person-related issues in music-emotion studies, the
current research prioritises listeners’ positionality and receptivity
against composer and performer positionality (Davies, 2010). One of
the assumptions of the present research is that emotional response to
music varies according to listeners’ cultural background. Hence, it mea-
sures the emotional response of two typical groups from Turkey and
Scotland. Other independent variables (gender, health, musical train-
ing, music consumption, music preference, initial moods, social status,
and religious belief) are out with the researcher’s control and this might
be regarded as a weakness for the present research. Likewise, most
music-emotion studies have ‘samples of convenience’ (predominately,
student populations from Western universities) and a narrow selection
of musical genres (i.e., classical, jazz, and film soundtracks) (Eerola and
Vuoskoski, 2013). This may also reflect the researcher’s role in the study.

The researcher’s effect in any study, including this work, might be
questioned, inviting us to think about interactions between music, listener,
and setting. The main methodological approaches in the music-emotion
field are recognised to be (but not completely limited to) self-report, bio-
logical, theoretical, clinical, and developmental studies (Eerola and Vuos-
koski, 2013). Moreover, discrete, dimensional, and music-specific emotion
models are used in the field (Zentner, et al., 2008). Additionally, music-
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emotion studies are divided into laboratory designed and fieldwork con-
texts. One of the conceptual distinctions in music-emotion research is that
between perceived and felt emotions (Gabrielsson, 2001-02). Hence, there
are many sub-classes in the field. For instance, a study applying the bio-
logical approach, with a discrete emotion model for perceived emotions
in laboratory conditions, may have not replicable for a study that uses
self-reports with a music-specific model for felt emotions in a fieldwork
context. This may be to observe that the music-emotion field is too broad,
and its sub-classes too strict. These features might be beneficial for a de-
tailed account of information, but not for generalizability. In the existing
literature, it is not possible to find a study that covers all aspects of music-
emotion research. This is neither feasible nor desirable. Furthermore, it is
so far unfortunately not possible to talk about an ‘educational” approach
in the field to any significant extent (Hallam, 2010). Thus, a study analys-
ing musical emotions for their educational implications and impact needs
to invent its own methods by selecting suitable components from projects
conducted in fields other than education.

4. Religious Education, Music, and Emotions

One of the propositions for this research is that Turkish music can
arouse certain pre-determined feelings in listeners. In Chapter 2.3, I
explained that the Turkish RE system is in need of improvement in
relation specifically to the inclusion of emotions in classroom activities
that better facilitate teaching and learning processes for values edu-
cation. However, I am of course not able yet to convince the reader
that (Turkish) music, with its emotional power, can provide this for
the Turkish RE system. The literature reviewed within the previous
sections cannot vouchsafe such claims. This may be in part because
the focus of that literature of course is not on educational experiences,
except perhaps in the context of Music Education itself. It is also clear
that there is no research or professional consensus on the function of
emotions in values education within RE.
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Unfortunately, in contrast to emotions in the context of education
(Zembylas and Schutz, 2016; Pekrun and Linnenbrink-Garcia, 2014)
and particularly Music Education (Hallam, 2010), the field of RE suf-
fers from the scarcity of studies on music and emotion. Yet, in a re-
stricted context, there are a couple of preliminary studies examining
the role of music in RE. With an empirical approach, Berglund (2008,
2014), for instance, presents the role of music in Islamic Religious Ed-
ucation in Sweden, through classroom observations and interviews
with teachers. Similarly, Babacan (2019) reports the findings of his ex-
perimental study on using music as a teaching tool in RE, and its effect
on academic achievement, attitudes, and retention of knowledge, in
the Turkish context. Conversely, from a theoretical perspective, Yor-
ulmaz (2012) supports using religious music as a tool for RE. Like-
wise, Abraham (2015) discusses the pedagogical aspects of Christian
hip-hop music in the South African context. Similarly, Power (2007)
indicates the place of music for the education of Muslims in the con-
text of values education in an Australian Islamic School. In particular,
Brown (1991) highlights the potential of music in RE for pupils with
special educational needs. Furthermore, Stern (2004) provides a practi-
cal overview of using music to create inclusive RE.

In the discussion of the value of music in the context of Religious
Education in schools, there are two ways of framing the questions; one
is conceptual, the other is practical. The conceptual question asks ‘what
is the connection between music and the moral and spiritual life, and
what does music contribute to it, regarding the qualities of music’? The
answer to this question reaches beyond the subject of school-based RE.
Thus, the question is paraphrased for the current research as: Why mu-
sic is important for RE and whether such gualities, embedded in music,
are at all appropriate for the teaching of RE? Accordingly, any school
subject which considers moral education, should regard the potential mu-
sic may serve. (As a reminder, RE courses are named, for example, Reli-
gious Culture and Moral Education, in Turkey; and Religious and Moral
Education (for non-denominational schools), in Scotland.) Hence, RE is
one of the primal areas to interrogate the implementation opportunities.
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For the practical question, in a strict connection with the concep-
tual question, then the related query is to interrogate what part mu-
sic might play in the practice of RE for teaching and learning? Simi-
lar to the conceptual question, these practical considerations are not
specific to RE, but the underpinning principles of using music in RE
are also of value for any school subject. Yet, for the purpose of the
present research, the context is limited to the perspectives of musical
interventions in RE. Regarding music and RE for practical concerns,
three further areas emerge for additional study: music for learning and
teaching, music for feeling, and music for psycho-motor development.

Accordingly, there is a definite need to explain how music and its
emotional qualities facilitate the education processes for teaching and
learning in RE. Indeed, there is no reason to believe that music is the only
way to access (and to study) emotions in schools since studying, expe-
riencing, and appreciating emotions for meaning-making are present
across various disciplines (Solomon, 2008: 204). However, because of the
present research’s understanding of ‘musical emotion’, which comprises
cognitive, affective, motivational, physiological, and expressive process-
es (Scherer, 2004), music is thought as one of the ways for incorporating
thinking and feeling in the context of RE. This integration might be also
observable between emotion and cognition (Mercer, 2019; Yob, 1997) and
between feeling and reason in the context of moral development (Ferrari
and Okamoto, 2003). Furthermore, even though studying cognition and
feeling separately might be theoretically rewarding, students’ intellectual,
affective, or behavioural responses to the musical material in the context
of RE are practically intertwined. Consequently, the concept of emotion is
used to incorporate all these three areas in the present research.

4.1. Conceptual Question

There is a long discussion on the effects of music on moral develop-
ment and character, and on the moral implications of music, since Pla-
to (Carr, 2006a). In the Republic, Plato (2012) argues for the effects of the
various Greek musical modes for moral superiority in promoting co-
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urage and self-discipline. Plato simply says that music is a kind of or-
dered affect-charged auditory experience and some musical forms are
more conducive for soul; and a healthy human character should reflect
the harmony of an appropriate form of music (Carr, 2006a). That is to
say, music has a moral educational significance (Portnoy, 1949).

Music is widely credited as an experience/activity that compris-
es moral/spiritual value, because it is regarded as having a powerful
formative influence on soul and sensibilities (Carr, 2010a, 2010b). The
capacity to move the listeners emotionally, feeling through music, is the
moral power of music. The moral virtues can be influenced by such
emotional experiences: understanding moral situations by empathiz-
ing, comprehending by exposure to feeling, or granting insight into
meaning by the emotional encounter (Carr, 2006a). As music can appeal
so directly to sensibilities, RE should use this opportunity (Stern, 2004).

While the concept of ‘music alone’ (pure or instrumental music)
is philosophically acceptable, musical works and activities exist in a
context. This context includes individual and collective experiences
within a social, cultural, and historical background, personal memo-
ries, state of mind at the moment, and interpretations. These contexts
with moral and spiritual potentials are integrated with the experience
of music (Yob, 2006). Furthermore, rather than considering thinking/
cognition and feeling/emotion as separate concepts, contemporary
neuroscience suggests integrating them (Mercer, 2019). With the inter-
connected role of emotions and cognition in learning processes such
as memory, decision making, motivation, and creativity (Immordino-
Yang and Damasio, 2007), musical interventions in RE might be the
response to Immordino-Yang's call, who invites teachers to find ways
to empower the emotional aspects of learning in education (Immordi-
no-Yang, 2016). Thus, religious educators may establish the emotional
connections between students’ own experience and the teaching sub-
ject, that facilitates reflection and learning (Mercer, 2019).

In the Islamic understandings of music in a Western context (Swe-
den), music is an important part of RE, but not an uncontested element;
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regardless of that it supports RE themes thought in the classroom and it
gives variation to the education (Berglund, 2008). In Islamic RE, using
music in singing to enhance students’ learning experience is esteemed
(Berglund, 2014). Even those who, oppose the use of music in schools
because of their religious convictions, admit its power on listeners. As
they argue, music distracts people from religious duties. However, this
is not an intention specific to the music itself. Conversely, music may be
used in the religious realm for the benefit of RE (Berglund, 2008).

The religious interpretations might be discerned through the teach-
ers’ attitude to music-making in the classroom conditions. Their atti-
tudes widely range from a complete ban of all musical instrument and
genres to the employment of various instruments and genres such as
hip-hop and pop. In Sweden, for instance, some Muslim schools use a
range of musical instruments, while in another school ‘worldly music’
and guitar-like instruments are forbidden (not only for RE but also for
all studentactivities) (Berglund, 2014). Thus, due to the various religious
attitudes to music in Islam, some teachers can experience difficulties in
teaching RE with music to Muslims. Therefore, for Muslim students, it
is necessary to find sensitive approaches to teach with music, that are
sympathetic to Muslim cultures and values (Power, 2007). However,
most non-Muslim teachers are unaware of these issues (Harris, 2002).

The lyrics of a song, for instance, is the most crucial aspect in the
Islamic context to decide whether a song should be part of the school
context. The lyrics must be “permissible’ in terms of the religious rules.
In this regard, the genre has a minor role in this decision process. A
genre would not be promoted if the lyrics are not beneficial for the stu-
dents. The values and knowledge expressed in the lyrics are a major
concern. Yet, for religious musical forms such as hymns, prayers, and
chants, lawfulness or permissibility may not be discussed in the class-
rooms because of the endorsed traditional Islamic principles in these
forms (Berglund, 2014). However, the pedagogical concerns still must
be valid for these musical forms.
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It can be argued that, to exploit this advantage, a relatively new
musical form has emerged among Muslims: Halal-pop. This concep-
tualisation clearly implies that pop music is not halal. Halal-pop is
a musical genre that uses Islamic messages and themes in its lyrics,
in contemporary and popular Western-style music. It highlights the
relevance of Islam to contemporary Western-youth culture in various
modern musical genres such as hip-hop, rap, pop, rock etc. It might be
seen as the effect of customer culture in the everyday life of Muslims
(Morris, 2013). For Morris, there are three necessary features of such
music: made by Muslim musicians; containing self-conscious Islamic
or Muslim subjectivities; and has a singular, or at least significant, ori-
entation toward a Muslim audience and consumer market (2013: 133).

In a similar vein, hip-hop music in South African Christian culture
is utilised to communicate beliefs and values to young audiences in a
form of religious pedagogy. Due to hip-hop’s pedagogical elements
such as encouragement of creative verbal self-expression, stressing in-
dividual experiences and commenting upon society, and the mimetic
aspects of hip-hop culture, this music presents musicians as role mod-
els and expresses religious identities of various social communities
(Abraham, 2015). However, it does not mean musical works in these
forms (religious genres and halal-pop) are always pedagogically apt
for educational practices.

Apart from general musical practices of RE, the role of music in
RE is also discussed in the context of pupils with special needs (Brown,
1991), and students who learn better with aural activities (Yorulmaz,
2012). Music at least supports the communicative dimension of RE,
where music allows all members of the RE community to engage in a
form of dialogue (Stern, 2004). In addition, unfortunately, music is of-
ten regarded as a subject for the ‘able child’ (Brown, 1991). However,
when working with musical material in RE, students’ emotional and
intellectual responses to music challenge the determination for ability
in musical practices (Stern, 2004). As musical expression extends both
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emotional and intellectual experiences, music can help students to
know, to express, to communicate, and to extend their sensations and
feelings, regardless of their ability. Moreover, music, as a factor of sen-
sory development, an emotional outlet, as a way of socialisation, and as
encouraging awareness of cultures and religions, supports students in
RE. Therefore, musical experiences in RE can contribute to the pupils’
integration of mind, emotion, and body in various ways (Brown, 1991).

Musical practices are not only relevant for the context of RE, but
also used with numerous purposes in religious rituals, cultural trans-
mission, communication, advertising, and marketing (Babacan, 2019).
However, while moral and educational aspects of music are recog-
nised (Carr, 2006a; Yob, 2006), the religious pedagogical uses of music
have been understudied in the field of educational studies (Abraham,
2015). As the influence of music is well evidenced in many fields in-
cluding education subjects (Babacan, 2019), the objective of the present
research is to discuss its benefits in the context of RE.

4.2, Practical Question

In practice, listening to music, singing, and music-making are the most
preferred activities in the RE classrooms (Berglund, 2008). Musical ma-
terials in RE can open new paths in the experience of religion. In this
regard, music does not only facilitate deeper understandings of religi-
ous material, but also provides opportunities to express feelings and
thoughts (Babacan, 2019).

For celebrating mawlid (the Prophet Muhammad'’s birthday), for
instance, pupils have an opportunity to perform religious music, for
which they must spend weeks in practice. During these works, they
do not only learn to perform well, but also learn the knowledge (ex-
pressed in the musical extracts), build an emotional connection with
the subject (Prophet Muhammed), and rehearse for presenting (to
be familiar with the behaviours) (Berglund, 2014). In other words, it
brings the intellectual, affective, and behavioural responses of stu-
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dents to the musical activities. By singing about Ramadan as well,
pupils” religious and cultural identity is consolidated by Ramadan.
Hence, using songs is not only about learning concerning Ramadan in
a joyful way (offering different ways of learning), but also about mak-
ing religious knowledge relevant to youth culture (Berglund, 2008).

When music takes part in the classroom for celebrating festivities,
music and singing are connected to the telling of narratives, to which
Islamic history is related. By using music videos (of popular singers)
in RE, the teacher assumes that the musical material is a bridge be-
tween the content of the RE subject and the life situation of the pupils,
therefore this material and method support students’ Islamic identi-
ty (Berglund, 2008). In this regard, musical activities are not only for
teaching history, but also for pointing towards the future. The aim is
making the students concerned about good behaviour.

Apart from the role of music in celebrating festivities, complement-
ing narratives connecting to Islamic history, and being part of worship;
both teacher and students get benefits in RE by means of musical activi-
ties. Singing is a way of giving variation to the teaching of RE, therefore
it enhances the learning processes of students. (Berglund, 2008). Be-
sides, as music in RE offers an effective learning and teaching environ-
ment, it enhances teachers’ effectiveness as well as students’ experience
of understanding of the educational material (Babacan, 2019). Hence,
musical materials should be adequately used in RE. Even in some cas-
es, when students do not understand well the meaning of a musical ex-
tract of a foreign language, it is not a problem to learn the text by heart.
The repertoire of the songs to be used in RE must be sufficiently wide
for all pupils to find a song to sing and listen to (Berglund, 2008). Thus,
rather than having a complete list of musical extracts, the teacher must
have the flexibility to adopt different material for RE.

Beyond the Islamic perspective, using music in connection with par-
ticular occasions, times, and festivals of religions can improve RE skills,
in relation to cultural and spiritual development (Stern, 2004). With ap-
propriate musical material, a lot of cultural and religious knowledge can
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easily be brought into the RE classroom and singing is an effective way
of transmitting this knowledge. Culturally sensitive musical material can
provoke students’ thoughts when they are engaged with the task (Power,
2007). The lyrics of the chosen material, for example, are crucial for teach-
ing, and even make the musician a role model in the eyes of students. As
long as music helps students to learn cultural and religious matters (Ber-
glund, 2008), teachers should include music in their teaching.

Stern (2004) provides a practical overview of the use of music in
RE by which he merges the activities and the expected outcomes. Ac-
cording to Stern, for investigation, RE classes should employ relevant
questions about musical activities to gather information for the evi-
dence of religious traditions. For interpretation, music can strengthen
the meaning of the class subject for the pupils. For reflection, music
can address feelings, relationships, experience, beliefs, and practices.
For empathy, considering the thoughts, feelings and values of others,
pupils may explore the links between values and commitments by
analysing unfamiliar music. For evaluation, RE can utilize “positional
music’, promoting a particular viewpoint, to discuss the issues of re-
ligious significance. For analysis, exploring distinctions and common
themes, and comparing the music of different traditions might be used
to distinguish opinions, belief, and facts of different religions. For syn-
thesis, students can select, or compose, and perform music for a par-
ticular situation or classroom subject so that they can bring ideas and
feelings together for linking features of religion in a coherent pattern.
Ultimately, using music in RE is a kind of application, that students
make an association between religious thoughts and individual, so-
cial, and situational perspectives (Stern, 2004: 109-111).

For a method inviting learners to care about the teaching subject
of RE, by integrating feeling and learning, Mercer (2019) calls religious
educators to engage emotions in teaching-learning context, rather than
emotional manipulation. Which method can grant this experimental-
ly? According to Brown (1991), in the classroom level, the role of mu-
sic in RE for learning is inseparable from students cognitive, affective,
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and behavioural responses. For learning, this role provides involve-
ment (willingness to become engaged in a task), awareness (under-
standing of some elements of the activity), responding (experiences
with emotional and intellectual investment), discriminating (ability to
make judgements and evaluations), and communicating (using music
to “speak’ to others). Similarly, according to Babacan (2019), students’
academic achievement level is better with the use of musical material
in RE, in comparison to teaching without music. Furthermore, when
students learned with musical activities, their knowledge retention pe-
riod is extended. Additionally, this group has a more positive attitude
for RE. Consequently, using music in RE directly influences students’
interest, participation, and motivation in the course (Babacan, 2019).
Since music contributes to the intellectual, mental, emotional, cultural,
social, and psycho-motor development of children (Yorulmaz, 2012),
there is no reason for RE to ignore it as an educational method.

In establishing a quality learning environment in RE, musical ac-
tivities should reflect and express the values of cultural and religious
knowledge, background knowledge (readiness of students), inclusiv-
ity, connectedness, and communication (Power, 2007). As music is
present in students’ lives, using music in RE is the teacher’s response
to students’ learning needs (as well as to the community where the
school is located). However, further curriculum and pedagogical de-
velopment is needed in order to using music creatively in RE. For the
musical material, for instance, there must be a connection to expected
outcomes of the themes discussed in the classroom. Moreover, the
material must be appropriate for the developmental and educational
level of the pupils (Babacan, 2019).

Music is one of the methods that can make RE lessons more effec-
tive, enjoyable, and productive. In particular, pupils in the early years
are inclined to learn through melodic patterns (Yorulmaz, 2012). Ac-
cordingly, using music to teach religious concepts can increase student
concentration and promote relatively easier and more lasting learn-
ing. Moreover, music in RE may provide a more enjoyable teaching-
learning environment and enhance positive attitude development for
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the teacher and the RE course. This is because musical activities sup-
port students with both the intellectual and affective experiences of
education (Berglund, 2014; Yorulmaz, 2012). Thus, music in the class-
room conditions is operational for RE, because it facilitates learning
owing to its capacity to communicate knowledge; it enables emotional
connectedness of students to the RE subjects through the affective re-
sponses, the celebration of religious festivities, and related narratives.

5. Meaning-Making Through Music

"As cognition without emotion is vacuous,
so emotion without cognition is blind’

(Scheffler, 1991: 4).

Even if Turkish music can persuade the listeners to feel certain emotions,
for the current research this is not enough to justify the inclusion of music
in RE, unless ‘emotion’ is conceptualised within the meaning-making pro-
cesses, and linked to the life of listeners (students), within this distinctive
subject area. Hence, the current section will examine the roles of musical
emotions for students in the meaning-making processes of education.
Meaning-making is a process of understanding that people expe-
rience a dynamic relationship with their social and cultural environ-
ments (Gustavsson, 2020). That means meaning-making develops and
changes according to the time (life) and experience of the individual.
It is strictly connected with teaching and learning because new experi-
ences and knowledge are meaningful in terms of our present reality
(Ignelzi, 2000). Accordingly, meaning-making involves two aspects:
intentionality (aboutness) and normativity (correctness):
Intentionality is sometimes called ‘aboutness’ and signifies the fact that
things that are meaningful extend beyond themselves by referring to or po-
inting to something else. Normativity refers to standards of ‘correctness’,
which is to say that meaningful actions are subject to normative appraisal
(Zittoun and Brinkmann, 2012: 1809).
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This brings to the fore the role of emotions and identity in the
learning process: when students actively engaged in making sense
of the situation, material, or relationships, they interpret these objects
with the help of cultural resources and similar situations they experi-
enced (Zittoun and Brinkmann, 2012).

For analysing the role of emotions in the meaning-making pro-
cess, Nussbaum (2001) highlights that as an individual’s emotions
have a particular object, the person has an intentional relation to the
object. In view of that person, therefore, the object is connected to cer-
tain characteristics and beliefs. Hence, these intentional perceptions
and beliefs hold a value or a judgement of the object for the person
(2001: 27-31). In evaluative judgements, a particular emotional reac-
tion to the object reflects its “aboutness’ (Manni, et al., 2017). For Nuss-
baum, emotion judgements are a sub-class of value judgments (2001:
30). Hence, emotions are relevant and an inseparable part of students’
meaning-making processes and a foundation for values (Manni, et al.,
2017), because emotions and values are part of complex, coherent cog-
nitive —evaluative processes.

To this end, now I will first identify the personal and social dimen-
sions of emotional experience. Secondly, I will evaluate the musical
emotions in order to understand and communicate their significance
in general meaning-making and cognitive processes. Third, I will ex-
plain the importance of music for learning and behaviours, accord-
ing to its connection between feeling and cognition. In this way, this
project intends to show how music might be meaningfully situated in
values education practices of RE teaching, harnessing its emotional
and cognitive power to students” meaning-making endeavours.

5.1. Emotional Experience within Personal and Social Dispositions

Although emotions are subjectively experienced, the conceptualisati-
on of emotion is theoretically crucial for the present research. As it
is clearly presented within the component-process model, emotions
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are multi-dimensional phenomena (Scherer, 2004). Even though felt
emotions (and self-reports of feelings) were prioritised in the previous
sections due to the practical convenience to the study, the components
of emotion are affective, cognitive, motivational, physiological, and
expressive processes —all of which may be reflected onto students’ ex-
citement about/responses to learning (Pekrun, 2016). In this regard,
component-process modelling is dominant for the present research.
Accordingly, self-reports for feeling experiences of students (Chap-
ter 5), the cognitive aspects of perceived emotions in teachers’ views
(Chapter 6), and implication of the current research (Chapter 7) are
grounded within this theoretical conceptualisation.

Musically induced emotions, namely felt emotions, may be an
experience of a single individual, whereas perceived emotions and the
connections between emotions and meaning-making, identity, cul-
ture, and society encircle listeners. This is known as the ‘bio-cultural
approach’ (Davies, 2011: 30), highlighting emotion to access the link
between the body and the social world (Lyon and Barbalet, 1994). It
is similar to Lazarus’s ‘rational-motivational-cognitive theory’. For
Lazarus, emotions emerge through person-environment interactions;
but they are not exclusively produced by the environment or by in-
dividuals (Lazarus, 1991). In this context, musical emotions might be
regarded as socially responsive phenomena, rather than as something
that starts and ends exclusively within the individual (Kullenberg
and Prambling, 2017). This is not to diminish the role of the listener in
emotional response, but moves beyond an individualistic paradigm,
highlighting the situatedness of emotional experiences in complex and
systematic relationships. Thus, multiple and interconnected factors
co-create individual and collective experiences in specific environ-
ments (Day and Harris, 2016). Accordingly, it might be argued that the
relationship between the listener and society forges the identity of a
person from biological individuality and social values (Davies, 2011).
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The elevation of socially constructed emotions helps to clarify the
social-historical contextual constraints and affordances of emotions in
education by representing them within classroom transactions. With
personally enacted emotions, the personal goals, standards, and beliefs
of education-stakeholders emerge during transactions (Schutz, et al.,
2016). In music-emotion studies, regarding the social construction of
emotion and identity (Garofalo, 2010; Becker, 2010), ‘environment’ af-
fects the listeners —even, for instance, for musical preferences and the
disclosure of emotional response (Thompson and Balkwill, 2010; Deno-
ra, 2010). Rentfrow and McDonald (2010) claim that music preferences
and personality are related. They argue that knowing the types of mu-
sic to which subjects prefer to listen to may contribute to understand-
ing their characteristics and potentially signify their status, social class,
sex, gender, and age in certain groups. Similarly, because of the social
representations of various musical styles, and the fans of a style, listen-
ers see themselves (or would like to be seen) in the ways that confirm
they have the same values, attitudes, and beliefs as other listeners and
fans. Briefly, it seems that both the personal (the psychological qualities
associated with music) and the social (specific attributes to music in
culture) factors are at work in music preferences (Rentfrow and Mc-
Donald, 2010: 683). Therefore, response to music listening, including
meaning-making, is simultaneously a matter of personal impression
and interpersonal relationship (Kullenberg and Prambling, 2017).

In the context of religious experience, it has been argued that re-
ligious music can trigger that kind of experience —but this is, at least
partially, a culture-dependent phenomenon (Demmrich, 2020). In
terms of neuro-psychological explanations, specific musical features
do seem to be transcultural triggers of religious emotions and experi-
ence (Schumaker, 1995 in Demmrich, 2020). In other study, however,
thinkers from the cultural-psychological position argue that it is mu-
sic originating from the cultural-religious context of the listener that
elicits religious experience (Miller and Strongman, 2002). Moreover,
it seems also to be the case that the listener must cognitively appraise
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his/her subjective feeling as a religious experience for this to happen.
For the interpretation of the musical experience as a religious experi-
ence, the individual should be informed about the meaning of his/her
emotional response, before music listening occurs (Demmrich, 2020).

These views are similar to the internal and external explanations
for musical emotions in the extensive music-emotion literature. The
internal perspective aims to explain the affective properties whereby
music activates the underlying mechanism and generates emotions in
listeners. The external perspective, by contrast, is concerned with per-
ceived emotions as ‘expressed by’, “possessed by’, “attributed to” or be-
ing ‘located in’ the music itself (Schiavio, et al., 2016). However, even
if all situational issues are controlled, listeners are of course free to feel
any emotion, due to their idiosyncratic and retrospective experiences,
regardless of the intrinsic features of music (Robinson and Hatten,
2012). In consequence, these perspectives are not always mutually ex-
clusive in practice and sometimes inform each other in various ways.

5.2. Significance of Musical Emotions for Meaning-making

In terms of heteronomous listening, music is a reference for meaning-
making and inseparable from personal, social, and cultural factors
(Meyer, 1956), whereas, for musical autonomy, music has an autote-
lic meaning with its properties (Scruton, 1997). In the combination of
these views, the musical meaning-making is informed by musical and
extra-musical factors, an interaction between perception, cognitive,
and affective phenomena (Gabrielsson, 2010). This process is conjoi-
ned with the social-cultural, developmental, and musical factors (Her-
bert and Dibben, 2017). Correspondingly, the key inquiry is how the
listener evaluates the perceived and felt emotions of musical activities
in a class and how this process is attached to meaning-making, re-
membering, and encoding information.

In line with the component process model discussed above in Chap-
ter 2.1 (Scherer, 2004), emotions are not only responses to the environment,
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but also part of active participation, which includes a range of interactive
strategies. Thus, musical actions, including listening to and emotionally
responding, are motivated and essentially affective. That is to say, the emo-
tionally motivated cognitive individual actively participates in his/her
own meaning-making process within the dynamic interplay between an
organism and its environment (Schiavio, et al, 2016). In other words, emo-
tions do not only fit into the listeners” life but also have a role in shaping
it (Solomon, 2008) through the intentionality of emotions (Robinson, 2005).

Given the physical, psychological, cultural, habitual environment of
the individual, it might be misleading labelling some emotions uncondi-
tionally ‘right’ or “wrong’, since environmental aspects assign the situat-
edness of emotions. Feeling angry, for instance, may not be appropriate
emotion against an infant’s infractions, but it might be desirable against
injustice (Yob, 1997). Accordingly, there is a relationship between emo-
tions aroused by music and the meaning promoted by those emotions.

In contrast, without engagement, just by feeling and perceiving,
Turkish music would be suitable for any kind of listener’s identity and
social construction. This is what is missed by Haddad (2011), in suggest-
ing the use of Arabic music moods in German music curricula. Since
each tradition favours a particular repertoire of emotions and values
as the medium for expressing its worldview (Davies, 2011), even if per-
ceived and felt emotions were cross-culturally similar, their meaning
for the listeners will be dissimilar according to the identity /belonging
of the individuals. Therefore, predicting the emotional response to the
pre-selected musical stimuli is crucial for educational interventions to
the extent that the emotional response is evaluated in that context. In
this regard, musical activities in a class might be intertwined with par-
ticular religious narratives, incorporating part of the children’s cultural
identity. For pupils, musical activities are not only a way of conveying
cultural/religious knowledge and identifying themselves, but also of
eventually learning with the help of emotions (Berglund, 2008).

Just as possessing knowledge does not mean that students will
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use it appropriately outside of school (Immordino-Yang and Damasio,
2007), having musically perceived or felt emotions does not imply that
students” meaning-making processes will be automatically activated.
Accordingly, for the current research, in line with Solomon (2008), Turk-
ish music with its emotional and cognitive promises in a RE class is a
tool by which students can engage with their own world —a bridge, we
might say, between their biological body and their social roles. Since
emotions occur in a cultural context, recognising the interplay between
an individual and his/her social environment may foster the connected-
ness of students, with the help of their own emotional experiences. Ad-
ditionally, this also indicates how musically accessible emotions can
be utilised for meaning-making within the teaching/learning process.
Such an approach recognises that students are not passive learners (Ker-
chner, 2013), nor just manipulated by music without their conscious expe-
rience, during the musical activities in RE or anywhere else. This is why
a mentality like the “Mozart effect’ is not relevant for the current research.

The term of the ‘Mozart Effect’ was coined by Rauscher, et al. (1993)
to label the supposed temporary enhancement of spatial performances
after listening to a piece of music of Mozart. Later the term was used to
refer both to the claims for the beneficial effects of listening to Mozart-
like music on improvement in spatiotemporal performance (Crnéec, et
al., 2006) and to reports of any cognitive enhancement associated with
listening to Mozart (Ivanov and Geake, 2003). In its origin, the Mozart
Effect indicated that spatial reasoning performance was improved in
conditions where participants listened to Mozart before the task com-
pared to listening to a relaxation tape and having silence. With the
“translation’ of this difference into IQ scores, music listening condition
has 8-9 points higher scores respectively compared to the other two
conditions. This enhancement was temporal and could be extended to
10-15 minutes period spatial task engagements (Rauscher, et al., 1993).
These findings proved technically hard to replicate and led to conflict-
ing results (Pietschnig, et al., 2010).
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The discussion on the Mozart Effect is still not over. Although
Rauscher (1999) made no such claim (he insisted that the effect is limited
to spatial-temporal tasks), the Mozart Effect was widely criticised for its
supposed role in the enhancement of intelligence (Chabris, 1999; Steele,
et al., 1999). Moreover, while the Mozart Effect was demonstrated in
college students’ spatial ability, popular media misrepresented it as
enhancing the general intelligence of children by listening to Mozart’s
music. With the misconception of “‘Mozart makes you smarter’ (Crnéec,
et al., 2006), the commercial industry produced and sold many records,
CDs, and books on the ground arguing that exposure to Mozart's music
stimulates the minds of children and has a positive impact on their IQ
(Pietschnig, et al., 2010). The term of “Mozart Effect’ was thus used with-
out a scientific base to signify long-term benefits in improving health,
creativity, and intellectual abilities (for example, by Campbell, 1997).

Ivanov and Geake (2003), however, report some evidence of the Mo-
zart Effect with school-aged children in a school setting within experi-
ment-control group design. Additionally, a similar result was obtained
in their study with Bach’s music. Moreover, in this experiment, children
listened to music during the task, not prior to the spatial tasks. Hence,
these findings have different standards than the original Mozart Effect re-
search. Conversely, it is still argued by sceptics that the Mozart effect is an
artifact of arousal and mood (Thompson, et al., 2001), therefore not spe-
cific to Mozart. In this regard, it is also suggested that listening to either
Mozart or popular music may result in better performance response, but
only for those who enjoy what they listen to (Chabris, 1999). Additionally,
it is also important to differentiate the discussions of the Mozart Effect
and the more general effects of music on children’s education. Overall,
there is some support for the Mozart Effect (Steele, et al., 1999), but it is
small and not substantially different from the effects of other kinds of mu-
sic (Pietschnig, et al., 2010). Given the paucity of evidence for school-aged
children (Crnéec, et al., 2006), there is a definite need for much more re-
search on the pedagogical implications of the Mozart Effect.
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Even if everything related to the Mozart Effect is scientifically
proved, the current research does not favour using music in such a
way that puts listeners (students) in a passive and unconscious posi-
tion. In other words, for the Mozart Effect, the listener must do nothing
but listen, while not even knowing why he is listening or to what. This
is because the basis of the Mozart Effect denies the listener’s conscious
and intentional awareness of his/her own emotions and response to
music. Whatever happens with the Mozart Effect happens without lis-
teners’” active engagement and involvement.

By contrast, the current research seeks to conduct a study with
children, rather than on children, with the idea of promoting their
emotional response and their self-evaluation during class activities
(Kullenberg and Prambling, 2017). Conscious, deliberative experience
is central to emotion and its relation to thought and knowledge (Wi-
nans and Dorman, 2016). Accordingly, for this research, students are
required to be active listeners, active participants in class activities to
facilitate the learning environment. Consequently, this research does
not expect that listening to a piece of music of Mozart (or any kind
of music) incidentally makes the listener smarter and the classroom/
teaching /learning environment better than it was. However, the role
of music in classroom activities for the present research is contemplat-
ed within the meaning-making processes.

5.3. Linking Musical Emotions to the Education Process

Emotion and cognition are interrelated in a complex system of co-
regulation, in the educational context (Meyer and Turner, 2006). While
it might be theoretically favourable to distinguish emotion and cog-
nition for studying learning, they are deeply intertwined within the
total experience. Given that this separation does not represent the cog-
nitive and sensory aspects of emotions, ‘rational passions’, ‘perceptive
feelings’, ‘theoretical imagination’, ‘cognitive emotions’ or ‘emotional
cognitions’, ‘informed expression’ (Yob, 1997), and ‘emotional tho-
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ught” are the terms used to encompass both affective and cognitive
domains (Immordino-Yang and Damasio, 2007).

Some emotions have essentially cognitive aspects. Cognition is
the focus, while emotions revolve around it (Yob, 1997). According to
Scheffler (1991 in Yob, 1997), emotions contribute to the task of cogni-
tion. Even though feeling and reason remain separate, the process of
reasoning normally involves emotional factors (Yob, 1997). This is not
to say that emotions and cognition rule each other (Immordino-Yang
and Damasio, 2007), nor that emotions and learning are antagonistic
to each other (Mercer, 2019).

From emotional to intellectual, a range of human experience might
be discerned in musical expression and in the emotional response to mu-
sic (Brown, 1991). Thus, studying musical emotions in educational set-
tings is complex and challenging because of the multidimensional con-
text (Schutz, et al., 2016). Moreover, rather than separating thinking and
feeling (or cognition and emotion), emotions as a part of social and in-
tellectual life are deeply involved in e.g., building memories, engaging
with complex thoughts, and making decisions. Correspondingly, emo-
tions, distinct from cognitive skills, become a dimension of the skill itself
(Immordino-Yang, 2016: 18-9 in Mercer, 2019). As long as human subjects
continue to learn to make sense of their emotional reactions from devel-
oping experience of various situations, educational contexts must be a po-
tential ground for the integration of emotion and cognition (Mercer, 2019).

The role of feelings in education might be stressed anew with the
connections between emotion, social functioning, and decision mak-
ing becoming more obvious. Teachers, at least, recognise that students’
academic performance is impacted by their emotions (Mercer, 2019) be-
cause the cognitive aspects of education, including learning, attention,
and memory, are affected by the processes of emotion. Furthermore,
the adaptation of skills and knowledge from the school environment
to real-world settings is also oriented by the emotional processes (Im-
mordino-Yang and Damasio, 2007). From a different perspective, Yob
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(1997) uses the term ‘informed expression’. This term highlights the
convenience of cognition to guide feelings and emotional responses.

Emotionally directed reasoning works within systems of knowl-
edge that are relevant to the current situation (Immordino-Yang and
Damasio, 2007). This argument has an advantage for Religious (or Mor-
al, or Values) Education: “Morality is not solely a matter of reason nor
solely a matter of feeling but does in fact involve both’ (Yob, 1997: 44). It
is however important to stress that this is not a call for emotional manip-
ulation, but a call for finding ways to enhance the emotional aspects of
learning in education (Immordino-Yang, 2016: 18 in Mercer, 2019). It is,
for religious educators to invite learners to care about RE content, which
again involves making connections for reflection and learning between
the students and the work of teaching and learning (Mercer, 2019).

Recognition of the moral significance of music in shaping character is
far from new (Carr, 2010a). What is learned through emotional experience
[of art] is not only theoretical knowledge, but also practical understand-
ing of the motivations, vulnerabilities and achievements of human beings
(Robinson, 2005). This is a way of thinking about music and emotions with
two principal functions: the imitation or transformation of an external real-
ity (mimesis), and the purification of the soul through affective experience
(catharsis) (Cook and Dibben, 2010). Hence one of the reasons music at-
tracts people might be the opportunity it affords for exploring the emo-
tional life of others and for understanding our own emotions. Appreciating
social groups’ clustered values and emotions, imitation of others can help
children to learn their identity and absorb the values of the group (Davies,
2011). Lyrics, for instance, might be the way to present role models in the
classroom, if the lyrics succeed in connecting the cultural and societal cir-
cumstances of religious tradition to contemporary students. In this way,
beyond teaching language or intellectual behaviours, the music reminds
students of their identity and belonging (Berglund, 2008). Consequently,
emotions have benefits and costs for students in relation to nurturing their
identity and their learning opportunities (Lewis and Crampton, 2016).
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Since music is a mode of expression, it produces, forms, transforms,
transfers, and creates values. Hence, with the help of emotions, music
may promote the values of the culture (Kramer, 2009). Music can also
facilitate the encoding of information in RE when the emotional state
caused by music is compatible with the content of the classroom (Tes-
oriero and Rickard, 2012). While the internalization of information and
meaning is experienced by individuals, that process has been given a di-
rection by the environment (Wertsch, 1998) in accordance with the social
and cultural strands of cognition and feeling (Nias, 1996). Moreover, we
now recognise that ‘meaning’ occurs within the entire ‘being’ of learn-
ers. Mental abilities and affective states are equally responsible for creat-
ing and interacting with meaning in the environment (Kerchner, 2013).
Because students can know and feel through musical activities, their
ability to address and construct values while engaging with the musical
material must be recognised (Kullenberg and Prambling, 2017).

Furthermore, theoretically and methodologically integrating
emotion to cognition for classroom conditions may promote students’
emotional experience around the motivation to learn. Then emotions’
central role emerges in the learning environment itself, where emotions
arise and, at the same time, construct and alter the environment (Mey-
er and Turner, 2006). As emotions are a way of evaluating the current
situation and possible reactions to it (Scherer, 2004), they are bound to
their contexts of production and reception. In sum, ‘the cognitive pro-
cesses are sensitized, focused, invigorated, directed, broadened, and
sharpened by the emotions; the emotional processes are informed, se-
lected, communicated, appreciated, enhanced, and cultivated by rea-
soned analysis and judgment’ (Yob, 1997: 55). Ignoring students” emo-
tions means failing to value a critical motivation for learning. Even if
students somehow instrumentally acquire knowledge and reasoning
skills, these are not enough unless they can employ these skills in out-
of-school conditions. Because emotions reverberate throughout learn-
ing and accessing knowledge, RE professionals must take seriously
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this relationship between emotion and cognition in effective learning
environments (Immordino-Yang and Damasio, 2007).

Education is concerned with emotions that require perception
of an emotional trigger, evaluating or imaging a situation, and the
resultant physiological changes in body and mind. Knowledge di-
vorced from emotional implications and learning suffering from lack
of meaning have little chance of being applied in out-of-school con-
texts (Immordino-Yang and Damasio, 2007). Similarly, religious for-
mulations are spiritually dead when their emotional connection is lost
(Yob, 1997). For Heelas, et al., (2005), this perspective is the reason for
declining traditional religious adherence and for the rising number of
alternative and New Age spiritual practitioners in Britain.

In line with mainstream constructivist theory (Kerchner, 2013), this
research supposes that High School and post-High School students
are in many respects experienced learners with their prior knowledge,
skills, beliefs, values, and emotions. Students are by this stage ordinar-
ily expected to interpret the perceived and felt emotions that promote
their own learning. These might be introduced, taught, and supported
by teachers, but cannot be generated on behalf of students. Just as there
is no absolute relationship between felt and perceived emotions (Ga-
brielsson, 2001-02), there might be multiple interpretations of the musi-
cal emotions in classroom activities. Hence, the students’ affective and
cognitive responses must be accepted and evaluated in their unique
conditions. For RE teachers, the objective is to lead the students to in-
terpret those emotions for students’” own meaning-making purposes.

Two fundamental aspects of human inner life were highlighted
in this section: cognition and emotion, or reason and feeling, or cogni-
tive and affective, or mind and heart. There are mutual empowerment
and enrichment between them —as most of the world’s great religious,
spiritual and philosophical traditions teach. Human thought rarely
excludes one for the other (Yob, 1997). Accordingly, there is no desire
to separate cognition from emotion in educational theory. Hence the
present research offers to promote and strengthen the connection be-
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tween emotional and cognitive faculties by means of musicin RE class-
room interventions. On these assumptions, the pedagogical model of
the current research (similar to St John, 2006) proposes, first, to begin
with the child. The teacher must recognise students’ current level of
knowledge and their conscious engagement with the musical material
for teaching and learning. Students should be allowed to study along
with the musical material, applying the cognitive and emotional skills
to create meaning for themselves. The role of the teacher is to help stu-
dents to bring their experience into practice within the social context.
On these grounds, this research highlights the role of musical
emotions in RE in promoting children’s learning, especially in terms
of linking musical emotions and meaning-making practices with the
formation of values. This interaction is conceived in terms of two
ways of connecting to the modes of musical emotions: 1. Emotional
connectedness to the teaching subject: musically triggering relevant emo-
tions for the teaching subject; for example, inducing joy during the
teaching of friendship. The key is to be able to determine the felt emo-
tions in response to music before conducting classroom activities. This
will be evaluated in Chapter 5 through students” emotional responses
to musical listening. 2. Cognitive engagement with the teaching subject:
stimulating the mind with the perceived emotions for the subject; for
example, musically conveying information related to the subject (sup-
porting readiness, attention, and memory). The point is to deepen stu-
dents’ familiarity with the expression of music. This will be examined
in Chapter 6, with RE professionals” views duly considered. Thereaf-
ter, the extent to which these perspectives might be combined in RE
by means of musical interventions that can foster valid educational
outcomes will in Chapter 7 be subject to detailed discussion.

I started this chapter with the arguments on makams’ specific
emotional effects on the listeners in the context of Turkish music cul-
ture; in association with the traditional works, contemporary studies,
and my evaluation of the relevant literature. After that, I reviewed the
music-emotion studies within the Western context. In this section, four
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perspectives have led the discussion: the music itself, human factor,
conditional / situational effects, and interactions between these factors.
With my response to the Western literature, this section expressed the
rationale for using Turkish music excerpts, selecting school-age par-
ticipants, the experimental design of the study, and the educational
approach of the current research. Next, this chapter evaluated the in-
tersections between music and emotion in the context of Religious Ed-
ucation. The conceptual and practical queries were reviewed around
the values and meaning-making processes in relation to musical emo-
tions. Regarding the rationale for the educational implementation, this
chapter has benefitted from both music-emotion field and educational
studies by stressing the role of music with its emotional capabilities to
facilitate the education process for teaching and learning.






Chapter IV
Methodology






1. Introduction

The purpose of the current chapter is to present the methodological
approaches taken throughout the research and to explain the decisions
that may affect the way that it is conceptualised. This chapter therefore
describes the data collection methods and analysis processes in accor-
dance with the philosophical framework of the research. In addition, it
elaborates the perspective from the literature that informs the research
and refers to ethical issues as well as pointing out the role and respon-
sibilities of the researcher.

This research aims to open a discussion on a theory of whether mu-
sic can serve a base for religious education (RE) in order to improve the
quality of the values education domain in RE. Thus, the current research
was conducted firstly to assess listeners” emotional response when they
listened to Turkish music; then to evaluate RE professionals’ views on
the place of music in RE. Subsequently, both perspectives are combined
to discuss the value of music in RE to empower values education.

2. Conceptualisation

To avoid producing ‘second-rate” educational research (Evans, 2002),
it is vital to reach the exact meaning of the key terms of the research
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(Coll, 2008). That is not only important for the researcher but also for
those who engaged with it, such as the participants and the readers.
This is a way of ensuring that there is a constancy between that which
the researcher was studying and what others understand about it.

Presenting detailed meanings of the main concepts of the current
research is the reason for having the relatively large chapter, “The Con-
ceptual Framework’. In Chapter 2, it was stipulated how this research
ascribes the term of emotion, the understandings of music in Islamic
thought, the concept of makam in the Turkish music system, and the
limits of values education domain in the Turkish RE system. These
concepts may be differently described according to the purposes and
field of any research.

However, the above-mentioned chapter clearly states why the
researcher preferred the description of ‘musical emotions’” among the
many definitions and qualifications of emotion. In the same way, it is
necessary to explain how music is praised or vilified in different Mus-
lim traditions. There would be no need for that kind of explanation if
this research were about a different concept such as ‘story’ rather than
‘music’. This is because story-telling, story-making, or story-writing is
less controversial in Islamic thought than music. This explanation may
also serve as a reply from the researcher to the implied question in the
reaction of some people to the purpose of the research: ‘Oh well, it is good
you to try to empower RE. However, I do not understand why you would like
to empower RE with something that is forbidden in Islam’. Similarly, ‘makam’
might be defined from many different perspectives, whereas, in this
study, the focus is on its capacity to induce emotions. In addition, val-
ues, and values education, may be explained with varied insights. Yet,
the main purpose of adding that title in the ‘conceptual framework’ is
to highlight the role of emotions in values education for which lack of
awareness is quite apparent in RE. Appropriately, the researcher high-
lights the fact that this study was conducted for educational purposes.
To sum up, skipping to the ‘findings’, ‘discussion’, or ‘conclusion’ may
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miss the bigger picture. Therefore, it is recommended to read the con-
ceptual framework of the research to grasp the overall idea.

3. Research Design

There are two main methods of data analysis in empirical research,
known as quantitative and qualitative. The term ‘mixed methods’ is
usually taken to mean using both within one research project (Dens-
combe, 2010; Padgett, 2017) and this was adopted here as an overall
design in order to triangulate the findings. The data used to address
the first sub-question of the research, to measure emotional response,
was analysed quantitatively; that for the second sub-question, about
the RE professionals’ experience, was analysed qualitatively. After
that, answers/findings of both questions were merged into for imp-
lementation possibilities for RE within thematic analysis procedures.
Accordingly, in this research design, there is a need to clarify the use of
the literature and the positionality of the researcher.

3.1. Quantitative Method

Since the first sub-question of the research is an inquiry to assess how lis-
teners emotionally respond to listen to music, this research begins with
quantitative investigation. In order to measure the listeners’ emotional
response to music listening, Geneva Emotional Musical Scale (GEMS)
with Likert-type ratings has been employed. Among many other ways
to capture emotional arousal towards music, GEMS is one of the self-
report instruments to evaluate listener emotional response. This method
is primarily developed and introduced by Zentner, et al. (2008).

The procedure in the current studies of musical emotion induction
is to ask participants firstly to listen to music and then to rate predeter-
mined affect terms to describe their feeling in response to the music.
The rating terms reflect either basic (or discrete) emotion theory (such
as angry, fearful, surprised, happy, and sad) or alternatively the terms
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derived from the affective circumplex and its variants (such as bored,
alert, hopeless, energetic, sleepy, and satisfied). Discrete or basic emo-
tion theory (Ekman, 1992; Izard, 2007) focuses on a small number of
basic emotions (Zentner, et al., 2008). However, the circumplex model
regards emotions as having a mixture of two core dimensions, valence
and arousal, representing pleasure-displeasure and activation-deactiva-
tion continuums (Sloboda and Juslin, 2010; Zentner and Eerola, 2010).

Beyond the theoretical context, it is argued that previous stud-
ies have several limitations such as (1) having a focus on emotional
characteristics of music as perceived by the listener (Rigg, 1964), (2)
not having critical information about the criteria of selection for musi-
cally relevant affect terms, (3) the procedures used for data processing
and validation, and (4) a lack of interest in looking at the findings on
music-related emotion from the broader context of general emotion
theory and research (Zentner, et al., 2008).

However, GEMS does not suffer from those conceptual or method-
ological pitfalls that undermined its reliability (Zentner, et al., 2008). Its
list of music-relevant emotion terms, suited to describe felt emotions,
was compiled from across five groups of listeners with distinct music
preferences. By having a larger and more representative sample of lis-
teners and examining emotion ratings; GEMS also examines the differ-
entiation, or structure, of musical emotion ratings based on confirma-
tory factor analytic procedures. In addition, the basic and dimensional
emotion models were compared with the domain-specific framework.
In this regard, it was questioned whether (1) listeners more frequently
choose emotion terms in the musical emotion model rather than the oth-
er two, (2) the musical emotion scales provide higher agreement across
listeners than the scales of the other two models, and (3) emotion ratings
based on the musical model provide a better discrimination of the music
excerpts than the discrete and dimensional models. By the ratings of
the domain-specific checklist, these challenges were affirmatively an-
swered, and the most powerful discrimination of musical excerpts was
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obtained (Zentner, et al., 2008: 511). Therefore, the GEMS model was
applied as a measurement device for studying the musically induced
emotions, to address the first research sub-question.

Rather than that of GEMS-33 and GEMS-45 (Zentner, et al., 2008),
the participants were supplied with a shorter GEMS-25 emotion check-
list with special permission of the author of the scale (Zentner, 2017).
Since the only Turkish study in the literature using GEMS-45 is that
of Arman (2015), the scale was translated to Turkish. Upon special re-
quest (Zentner, 2017), the Turkish translated version of GEMS-25 was
shared with Prof. Zentner as well.

The musical excerpts participants listened to were selected after
the literature review was completed (a detailed account of informa-
tion on the selection process of makams and the stimuli was also given
in the section ‘5.2.3. Materials’). This part of the research is typically
based on listening to the excerpts and rating the emotional response.
Participants must rate their felt emotional reaction to musical excerpts.
In this part, participants were recruited from two domains, UK and
Turkish based, to make comparison according to cultural and environ-
mental differences. In order to measure to what degree their under-
standings and cultural backgrounds have an impact on the results of
emotional response, it was questioned whether their previous concep-
tions of the music are meaningful. Thus, before starting the listening
sessions, GEMS-25 was also accompanied by a survey of participant
music listening habits and educational, religious, and demographic
background questions, etc. for detailed analysis.

In Turkey, the participants used a paper version of the question-
naire in Turkish (Table 9, 10, and Appendix-3.1). The potential par-
ticipants were approached through their schools and no individual
participation was accounted for. Suitably, ethical rules and local per-
missions governed the recruitment progress. For paper-based ques-
tionnaire sessions, schools’ halls/rooms and the electronic devices to
listen to music were used. Simple instructions on how to complete the
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questionnaire were briefly given to the participants by the researcher,
especially when young participants who might be unfamiliar with the
method were involved in the research.

In Scotland, the participants reached the online version of the ques-
tionnaire in English (Appendix-3.2). The link for the questionnaire was
only shared with the schools interested in being part of the research
project. In other words, the possible participants were only contacted
via their school / department management team. Ethical guidelines were
strictly followed, and the researcher was not present during when the
questionnaire was processed. Correspondingly, whilst instructions were
givenbeforehand in the form, it was expected that the participants would
complete the questionnaire with their own equipment and ability.

3.2. Qualitative Method

The current research is suitable for qualitative data analysis for the
second sub-question. This is because that question is about to unders-
tand how the place of music is experienced by RE professionals, which
fits well with the qualitative research paradigm, in order to offer a the-
ory to enhance the use of music in RE. Oktay (2012) advocates qualita-
tive analysis as appropriate for (i) a topic about which is little known,
(ii) a topic of sensitivity and emotional depth, (iii) studies of ‘lived ex-
perience’ of practitioners, (iv) studies to understand programs and in-
terventions, and (v) studies of complex social processes. Furthermore,
‘Qualitative studies might also explore how practitioners think about
agency initiatives to encourage use of evidence-based interventions,
or strategies they use to avoid using them” (Oktay, 2012: 31).

As qualitative analysis was used, grounded theory was adopted to
conceptualise the investigation of the second question. The research pro-
cess was determined by (i) the goal of theory development, (ii) the inter-
action between music, subject, and situation, (iii) the multistage process
of data gathering and analysis, and (iv) the key components of theoreti-
cal sensitivity, constant comparison, theoretical sampling, and theoretical
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saturation (Oktay, 2012). Since grounded theory was developed for the
discovery of new theories with its creative-constructivist or exploratory-
seeking character (Glaser and Strauss, 1967; Charmaz, 2017), it deserves
special attention for research in RE (Rothgangel and Saup, 2017). Next, I
will explain the value of grounded theory for the present research.

As an interpretative research methodology, grounded theory is
advantageous for generating data-based knowledge (Glaser, 1978) and
widely used by social scientists (Denzin and Lincoln, 2018). One of its
advantages is that researchers do not have to define the problems when
the variables/data are not known (Creswell, 1994). The strength of the
theory is its ability to look at the situation at a particular time in the re-
search field (McCallin, 2003). For the present research, grounded theory
has framed the approach to understand how RE professionals evaluate
the place of music in RE environment, which defines the situation.

Grounded theory might be described with its basic premises. First-
ly, as with qualitative data analysis, it is basically pragmatic (Glaser and
Strauss, 1967). Then, the second is that generating new concepts and
theories is the aim of qualitative analysis (Denscombe, 2010). It is a prac-
tical method and developed from fieldwork. As applied to RE research,
‘using grounded theory to arrive at a practical theory would require
constant reference to teaching practices’ (Rothgangel and Saup, 2017).

The third is that ‘theories” must be ‘grounded’ in empirical reality
(Denscombe, 2010: 107), and a way to do that is to conduct data col-
lection and analysis concurrently (Glaser and Strauss, 1967; Strauss,
1987). The fourth is, for the researcher, of being open minded (Glaser
and Strauss, 1967; Denscombe, 2010). While this is required to avoid
research being externally directed (whether by literature or by the
knowledge, bias, and desire of researchers themselves) rather than
driven the data, it does not mean that researcher is blank minded (Cre-
swell, 1994). At the same time, the researcher still needs knowledge of
general ‘questions’ and ‘perspectives’ that contribute to understand
actions and interactions of the people who engaged in the research
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(Glaser, 1998). As long as the researcher is willing to critically examine
preconceived ideas, it is not a problem having those kinds of ideas.

Grounded theory has changed since its launch (Glaser and Strauss,
1967; Strauss and Corbin, 1998; Charmaz, 2017; 2006; Charmaz, et al,,
2018), and its method steps are not to be understood as ‘rigid’ laws (Strauss
and Corbin, 1998: 41; Strauss, 1987: 7). The concurrence of data collection
and analysis is a characteristic of grounded theory. Data collection and
analysis are operated by the two general techniques; constant comparison
and asking questions (Strauss and Corbin, 1998: 44). Three basic coding
methods (open coding, axial coding, and selective or theoretical coding)
of grounded theory are frequently used in the analysis process of the cur-
rent research, in a constructivist approach (Charmaz, 2017).

By starting data analysis with a fundamental openness, the re-
searcher must abandon any preconceptions and all theoretical back-
ground that might influence theoretical sensitivity. That is an ability
to detect what is really important in data and needed to give its mean-
ing (Strauss and Corbin, 1998). Thereby, pre-conducted ‘poor” analysis
that is not ‘grounded’ in the data must be avoided. ‘The balance be-
tween what researchers know and what may be found in the data’ is
important (Strauss and Corbin, 1998: 30) to the extent that additional
data collection is required if the previous data collection and analysis
have not attained a ‘saturated’ theory. Theoretical saturation means
‘no additional data are being found whereby the sociologist can de-
velop properties of the category’ (Glaser and Strauss, 1967: 61).

In this process, the role of the literature seems to be problemat-
ic on the grounds of the idea that the researcher must delay the lit-
erature review until the end of the analysis to avoid contamination.
However, using literature through analysing with the sensitizing prin-
ciples such as “theoretical agnosticism, theoretical pluralism, theoreti-
cal sampling of literature, staying grounded, theoretical playfulness,
memoing extant knowledge associations, and constant reflexivity” in
‘Informed Grounded Theory’ (Thornberg, 2012) may overcome its disadvan-
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tages. Hence, the informed researcher should not pretend to be a ‘theoretical
virgin’, but should be accepting of the ‘situatedness’ of both the researcher
and the research (Clarke and Friese, 2007: 366-370; Clarke, 2005). This
is because it is not possible to ignore the researcher’s own expertise
in the research fields, as it is for the current research. By the valid-
ity of the researcher’s responsibility, there is no need for the denial
of the literature, a loss of knowledge, and lack of the reflection of the
researcher (Thornberg, 2012). Furthermore, for grant applications and
preparing proposals, the researcher may need to read the literature
before starting the research. As a result, the theory employed in this
research might be called ‘informed’ grounded theory by using the lit-
erature in a sensitive, creative, and flexible way:.

The last premise for grounded theory is not to determine all the
participants of the study at the beginning of the research (Denscombe,
2010). This is a way to prevent data manipulation by pre-selected
participants and any prior assumptions. In other words, as the term
‘grounded’ suggests the ‘object-oriented” or even the ‘object-based’
methodology, its theories must be developed on the data gathered
from the participants (Rothgangel and Saup, 2017).

By starting with the second sub-question of the research, the cur-
rent research has contended with a qualitative approach which includes
grounded theory. Since it is stated that ‘where little theory has been
developed or existing theory is too abstract to be of practical use’ and
‘populations or problem areas that are new are often very appropriate
for grounded theory studies’, Oktay’s attributions (2012: 33) seem quite
relevant to investigate the experience of RE professionals. The question
was initially expressed as an area of interest, and it has specifically and
clearly emerged as the research progressed. Questioning ‘how the place
of music is regarded by RE practitioners’ is a query for the researcher to
understand the process, the answer of which was completely unknown
prior to the study. Thus, generating a theory on using music in RE class-
es inevitably needs the data gathered from those who have really ex-
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perienced the field. Similar to most grounded theory research, which
utilizes interviews and observations as the basic tools of data gathering
(Oktay, 2012), this research was conducted with interviews to capture
the interactions between individuals and their environments. The key
point here is to allow for the techniques of constant comparison, theo-
retical sampling, and theoretical saturation throughout data collection
and analysis. At this point, the position of the researcher will arise.

There is a phenomenon in the field of ‘music-emotion research’
called “demand characteristic’. It implies that, if participants find a cue
for the overall aim of the study in/during the listening-and-rating ses-
sion, they might change their answers of the emotional response accord-
ingly. From the perspective of the researcher, one of the similar issues
might be the ‘observer effect’. This is an effect, also called the “Heisen-
berg effect’, highlighting the position of researcher upon participants by
conducting the study (Bogdan and Biklen, 2007: 38-39). Asking ques-
tions to participants about a specific issue may simply lead them to an-
swer even if they have never been in a situation like that (Coll, 2008), on
the one hand. In that scenario, questions may reflect what is prioritised
by the researcher himself, on the other hand. In this stage, another issue
to be responded to is that of subjectivity and bias. Since it is quite nor-
mal to get different results from similar studies conducted by different
people of expertise, expressing the position of the researcher is valuable
both for the reader and for the researcher himself (Oktay, 2012: 134).

In addition, certain personal skills are praised for grounded theory
research as well as for qualitative research. Flexibility, self-reflection,
and the ability to multi-work in an iterative, nonlinear way, for in-
stance, are desirable (Padgett, 2017: 18). Moreover, “interest in thinking
conceptually, enjoyment of playing with ideas, a tolerance for uncer-
tainty, and a willingness to test ideas and to let go of those that are not
supported’ might be noteworthy for the researcher (Oktay, 2012: 41).
McCallin (2003) summarises the skills a grounded theory researcher
needs as thinking skills, communication skills, organisational skills,
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and creative ability. Apart from subject-specific suitability, one of the
reasons the researcher chose to conduct his research in grounded the-
ory is that he considered himself capable of doing it.

3.3. Thematic Analysis

The primary objective of the present research is to gain insight into the
ways by which musical interventions can support RE. For this objective,
Chapter 5 evaluates students’ emotional responses to music listening,
and Chapter 6 assesses RE professionals’ attitudes on using music in
classroom practices. Then, Chapter 7 is where these views are brought
together to discuss implementation possibilities, in comparison with the
documents including literature, curriculum, and policy guides.

Given that RE is a contested school subject (Conroy, et al, 2013),
and attitudes to music vary among Muslims (Berglund, 2008, 2014;
Harris, 2002), the expectation of Chapter 7 was not to provide a single
answer to the question of ‘how should music be used in RE?". Regard-
ing the context-dependant and subjective meaning of a piece of text,
I anticipate there will be different and distinct views and practices in
answering that question. As the qualitative and quantitative findings
of the present research are built on the responses of students and RE
professionals, it is hoped that this research will demonstrate the possi-
bility of pursuing a coherent relationship between the shareholders of
the educational realm. For any innovation in the field, the views of RE
professionals are essential and students” understandings and expecta-
tions must be addressed. However, there is no reason to ignore others
in the educational environment. Therefore, Chapter 7 also attempts to
evaluate other perspectives, where possible, for creating guidance for
musical activities in RE. Nonetheless, this is to indicate the ways the
present research might be improved by future studies.

Chapter 7 employs thematic analysis to identify, analyse, and in-

terpret patterns of meaning within its methodological sources (Clarke
and Braun, 2017). The convenience of this for that chapter is its flex-



154 Knowledge And Emotion-Based Musical Practices For Religious Education...

ibility, in that thematic analysis allows the researcher to use quantita-
tive and qualitative analysis in a more accessible form of interpreta-
tion with rich and complex data (Nowell, et al. 2017). Apart from that,
Chapter 7 requires a complex approach in addition to the quantitative
and qualitative findings; therefore, it involves content analysis of pol-
icy and curriculum papers, philosophical reflections on the literature,
and the analysis of learning resources of RE.

Because a part of the present research is new, namely investigat-
ing the potential of music for RE, I wanted to adopt an approach that
is exploratory to some extent rather than confining music as an educa-
tional tool into the present standards and expectations. Hence, I was
aware of the existing theoretical and conceptual knowledge presented
by pre-existing literature, curriculum, and policies. However, Chapter
7 remains free and open in exploring the implementation possibilities
promised by the previous quantitative and qualitative chapters.

During the thematic analysis process, findings of the qualitative
and quantitative investigations of the research (Chapter 5 and 6) were
combined and compared with the literature, policy, and RE curricu-
lum. Thus, Chapter 7 has three methodological sources for its analysis:
namely GEMS result for quantitative inquiry, interview findings for
qualitative interpretations, and already existed documents. Along
with comparison and evaluation of these methodological sources, a
set of three dispositions has emerged as “personal/intrinsic’, “cultural /
religious’, and ‘situational / responsive’. Additionally, three conceptual
approaches (affective, cognitive, and behavioural) have facilitated the
analysis. Owing to the thematic analysis, the abstract and theoretical
representations of the existed documents were merged with the prac-
tical considerations of quantitative and qualitative findings, for the
inferences of the future. In this regard, thematic analysis was used in
Chapter 7 to examine the perspectives of different research findings
of the previous chapters and highlighting similarities and unexpected
features for the implementation possibilities. Subsequently, as it is not
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necessary to identify and interpret all key contents by thematic anal-
ysis (Clarke and Braun, 2017), the chapter is guided by the research
questions for a rigorous analysis.

As thematic analysis is useful for the implications of patterns in
a critical framework (Clarke and Braun, 2017), it is used in Chapter 7
to interrogate the dispositions (personal/intrinsic, cultural/religious,
and situational / responsive), in line with the implementations of mu-
sical activities for RE. Furthermore, with thematic analysis in Chapter
7, the voluminous qualitative and quantitative findings were critically
analysed and reconstructed in a way that attempts to capture the sig-
nificant and consistent concepts that the aims of musical interventions
in RE classroom such as emotional, cognitive, and behavioural engage-
ments and responses. These engaging and activating roles, attributed
to music, are indicated by a range of interview transcripts and GEMS
results in the present research, and by the relevant literature. Conse-
quently, Chapter 7 condenses the data so that the present research can
have a succinct and organised closing chapter.

3.4. Use of Literature in the Research

There is a need to clarify how the present research has used the li-
terature. Regarding the quantitative and qualitative methodologies
applied in the research, the Literature Review (Chapter 3) was conducted
in two phases. Since music-emotion studies have informed the measure-
ment of emotional response to music listening, the first part of the litera-
ture review (Turkish and Western music-emotion studies) was conducted
before the quantitative investigations of Chapter 5. In contrast, as the qu-
alitative analysis of the interviews (Chapter 6) were designed in terms of
the grounded theory research strategies, the second part of the literature
review (RE, music, emotion, and meaning-making) was postponed until
data collection and analysis completed. After that, for thematic analysis
(Chapter 7), the relevant literature was a principal component of the dis-
cussion alongside the quantitative and qualitative findings.
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Considering the quantitative analysis, the basis of the experimen-
tal part of the current research was informed by the relevant literature
in a specific way: This research assesses the emotional response to lis-
tening to Turkish makam music. It is conducted within an experimental
design with the music-specific model, in a self-report approach. To the
best of my knowledge, GEMS-45 in Turkish (Arman, 2015) and GEMS-
25 in English (Altun and Egermann, 2020) have been used once for felt
emotional responses towards Turkish music. This research will be the
first applying GEMS-25 both in English and Turkish. The participants
are Turkish and Scottish students. The overall idea is to create an edu-
cational approach to assess the musical emotions for RE.

The translation process bringing together Turkish and English
resources has informed the experimental settings for the quantitative
analysis. For this, the translation process of the traditional attributions
to English and of GEMS to Turkish was conducted concurrently. The
rationale behind this process is to compare the similarities and conduct
an alignment between GEMS structure and the traditional emotion at-
tributions. In that respect, I did not borrow any translation without
questioning it. Rather than entirely depending on the translation of
GEMS-45 of Arman (2015), I reached an alternative translation of the
GEMS-25 adjective list. For this purpose, I asked one of my colleagues
to translate GEMS-25 to Turkish. Then, his suggestions, my translation,
and Arman (2015) were compared (Table 10). Furthermore, there are
in the literature about 60 makams (and makam groups) correlated with
emotional effects (Appendix-1). However, it would be experimentally
inconvenient for my research to test all of these makams using GEMS.
Similarly, another group of colleagues helped me to translate the tra-
ditional emotional attributions between Turkish and English (Appen-
dix-1). After that both translations were examined. While the contribu-
tors knew their own part in the translation, they were not informed
about each other. Subsequently, this comparison has also enlightened
the makam selection for the current research. In connection with GEMS
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factors, Table 6 shows the selected makams with emotional attribu-
tions. This table is also referred to in Chapter 5 for the measurement
procedures and analysis. Owing to this process, the makam selection
process is strictly associated with the GEMS factors (Table-6). Conse-
quently, I reached the set of 12 makams to be measured with their sup-
posed emotional effects on the listeners.

Table 6: Selection of Makams for the Experiment

GEMS Factors Makam Attributions

Contentment, Complete Relief, Strength,
1 Mahur Courage (Sirvani in Akdogan, 2007;
Urmawi in Kalender, 1987)

Relish, Zest, Flavour, Pleasure (Ak, 1997
Wonder in Somakgi, 2003; Urmawi and Meh-
med Celebi in Kalender, 1987; Urmawi
2 Irak and Sirvan{ in Akdogan, 2007); Piety,
Ascetism (Ezgi, 1933-53 in Kalender,
1987); Removes Exasperation and Fear
(Giiveng, 2006)

Strength, Courage (Sirvani in Akdogan,

3 Power Nihavend 2007; Urmawi in Kalender, 1987)

Piety, Religious Feelings (Ezgi, 1933-53
4 Transcendence Segah in Kalender, 1987); Bravery, Relaxation
(Giiveng, 2006)

Relaxation (Giiveng, 2006); Power (Farabi

Peacefulness in Altdlgek, 2013; in Giiveng, 1985; in
5 - Biselik Kalender, 1987; in Somakgi, 2003; Hagim
Bey in Uygun, 1996, and Urmawi in
Power Kalender, 1987)

Removes negative thoughts, clears the
6  Tension (-) Isfahan mind; increases intelligence, mobility,
self-confidence (Giiveng, 2006)

Humility, Humbleness, Modesty (Farabi

in Altin6lgek, 2013; in Giiveng, 1985; Ak in

Somakgi, 2003; Giiveng, 2006; Hasim Bey in
7  Tenderness Hicaz Uygun, 1996; Urmawi in Kalender, 1987);

Melancholy (Ezgi, 1933-53 in Kalender,

1987); Pleasure and Amazement (Meragi in

Karabasoglu, 2010; in Sezikli, 2007)
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Grieving, Sorrow, Gloom (Akdogan, 2002;
Hizir Aga in Altin6lgek, 2013); Bravery (Fa-

8  Nostalgia Saba rabi in Altindlgek, 2013; in Giiveng, 1985; in
Kalender, 1987; Hagim Bey in Uygun, 1996;
Giiveng, 2006)

Peace, Relaxation, Tranquillity, Serenity,
Comfort (Farabi in Altinélgek, 2013;

in Giiveng, 1985; in Kalender, 1987; in
Somakgi, 2003; in Akpinar, 2001; Giiveng,
2006; Hasim Bey in Uygun, 1996; Urmawi
and Sirvani in Akdogan, 2007)

9  Peacefulness Hiiseyni

Enjoyment, Pleasure, Tranquillity (Farabi
in Altinolgek, 2013; in Giiveng, 1985;

in Kalender, 1987; in Somakgi, 2003; in
Akpinar, 2001; Urmawi in Uygun, 1996;
in Kalender, 1987; Hasim Bey in Uygun,
1996; Meragi in Karabasoglu, 2010; in
Sezikli, 2007; Sirvani in Akdogan, 2007;
Giiveng, 2006)

10 Joyful Activation Rast

Sadness, Sorrow, Grief (Urmawi in
Akdogan, 1996; in Kalender, 1987; Meragt
in Karabasoglu, 2010; in Sezikli, 2007;
Sirvani in Akdogan, 2007)

11 Sadness Zirefkend

Power, Courage (Urmawi in Altindlgek,

2013; in Kalender, 1987; Akdogan, 1996;
Power (+) Meragi in Karabagoglu, 2010; Ak in
Somakgi, 2003; in Sezikli, 2007; Sirvani in
Akdogan, 2007).
Removes negative thoughts; induces
relief, happiness (Farabi in Altin6lgek,
2013; in Kalender, 1987; in Somakgi, 2003;
in Akpinar, 2001; in Giiveng, 1985; Hasim
Bey in Uygun, 1996; Giiveng, 2006)

22— Neva

Tension (-)

Even though it is presented in the early stage of the research, the
review of relevant literature for the qualitative analysis served less to
orient the framework of the analysis. When a grounded theory strat-
egy is adopted (as it was for this research), the concepts, categories,
and theories must emerge from the data rather than the literature
(Denscombe, 2010). Therefore, this research first concurrently applied
data collection and analysis, in line with the “Informed Grounded The-
ory’ (Thornberg, 2012), then conducted the review of relevant litera-
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ture. Accordingly, the researcher recognised significant knowledge he
brought into this enquiry of the research, due to his experience in this
field. However, this experience and the literature were used to com-
pare with the findings of the research which are revealed through data
collection and analysis processes. As the findings were reflected upon
the literature, it was a kind of tool for validation.

3.5. The Researcher

For the purpose of this chapter, it is also required to introduce who the
researcher is. Thereby, ‘I’ (hereafter) will help the reader to locate the
research in the right context, as I may have transferred my bias and
background into my investigations and reflections.

I am a married man and have two daughters. I lived in Glasgow dur-
ing the research time with my family. I come from originally the North
part of Turkey. I was born in a small village and nurtured in Islam. I have
7 years of teaching experience in Turkey as a teacher of ‘Religious Culture
and Moral Education’ in primary, secondary, and high school level.

Before conducting the current study, I graduated with a BA in The-
ology-2009 (Turkey), MA in Religious Education-2012 (Turkey), and
MTheol. in Religion, Literature, and Culture (UK). I am not a musician
at all. Even my audience expects me to sing or to play an instrument
in a conference paper-presentation, I do not have any formal /informal
training in music. I can only say I am a music listener. This personal
lack is assumed not to be a problem for the current research in the
sense that the objective in the study is not to produce a musical prod-
uct. Contrarily, music is a tool in this research for more effective RE.
In other words, I am a researcher in the field of religious education.
Consequently, whereas the analysis I made in the current research is
grounded in the data, I recognise that it may be affected by my biases,
subjectivity, and my personal identity, due to my personal experience
in the field and reflection of the literature.



160 Knowledge And Emotion-Based Musical Practices For Religious Education...

4. Ethical Considerations

One of the important and compulsory steps to start data collection
for the research is having ethical approval. The University requires
that all PhD researchers must get ethical approval from their College
Ethics Committee for the research project involving human partici-
pants.* Hence, a comprehensive ethics application was submitted to
and approved by the College of Social Science Ethics Committee of
the University of Glasgow (Appendix-2). This is not only an ‘official
procedure’, but also a principle that protects the participants of the
research and the researcher from any negative outcomes. In addition,
it raises the standards for a higher quality research practice. Its effects
are clearly observable through the stages of the study.

First, as it is the case for the current research, the researcher must
set the standards of free and voluntary participation for recruitment.
Furthermore, these standards must be clearly explained for potential
participants, so that they know their rights and responsibilities. The
way to accomplish this is to circulate the ‘Participant Information Sheet’
to potential participants. There were two versions of this information
sheet in the current study in that one was for the questionnaire and
the other was for the interviews. These sheets briefly introduce (1) the
researcher, (2) the research subject, (3) the expectations from the par-
ticipants, (4) the location of the research activities, (5) publication/dis-
semination of the research results, (6) how participants may reach the
research results, if requested, (7) respect of confidentiality, (8) whom
the research participant can contact if they are concerned about any as-
pect the research, and (9) the funder of the research. Then, the informa-
tion sheets recognise (10) participants’ right to withdraw for any reason
from the research at any time, without explanation. It is also valuable
for participation that (11) involving or not involving the research will
not affect in any way participant’s study/employment status. It was
also given (12) the contact details for more information and feedback.

4 https:/ /www.gla.ac.uk/ colleges/socialsciences/ students/ ethics/, Accessed: 08/06/2021.
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Apart from the ‘Participant Information Sheet’, research partici-
pants declare their agreement with a consent form. It is crucial to give
enough time to proposed participants to read the information sheet
and to sign the consent form. Similar to the ‘Participant Information
Sheet’, two kinds of the consent form were taken for the questionnaire
and the interviews. For online participation, the consent was taken
online as well. With this form, participants accept that (1) they read the
information sheet for the study and had an opportunity to ask further
questions; (2) their participation is voluntary and they are given the
right to withdraw, with no reason; (3) participants will be referred to
by pseudonym; (4) there will be no effect on their grades /employment
arising from their participation or non-participation in this research;
(5) all names and other material likely to identify individuals will be
anonymised; (6) the material will be treated as confidential and kept
in secure storage at all times; (7) the material will be retained in secure
storage for use in future academic research; (8) the material may be
used in future publications, both print and online; (9) they agree to
waive their copyright to any data collected as part of the project; and
(10) other authenticated researchers will have access to the data only if
they agree to preserve the confidentiality of the information.

In terms of confidentiality, there must be an agreement between
the participants and the researcher on using the ‘personal data’. It is
also a legal requirement including retention and disposal of the data,
access to data, and anonymisation for publications. ‘The measures
for confidentiality are to safeguard against any unwanted exposure,
which could potentially harm any of the subjects’ (Coll, 2008: 41), and
failing to follow the ethical conduct of research, including confidenti-
ality, may result in disciplinary action.” Its bounds were clearly drawn
in the “Consent Form’. It was agreed for anonymity with every par-
ticipant in the study regarding the use of pseudonyms and concealing
the research locations. Because of his unique position, the exception

5  https:/ /www.gla.ac.uk/ colleges/socialsciences/ students / ethics /informationforapplicants / # /
consentforms, Accessed: 08/06/2021.
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for the anonymity rules might be for the Chair of the ‘Director of Re-
ligious Education” at the ‘Ministry of National Education of Turkey’,
while his name was never directly stated.

The material related to research participants always has been
treated as confidential and kept in secure storage, and just other au-
thenticated researchers have access to the data only if they agree to
preserve the confidentiality of the information. Since the interviews
were only voice-recorded, and the questionnaires had no questions to
obtain any personally identifiable information, there was no way to
identify the participants with the research data. However, confiden-
tiality was also subjected to legal constraints and professional guide-
lines in case of any wrongdoing or potential harm. For transparency,
research participants were encouraged to be informed about the re-
sults of the research where they may find this information.

5. Data Collection and Analysis

Quantitative and qualitative data collection and analysis procedures
were separately conducted. The data was kept in secure storage and
had no access for anyone than the researcher during the data analysis
process, while findings were regularly reported to the supervisors.

Data collection activities through the questionnaire were held dur-
ing March-April 2019 in Turkey and June-November 2020 in Scotland.
The data obtained with the questionnaires was transferred into a Mi-
crosoft-Excel worksheet (.csv). As participants were asked to answer
15 background questions and rate their emotional response with 25
(+3 additional) adjective terms for 12 excerpts and ‘pre-test’ condition,
this document contains over 500 units of data for each participant. It
includes background information (15 units); 28 adjectives for “pre-test’
ratings (28 units) and for 12 excerpts (336 units); 9 aggregated GEMS
factor values for “pre-test’ (9 units) and for 12 excerpts (108 units); 9
mean values for the aggregated GEMS factor values (9 units); and 3
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aggregated GEMS higher-order category values for 12 excerpts (36
units). While factor and higher-order ratings were not directly asked
of the participants, the aggregated values were calculated with the
adjective ratings by using R software. (More detail about aggregated
GEMS factors and higher-order categories is given in Chapter 5.)

The quantitative data analysis with R Studio (3.6.1 version) was
run by the researcher himself by means of statistical methods. There
were two kinds of motivation in this stage of data analysis: First, to
understand to what extent participants’ emotional response to lis-
tening to Turkish music have been scattered or grouped into similar
patterns, background variables have dominated the interpretation of
the emotion ratings. Second is to compare participants” emotional re-
sponse to the current research excerpts (with the help of GEMS factor
values) and the historical attributions of the makam-emotion relation-
ships (The significance of the relation between the GEMS factors and
makam-emotion attributions was explained at the end of the Turkish
literature review, Chapter 3.1, and discussed in the ‘Discussion’ part
of Chapter 5). The suitability of GEMS for studying Turkish music was
also an additional matter for data analysis.

Then, for qualitative investigations on RE professionals’ experi-
ence, audio recorded interviews (10 face-to-face, 5 phone-call, and 5
field note-discussion) were analysed.

According to ‘constant comparison’ of grounded theory to gener-
ate concepts from the data through open, axial, and selective coding
(Glaser and Strauss, 1967); data collection and data analysis concur-
rently have taken place. Hence, there was not a certain end date for
data analysis, whereas the first interview was recorded in March 2019
and the last was in May 2020. Similarly, for constant comparison, in-
terviews were conducted in three rounds (March—April 2019; Decem-
ber 2019-January 2020; and March-May 2020). Due to the nature of the
method, there was not a single set of questions for the interviews, but
each interview has its unique interpretations on the topic. This is also
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because of that, in order to reach theoretical saturation, the questions
were evolved as long as data analysis progress proceeded.

The data obtained through the interviews was analysed by the re-
searcher himself without software. First, as soon as its completion, an
interview was transcribed. When necessary, transcription was trans-
lated into English. On this raw data, open coding was performed line-
by-line through ‘substantive/in vivo’ codes (by respondent’s words)
and ‘theoretical’ codes (the analyst’s creation). In this stage, almost
everything was coded such as emotions, action, thoughts, experience,
judgements, and justifications, since it was not certain the direction
the data may show. The idea was to move from a larger number of
codes, through concepts, to a relatively smaller number of categories.
When it seems that codes have a relation/similarity, they were com-
bined into concepts. Then, if possible, several concepts were grouped
into a category. For the first interview, for example, this process might
be a bit arbitrary, as each ‘code’, “concept’, and ‘category’ should be
subjected to ‘constant comparison’ with other interviews.

At the next stage, beyond the open coding, concepts and catego-
ries were particularly elaborated in the axial coding process in order to
understand comprehensively the relationships between categories and
sub-categories. Accordingly, the role of a category’s properties at a time
among other categories was identified. The ‘6 Cs’ of Glaser (1978) (cause,
context, contingencies, consequences, covariance, and conditions) led this
stage. The rising notions during axial coding again were reflected to the
theoretical sampling process for the next round of data collection. There-
fore, the ‘core’ category / categories were sought for the next coding step.

At the later stage, within the selective coding process, the theory,
framed through open and axial coding, was refined. For this, the core
category and its relation to other categories and concepts were high-
lighted. Then, data collection continued until saturation was obtained
for the core category. Thus, at the later stage, interviews have a strict
and sharp concentration around the core category.
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6. Collaboration and Consultation

One of the preliminary ideas of the current research was presented in
two international academic events in the UK (Ogretici, 2018a, 2018b).
These works were actually derived from the researcher’s MTheol. dis-
sertation (Ogretici, 2016), the main aim of which is to ask why music
should be considered as an effective tool for RE classes in the Scottish
context. Similarly, the researcher has discussed his research proposal in
a PGR conference in Glasgow (Ogretici, 2019a) and in a summer scho-
ol in Belgium (Ogretici, 2019b). In addition, researcher’s educational
perspective on how music is evaluated in Islamic thought (that is a sub-
section, among others, of the ‘Conceptual Framework’ chapter) was
presented at two international conferences in Sweden (Ogretici, 2018c)
and Turkey (Ogretici, 2019¢). Likewise, the values education mentality
within the Turkish RE system (sub-section of the ‘Conceptual Frame-
work’ chapter) was presented at an international conference in Edin-
burgh (Ogretici, 2019d). This view was also discussed in the context of
religion and secularism in Turkish RE system (Ogretici, in press). Even
though the researcher intended to share the initial quantitative and
qualitative findings at three international conferences in 2020, these
events were unfortunately cancelled due to the Covid-19 restrictions.

Furthermore, engaging and sharing the ideas, findings, and results
with colleagues, other researchers, and interested third parties may broad-
en the experience for researchers on their research practice (Coll, 2008). In
this regard, beyond his supervisory team, when he needs to expertise on
Turkish music tradition, the researcher has found an opportunity to con-
sult to Ahmet Hakki Turabi (Prof. Dr. of “Turkish Religious Music’) and
Yalgin Cetinkaya (Assoc. Dr. at Turkish Music State Conservatory).

7. Rigour and Trustworthiness of the Research

In order to maintain rigour and trustworthiness, the present rese-
arch applies various of techniques for its quantitative and qualitative
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approaches. Because of the mixed methods of the present research,
internal validity, external validity, reliability, and objectivity for the
quantitative investigations are explained, respectively, in relation to
credibility, transferability, dependability, and confirmability of the qu-
alitative interpretations (Oktay, 2012).

For internal validity and credibility, this research was conducted
in a prolonged engagement with the research field (Guba and Lincoln,
1989). Quantitative data collection and analysis process was extended
to 2 phases (Turkish and Scottish cases) in a 2-year period. Similarly, for
qualitative data collection and analysis, interviews were conducted in
3 rounds over a year for a constant observation in a method of ground-
ed theory. In this respect, a considerable time was spent in the field
with the research participants to promote the accurate investigation of
the research questions. Additionally, the participant recruitment strat-
egy was explained for both quantitative and qualitative data collection
process including the rationale, sample size, procedures, and settings.
The researcher used multiple sources of data including quantitative
questionnaire ratings, semi-structured interview records, field notes,
self-reflective notes, expert views, and documents such as curriculum
and policy papers. Hence, triangulation was not only valid for data
collection but also for analysis. Consequently, quantitative data was
statistically analysed (Chapter 5) and qualitative data was evaluated
for theory development (Chapter 6) and thematic analysis (Chapter 7).

Furthermore, the data analysis process was attributed to explore
opposite accounts, rather than to highlight the confirming cases (Liao
and Hitchcock, 2018). In Chapter 5, exploratory and confirmatory
factor analysis processes, for instance, were dedicated to investigat-
ing the rival explanations, to check if the data suggest a better expla-
nation apart from the existing GEMS structure. Similarly, negative
case analysis was conducted in Chapter 6, to search the disconfirm-
ing views after the preliminary categories were established (Denzin,
2009). In this regard, the negative cases were recognised, presented,
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and explained in the discussion section (of Chapter 6), but were not
ignored or treated as outliers (Morse, 2015; Padgett, 2012). In addition,
due to the theory triangulation, multiple perspectives were adopted
throughout the research. In this sense, a series of predicted results and
actual findings were compared. To illustrate this, in Chapter 5, predic-
tions of the intended emotional arousal were compared with the actual
ratings, in Table-12. Likewise, the assumption prior to the conduct of
the interviews was that RE professionals might be keen to use music
with its capacity for emotional arousal. However, for the interviewees,
the cognitive qualities of music were, at least, equally as significant as
its affective power. Moreover, as Chapter 7 interprets both qualitative
and quantitative findings with the lenses of the curriculum and RE
policy, a match among the patterns of the themes was investigated in
a multivocal perspective (Liao and Hitchcock, 2018).

At the end, to sustain the ambitious standards of data collection
and analysis, peer debriefing and reviewing procedures (Guba and
Lincoln, 1989) were regularly applied with the researcher’s superviso-
ry team. Hence, the researcher has frequently conferred with academic
professionals to assure a well-balanced research design, data collec-
tion, analysis, and interpretations. In addition, outside the supervisory
team and academic professionals, colleagues who were not involved
in the study but have expertise on the quantitative and qualitative re-
search were consulted for expert checking as a means of ensuring the
quality of the research (Liao and Hitchcock, 2018).

For external validity (generalizability) and transferability, this re-
search provides a thick description of its methodology and methods
(Guba and Lincoln, 1989). After this methodology chapter, the chap-
ters of quantitative and qualitative investigation have also iteratively
presented a section for the detailed accounts of chapter-specific infor-
mation on methods. These method sections explain the data collection
methods including participants, materials, and procedures as well as
the data analysis methods containing coding procedures and analytic
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processes. Consequently, for someone who interested to transfer the
original findings of the present study to another context, this research
is resourceful enough to describe its way.

The present research provides reliability and dependability through
stepwise replication and triangulation, following the strategies of inter-
nal validity and credibility. Along with the two cohorts of quantitative
data, Turkish and Scottish, the data analysis in Chapter 5 was conduct-
ed in a comparative manner both between the cohorts and among the
sub-groups of the participants such as gender, school type, religious be-
lief, etc. Hence, the data was divided into groups and the data analysis
was duplicated to evaluate the significance of the findings. Similarly,
for the quantitative data analysis in grounded theory research strate-
gies of Chapter 6, each interview was treated as an independent unit
to be assessed, in terms of constant comparison and theoretical satura-
tion techniques. As was established for the negative case analysis, each
category and concept were questioned for every respondents’ view.
Consequently, analysis of the qualitative data was repeatedly organised
for 3 rounds of interviews, field notes, and expert views. Furthermore,
thematic analysis in Chapter 7 brought together the quantitative and
qualitative findings in light of the curriculum and policy documents.

For objectivity and confirmability, the present research ap-
plied audit trail strategies along with triangulation (Guba and Lin-
coln, 1989). In this respect, the procedures and data of the research
were systematically documented (Padgett, 2012). Additionally, the
researcher has kept the progress recorded through the analytic and
self-reflective notes. Hence, for the quantitative data analysis, the suc-
cess of the arousal for the intended emotions is defined by means of
statistical methods. Similarly, R packages, for instance, were stated as
much as possible. Furthermore, for the qualitative data analysis, the
process was explained to the extent of beginning from the raw data to
the categories, for theory construction. In this respect, Chapter 7, for
instance, illustrates the progress of analysis with tables and figures.
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Consequently, decisions that might change the direction of the study
were explained with their reasons.

To sum up, rigour and trustworthiness of the research were safe-
guarded from the very beginning of the research due to the appropriate
design for the research questions. This is supported by the theory trian-
gulation and interdisciplinarity, prolonged engagement with the multi-
ple sources of data and data analysis, relevant sampling strategies, and
embracing limitations and delimitations. In addition, a comprehensive
description of procedures, materials, data collection, and analysis must
be also noted as well as an audit trail.This chapter has explained the
methodology of the research and analysis. This research was conduct-
ed in a mixed-method research design, where the emotional response
to music listening was measured with GEMS questionnaire and semi-
structured interviews in a grounded theory approach were adopted to
understand RE professionals’ views on the role of music in RE. Then,
both perspectives were merged for the implementation possibilities,
with the help of comparison of the relevant literature, curriculum, and
policies. While I cannot attempt to provide a critical and broad assess-
ment for RE, the scale of the qualitative and quantitative paradigms
and depth of the data and analysis present a significant insight into the
research questions. In particular, the significance of the present study
lies in the premise that the quality of RE might be improved by means
of the affective, cognitive, and behavioural activations of musical inter-
ventions. It is believed that this was attainable because of the reliable
investigation of the research questions.






Chapter V

Emotional Responses to Turkish Music:
Quantitative Analysis with GEMS






1. Introduction

This chapter will focus on investigating whether listening to Turkish
music causes listeners to feel particular emotions. The quantitative in-
vestigations of this chapter are derived from the results obtained by the
application of GEMS-25, the shorter version of the Geneva Emotional
Music Scale (Zentner, et al., 2008), within a questionnaire. In the music-
emotion research field, while the majority of studies use commercial re-
cordings of Western instrumental classical music (Kreutz, et al., 2008),
the current research is dominated by Turkish makam music. As was
explained in previous chapters (the conceptual framework and the lite-
rature review), both historical theories and contemporary studies claim
that Turkish music can induce certain emotions in listeners because of
the makams. Some of these claims are tested in the present chapter.

It has been observed that there could be a relation between the
emotional attributions of Turkish music makams and GEMS emotion
factors and adjective list items (outlined in Table 6, Chapter 4.3.4). This
expectation has also been applied to the makam and excerpt selection
processes (Table-8). Moreover, concerning that relation, it was hypoth-
esised that the ratings of a certain makam might mirror an emotion fac-
tor associated with GEMS, with a higher score, in comparison to other
factors (Table-12). From this perspective, the underlying assumption
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is that GEMS is a relevant tool for studying musical emotions within
Turkish music makams. This assumption is also further evaluated in
the present chapter (Chapter 5.3.2.2). A second set of expectations was
concerned with the relationships between the characteristics of the par-
ticipants and their emotional responses to music listening. It was also
hypothesised that there would be a correlation between the specificity
and intensity of emotional responses and personal, social, and musical
background of the participants (Chapter 5.3.2.3). In other words, what
is prioritised in the current research is the musical and personal compo-
nents of music-emotion research rather than the situational elements.
In a broader view, the relationship within the first hypothesis is also
attached to the ‘value terms’ of Turkish RE curriculum, elaborated in
the “discussion’ section of the study (Table-14), for possible implemen-
tation purposes. In this context, it must be stated that tables and figures
are an indispensable part of the analysis in the present chapter.

The main research question of this chapter is: ‘how do listeners
(students) emotionally respond to Turkish music to which they lis-
ten?’. In addition, the sub-questions are: ‘is there a correspondence
between Turkish makam music’s emotional attributions and the GEMS
response structure?’; ‘is the GEMS model well-suited to study of the
emotional response to Turkish makam music?’; and ‘is there a specific
response pattern according to respondents’ characteristics?’. To sum
up, the rationale behind the present research is to adopt an experimen-
tal approach in order to assess the claims for inducing pre-determined
emotions via music, in favour of (religious) educational benefits. In a
provocative sense, it could be argued that if one (a teacher) is required
to induce particular emotions in the classroom context s/he can use
musical excerpts for the sake of their educational advantages. Then,
it would be comprehensible that Turkish makam music is (might be)
beneficial for RE (and RE teachers) to the extent that it can induce ex-
pected emotions.
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2. Method
2.1. Participants

The participants are 350 students (male=128, female=222), from Tur-
key (n=261) and Scotland (n=89) and aged from 13 to 48 (M= 15.97;
SD=3.05). Year groups ranged from Secondary-8 to High School-11, in
Turkey. For Scotland, participants are from S4-56 and a group of HE

students fresh from their Secondary education.

Respondent School Groups by Study Level
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Figure 2: School Groups by Study Level (T.=Turkish, S.=Scottish)

The participants were recruited from five schools in Turkey and
two schools in Scotland. The school names are encoded in the text.
The first is ANI, an ‘Imam-Hatip’ school which provides vocational
Religious Education at Secondary and High School levels (For Imam-
Hatip schools, please, refer to the ‘Chapter 2.3 and to Aglamac: and
Kaymakcan, 2017). ANI is in a first year launching high school level
RE with an integrated musical programme. Only musically talented
candidates have been accepted for the music programme of the school.

This school has joined the research with 31 participants.
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Similarly, HDI is an ‘Imam-Hatip’ high school with an integrated
musical programme, while there are also other programmes running
in the school. It is completing the third year in delivering its musical
programme. Hence, 36 students from these three classes studying in
that musically enhanced programme have been included in the cur-
rent study. HDI is a ‘boys-only” school and has over 850 students.
However, this school accepts only musically talented students for the
music programme. There were only 4 Imam-Hatip schools with an in-
tegrated musical curriculum in Turkey at the time of data collection.
(For more information about the nature of the programme, syllabi, ob-
jectives, and admissions: DGRT, 2018: 80-86.)

EFL is a ‘high school of science” which accepts students with high ac-
ademic attainment, at the Mediterranean coastal city of Mersin (For more
information about Turkish science high schools: Colakoglu, 2016). The
school joined the research with 49 students from its over 550 students of
both genders. In contrast, HHI is a “girls-only” ‘Imam-Hatip” high school
in the suburb of Istanbul. It is a one-year-old school with 250 students
and participated in the research with 96 students. Another ‘Imam-Hatip’
high school in the suburb of Istanbul is AUI with 49 participants. It is a
‘mixed-gender’ school with its over three hundred students.

Next is a six-year co-educational Catholic High School in Glasgow,
Scotland (Scottish-Sec.). The school has about 1800 students from S1 to
S6. 74 students have joined the study. The last group (Scottish-HE) is from
Scotland (n=15), who are registered at the University of Glasgow in vari-

ous entry-level programmes and therefore fresh from High School study.
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Table 7: School Details

School Grade Level Feature Gender City N. %
EFL 9t -11%  High School Science high Mixed Mersin 49 14
school
g High School  mam-Hatipwith g 15
musical programme
ANI X Ankara 9
8th Secondary Imam-Hatip Girls- 16
only
HHI 9t -10*  High School Imam-Hatip S;ﬁ]s_ 9% 27
HDI 9h.11%  HighSchool 1mam-Hatipwith = Boys-—Istanbul 5,
musical programme  only
AUI 10%-11"  High School ~ Imam-Hatip Mixed 49 14
Scottish- ) Higher Edu- ) Mixed 15 4
HE cation Glas-
1 ow
Seottish- g4 66 High School  Catholic Mixed & 74 21

Sec.

For the participants from Turkey, the language is Turkish for the
majority (96%); as well as English (96%) for the participants from Scot-
land. The figure is the same for Turkish nationality students (96%) in
the Turkish sample. However, only 34% of the Turkish sample state
that they belong to a Turkish ethnicity. 45% of the sample feel no af-
filiation to any ethnic background. Similarly, in the Scottish group,
97% hold Scottish/British nationality. However, only 40% declare a
Scottish / British ethnicity, and 49% goes to ‘no ethnicity’. For religious
beliefs, the Turkish participants predominantly consider themselves
as Muslim (95%), whereas, for the Scottish participants, 64% of the

answers go to ‘Christian’, 22% to ‘no religion’, and 6% to “Muslim.

2.2. Background Variables

The questionnaire was also used to measure various background vari-

ables such as hearing capacities —which of course may affect the evalu-



178 Knowledge And Emotion-Based Musical Practices For Religious Education...

ation of music- attitudes to music, musical training, music preferences,
and listening habits. No one reported having any health conditions or
illnesses affecting their hearing on the day of the questionnaire. For over
85% of the participants, music was important, while, for 7%, it was not.

'Music is Important for me'
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Figure 3: Importance of Music

‘Music is haram-forbidden in Islam’
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Figure 4: Permissibility of Music in Islam

For 45% of the participants, music is not forbidden (haram) in Is-
lamic teachings, but, for 8%, it is. The option of ‘“don’t know’ on this
question has a relatively higher answer at 34%, and ‘other’ option is
at 9%, with which for which the respondents provided explanations.
These explanations are generally in parallel with the current study’s
scope (Chapter 2.2.2). The situation might be appropriate on the
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grounds that the question of “whether music is forbidden in Islam or
not’ is not a topic of teaching in both the Turkish and Scottish RE sys-
tems. Thus, it might be argued that the answers of ‘other” may reflect
the respondents’ affinities with religious teachings.

The majority of the participants listen to music several times a day
(80%), whilst only 1% report never listening to music. Of those who
state that music is forbidden in Islam, no one stated never listening to
music; on the contrary, 75% of them listen to music several times a day.
In addition, it should be said that music preferences of the sample var-
ied widely, but Pop and Rap/Hip-Hop were the most preferred genres
(Pop= 242, Rock= 88, Classical= 97, Religious= 79, Folk= 103, Rap/Hip-
Hop= 179, Others= 34). Additionally, for the question on musical train-
ing in singing or playing an instrument, 45% of the answers are affir-
mative. Furthermore, for musical expertise, the figures are as of 2% for
‘professional musicians’, 4% for ‘semi-professional’, 23% for ‘amateur’,
and 69% for ‘occasionally singing/ playing for fun” and ‘non-musician’.

2.3. Materials

2.3.1. Music Stimuli and Measures

The stimuli (Table-8 and Appendix-3.2) were fourteen Turkish excerpts
from twelve makams. However, only twelve excerpts were in use for each
session, because one of the alternatives was used for the second and fo-
urth excerpts. The excerpts ranged from 103 to 287 seconds in length (M=
185). These were selected from among the Turkish makam music reper-
toire, according to the relevance between the makam of the excerpts and
GEMS structure. This relation was explained in the Methodology (Chapter
4.3.4), as well as in the next section (Chapter 5.2.4-Procedures).

For the excerpt selection, first, the list of makam-emotion relations
in the resources (in Appendix-1) was regarded with the guidance of
the literature review. The standard literature indicates about 60 links
between different makams and emotional responses. In this process,
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considering possible future research and educational advantages, un-
common makams such as Kugek and Nisabur were eliminated. In ad-
dition, what is excluded is when a combination of several makams is
attributed to a single feeling (Makams of Biiziirg, Zirefkend, and Rehavi,
for example, induce sorrow -Meragi cited in Karabagsoglu, 2010). This is in
order to avoid relating one single emotion to more than one excerpt. In
other words, this research does not test the capability of inducing sor-
row for the above-mentioned makams. Otherwise, for this attribution, it
must use three excerpts for a single emotion. Hence, that combination
was excluded from the research. To put it in a different way, to make
the listening list shorter, efforts were made to establish connections be-
tween one single excerpt to as many emotional attributions as possible.
Suitably, what is included in the research is the makams with multiple
attributions. Therefore, Neva is included in the research, because it is
argued that (i) Neva removes negative thoughts; induces relief, happi-
ness (Gtiveng, 2006); (ii) Neva gives relaxation (Farabi cited in Kalen-
der, 1987); (iii) Neva induces bravery (Urmawi cited in Akdogan, 2007).

After this examination, the makam list was reduced to 18 with refer-
ence to recent studies that have used GEMS for Turkish makam music
(e.g., Arman, 2015; Altun and Egermann, 2020). Finally, the number of
makams was reduced to twelve in relation to the relevance between the
makams with the attributed emotional effects and the GEMS structure,
with its twenty-five adjective items and the nine musical emotion fac-
tors. Each excerpt was linked to one of its corresponding emotion fac-
tors (therefore, to its associated adjective items) in GEMS (Table-8). The
exceptions were the 5" excerpt (Buselik) and the 12" excerpt (Neva),
because they have been linked to 2 different GEMS factors because of
their varied emotional attributions. The assumption was to have higher
scores for the linked factor’s emotion item ratings in the related ex-
cerpt. In Segah, for instance, the related GEMS factor is Transcendence.
Accordingly, the expectation is to get higher ratings for the sub-items
of the Transcendence factor (fascinated, overwhelmed, and feeling of
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transcendence), when the participants listened to the fourth excerpt.

In the same way but with a reverse direction, this is the expectation for

the Tension factor, because the intended effect of Isfahan and Neva is

to reduce negative feelings. So, for Isfahan and Neva, the expectation is

to have lower scores for the ratings of Tension-related items (tense and

agitated). These relations will be also considered for data analysis.

Table 8: Excerpts List with the Intended Emotion Factors

GEMS

Factor Makam Feature Excerpt Name Length
A . . Gaflet ile Hakk: .
1 Wonder Mahur Hymn, with lyrics Buldum Diyenler 02:18
2a Instrumental (Ney) Uyan Ey Gozlerim ~ 02:54
Wonder Irak
2b Hymn, with lyrics A‘./.vake. (Uyan Ey 03:22
Gozlerim)
3 Power Nihavend g;té)“memal (Mul- Nihavend Longa  04:20
Hymn/Prayer (ilahi/  Tekbir, Salat, flahi
4a 1 ith Tvri inle Soziimii 04:45
Transcen- Segah Salat), with lyrics (Dinle S6ziimii)
dence - ..
4b Instrumental (Mul- o100 e 01:43
tiple)
Peaceful- . .
5 ness Biiselik Song, with lyrics Dirler ki k qvalum 03:38
bendelerini
Power
. . . Yandim Yakildim
6 Tension (-) Isfahan Hymn, with lyrics Ben Nar-1 Aska 02:15
7 Tenderness  Hicaz Song, with lyrics Aziz Istanbul 04:10
8  Nostalgia  Saba g:frt)rume“tal (Tan- 1 \bur Taksimi 01:53
9 Peaceful- Hiiseyni Ipstrumental (Cla- Clar{nejt (Klarnet) 02:51
ness rinet) Taksimi
Joyful Acti- . . Erler Demine Des- .
10 ion Rast Hymn, with lyrics tur Alahm 04:47
. . . Ya rezzak
11 Sadness Zirefkend Hymn, with lyrics vehhabi’l-can 02:07
Power (+) _ _ 4
12 Neva Instrumental (Mul Mebhter - Neva Ceng 02:09

Tension (-)

tiple)

i Harbi
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Having determined the list of makams, suitable excerpts for
each makam were then traced through online resources. After the ini-
tial search, approximately 10 potential excerpts for each makam were
identified. In order to determine the final excerpt to be used within the
questionnaire, several standards were observed during the selection
process. The quality of the recordings was an asset. Another factor in
the selection was the balance between excerpts regarding instrumental
music (2a, 3, 4b, 8, 9, 12) and music with lyrics (1, 2b, 4a, 5, 6, 7, 10,
11). In the same regard, another distinction observed was between re-
ligious (1, 2b, 4a, 6, 10, 11) and non-religious excerpts (3, 5, 7, 8, 9); this
was despite the fact that dividing musical excerpts into two contrasting
categories such as religious and non-religious may not be straightfor-
ward or acceptable for all cases. The second excerpt (2a), for instance,
is a pure religious composition, a hymn. However, for the instrumental
version (2b), it may not be relevant to label it as ‘religious” for those
who do not know the original version. This also applies to the fourth.

Moreover, for the second and the fourth excerpts, there are two
options in the same makam. 2a and 4a were used within the Turkish
questionnaire (expectedly with Turkish speaking participants), while
2b and 4b were for the English questionnaire. 2a and 2b are a version
of an original Turkish hymn (Haug, 2019; Isler, 2018: 89-92; Bardakg,
2014). 2a is the instrumental version and 2b is the English-translated
version of the original Turkish lyrics with the same composition. Sim-
ilarly, 4a includes 3 pieces of hymns/prayers in Turkish and Arabic.
Then, 4b is the instrumental version of the second part of 4a. The rest of
the list is the same for both the Turkish and the English questionnaires.
In this regard, while I labelled these stimuli ‘Turkish excerpts’, this
might be problematic when, for instance, considering the instrumental
music. (For the broader meaning of “Turkish music” applied in the cur-
rent study, please, refer to Chapter 2.2.) These classifications among the
excerpts were also considered through the data analysis process.
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To be used in the online questionnaire form, the excerpts were
converted to a video file and uploaded for online availability. How-
ever, to eliminate the visual effect on emotional responses while listen-
ing to music, the background was replaced with a black-blank page.
In addition, for all excerpts, 5 seconds of silence was added before
commencement. For the paper version of the questionnaire, since the
researcher administered the process, participants were not aware of
these technical properties of the excerpts.

Viewed overall, the set of twelve makam were chosen by the re-
searcher from the domain of Turkish makam music for their coher-
ence with the GEMS method’s adjective list/emotion factors, and in
relation to specific emotional attributions conventionally associated
with Turkish music makams. Fourteen excerpts were selected by the
researcher, though just twelve were used at the time of application.

2.3.2. Questionnaire

What is measured with the questionnaires is, in essence, the subjecti-
ve feeling component of the aroused emotions in listeners, by means
of a 25-item adjective list from GEMS. Participants were first asked
to provide basic demographic data and information about individual
musical considerations, the results of which are mentioned above. Af-
ter that, GEMS was applied to the listening sessions.

The questionnaire was delivered to the participants in two sepa-
rate formats: paper-printed and online. Both versions were available
in English and Turkish (translated by the researcher himself). Thus,
there are two versions in two languages: Turkish-paper, English-paper,
Turkish-online, and English-online (Appendix-3). Although the con-
tent is absolutely the same for all, a printed questionnaire lasts three
pages, and the online version consists of 15 sections. This is because
the GEMS adjective list has been repeated for each excerpt in a single
section for the online questionnaire and the GEMS tool was converted
to a table format for the paper version.
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The GEMS tool in the paper-based questionnaire is presented in
Table 9. The excerpts were named with their makam in this table, to
show the listening order to the reader. However, the participants were
not given any information about the excerpts, such as the makam, song
name, composer, etc., in the questionnaire. Instead, participants have
seen (and heard) the excerpts as ordered from 1st excerpt to 12, fol-
lowing the pre-test rating column.

Before the first excerpt, the column, described as ‘Pre-Test’ in the
table, was designed to ask the participants about their current emo-
tional state before the listening session started. Similarly, as can be
seen in the table and for the online version, there are three blank cells
(26-28) after the 25% adjective (“Triumphant’). Participants were en-
couraged to add extra emotion terms, if their emotional response to
the music to which they were listening was not in their view repre-
sented within the 25-adjective list, as was originally assumed (Zentner,
et al., 2008; Zentner, 2017).

Table 9: GEMS Tool in the Printed Questionnaire
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12 Sentimental

13 Affectionate

14 Overwhelmed

15 Agitated

16 Feeling of Transcendence
17 Calm

18 Joyful

18  Tearful

20 Soothed

21  Energetic

22 Dreamy

23 Mellowed (Softened-up)
24 Allured

25  Triumphant

26

27

28

Furthermore, while it has not also been shared with the partici-

pants, all the adjectives in the rating list were assigned to one of the
emotion factors of GEMS (Zentner, 2017):

Wonder: 1, 11, 24
Transcendence: 2, 14, 16
Power: 3, 21, 25
Tenderness: 4, 13, 23
Nostalgia: 5, 12, 22
Peacefulness: 6, 17, 20
Joyful Activation: 7, 10, 18
Sadness: 8, 19

Tension: 9, 15

These factors were not directly rated by the participants, but the

list of 25-items was. What this allocation and the table of the excerpts



186 Knowledge And Emotion-Based Musical Practices For Religious Education...

list (Table-8) tell us is that, given the link between the makams and the
emotion factors, it is expected to have higher emotion ratings in certain
emotion adjectives for each excerpt. The 10 excerpt (with the makam
of Rast), for instance, is linked to ‘Joyful Activation’ (as an emotion
factor) for which the assigned adjectives are ‘Animated, Bouncy, and
Joyful’. Therefore, the assumption is to have relatively higher ratings
for these three adjectives among the GEMS ratings of the 10 excerpt,
if the excerpt is successful in inducing ‘Joyful Activation’.

Zentner (2017) also argues in favour of sharing the Turkish trans-
lation of the tool. Since the limitation related to language and transla-
tion issues was highlighted in the literature review, the translation of
the GEMS tool into Turkish is of vital importance for the study. To the
best of my knowledge, the only study applying GEMS (with GEMS-
45) in Turkish is Arman (2015). Rather than copying all the transla-
tions Arman presents (2015: 57), a colleague’s reviews and the present
researcher’s proposed translations of the adjective list have been taken
into account. Eventually, the final list (Table-10) was reached and ad-
opted into the questionnaire.

Table 10: Turkish Translation of GEMS

Final Terms

Zentner, et al. for the present

Proposed by the Reviewer’s Arman, 2015

(2008) study researcher suggestions
1 Moved Duygulanmis Etkilenmis Etkileyici il;;ygulan—
2 Fascinated Biiyiilenmis Biiyiilenmis Biiyiileyici Biiytilenmis
. . Siddetli- A
3  Strong Kuvvetli Kuvvetli Kuvvetli Giiglii
4  Tender Hassas-Duyarli  Hassas- Duyarll  Yumusak Hassas
5 Nostalgic Nostaljik Nostaljik Nostaljik Nostaljik
6  Serene Huzurlu Huzurlu Durgun Dingin
7  Animated Canli- Hareketli gglnul r-Hayat Hareketli Hareketli
8 Sad Uzgiin Uzgiin Uzgiin Uzgiin

9 Tense Gergin Gergin Gergin Gergin
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10 Bouncy Dinamik-Ya- Sigrama-Dans Dinamik Yerinde
sam dolu duramayan
11 Filled with Merak- Hayret =~ Merakla dolmak Ha}./r.e t Harika
Wonder verici
12 Sentimental Duygusal-Hisli Duygusal-Hisli ~ Duygusal Duygusal
13 Affectionate Sevecen-Sefkatli Sevecen-Sefkatli Sevecen Sevecen
Kahrolmak- Bogulmak- N Darmadagm
14 Overwhelmed Mahgup olmak ~ Mahcup olmak Yogun olmus
15 Agitated Telagh- Tedirgin ~ Tedirgin Telagh Heyecanli
Feeling of Askinlik-Yii- - U
16 Transcendence  celik Askianlik Hissi Olagantistii ~ Agkinlik
17 Calm Sakin Sakin Sakin Sakin
18 Joyful Neseli Neseli Neseli Neseli
19 Tearful Aglamakl Aglamakl Aglamakl Aglamakl
Teskin Etmek- .
20 Soothed Avunmus Sakinlesmek Sakin Avunmus
21 Energetic Enerjik Enerjik Enerjik Enerjik
22 Dreamy Hiilyali- Dalgin  Riiya gibi Dalgin Hiilyal:
Mellowed Yumugsamak
23 (Softened-up) Olgunlagmis (Yamusatilmis) Olgun Olgunlagmisg
I Cazibeye kapil- - g
24 Allured Cezbedilmis mak Cekici Cezbedilmis
25 Triumphant Muzaffer Muzaffer Miikemmel  Muzaffer

2.4. Procedure

First, potential participants were contacted with the help of their teac-

hers, school managers, or programme coordinators. While the content

was the same for both paper-printed and online questionnaires, the

procedure was not identical. For the online version, participants did

not meet the researcher; hence, the participants received the informa-

tion sheet online. Similarly, all verbal explanations given in the pa-

per-based were supplied within the online questionnaire form. Furt-

hermore, online-questionnaire participants had to figure out where,

when, with what kind of device (smart-phone, computer, etc.) they

would access the material, and how they would complete the test.
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For the paper-based questionnaires, however, the researcher was
involved in almost all stages of the application. Rather than test the
whole school population, it was determined with the help of teach-
ers and school authorities to select classes to be included in the study.
After the completion of ethical requirements, participants joined the
sessions in class settings with their peers. On all occasions, technical
equipment of the schools, such as computer and sound systems, was
used while the researcher brought physical questionnaire materials
and recordings of the excerpts.

Participants were first asked to answer the questions on the basic
demographic data and individual musical backgrounds on the first
two pages. While answering, they had a chance to ask questions about
any point not clear to them. After the questions at the end of the second
page, they were given time to read the instructions about the GEMS
tool, in order to rate accurately their emotions that the music evoked
in them. These instructions were simply explaining (i) the difference
between perceived and felt emotions, (ii) how the participants should
use 26"-28" rows, and (iii) how they should rate the intensity of their
felt emotions ranging from 1 (not at all) to 5 (very much).

On the third page, participants observed the GEMS table (Table-9).
Then, instructions were illustrated to the participants in relation to the
25-adjective list, blank rows (26-28), and the excerpt list. Before the lis-
tening period, participants were asked to rate their current emotional
status on the table using the GEMS adjective list. This provided the
chance not only to the researcher to see the change in participants’ ini-
tial feelings. Thereafter, for the loudness adjustments, the first excerpt
was played for a period. Then all the excerpts were played once in the
same order for each session. Participants rated their feelings while they
listened to each stimulus. After each piece, participants were given extra
time to complete their ratings. When everyone finished the ratings, the
next excerpt was played. Before each stimulus started, the number of
the piece/rating column was reiterated. After the listening and rating
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period, the last questions and final comments of the participants were
answered. All documents were then collected and later the data was
converted to digital copy to be analysed with R-studio software.

3. Results
3.1. The Preliminary Findings

The principle on which the table below relies has been borrowed from
Gabrielsson’s renowned paper on perceived-felt emotions. Regarding
recognition of emotion perception, he states that “all reports on emoti-
on perception demonstrated that listener agreement practically never
reached 100 percent. In fact, a common criterion is that at least half of
the listeners (50 percent) agree on the respective emotion’ (Gabriels-
son, 2001-02: 139). Applying same perspective to the present research,
if half of the participants (or more) agree that an excerpt makes them
felt the respective emotion, then the excerpt has been labelled (by X on
Table-11) as successful in inducing that emotion. In this regard, accor-
ding to the table, all the excerpts used in the research have evoked a
varied number of emotions. While the average is seven emotions per
excerpt, Segah has induced twelve emotions and the figure is 2 for Zi-
refkend. The most induced emotions are ‘serene’ 12 times (or by 12 ex-
cerpts) and “calm’ 9 times (or by 9 excerpts). However, the ratings on the
emotion terms of ‘filled with wonder’, “‘overwhelmed’, and ‘soothed’
have never reached 50 percent or more throughout the sample (for any
of 12 excerpts). The rest of the emotion terms (22 items) has reached/
exceeded the limit at least once (Appendix-4 provides the details of
Table 11 for the Scottish and Turkish subsamples).
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Table 11: Summary of the Findings (X: Feelings that reached over 50% of the sample;
Green: Respective GEMS factor ratings)

— Musical [C |1 |2 |3 |4 |5 |6 |7 |8 |9 |10 11|12]-
Excerptsgg?;:?é%g%ggg%%w
J, Adjective 7 |E < |7 |z |8 |N Q; 2|® |5
Terms - 4 s 2
1 Moved X | X X X 5
2 Fascinated X X 7
3 Strong * X X | X 6
4 Tender * X X | X
5 Nostalgic
6 Serene *
7 Animated *
8 Sad
9 Tense
10  Bouncy *
11  Filled with Wonder *
12 Sentimental *
13 Affectionate *
14 Overwhelmed
15  Agitated
16  Feeling of Transcendence
17 Calm *
18 Joyful *
18  Tearful
20  Soothed
21  Energetic *
22 Dreamy *
23 Mellowed (Softened-up) | *
24 Allured
25  Triumphant
Total
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In the next section, I will first discuss to degree to which the
excerpts are successful in inducing the intended emotions (due to
makam-emotion attributions) in connection with the GEMS-factor
structure. In this regard, each excerpt’s results will be highlighted re-
garding the significant issues such as GEMS’s emotion factors’ items,
the successfully induced emotions, and the extremely high or low re-
sults for the respective excerpts. After that, by conducting factor analy-
sis, I will examine whether the results fit into the existing GEMS struc-
ture or they require to build a new pattern. Finally, I am going to look
at the connections between the characteristics of the respondents (and
also musical differences such as religious/non-religious etc.) and the
emotional response patterns.

3.2. Detailed Analysis

As it was stated in the literature review, there are claims about the Tur-
kish music makams’ ability to evoke particular emotions. For the pur-
poses of the present research, the question of how much each excerpt
with its makam is successful in inducing the intended emotions?” will be
the key to assessing the makam-emotion claims. In this context, Table
12 (below) will be a guide to the findings and subsequent discussion
(Appendix-4 provides the details of Table 12 for the Scottish and Tur-
kish subsamples). This table consists of aggregated GEMS-9 factor mean
values for each excerpt; that is a shorter version of Table 11 (above). For
these results, it must be remembered that GEMS-9 factors were not di-
rectly presented the participants to be rated. Rather, participants have
rated 25 emotion-items, all of which are linked to one of the GEMS-9
factors. Power, for example, is the aggregated mean value for the ratings

of strong, energetic, and triumphant for the respective excerpt.

There are a couple of codes in the text and tables that must be
well understood for smooth reading and comprehension of the data.

Hereafter,
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Makam names (always start with Upper case character e.g., Rast,
Neva, or Hicaz) and excerpt numbers have been interchangeably

used (i.e,, Mahur or 1*excerpt).

Any factor names, like Wonder, Tension, Power, etc. (starts with Up-
per case character) indicates the aggregated mean value of a GEMS
factor for all excerpts; and excludes pre-test results (the right-end
‘factor-mean’ column in Table 12). Similarly, Sublimity, Vitality, and
Unease represent the aggregated mean value of 3 higher-order ca-
tegories of GEMS for all excerpts (not seen in the table).

Any factor name and higher-order category, as vitality5, sad-
ness12, nostalgia3, etc. (starts with lower character and followed
by a number) reflects the aggregated mean value of GEMS factor

or of the category for the numbered excerpt.

Any item of the adjective list, as fascinated5, calm7, joyful3, etc. (with
italic lower character and followed by a number) states the mean
value of the respective feeling item of GEMS-25 for the numbered
excerpt. For the pre-test results, the number of the excerpt follo-

wing the factors and sub-items were replaced with ‘c’, like joyfulc.

There are also the colour-codes within Table 12. Green-cells show
the intended factor for the respective excerpts. Buselik and Neva
have two intended factors, while the rest has just one (as outlined
above in ‘5.2.3.1. Music Stimuli and Measures’). For the excerpts,
blue-figures give the highest factor score, while yellow-figures in-
dicate the lowest factor score. Accordingly, the match of green and
blue in a cell tells that the excerpt has a very high intensity to induce
the intended emotions. In other words, the performance of the ‘gre-

en’ cells might be read in comparison to ‘blue” and ‘yellow’ figures.
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Table 12: Factor Mean Values

—> Musical C 1 2 3 4 5 6 7 8 9 0 1 12 -
Excerpts Z . » N 5
7 £ ¢ F ¥ E L T v B m B z 8
; B 43 @ S =08 @ 9 1) 3
— == < o ) = 9] on g} 7 x <
\L GEMS e £ = g 5 = B R S5 @ & S %
FACTORN_ ™ a = a B
Wonder 193 - 168 223 195 158 18 167 194 180 167 220 187
Transcen- 157 178 22 163 185 175 18 170 180 207 178 225 1%
dence
Tenderness 227 192 233 175 254 190 176 - 177 200 201 176 232 19
Nostalgia 193 201 251 174 243 218 187 | 210 214| 233 181 195 197 209

Peacefulness 244 230 | 279 192 | 281 (243 | 203 209 209 [|242 210 | 197 219 226
Power 221 193 189 - 209 182 150 138 147 272 164 | 360 [ 203

L %};ful Activa- o on ! 15 (37 12 145 207 148 13 1o
Sadness 174 144 218 120 212 2 138 197 187 221
Tension 180 131 132 140 162 174 - 167 149 153
excerpt-mean 188 218 1% 227 19 178 18 172 190

3.2.1. Judging Makam-Emotion Claims

First of all, there are three success categories according to the compari-
son between the intended emotional responses and the results.

(i) For Buselik, Saba, Hiiseyni, Rast, and Neva, there is a noticeable
correspondence between the intended emotion factor and the hig-
hest factor score. Hence, these excerpts (5%, 8%, 9% 10", and 12*)
are successful in evoking the intended emotions.

(ii) On the contrary, for Irak, Nihavend, Segah, and Zirefkend, the-
re is a partial success. While the intended factor is not the highest
among the GEMS factors of the respective excerpt, it is higher than
the aggregated mean value of the GEMS factor for all excerpts.
Accordingly, it is said that these excerpts (2", 3¢, 4™, and 11*) have
a capacity to stimulate the intended emotions to some extent. Like-
wise, for Isfahan, the score of the intended factor matches this rule.
Since the intended emotional response for Isfahan is to reduce ten-
sion, this excerpt (6) is also partially successful.
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(iii) For the rest of the list (Mahur and Hicaz), the mean value of
the targeted GEMS factor is neither highest among GEMS factors
of the respective excerpt nor higher than the aggregated mean va-
lue of the respective GEMS factor for all excerpts. With the same
perspective, Buselik (5" excerpt) in inducing power and Neva (12
excerpt) in reducing tension are not successful. In this regard, the-
se excerpts are not successful in evoking the intended emotions.
However, it does not mean these excerpts do not have an emotio-
nal response from the sample but it means that those responses are
not in accordance with the expectations of the study.

(i) Successful Excerpts with the significant correspondence between

the intended emotion factor and the highest factor score (5%, 8%, 9%,
10, and 12% excerpts):

In Buselik, the intended emotional response factor was peacefulness.
The majority of the sample have emotionally responded to two sub-
items of peacefulnessb, serene5 (69%) and calm5 (73%). There are 9 in-
duced emotions for Buselik, among the 25-adjective list. Among the
GEMS factors of the 5" excerpt, peacefulness5 is at the highest rank
with 2.43 (Figure-5), (F (8, 3141)= 27,45, p<.05). That is also slightly
higher than Peacefulness score (2.26) and is the third-highest peace-
fulness score among 12 excerpts (F (12, 4537)=28.71, p<.05).

Mean Scores for Buselik

1

wonder  transcendence tendernsss  nostalgia  peacefulness power Joy-ac sadness tension

GEMS Factors

Figure 5: Mean Scores for Buselik
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Mean Scores for Saba

225-

1

L

b
|

P

wonder  transcendsnce tenderness  nostalgia  peacefulness  power joy-ac sadness tension

GEMS Factors

Figure 6: Mean Scores for Saba

For the 8" excerpt, the intention was to evoke nostalgia. While the-
re are 4 induced emotions for Saba, two sub-items of nostalgia8,
sentimental8 (52%) and dreamy8 (53%), have exceeded the 50% li-
mit. Even though nostalgic8 (47%) is 3% away from the limit, its
mean value is relatively higher (2.08). At Saba, nostalgia8 with 2.14
is at the top in comparison to other GEMS factors (F (8, 3141)=
33.31, p<.05) (Figure-6), while it is at the middle in comparison
to other excerpts’ nostalgia scores (F (12, 4537)= 17.28, p<.05). For
the 8™ excerpt, the lowest factor scores belong to vitality-related
factors: power8 (1.38) and joyful-activation8 (1.37).

In Hiiseyni, the intended emotional response factor was peaceful-
ness. The 9" excerpt has 8 induced emotions and two sub-items of
peacefulness9, serene9 (64%) and calm9 (71%), have exceeded the 50%
limit. For Hiiseyni, peacefulness9 is at the 1st highest rank with 2.42
among the GEMS factors (F (8, 3141)=49.12, p< .05) (Figure-7). As this
score is close to the overall Peacefulness score (2.26); peacefulness9
stands at the 4™ rank among the other excerpts’ peacefulness scores (F
(12, 4537)=28.71, p<.05). Accordingly, Hiiseyni is one of the excerpts
that are successful in inducing the intended emotions.
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Mean Scores for Hiiseyni

1.50- E E I
' ' ' ' ! I I I I
wonder  transcendence tenderness nostalgia  peacefulness power Joy-ac sadness tension

GEMS Factors
Figure 7: Mean Scores for Hiiseyni

Mean Scores for Rast

1 i

! . ' ! ! '
nostalgia  peacefulness  power joy-ac sadness tension

GEMS Factors

' ' i
wonder transcendence tendemness

Figure 8: Mean Scores for Rast

e In Rast, the intended emotional response factor was joyful-acti-
vation. All sub-items of joyful-activation10, animated10 (80%),
bouncyl10 (70%), and joyful10 (71%), have exceeded the 50% limit
with positive response ratings. For Rast, there are 9 induced emo-
tions. Among the GEMS factors, joyful-activation10 of Rast has the
highest score with 3.07 (F (8, 3141)= 91.9, p<.05). Conversely, the
lowest factor score belongs to sadness10 with 1.39 (Figure-8). Alt-
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hough joyful-activation10 is quite higher than the overall Joyful-
Activation score (2.09), it is the 3 highest joyful-activation score
among 12 excerpts, after Neva and Nihavend, both of which are
related to power factor (vitality) (F (12, 4537)= 164, p<.05).

e For the 12" excerpt, the intention was to induce power. All sub-
items of powerl2, strong12 (82%), energetic12 (85%), and triump-
hant12 (72%), have significantly exceeded the 50% limit. In total,
there are 10 induced emotions for Neva. For the GEMS factors, po-
werl2 of Neva has the highest score with 3.60 (F (8, 3141)= 147, p<
.05). This figure is also the highest among the power scores of the
excerpts (F (12, 4537)= 141.9, p< .05). Suitably, the highest aggrega-
ted GEMS factor score of the present research belongs to power12.
Since Power score is 2.03; power12 has almost doubled the average
figure. While powerl12 and joyful-activation12 are at the top two
highest ranks, sadness12 is the lowest (Figure-9).

Mean Scores for Neva

Values

1
1

| ! | ! . | ! ! !
wonder  franscendence tendemess  nostalgia  peacefulness  power joy-ac sadness tension

GEMS Factors
Figure 9: Mean Scores for Neva
(ii) Partially Successful Excerpts, the intended factors are not the hig-
hest among the GEMS factors of the respective excerpt, but it is higher
than the aggregated mean value of the respective GEMS factor for all
excerpts (29, 3, 40 6™ and 11" excerpts):
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In Irak, the intended emotional response factor was wonder. Des-
pite 11 induced emotion items, only one sub-item of wonder2
has exceeded the 50% limit, moved2 (82%). However, filled-with-
wonder? stands with 37% and allured2? has been rated by 39%. In
this regard, sub-items of wonder2 ratings are inconsistent with
each other. Among the GEMS factors, wonder2 has the 5" highest
value with 2.20 (F (8, 3141)= 55.55, p< .05), whilst peacefulness2
and nostalgia? are at the first ranks. Even though it is intended to
induce wonder through listening 1st and 2" excerpts, results are
incompatible with each other. For wonder scores, Irak has higher
ratings than Mahur (1.70). Moreover, wonder2 is also at the 2
rank (after Segah) in comparison to other excerpts” wonder scores
and is higher than Wonder score, 1.87 (F (12, 4537)= 19.99, p< .05)
(Figure-10). In short, it may be argued that Irak is partially success-

ful in inducing wonder in comparison other excerpts.

Mean Scores for Wonder Factors

|
AR

1 2-rak 3 4 5 6 7 8 9 10 1 12 Wonder
Wonder Factors

Figure 10: Mean Scores for Wonder Factor
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Mean Scores for Power Factors

1 i 1

1 2  3-MNihavend 4 5 i} 7 8 9 10 1 12 Power
Power Factors

Figure 11: Mean Scores for Power Factors

For the 3 excerpt, the intention was to induce power. While having
induced 8 emotion items for Nihavend, two sub-items of power3
have (strong3 and energetic3) exceeded the 50% limit, but not tri-
umphant3. For Nihavend, among the GEMS factors, power3 has the
2" highest value with 2.55 after joyful-activation3 with 3.17 (F (8,
3141)=159.1, p< .05). The power3 figure is also at the third-highest
rank, among 12 excerpts, after Neva that is also a power-related
excerpt and Rast that is a joyful-activation-related excerpt (F (12,
4537)= 141.9, p< .05) (Figure-11). In GEMS structure, joyful-activa-
tion and power factors are components of the “vitality’ category.
Accordingly, vitality-related excerpts, Neva, Rast, and Nihavend,
have held the first three ranks in power scores. Relatedly, power3 is
significantly higher than Power score (2.03). Subsequently, it might
be argued that the 3™ excerpt in the makam of Nihavend is partly
successful in inducing power.

In Segah, the intended emotional response factor was transcen-
dence. In the 4™ excerpt, while the figure of the induced emoti-
ons is 12, two sub-items of transcendence4 (fascinated4 and feeling
of transcendence4) have exceeded the 50% limit. Nevertheless, the
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last item, overwhelmed4, has a significantly lower score. For Segah,
among the GEMS factors, transcendence4 has the 3 highest va-
lue with 2.52 (F (8, 3141)= 38.41, p< .05) after tenderness4 and pe-
acefulness4 scores. However, Segah distinctively has the highest
transcendence score in comparison to other excerpts (F (12, 4537)=
27.29, p< .05). Therefore, transcendence4 is higher than overall
Transcendence score (1.94) (Figure-12). In short, even though tran-
cendence4 is not the highest GEMS factor for the 4™ excerpt, it may
be argued that the 4™ excerpt in the makam of Segah is partially
successful in inducing transcendence.

Mean Scores for Transcendence Factors

24-

' ' ' ' ' ' I
7 8 9 10 1" 12 Transcendence

1 2 3 4-Segah 5 [}
Transcendence Factors

Figure 12: Mean Scores for Transcendence Factors

Then, for the 6% excerpt, the intention was to reduce tension. Namely,
the more ratings at ‘1’ for the sub-items of tension6, the more affirma-
tive results, due to the emotional attributions to the makam of Isfahan.
The majority of the sample has declared low levels of tension while
listening to the 6% excerpt by rating both tension items with “1” (tense6
and agitated6 by 75%). In addition, Isfahan has 6 induced emotions.
Hence, among the GEMS factors, tension6 of Isfahan has the second-
lowest value with 1.46, after sadness6 with 1.38 (F (8, 3141)= 28.98,
p< .05). As Tension score is 1.50, tension6 has the fifth-lowest tension
figure among 12 excerpts (F (12, 4537)=7.42, p< .05) (Figure-13).
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Mean Scores for Tension Factors
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Tension Factors

Figure 13: Mean Scores for Tension Factors
It might be argued, as an objection, that “tension’ is among the

lowest factors for the 6™ excerpts, and the situation might be coinci-

dental for Isfahan. However, for the 6 excerpt, tension6 score is lower
than many other excerpts, it is at the fifth rank. In addition, tension
scores for the previous two excerpts (Segah and Buselik) and the lat-
ter excerpt (Hicaz) are over 1.60; which is relatively higher than Is-
fahan. Furthermore, the highest factors for the 6™ excerpt are joyful-

activation6 (2.17) and peacefulness6 (2.03). Namely, sublimity6 (1.80)

and vitality6 (2.00) scores are higher than unease6 (1.42). In this situa-

tion, tension6 at 1.46 might be identical for Isfahan. Consequently, it is
possible to say that makam of Isfahan is capable of reducing tension,
while having higher factor rates for the rest.

e For the 11" excerpt, the intention was to induce sadness. The sub-
items of sadness11, sad11 and tearfulll, have not exceeded the 50%
limit, since Zirefkend successfully aroused only 2 emotions. For the
11* excerpt, sadness11 with 1.79 has the 3 highest score among the
GEMS factors (F (8, 3141)= 9.60, p< .05). However, this figure is at
the 6% rank in comparison to other excerpts’” sadness score. This is,
then, just a bit higher than Sadness at 1.74 (F (12, 4537)= 44.37, p<
.05) (Figure-14). In this regard, it is possible to argue that 11" excerpt
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in the makam of Zirefkend has a capacity to induce sadness for the
sample, even though this effect is not strong.

Mean Scores for Sadness Factors

1 |

7 8 9 10 Zirefkend 12 Sadness

1 2 3 4 5 5
Sadness Factors

Figure 14: Mean Scores for Sadness Factors

(iii) Not Successful Excerpts, the mean value of the targeted

GEMS factor is neither highest among GEMS factors of the respective

excerpt nor higher than the aggregated mean value of the respective
GEMS factor for all excerpts:

In Mahur, the intended emotional response factor was wonder.
For the 1 excerpt, there are 4 induced emotions, whereas the sub-
items of wonderl have not exceeded the 50% limit. While the aim
is to induce wonder during listening to 1st and 2" excerpts, on the
contrary to Irak, Mahur has relatively low-intense ratings. For the
1st excerpt, wonder1 has the 7" highest value with 1.70 among the
GEMS factors, before sadness] and tension1 (F (8, 3141)= 42.04, p<
.05). Furthermore, wonder1 of Mahur is lower than Wonder sco-
re (1.87) of all excerpts (F (12, 4537)= 19.99, p< .05) (Table-12). In
short, wonder1 is both not higher than other GEMS factors of Ma-
hur and not higher than other excerpts” wonder scores. Therefore,
it might be said that the 1* excerpt in the makam of Mahur is not
successful in inducing wonder.
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e For the 7" excerpt, the intention was to induce tenderness. Even
though Hicaz has 7 induced emotions, only one of the sub-items
of tenderness?, tender7, has exceeded the 50% limit. Other tender-
ness? items, affectionate7 and mellowed7, have significantly lower
scores (F (3, 1396)= 4.83, p< .05). For Hicaz, tenderness7 has the
4™ highest score with 1.92, among the GEMS factors (F (8, 3141)=
21.57, p< .05). The figure of tenderness? is also lower than overall
Tenderness score (1.99) and higher than only 5 excerpts’ tender-
ness scores (F (12, 4537)=19.08, p< .05). Even if the expectation was
to be successful in inducing “tenderness’; it is hard to indicate any
extra capacity to successfully induce tenderness by Hicaz. This is
because (i) the figures of GEMS factors for the 7 excerpt are quite
closer and (ii) tenderness? score stands at the middle among all
excerpts in terms of inducing tenderness.

In sum, the present research has demonstrated success in the fol-
lowing: inducing peacefulness via Buselik, nostalgia via Saba, peaceful-
ness via Hiiseyni, joyful-activation via Rast, and power via Neva. The
research has also demonstrated partial success in the following: induc-
ing wonder via Irak, power via Nihavend, transcendence via Segah, and
sadness via Zirefkend. Similarly, there is a partial achievement in reduc-
ing tension via Isfahan. However, the research does not offer evidence
of success in inducing wonder via Mahur and tenderness via Hicaz.

3.2.2. Coherence between the GEMS Structure and the Responses

Since one of the objectives of the present research was to test whether
the GEMS model is a suitable tool for studying the emotional respon-
se to Turkish makam music, I will now assess the relationship between
GEMS structure and the findings of the study. By using factor analysis,
Zentner et al. (2008) have grouped the 9 GEMS factors into 3 higher-
order categories: Sublimity (for Wonder, Transcendence, Tenderness,
Nostalgia, and Peacefulness), Vitality (for Joyful Activation and Po-
wer), and Unease (for Tension and Sadness). Hence, on every single
excerpt’'s GEMS factor scores and overall factor scores, two kinds of
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factor analysis were conducted: (i) ‘confirmatory factor analysis’ (CFA)
of ‘structural equation modelling’ (SEM) to compare the results with
the existing GEMS structure (Zentner et al., 2008) and (ii) ‘exploratory
factor analysis’ (EFA) to test whether the data suggests a better structu-
re. As of all statistics in the present study, CFA and EFA analysis have
been run by using R. The factor analysis process has been also accom-
panied by relevant statistical procedures such as Cronbach’s alpha, cor-
relation analysis, Kaiser-Meyer-Olkin (KMO), and Bartlett’s Test.

First, I applied CFA (with ‘lavaan’ package of R) to the sub-items of
the intended factor of each excerpt, in order to see how sub-items suit-
ed into the GEMS factor. For the 4™ excerpt, for example, the intended
factor was transcendence. Hence, just sub-items of trancendence4 (fas-
cinated4, overwhelmed4, and feeling of transcendence4) have been includ-
ed in CFA to see how they have loaded on the factor (Figure-15). Then,
to test if any other items also suited well into the intended factor, I

added one more item to the analysis (Figure-16).

Transcendence4

0.7++* [0.35%++

0.69%**

Fascinated Overwhelmed Feeling of transcendence

Figure 15: Factor Analysis-transcendence4

Transcendence4

Fascinated Overwhelmed Feeling of transcendence Tense

Figure 16: Factor Analysis-trancendece4 with tense4
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After that, CFA was duplicated for each excerpt with the adjective
list (25 items), the factors (9 items), and the higher-order-categories
(3 items) of GEMS. Next to this, for each excerpt’s 25 adjective list,
EFA has run with two options; (i) factor analysis without rotated (with
‘principal’ function of R), and (ii) performing maximum-likelihood fac-
tor analysis with varimax rotation (with “factanal’ function of R). As
a final remark for confirmatory and exploratory factor analysis, I ap-
plied the same procedure on the aggregated factor values. At the end
of this section, beyond the factor-based GEMS structure, I will also
highlight a couple of specific points that were observed as high- or low-
rated results, while this is not reported by other studies using GEMS.

In all excerpts, Cronbach’s alpha scores, ranging from (.92 = a =
.86), are sufficient for factor analysis. In many cases, the sub-items of
the intended GEMS factor do fit well into the respective factor, but
not of the 2" excerpt. While having a relevant alpha score (« = .91), al-
lured2 of Irak does not fit well within wonder2 factor of GEMS within
the confirmatory factor analysis (Figure-17). Moreover, the items of
other factors, strong2, for instance- as of power?2 factor, fit in the won-
der2 factor better than its own items (Figure-18). Contrarily, adding
extra items to the intended factors (for example, tensel to wonderl of
Mahur, agitated3 to power3 of Nihavend, bouncyé to tension6 of Isfa-
han, sad10 to joyful-activation10 of Rast, and tearfull2 to powerl2 of
Neva) did not enhance the respective GEMS factor loadings.

0.46%%% |0 28%** 0.97%%*

Moved Filled with wonder Allured

Figure 17: Factor Analysis-wonder2
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Wonder2

0.64%*% /0.34%%% \ 0.68%** "\ 0.7+%*

Moved Filled with wonder Allured Strong

Figure 18: Factor Analysis-wonder2 with strong2

Following that, running CFA with 25 emotion items of GEMS for
each excerpt revealed that the data generally fits into the 9-factor-based
GEMS structure. Consequently, 3 higher categories were well-loaded on
by the aggregated factor values (Figure-19). However, there are a couple
of limited and weak loadings. These problems have occurred at feeling
overwhelmed (of transcendence factor) for Irak and Rast, and feeling agi-
tated (of tension factor) for the 7% and 8% excerpts. In addition, following
agitated, the tension factor has problems to load on the Unease (as of
higher-order-category) for the 1%, 29, and 6" excerpts. I will discuss the
situation for the low-rated feeling items, at the end of this section.

Sublimity

0.92%%x% (0.9 ) ggHkk (.9%Kx (.83%%x

Wonder

Tenderness Transcendence Peacefulness Power Sadness Tension

Nostalgia Joyful Activation

Figure 19: Factor analysis- aggregated values

Even if it is not necessary (and maybe not appropriate) to run EFA
on a data which is collected with already constructed measurement
tool, the reason for having EFA is to explore whether the data offer
a better structure than GEMS. With the relevant KMO (ranging from
=.85 to =.93) and Bartlett’s scores (for all p< .05) for each excerpt and
the aggregated values, EFA suggests, for many excerpts, that it is still a

convenient solution to keep sub-items together in the intended factor



Knowledge And Emotion-Based Musical Practices For Religious Education... 207

loadings. However, it is not the case for the 2" and the 4™ excerpts. In
Segah, EFA does not accommodate overwhelmed4 together with other
trancendence4 items. Similarly, in Irak, filled-with-wonder2 was not as-
cribed to the same factor, contrary to other wonder2-items. Moreover,
even though it is observed that EFA keeps the sub-items of the intend-
ed factors together, it is stretching things too far to suggest another
factor structure for a single excerpt. However, running EFA with ag-
gregated factor values offers a quite similar structure of GEMS with
3-higher-categories. As a result, Tension and Sadness; Joyful Activa-
tion and Power; and Wonder, Transcendence, Tenderness, Nostalgia,
and Peacefulness have been grouped together.

I will conclude the section with the unexpectedly high and low
ratings for the stimuli. ‘Filled with wonder’, ‘overwhelmed’, and
‘soothed” have never been successfully induced by the stimuli, while
‘serene’ 12 times and ‘calm’ 9 times have been induced (Table-11). Ad-
ditionally, factors of tension (for 4 excerpts), sadness (4), and joyful-
activation (4) were recorded as having the lowest ratings (Table-12).
Having low intensity for evoking negative emotions, such as sad,
tense, agitated, and tearful, is already reported in the literature (Taruffi
and Koelsch, 2014; Zentner et al., 2008; Laukka, 2007). It is also reason-
able that vitality-related items have low ratings for the excerpts (Buse-
lik, Saba, and Hiiseyni) which are expected to induce Nostalgia and
Peacefulness. However, what is quite disparate is the results of feeling
‘overwhelmed’ since it was never successfully induced by the stimu-
li. “Overwhelmed’ is sub-item of the transcendence factor within the
GEMS structure and was translated to Turkish as ‘Kahrolmak- Mah¢up
olmak’. Just once, for the Scottish subsample, feeling overwhelmed is
observed for pre-test ratings (Appendix-4).

In sum, the present research suggests that GEMS is a proper tool
to study emotional response to Turkish music (stimuli), because the
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data fits well into the GEMS structure with its 9 factors and 3 high-
er-order-categories through the CFA analysis. Furthermore, it is not
the case that the data offers another/better structure within the EFA
analysis. While there are a couple of unexpected high and low ratings,
there is no sensible ground to link these results to issues around the
GEMS structure. Thus, these rates might have resulted from other in-
dicators of the research, like translation issues, excerpt characteristics,

and individual differences, which I will look at in the next section.

3.2.3. Differences through the Responses

While the present chapter was conducted on two grounds, namely
the emotional attributions to Turkish music makams, and the GEMS
structure, what makes that kind of study attainable is the ‘emotional
response’ given by individuals. To put it in a different way, this re-
search works on the collection of “felt-emotions’, reported by the in-
dividuals for listening to Turkish music. Therefore, examining why
individuals emotionally respond to music in a personally unique way
still might be as prominent as the grounding principals might be. In
this regard, the focus of this section is to discuss how the emotional
response might have been affected by external variables like musical
qualities of the excerpts, by country and school groups, or by the per-

sonal characteristics such as sex, age, and musical ability.

1. Country and school groups: There are significant differences
among the country and school groups. While, for the sample, there are
91 emotion items induced by the stimuli (Table-11), the figure is 64 for
the Scottish group, and 101 for the Turkish (See, Appendix-4). In par-
ticular, though ‘nostalgic’ (of Nostalgia) was induced twice (Table-11),
the figure is 8 for the Turkish group and 0 for the Scottish group. The

difference is significant for feeling nostalgia between the country
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groups, for all excerpts (p< .05), but for Segah. In contrast, regarding
the classification of successful, partially successful, and unsuccessful
categories, there are 5 successful, 5 partially successful, and 2 unsuc-
cessful excerpts (Table-12). However, for the Turkish sample, there are
4 unsuccessful excerpts, while the figure is 2 for the Scottish group
(See, Appendix-4). For the intended GEMS factors, the Scottish group
has higher figures for 1*, 34, 6™, 9% and 11" excerpts, and for the rest,
the Turkish group’s values are higher (Figure-20).

For the school groups, the association between the intended GEMS
factors and the school groups is significant for all extracts, except 5"
and 11* excerpts. In Scotland, there are two groups, secondary and
Higher Education groups. For all the aggregated values and intended
GEMS factors, students in Higher Education have results with “higher
value’ than the pupils in Secondary Education. (The exception is ten-
sion6. However, for the 6™ excerpt the intention is to reduce feeling
tension. So, the lower score of Higher Education is better for tensioné.)
In fact, Higher Education has relatively high scores, and Secondary
Education has lower scores, for all aggregated mean values in com-

parison to all school groups, as of Wonder (Figure-21).

From Turkey, there are 3 different school types included in the
study: EFL, the science high-school; HHI and AUI, Imam-Hatip
schools; HDI and ANI, Imam-Hatip schools with the musical cur-
riculum. For transcendence4, HDI and AUI have the first two rank,
followed by ANI and HHI, while EFL is at lowest. The same order
is valid for Wonder. In general, HDI has the highest scores for the in-
tended GEMS factors, and EFL has the lowest. Despite their ‘religious’

character, other schools’ ranks have changed for other excerpts.



Knowledge And Emotion-Based Musical Practices For Religious Education...

210

Mean

wonder1 wonder2 power3 transcendence4 peacefulness5 tension6
2.2 28] . 2251
281
239
261 251 2001
2.0 ¥
27 "
211 n 241 1754
181 261 231 n
221 1501
199 251 224
189 201 +
B 1.251
17 241 .
woor_m: é:_n_ms . moow_ms ‘_.::_«,_ws moar_ms .E:Naj wooraj ._._.__‘__A_m: moor_m: é:_n_m: mSWij Ez_ﬂ_ms
tenderness7 nostalgia8 peacefulness9 joyful-activation10 sadness11 power12
211 28 211 40
] 3.2
20 224 201
261 351
1.9
'y 3.0 1.9 L
184 201
[ | 184
241 281 3.0
171
171
181
189 261
T T T T T T T T T T 25 T T
Scottish Turkish Scottish Turkish Scottish Turkish Scottish Turkish Scottish Turkish Scottish Turkish

Intended Factor Means by Country

Figure 20



Knowledge And Emotion-Based Musical Practices For Religious Education... 211

tension6 transcendence4 Wonder

30

Mean
—

AN +15+++

ANI AUl EFL  HDI HHI Sc-HE Sc-Sec. ANl AUL  EFL  HDI HHI Sc-HESc-Sec ANI AUl EFL  HDI  HHI Sc-HE Sc-Sec.
Schools

Figure 21: Mean Values for tension6, transcendence4, and Wonder by School Groups

2. Sex: For all cases of the aggregated mean values, male scores
are significantly higher than female values (p< .05). The significance
of the difference for male figures against female scores also remains in
the successful and partially successful excerpts for the intended GEMS
factors. However, there is an exception: the female mean value for
peacefulness5 is higher than male figures (p< .05), which goes against
the general trend. Furthermore, as it is for Irak on feeling calm, a sub-
item of peacefulness, (Figure-22), the female group has significantly
higher mean values for all excerpts -except the 8" and 10t.

Calm Rates by Sex for Irak
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Figure 22: Calm Rates by Sex for Irak
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While there is a difference between Scottish and Turkish sample for
the intensity of peacefulness4, for instance, the variation between the
genders is still valid (Figure-23). The gender-related issues might be
also the reason for the difference between schools for a couple of cases.
There is, for instance, a significant difference in tenderness7 figures for
the male group (p< .05). Similarly, HHI, girls-only Imam-Hatip school,
has 0.6 points lower mellowed7 score than HDI, boys-only Imam-Hatip
school. HHI also has the lowest mean value for nostalgia8, among Turk-
ish schools. From the reverse perspective, it should be seen that having
the highest power12 score for HDI might indicate its boys-only school
character. Therefore, for all cases, there is no reason to argue that the
difference in the emotional responses is only because of the school type.

Mean Scores for peacefulness4 by Country and Sex
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Figure 23: peacefulness4 by Country and Sex
3. Age and school grades: There is not a general effect on the emo-
tional responses due to the age of the participants, because the age
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range of the sample is not diverse enough for developmental expla-
nations. In this regard, no strong correlation was observed between
age and the aggregated mean values (highest= Transcendence and
Tenderness at 0.19), and the intended GEMS factors (highest= peace-
fulness9 at 0.18). Nevertheless, participants’ age sometimes does af-
fect the emotional response under particular conditions. According to
the school groups and grades, in peacefulness9 mean values, school
groups have relatively close and comparable figures. However, the
figure for the group of Higher Education is distinctively higher than
others (Figure-24). It might be argued that, in some cases, participants’
age influences the emotional response.
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Figure 24: peacefulness9 by Country and School Groups

4. Musical preferences (importance, training, and expertise): Mu-
sical expertise may have increased the intensity of emotional responses
for all the aggregated factor mean values (p< .05), except Peacefulness.
Similarly, participants with musical training, for example, have a higher
score for Tenderness, Power and Sadness than those who have no musi-
cal training (p< .05). For the intended GEMS factor scores, it is observed
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that participants with musical training have a higher score for power12
and tenderness? (p< .05). Likewise, lower musical expertise reduces the
intensity for wonder1 (p< .05). However, no relationship has been ob-
served between musical expertise and joyful-activation10 (p>.05).

Within a similar perspective, for those whose answer is ‘other’
with relevant explanations (on the question of “whether music is for-
bidden in Islam’), the mean value for transcendence4 is the highest (p<
.05). Given that question is not a matter of teaching in the Turkish and
Scottish education system, this score may imply that those, who have
more religious information, rate more intense religious feelings for
Segah. For these kinds of responses, the musical characteristics of the
excerpts and the attitude of the participants may give an explanation.

5. Excerpt characteristics: EFL has the highest mean on feeling
movedl (1.85), while HDI has the lowest (1.50). This is not in line with
to the general trends, in terms of the Turkish school groups. Similarly,
for peacefulness5, EFL has the highest mean value. These scores might
be influenced by the listener’s familiarity with the excerpts. An expla-
nation might be that the excerpts of Mahur and Buselik are not pieces
of music that Turkish listeners might normally listen to in daily life.
Hence, the participants in EFL might have higher intensity in their
emotional response for the 1st and 5" excerpts.

However, for tenderness?7, ANI and HDI have the highest scores
and EFL has the lowest. During the test procedure, it was revealed by
the conversation with the participants that many participants at HDI
and ANI were familiar with the makam, composer, and songwriter of
the 7% excerpt. However, it was the first time they had listened to the
7" excerpt for many of the participants at EFL. Moreover, for tender-
ness?, the mean value for the Turkish group is higher than the Scottish.

Furthermore, for the 10" excerpt, it might be argued that it is relative-
ly more common and maybe popular than other excerpts among Turkish
listeners. In this regard, AUT has a higher score for the mean value of joy-
ful-activation10 than HDI and ANI. Similarly, there is a significant differ-
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ence between the Turkish and Scottish groups for joyful-activation10 (p<
.05). In addition, the association is not strong between joyful-activation10
and musical expertise (p>.05). Therefore, in these results, familiarity may
have a role more than musical expertise. It must be considered that the
participants” earlier experience of the music and the individual access to
the emotional response may have influenced the findings.

Additionally, the religious character of the excerpts must be taken
into account. For Mahur, Irak, Rast, and Zirefkend, the ‘religious nature’
of the excerpts may have affected the emotional responses of the Turk-
ish participants. Assuming that Scottish participants are not informed
about the religious features of the stimuli, Scottish schools have been ex-
cluded from the analysis. For the 1% excerpt, for instance, the mean value
of feeling of transcendencel (2.23) is higher than the mean of wonder1, the
intended GEMS factor, (1.61). In all Imam-Hatip (religious) schools, the
mean value of feeling of transcendencel is clearly higher than EFL (p< .05).
Similarly, the situation is almost the same for the 2" excerpt. For tran-
scendence2, EFL has the lowest mean value among Turkish schools (p<
.05). Besides, the mean value of transcendence2 is higher than wonder2,
the intended GEMS factor. Moreover, transcendence?2 has the 3 high-
est score among the transcendence scores of 12 excerpts after 4™ excerpt
(Segah) and 12 excerpt (Neva). Accordingly, it might be argued that the
27 excerpt has successfully induced transcendence. In the same regard,
for the 10" and 11 excerpts, there are relatively higher transcendence
scores, and an association between school types and transcendence rat-
ings (p< .05). Therefore, the question emerges here as to what the rela-
tionship between religious education, promoted in these schools, and
the emotional response to religious music is.

In sum, according to regression analysis (for all, p< .05), for the male
subsample, the ratings for Wonder, Joyful-Activation, Power, nostalgia8,

sadnessl1, and powerl2 are higher than the female. However, for the
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intended GEMS factors (wonder2, transcendence4, powerl2, and ten-
sion6), the Turkish subsample has more relevant responses, than the
Scottish. Similarly, this sample has higher ratings for Transcendence,
Tenderness, Nostalgia, Peacefulness, Power, Joyful-Activation, and Sad-
ness. In terms of school groups, HDI (for transcendence4, and power12),
AUI (for joyful-activation10, powerl2, and transcendence4), and Scot-
tish.HE (for wonder2, Peacefulness, and Sadness) have higher figures.
Yet, EFL has lower ratings for transendence4. Consequently, there might
be an interplay between cultural, national, and religious associations,
gender, school type and grades, and age for the emotional response to
music listening. Considering the sample size and the homogeneity with-
in the subsamples, it is hard to indicate the reason behind the respons-
es in some cases. Turkish and Scottish groups are not comparable, for
instance, in religious belief and language. Similarly, one of the schools,
HDIJ, is a boys-only religious school with a musical curriculum and an-
other is, HHI, a girls-only religious school. Nevertheless, it might be con-
cluded that the change in school types, sex, age/school grades, musical
ability (training and experience), and the excerpt characteristics (and to

which participants” attitudes) have an effect on the emotional response.

4. Discussion

Regarding the findings of the present research, this section first dis-
cusses the results indicating (i) the successful emotional stimulations
through Turkish music due to its makam, (ii) the suitability of GEMS
as a tool to study emotional responses to Turkish music, and (iii) the
effects of individual and musical differences on emotional response.
After that, the significance of the results will be evaluated for the futu-
re implementations, regarding the coherence between value terms of
the Turkish RE system, makam-emotion relations, and GEMS's factors
and adjective list. At the end of the section, the present chapter will be
assessed considering the limitations of the research.
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4.1. Discussion of the Findings

4.1.1. Makam-Emotion Relations

The present research confirms the previous studies on emotion induc-
tion with music listening (Kreutz, et al., 2008; Gabrielsson, 2001-02;
Vistfjall, 2002) and broadens the perspective on the selection of the
proper stimuli. The selection of Turkish makam music, the stimuli, of
the experiment has not only demonstrated its potential in the stirring
or inducements of emotions, but also proved that it might be possible
to estimate possible emotional response due to makam-emotion attri-
butions, as rated by the subjective self-reports. The majority of the ex-
cerpts in the research have successfully (or partly successfully) evoked
the intended emotions (through the sub-items of the intended GEMS
factor). Therefore, the key finding of the research is the experimental
justification of the hypothesis that certain emotional responses wo-
uld be associated with listening to Turkish music due to its makams.
Consequently, the research verifies the historical claims on makam-
emotion attributions with 10 excerpts. Even though two excerpts were
not successful in inducing the intended emotions, they have still in-
duced many other emotions. However, given that the sample was not
informed about the makams of the stimuli and the expected emotio-
nal reactions, the relations between the historical attributions and the
current emotional responses are something different from the relation
between perceived and felt emotions (Gabrielsson, 2001-02). Hence,
this research points out the need to extend the perspective in music-
emotion studies for non-Western context (Mathur, et al., 2015).

Table 13: Emotional Attributions of the Makams and Linked Emotion Factors

Makam Attributions Emotion Factors

1  Mahur Contentment, Complete Relief, Strength, Courage

Relish, Zest, Flavour, Pleasure; Piety, Ascetism Wonder
2 Irak .

Removes Exasperation, Fear
3 Nihavend Strength, Courage Power

4  Segah Piety, Religious Feelings Bravery, Relaxation Transcendence




218 Knowledge And Emotion-Based Musical Practices For Religious Education...

Peacefulness
5  Baselik Relaxation Power
Power
6 Isfahan Removes negative thought.s,. clears the n}md; Tension (-)
increases intelligence, mobility, self-confidence
. Humility, Humbleness, Modesty
7 Hicaz Melancholy, Pleasure and Amazement Tenderness
8 Saba Grieving, Sorrow, Gloom Bravery Nostalgia

9 Hiseyni  Peace, Relaxation, Tranquillity, Serenity, Comfort Peacefulness

10 Rast Enjoyment, Pleasure, Tranquillity Joyful Activation

11 Zirefkend Sadness, Sorrow, Grief Sadness

12 Neva Power, Courage Removes negative thoughts; Power (+)
induces relief, happiness Tension (-)

Table 13 encapsulates the connection between the makams with
the attributed emotional effects and the GEMS factors (The detailed
version of this table with the resources, Table 6, was given in Chapter
4.3.4). Nihavend and Neva, for instance, have been linked to Power (to
induce the sub-items of the factor) because of the ‘attributions’. Since
the results demonstrated that both makams have successfully induced
the power-related emotions, this research supports the attributions.
Similarly, the historical claims to induce the intended emotions have
been confirmed by Irak for Wonder, by Nihavend and Neva for Power,
by Segah for Transcendence, by Buselik and Hiiseyni for Peacefulness,
by Saba for Nostalgia, by Rast for Joyful-Activation, and by Zirefkend
for Sadness. From the reverse angle, having reduced feelings on Ten-
sion has been achieved by Isfahan. On the contrary, the findings of
the research do not endorse the claims to induce Wonder by Mahur
and Tenderness by Hicaz; even though these excerpts have induced
many other emotions than the intended feelings. However, as will be
also discussed in the section for the limitations, much more effort is
required to generalise both positive and negative results.

To my knowledge, this is the second experimental study using

the Turkish translation of GEMS in investigating the emotional effects
of Turkish music makams. Arman (2015) has conducted a study on
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the stimuli of 11 makams (Hicaz, Hiiseyni, Hiizzadm, Kurdilihicazkar,
Mahtr, Muhéayyerkiirdi, Nihavend, Rést, Sab4, Segéah, and Ussak) in
2 tempos (fast-slow) with 2 excerpts (totally 44). However, a couple
of the findings of the present research are not consistent with her re-
sults. This might be due to (i) first, for her study, the tempo was more
influential than makam and (ii) her findings were not compatible with
the existing GEMS factors and presented in another structure. What is
not observed in the present research is that Arman reports that Hicaz
and Nihavend have more calm and sad effects especially than Mahfr,
Saba, and Hiiseyni. Additionally, in the present study, Mahur did not
induce more power-related emotions, while she argues Mahur as hav-
ing higher energetic effects (Arman, 2015: 83-8). Contrarily, the relevant
finding with the current research is that Rdst and Segdh are of more
likely to induce ‘mellow and spiritual’ feeling which is not one of the
GEMS factors, but come from her own analysis. In the present research,
the higher transcendence scores for Rast and Segah had been explained
by the religious nature of the excerpts. Furthermore, the current re-
search’s findings are also compatible with Haddad’s study on Arabic
music with German listeners, since he reports the grievous effect of
Saba and the energetic effect of Rast (Haddad, 2011). In addition, Altun
and Egermann (2020) use GEMS-25 for the makams of Hicaz, Hiiseyni,
Mahur, Saba, and Miistear. However, they present the results according
to the higher-order categories of GEMS, namely sublimity, vitality, and
unease. Hence, their results are not comparable to the findings of the
present research. Nonetheless, it is reported that the Hicaz and Mahur
makams were experienced as more vital than the other three makams.
However, these makams did not evoke significant emotional arousal
for sublimity and unease (Altun and Egermann, 2020: 8).

In sum, the findings of the present research have affirmative re-
sults for the first hypothesis, in the sense that a predominantly positive
relationship between the intended and the felt emotions was observed
for this stimulus set. This is because a group of 8 intended GEMS fac-
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tors (Wonder, Transcendence, Nostalgia, Peacefulness, Power, Joy-
ful-Activation, Sadness, and Tension) were successfully or partially
successfully rated for the respective excerpts by the participants. Con-
versely, 1 intended factor (Tenderness) has not been induced.

4.1.2 GEMS Suitability

GEMS: One of the research questions for the current research was "how
does the GEMS model perform to study the emotional response to Tur-
kish makam music?’. Throughout the factor analysis process, it is obser-
ved that the data has fitted well into the 9-factor structure of GEMS and
does not indicate a better structure. That is different to Arman’s study
(2015), because she suggests a 4-factor-structure, but does not report the
factor loadings for the original 9-factor structure of GEMS. Even if the
9-factor structure is a proper tool, the 3-higher-order categories need at-
tention for better explanations regarding the convenience and statistical
power (Altun and Egermann, 2020; Pearce and Halpern, 2015). There-
fore, the consistency of the higher-order categories must be analysed
over in the diverse test conditions. Yet, due to the qualitative similarity
of the rating patterns for each excerpt, it is reasonable to argue that the
GEMS-25 (with 9-factor and 3-higher order categories) is appropriate
for measuring emotional response to Turkish makam music.

However, judging the current study’s findings by looking at the
relationships among the aggregated values may not be justifiable, de-
spite being done in such a way by Vuoskoski and Eerola (2011). This is
because the excerpts in the current research are intended to induce cer-
tain emotions, which might be adverse to each other, such as one ex-
cerpt for sadness and another for joyful-activation. Aggregating these
adverse responses in a single set of values for all excerpts may not be
sufficient to explain the specified responses. According to the correla-
tions (Figure-25), there are relatively strong associations between the
aggregated factors, except Sadness. However, for the intended GEMS
factors, this is just for powerl2 to transcendence4 and joyful-activa-
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tion10. But, for a single listening excerpt (as of 2"¢and 12 the correla-
tion is observed between the Sublimity items, and between the Vitality
items, but not for the Unease items.
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Figure 25: Correlation Tables for GEMS Factors (Only the significant correlations (p<.05)

were preserved in the tables.)
Additionally, there were a couple of unexpected outlier rating

scores for the sub-items against the GEMS structure. The ‘negative
emotions’, for instance, are rarely reported in response to music (Ta-
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ruffi and Koelsch, 2014; Zentner, et al., 2008; Laukka, 2007). However,
what is not reported before, therefore not expected, for GEMS is that
having the high scores for ‘serene’ and ‘calm’; and having the low
scores for ‘filled with wonder’, ‘overwhelmed’, and ‘soothed’. These
findings might have come from other issues like ‘translation” and ‘neg-

ative emotions’, rather than GEMS itself.

Wording/Translation: Since the present research applies Turk-
ish translations of the English GEMS adjectives (originally translated
from French by Zentner, et al., 2008) for the Turkish participants, it is
highly possible to lose some nuances of the original GEMS scale in the
present research. Even in English, some of the GEMS factors might be
confusing for participants as indicated by Zentner, et al. (2008). For
this reason, Aljanaki, et al. (2016), for instance, suggest replacing Won-
der and Transcendence with Amazement and Solemnity. Nevertheless,
Amazement and Solemnity still have a low agreement between partic-
ipants in their study. Similarly, Vuoskoski and Eerola (2011) measure
Wonder and Transcendence factors higher than Unease category, and
lower than other factors. Nonetheless, as this research did not present
the factors to be rated by the participants, these concerns about the fac-

tor names are not applicable to the findings.

On the other hand, the current research has low ratings for feeling
‘overwhelmed’ (sub-item of transcendence factor), which is never induced
by the stimuli (Table-11). It was represented with two options in the Turk-
ish questionnaire as ‘Kahrolmak- Mahgup olmak’, to cover the meaning well
(Table-10). However, the problem is that it is hard to connect ‘Kahrolmak-
Mahgup olmak’ in Turkish to Transcendence. It was first believed that might
be the reason for low ‘overwhelmed’ ratings, even for religious excerpts
in the Turkish sample. However, low ratings did not change for the Scot-
tish sample (Appendix-4). The difference between the English and Turkish

questionnaires was not significant for all excerpts (p>.05).
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Negative Emotions: As was established in the present research,
low ratings for feeling sadness and tension in response to music were
recorded before (Zentner, et al.,, 2008; Vuoskoski and Eerola, 2011;
Vuoskoski, et al.,, 2012). According to Zentner, et al. (2008), ‘negative
emotions lose their scope, as people move into a mental state in which
self-interest and threats from the real world are no longer relevant’,
which is the case for this experimental research. This explains why
musical sadness is different from everyday sadness (Vuoskoski and Ee-
rola, 2011; Vuoskoski, et al., 2012). Moreover, the current findings sup-
port that, rather than occurring separately, negative emotions, among
others, were experienced in a blended manner, even if this correlation
is statistically disturbing (Zentner, et al., 2008). In other words, the 11*
excerpt of the study, which is intended to induce sadness, has reached
almost the same pattern of Taruffi and Koelsch (2014: 8) by evoking
not only sadness but also a wide range of complex and partially posi-
tive emotions (Figure-26). Similarly, a relatively high sadness score for
the 2nd and 4™ excerpts has been accompanied by comparatively high

nostalgia and tenderness scores.

Mean Scores for Zirefkend

. ! ! ' ! ! ! ! !
peacefulness  nostalgia sadness trancendence tendermess  wonder power  joyful-activation tension

GEMS Factors
Figure 26: Mean Scores for Zirefkend
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4.1.3. Individual and Musical Differences

The current research supports Labbé and Grandjean’s concerns (2014)
about ‘by whom the test was taken’. For them, that is certainly as im-
portant as how the stimuli and the measurement tool are effective on
the findings. Nihavend and Neva, for example, successfully have trig-
gered 16 of 25 emotion items. Similarly, the fact that Segah and Buselik
reached a total of 17 induced emotions implies the achievement of the
stimuli. Contrarily, Hicaz, Saba, and Zirefkend have induced two or
fewer emotions. However, just the number of induced emotions does
not mean the success for the present study. Mahur, for instance, has
induced 7 emotions, but it stands among the unsuccessful excerpts.
It is unsuccessful in inducing the intended emotions. Yet, Rast with 5
induced emotions, for instance, is successful in inducing joyful-acti-
vation10. Accordingly, in this study, not only different emotions have
been induced by different excerpts (as it was intended through excerpt
selection), but also diverse emotional response patterns have been ob-
served in parallel to the characteristics of participants and stimuli.
Thus, the performance of GEMS as well might be linked to stimuli and
participants (Vuoskoski and Eerola, 2011).

Even if the present research does not include any measurement
scale for participants” personality traits, it is meaningful to interpret
the findings to show how the emotional responses differ in terms of
participants’ basic features such as culture, gender, age, etc. For this,
country and school groups, for instance, must be observed. It is, of
course, not reasonable to argue that all participants in these subsam-
ples have the same personality. However, there is a pattern in the re-
sponses according to the sub-groups. Therefore, as Demmrich (2020)
highlights, there is a need to consider culture-dependency of the emo-
tional response to music listening.

The findings of feeling nostalgia illustrate this view. For the pres-

ent study, nostalgia was defined as “a sentimental longing or wistful af-
fection for a period in the past’ (Stevenson, 2010). It might be assumed
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that the Turkish subsample have had earlier memories in relation to the
stimuli, whereas, for the Scottish sample, it might be the first time they
had listened to these excerpts. Recognising that earlier experiences can
affect emotional response to music listening (Robinson and Hatten,
2012; Gabrielsson, 2001-02), it is reasonable to get higher nostalgia rat-
ings from the Turkish subsample. Similar responses may be extended
beyond feeling nostalgia, in relation to the identity of the listener.

Furthermore, it is observed in the present research that school
type has an effect on the responses. This might be because of the teach-
ing promoted in these schools. Apart from the Imam-Hatip schools,
EFL (science high school), for instance, generally has the lowest scores
especially for religious excerpts among the school groups, within the
Turkish subsample. Contrarily, HDI and ANI generally have the high-
est scores; both schools are Imam-Hatip with the musical curriculum.
Because of this musical curriculum, this school type might be linked
to higher musical experience and training. This research suggests that
musically more experienced listeners (in Imam-Hatip schools with
musical curriculum) have higher intensity in their emotional response
to music (compare with Gabrielsson, 2001-02 and Kreutz, et al., 2008).
In this respect, the findings support the idea that ‘the individual’s long-
term commitment to music is important if the same genre of music is
used for emotion induction” (Vistfjall, 2002). The music curriculum in
those Imam-Hatip schools promotes Turkish makam music, which is
the domain the present research has selected for its stimulus set. Simi-
larly, while participants were asked only one question regarding the
religious belief, it is presumable that students in Imam-Hatip schools
might have been also religiously more trained.

For the Scottish subsample, there is a significant gap between
the responses of the Secondary school and Higher Education groups.
However, this might be influenced by the age of the participants, as the
mean-age is relatively higher for the Higher Education group (mean=
25.33). Since age and year group of the participants influence emotional



226 Knowledge And Emotion-Based Musical Practices For Religious Education...

responses, the present research supports the attention on the develop-
mental approaches (Pearce and Halpern, 2015) as well as regarding
faith and emotional development in relation to this. In addition, the
difference between genders is salient in the present research. Since, for
feeling calm (and in return for peacefulness factor), female figures are
higher for many of the excerpts against to general figures, the findings
suggest taking into account the gender effect on the results (Aljanaki, et
al., 2016; Baltes, et al., 2011). However, as there is a boys-only (HDI) and
a girls-only school (HHI) in the study, it has blurred the gender effect.
Subsequently, it is such an undeniable fact that the stimuli and partici-
pants have affected the emotional responses in the present research.

Since listener agreement has never reached 100 percent (Gabrielsson,
2001-02) in the present research for any emotional response, the variation
might depend on the unique features of the participants. In this regard,
the relation between the participants’ initial moods and the emotional
response might be stated (Aljanaki, et al., 2016). Because the emotional
response to music might result from the idiosyncratic associations that
are not related to what the music expresses (Robinson and Hatten, 2012;
Vuoskoski and Eerola, 2011), the listener’s personality might be more
dominant in the response. Thus, the present research suggests consider-
ing the popularity / familiarity of the excerpts for the participants, during
the stimuli selection process. This also explains why the mean value for
transcendence4 (a relatively religious feeling for a pure religious musical
form) is higher for the Turkish subsample, especially for those who have
a relevant explanation about the permission of music in Islamic thought.
Similarly, the initial moods may help to understand the success and fail-
ure of the intended wonder and tension factors. Furthermore, musical
preferences and cross-cultural differences might be mirrored through the
emotional response to music in the present research (Demmrich, 2020;
Taruffi and Koelsch, 2014; Balkwill and Thompson, 1999). Therefore, it is
not that easy to abstract the emotional response from the personality or
the unique state of the listeners (Liljestrom, et al., 2012).
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4.2. Applicability/Implementation

As presented before in the tables, there is an invaluable alignment of
three aspects for this research to express the rationale behind the pre-
sent chapter and to link the findings to the implementations. The first
was about the emotional attributions of the makams. It was presen-
ted in Table 6 (Chapter 4.3.4.), and the shorter version was in Table 13
(Chapter 5.4.1). The second was about GEMS's structure with its adjec-
tive list and factors in Table 9, mentioned above (Chapter 5.2.3.2). Both
layers were merged earlier in this chapter in Table 8, for the stimuli
and makam selection process. The third was about the ‘value terms’ of
Turkish RE curriculum in Table 2 (Chapter 2.3).

I will now convert these layers into a new table (Table 14), merging
the value terms to the factors of GEMS and the emotional attributions
of makams. This new table states that GEMS factors and the emotional
attributions of the makams are being linked to the value terms of the
curriculum. Hence, the significance of this view for the current research
is that the compatibility between the emotional attributions (therefore
expectations) of the makams, GEMS factors, and the value terms has
been provided. This relationship is both remarkable for guiding the
discussion for the implementations and unique for making the per-
spective RE-specific for the Turkish Values Education system.

The unsuccessful excerpts in inducing the intended emotions were
shaded by green in the table. For the unsuccessful makams, following
GEMS factor and value terms (root, secondary, and high school levels)
were also shaded. However, despite Mahur, Wonder (as a GEMS fac-
tor) and value terms were not shaded, because the factor and related
value terms were promoted by another Wonder-related makam, Irak.
Moreover, in Buselik (for Power) and Neva (for Tension), the related
value terms were omitted since Neva (for Power) and Isfahan (for Ten-
sion) have granted the intended factor and the value terms. As a result,
Tenderness with the related value terms is the only factor for which
the selected makam (Hicaz) does not promote this kind of assurance.
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Table 14: Alignment of Value Terms to Makam Attributions and GEMS Factors

High School
Root Value  Secondary Level- Level-
Makam GEMS Factor (2018) Value Terms (2010) Value Terms
(2010)
R Helpfulness;
Mahur Helpfulness; Sacrifice; Sha- Sacrifice; Sha-
Wonder Helpfulness ring; Generosity; Solidarity;  ring; Genero-
Irak Hospitality sity; S.olic.iarity;
Hospitality
Patriotism; Peace; Indepen-
dence; Love of the nation;
Courage; Consciousness
of national unity; Marty- Independence:
Nihavend Power Patriotism rdom; Veteran; Awareness Ap . ’
Patriotism
of democracy; Respect for
Turkish elders; Respect for
the Turkish Flag and the
National Anthem
Diligence;
Diligence; Hygiene; Chastity; Hyglene;
o A Uprightness;
Frugality; To give importance .
Self-control . . To give
to being healthy; Uprigh- .
. : importance to
tness; Moderation .
being healthy;
Segah Transcendence Moderation
Being reliable;
. o . . Accuracy;
Hones ty ?{Eic;éliﬁlt, Honesty; Accuracy; Honesty:
y Confidence;
Sincerity
Peacefulness Justice Justice; Forgiveness; Mercy Being fair
Buiselik
Power
Responsibility; Keeping the I?esponsﬂ:?l-
. . lity; Keeping
Responsi- promise; Protect the trust; the promise;
Isfahan  Tension (-) P Goodwill; Scientific thought; !
bility e e Protect the
Sensitivity to historical Gt £
heritage trust; Scientific
thought
Respect; Shame; Aesthetic;
Sensitivity; Respect for Respect; Sen-
. places of worship; Kindness;  sitivity; Humi-
Hicaz Tenderness Respect Humility; Having manners;  lity; Aesthetic
Sensitivity to the natural sensitivity

environment; Appreciation
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Love/Compassion; Toleran-
ce; The love of nature; The

Love/Compas-
sion; The love

Saba Nostalgia Love love of truth; Hakseverlik: of truth; Soft-
L temperedness;
Miiriivvet
Tolerance
Hiiseyni  Peacefulness Justice Justice; Forgiveness; Mercy Being fair
. Friendship; Brotherhood; Fi- Br.ofherhood;
Joyful Activa- . . . SO Giving impor-
Rast . Friendship  delity; Giving importance to .
tion a2 . tance to family
family institution and unity . " .
institution
Ziref- Perseve- Being abstinent; Thahk- Being absti-
Sadness fulness (to God); Patience; K
kend rance . . nent; Patience
Simplicity
Patriotism; Peace; Indepen-
dence; Love of the nation;
Courage; Consciousness
of national unity; Marty- .
Power (+) Patriotism rdom; Veteran; Awareness ;r;ctlz};firsl:l;nce,
Neva of democracy; Respect for
Turkish elders; Respect for
the Turkish Flag and the
National Anthem
Tension (-)

As explained around the concept of ‘meaning-making’ (Chapter 3.3),
the rationale behind the present research is not a simple argument such
as —if Turkish music induces a strong emotional response in students, then it
must be included in the curriculum and teaching activities. This is what ex-
actly Haddad (2011) suggested for Arabic music to German listeners/
students. If it were the case for this research, then I would argue that
because the 7" excerpt was emotionally well responded to, then it must
be part of RE. However, what makes the 7" excerpt unsuccessful for
the current research is this: the response for Hicaz does not confirm the
tenderness-related attributions via GEMS score (tenderness?); despite it
having induced seven emotions and having a relatively higher response
for nostalgia7. Hence, it is not sensible to use Hicaz for the tenderness-
related value terms, as long as it could not induce relevant emotions.
Contrarily, 12" excerpt is successful for the current research in the sense
that: the response for Neva does approve the power-related attributions
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via GEMS score (powerl2). So, there is a ground to argue that using
Neva for the power-related value terms might be valuable. In this point,
the question is how ‘feeling’ is important for values education, in other
words for the implementation field of the study.

In this research, what is measured via GEMS is the subjective ex-
perience of emotion, namely feeling. However, in the ‘component pro-
cess model’ of musical emotions (Scherer, 2004), subjective feelings are
accompanied by cognitive evaluation, behaviour preparation, physi-
ological arousal, and motor expression (Egermann, et al., 2011). In ad-
dition, it is reported that the musically induced emotional states are
associated with similar behavioural and cognitive changes (Vastfjall,
2002, 2010). Accordingly, for the current research, it is a prominent
view that how feeling ‘transcendence’ due to musical induction, for
example, is followed /accompanied by action tendencies, physiologi-
cal arousal, cognitive appraisals, and motor expression.

Regarding nostalgia, the question for neuroscience, for instance, is
the activation of brain areas related to mnemonic activity during musi-
cally induced nostalgia (Zentner, et al., 2008). Since nostalgia is linked
to the retrieval of autobiographical memories, the experience of nostal-
gia during music listening highlights the role of the memory process
(Taruffi and Koelsch, 2014). Music also affects the brain in similar ways,
to biologically relevant stimuli —such as food, and artificial activation
of drugs. In the same way, a recent study demonstrated that sad music
could induce sadness-related effects on memory and judgment as au-
tobiographically induced sadness (Vuoskoski and Eerola, 2012). Even
though music is neither necessary for biological survival nor of a phar-
macological substance, this relation implies that being of significant
benefit to mental and physical well-being (Blood and Zatorre, 2001).
Therefore, Sabé in connection to ‘nostalgia’ may promote the teaching/
learning activities for value terms of ‘love” within this perspective.

Related to memory and cognition, if previously learned ‘words’
or any other information in connection to feeling ‘power’, for instance,
are easily retrieved during the musically induced power, then the ef-
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fect of the musical emotions on the cognitive process will reveal. This is
to say that music helps to facilitate the encoding of information when
the music-induced feeling is congruent with the valence of informa-
tion learned (Tesoriero and Rickard, 2012). According to emotional
arousal theory, emotional states have effects on memory via neuro-
biological mechanisms that accompany emotional arousal (Cahill and
McGaugh, 1998). Furthermore, in terms of mood congruence theory,
the congruence between the emotional state of the ‘person’ (listener or
student) and the positivity or negativity of the music influences encod-
ing (Bower and Forgas, 2000; 2001). In this regard, Rast and Irak, for
example, may suggest stimulating relevant value terms in connection
with the musical emotions accompanied to teaching/learning. This re-
lation may underpin the way of using music in inducing emotion, in
the context of enhancement of the information process for listeners.

Likewise, the behavioural expressions of the musically induced
‘peacefulness’ could be the subject of implementation on helping lis-
teners to change/adapt their behaviour. As a sign of engagement, a de-
sire to action will be consistent with the emotional association (Labbé
and Grandjean, 2014). Hence, expressive movements in music might
lead to synchronised movements of the body (Scherer and Zentner,
2001). Then, musically induced peacefulness may encourage listen-
ers to act properly for ‘justice’. From a reverse angle, reducing tension
with music, for instance, may support the related actions/behaviours
for teaching/learning in connection to value terms of ‘responsibility’.

In sum, the present research, as a potential for educational pur-
poses, argues that the feeling component of emotion as induced via
music might back the cognitive, behavioural, and emotional aspects
of values education within RE. To briefly extend my perspective for
RE, I argue that the findings suggest that the emotional enhancement
of values education may be fostered by including music into teaching
(Liljestrom, et al., 2012). I will turn back to this perspective in Chapter
7 for the further implementation possibilities in RE.
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4.3. Limitations

After all, the limitations of the research have been acknowledged by the
researcher. From all possibilities, the present research design bears a co-
uple of restrictions due to the selection of the stimuli, participants, mate-
rials, listening context, measurement, and data analysis. Yet, the limitati-
ons, and in return future directions, are fairly ample since there is not a
broad literature on the emotional capabilities of the Turkish makam music.

The stimuli of this research of 12 makams reflect the consider-
ations of the researcher, with the objective to implement the results
in RE. However, there are more makams with emotional attributions
in Turkish music. Even in the selected 12 makams, it is highly pos-
sible to find another excerpt performed by someone else in a different
context with a different set of instruments. All these options may alter
the emotional response. Thus, there is still a need for more work to
generalise the findings for Turkish music (Zentner, et al., 2008). Even
though the research proved the successful emotion induction, large
numbers of listeners with diverse characteristics may produce more
systematic and reliable results (Scherer, 2004). The unsuccessful results
of the present research on the induction of tenderness and wonder, for
instance, might be sought with musical features. At least, for emotion
expression, the stimuli might be evaluated before the future studies in
terms of musical characteristics (Véstfjall, 2002: 176).

For participant recruitment, within a convenient sampling strategy,
this research was forced by a couple of parameters. In Turkey, the lim-
ited number of Imam-Hatip schools with the musical curriculum made
the target group narrowed. Similarly, selecting students from the school
population have always been manipulated by ethical considerations
and school principals. It must be stated that, due to COVID-19 condi-
tions, schools were unwilling to participate in such a project, especially
in Scotland. As revealed through the findings, the test with a higher
number of participants, with a much more diversity, may indicate dif-
ferent directions. Additionally, for future studies, the examination of the
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personality variables through such as ‘The Big Five Inventory’ (John
and Srivastava, 1999) might be rewarding to apprehend the underlying
mechanism behind the emotional response to Turkish music (Vuoskoski
and Eerola, 2011; Kreutz, et al., 2008). Having a culturally diverse sam-
ple and/with broader age range may also facilitate the discussion for
developmental approaches and cross-cultural understandings.

As already mentioned before, the present research may suffer
from translation issues. The GEMS scale within the questionnaire was
available in two languages (Turkish and English). Though the applica-
tion procedure works with two languages, there are more linguistic
works behind, for the research. Therefore, it is possible to argue that
in the translation certain details might get misrepresented (Baltes, et
al., 2011). Similarly, paper-based and online-questionnaires may have
indicated a diverse set of standards (Cohen, et al., 2018). To increase
reliability and generalizability, future studies may need more stable
conditions for the procedure.

Considering the theory of emotion, there are also technical/the-
oretical boundaries. The present research embraces the ‘component
process model’ for musical emotions (Scherer, 2004). In this model, an
emotion consists of cognitive evaluation, behaviour preparation, phys-
iological arousal, motor expression, and subjective feelings (Egermann,
et al., 2011; Niedenthal, et al., 2006). However, in this research, the sub-
jective feeling component of the aroused emotions has been measured
by means of self-reports, namely with GEMS. This may not be a GEMS-
specific limitation in itself, because each measurement strategy has its
own advantages and disadvantages. Nevertheless, this research could
have been conducted to measure other components of musical emo-
tions with any proper methods. Future studies could benefit from, for
instance using neurophysiological and physiological methods for mea-
suring emotional response to Turkish music (Demmrich, 2020). Like-
wise, rather than GEMS, the discrete and dimensional emotion mod-
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els could have enlightened the assessment of the emotional power of
Turkish music (Vuoskoski and Eerola, 2011). In GEMS scale (as well
as other self-report models), presenting a pre-selected set of adjective/
rating items simply implies that the list of 25-items is well enough to
represent the possible emotional response of the listener (Zentner and
Eerola, 2010). However, in the present research, a few participants have
reported a couple of feelings that are not within the 25-adjective list.
Even though these feelings are not prevalent for all participants, it sup-
ports Zentner, et al. (2008) regarding the lack of some relevant feeling
terms within the adjective list. ‘Free-description’ methods, for example,
may provide more individualistic and diverse results (Scherer, 2004).
For future studies, it might be also suggested to conduct a study on
perceived emotions, rather than felt emotions (Gabrielsson, 2001-02).

Last, this kind of study might be also conducted for another sub-
ject rather than education. Due to defining educational purposes and
applicability, the subject field of the present research, RE, has affected
the research, especially for data collection and analysis. The excerpt
selection process and the suggestions for implementations were well
documented for that concern. Similarly, the data analysis in the current
research has been derived from the statistical approach. Hence, the un-
derlying mechanism of the emotional response, for example, has not
been highlighted during the analysis. However, the current research
focused on emotions, already induced by Turkish music and rated by
the participants. For future studies, the process of emotional response
to Turkish makam music might be assessed from a different scope.

Finally, since the beginning of the literature review, as it is repeated
a couple of times, the present research suffers from the scarcity of the
experimental studies on the emotional capabilities of Turkish makam
music. Thus, what is unrealistic is to fill this gap just by the present
research. Consequently, having too many restrictions to this extent for
the present research also indicates the direction for future studies.
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5. Conclusion

This chapter was conducted to assess listeners’ emotional response
to Turkish makam music, on the question of inducing predetermined
emotions for the context of RE. For this aim, the data was collected
with a questionnaire. The participants of the research listened to sti-
muli (12 excerpts of Turkish makam music) and rated their felt emoti-
ons by means of GEMS-25. The questionnaire was also accompanied
by questions of background variables. The stimuli were selected in re-
lation to the comparison between the historical emotional attributions
of the Turkish music makams and GEMS factor structure. Then, the
emotional responses of the participants were evaluated in three pers-
pectives: the success of an excerpt in inducing the intended emotions
according to the coherence between makams” historical emotional att-
ributions and GEMS factor structure, appositeness of GEMS to study
Turkish makam music, and the effect of the background variables on
the emotional response to music listening.

The findings suggest that the stimulus set of the research has in-
duced a distinct number of emotions. This emotional arousal capacity
is in line with the historical emotional attributions of the makams for
ten excerpts. In this regard, it is successful in inducing peacefulness via
Buselik, nostalgia via Saba, peacefulness via Hiiseyni, joyful-activation via
Rast, and power via Neva. Similarly, it is partly successful in inducing
wonder via Irak, power via Nihavend, transcendence via Segah, and sad-
ness via Zirefkend; and in reducing tension via Isfahan. However, Ma-
hur for wonder and Hicaz for tenderness are not successful in inducing
the intended emotions. Moreover, this research argues that the existed
GEMS structure, with its nine factors and three higher-order-catego-
ries, is a relevant research instrument to assess the emotional response
to Turkish makam music, according to the confirmatory and exploratory
factor analysis procedures. Furthermore, this research highlights the re-
lationship between emotional response to music listening and listen-
ers’ characteristics such as cultural, national, and religious associations,
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gender, school type and grades, and age. To some extent, emotional
response to music listening changes according to school types, sex,
age/school grades, musical ability (training and experience), and the
excerpt characteristics (and to which participants” attitudes).

Regarding future studies and implementation possibilities, Turk-
ish makam music promises an invaluable perspective for the cross-
cultural interpretations of the music-emotion research field. However,
this perspective needs much more work for detailed explorations. Fur-
thermore, since Turkish makam music provided the arousal of prede-
termined emotions, there is a valuable potential for using emotions in
RE, among other fields. Hence, Turkish makam music will be beneficial
for RE to the extent that it induces the intended emotions. Yet, this
potential must be re-conceptualised in terms of the role of emotions
in the context of effective RE. In the next chapter, I will evaluate this
potential according to the view of RE professionals.



Chapter VI

Qualitative Investigations:
Experience of Religious Education Professionals






1. Introduction

This chapter of the research explores the place of music in the Turkish
RE system from the perspective of RE professionals. The chapter is in-
formed by the data obtained from the semi-structured interviews with
the participants. While literature highlights the importance of music
for RE (Berglund, 2008, 2014; Stern, 2004; Babacan, 2019, Yorulmaz,
2012), the aim of conducting interviews with the individuals was to
evaluate the view of the experts in the field of RE. Using a grounded
theory research strategy, this qualitative chapter formulated a theory
(Glaser and Strauss, 1967) to explain the present situation and offer
suggestions for improving the use of music in RE. Accordingly, regar-
ding the musical emotions, the related sub-question of the research is
‘how do RE professionals evaluate the place of music in RE?’

2. Method
2.1. Study Design

With its qualitative and exploratory nature, this chapter was conducted
in line with the ‘informed grounded theory’ research strategy (Thorn-
berg, 2012) to build a theory on the extent to which RE professionals in
Turkey use music as a pedagogical strategy in their classroom. There-
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fore, unlike the previous chapter, there was no a priori assumption for
the qualitative investigation before the data was collected and analy-
sed. However, the expectation was to co-construct the data and reality
with the research participants (Charmaz, 2017). Such a design of the
study not only allows data to be collected from different perspectives,
but also takes into account the researcher’s pre-perceived theoretical
knowledge about the general situation of RE in Turkey. While this sec-
tion shortly summarises the final set of research methods, a broader
methodological account was also given in Chapter 4 (Methodology).

2.2. Materials/Questions

The initial primary question of the semi-structured interviews was si-
milar to: “‘could you tell me about your (teaching) experience regarding
the place of music in (your) classroom?’, and then, how do you think
its role might be improved?’. These questions were modified accor-
ding to the interviewee’s status. The sample questions, for example,
were directed to a teacher. However, for an academic, the structure of
the questions needed to be adjusted. For the researcher, the questions
facilitate further probing and data gathering with the follow-up ques-
tions dependent upon the respondent’s answers. Furthermore, due to
the nature of the data collection and methodological demands of gro-
unded theory such as constant comparison and theoretical sampling,
the questions evolved and were directed towards ‘theoretical saturati-
on’. Apart from the introductory questions, there was no single set of
questions to be asked of all participants. So, the questions were at least
slightly different for each participant.

2.3. Participants and Sampling

The initial research question (how do RE professionals evaluate the place
of music in RE?) formed a set of qualifications for the potential partici-
pants. Yet, in line with theoretical sampling (Strauss and Corbin, 1998),
all participants were not identified at the beginning of the research
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but during the actual research process. Nonetheless, setting bounda-
ries from the outset was required to consider who/why /when/about
what to be interviewed (Coll, 2008). Hence, the potential participants
were recruited according to their professional engagement with the
subject of RE (as of teacher, academician, or policymaker) and their
considerations on the place of music in RE. The participants were then
purposively sampled and there were no restrictions concerning music-
specific or personal characteristics. It was intended to recruit partici-
pants who were familiar with the research field. In addition, the snow-
ball sampling method sometimes promoted the recruitment process
as long as new candidate participants met the required characteristics.

For this part of the research, there was a total of 20 interviews
conducted in 4 phases with 20 participants. Five of the interviews are
in the form of field note/ discussion with the experts and MoNE level
policymakers.

2.4. Procedure/Data Collection & Analysis

With the semi-structured interviews, the researcher collected the data
himself and probed further with follow up questions if necessary. Du-
ring the interviews, participants shared their perspectives on using
music in RE classrooms.

After the ethical procedures were settled, all participants were
individually invited to an interview. All interviews were audio-re-
corded. The first half of the interviews (1% phase-7, and > phase-3, and
expert interviews-5) was face-to-face, whereas the next 5 participants
(3" phase) were interviewed by phone. One of the participants in the
3 phase insisted on providing written answers, rather than consent-
ing to an interview. That was the exception in the study during the
data collection activities as well as for the materials/question prepa-
ration. Face-to-face interviews were conducted at either the respon-
dents” workplace (schools) or in a public space. For the field notes, the
experts and policymakers were visited in their offices. Owing to the
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nature of the grounded theory research strategy, data collection and
analysis were performed concurrently. A detailed account of informa-
tion about data collection and analysis processes have been given in
Chapter 4 (Methodology). In addition, the layout of the categories and
concepts, which is developed throughout the analysis process, is pro-
vided in Appendix-5. This might be needed for smooth reading and
comprehension of the findings and discussion sections.

3. Findings
3.1. Musical Material

This category takes ‘music’ as a material of RE class and explains material-
related aspects such as suitability and availability, by starting from theo-
retical perspectives before moving on to explore practical interpretations.

3.1.1. Legitimation and Disapproval of Music

The very first problem with music to be used in the Turkish RE classro-
om is its validation to the present standards. There is a struggle betwe-
en approval and disapproval of music as a pedagogical instrument in
Turkish RE classrooms. Yet, the latter has a relatively low intensity. The
ways of reasoning that RE professionals use to articulate that music is
not a problematic “material” for RE classrooms, comprise various di-
mensions such as Religious, Cultural, Natural, Aesthetic and Musical,
Realistic and Communicative, Psychological and Emotional, Pragma-
tic and Purposive, Self-referring and Self-legitimation, and Academic
and Legal Conformity. Even though the interviewees believe that only
a minority in Turkish society hold that music is entirely forbidden in
Islam, the question of whether music is actually forbidden (haram) in
Islam is still a significant point for using music in RE. Solomon® states
that “there may be a very small minority among teachers and parents
who think that music is haram and should not be included in the class’.

6 Participant names are pseudonyms.
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However, for Benjamin, ‘due to the people and teachers who believe
that music is forbidden, the effective use of music in RE is blocked’.

However, RE professionals employ various strategies to convince
the education environments of the permissibility of using music in edu-
cational settings. This attempt has religious, cultural, emotional, psycho-
logical, philosophical, and legal endorsements. In other words, this is not
always grounded on religious thinking, despite the nature of the haram-
halal distinction. Hence, those various explanations may be reflecting the
expectations of the many objections against using music in RE.

As informed professionals, the participants are knowledgeable
about the religious character of the discussion and share the religious
views that music is not entirely and unconditionally banned in Islam.
In accordance with Islamic rules, the legitimation of music is always
interpreted by referring to the relevant Quran verses (i.e., The Quran,
Lugman, 31:6) and Prophet Muhammed’s Sunnah. To support this view,
religious leaders from history such as al-Ghazzali (d. 1111) and Rumi
(d. 1273), or contemporary institutions such as the Presidency of Reli-
gious Affairs (PoRA or Diyanet) were frequently mentioned during the
interviews. The musical character of Quran recitation and call to prayer
(adhan), and religious music forms such as hymns, chants, and prayers
were also indicated. David explains this view as:

There is no definite provision in the religious sources as ‘music is forbid-
den’. In addition, music is included in religious services such as reading the
Quran and Adhan, that appeal to people’s feelings. I personally think that
the content may be haram, not the music itself.

Similarly, Adam states ‘Adhan is a kind of music as well as reciting
Quran. As bad and good reciting have different effects on listeners, peo-
ple prefer better recitation of Quran and Adhan’. Then, Noah argues:

If Diyanet (PoRA) and Islamic Law departments [at the universities] may
support the idea that using music in the educational context is not forbid-
den in Islam; then the public will not resist.
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Mary supports this: ‘Diyanet declared that ‘music is permitted’. If this
is defended by them, then the negative perception may be overcome.’

Next, culture has a crucial role in the debate of the permissibility of
music for RE class. Simply saying music is an important part of our cul-
ture; therefore, it must be included in our RE. It becomes our music, if it is
underpinning religious and cultural values, or having culturally adopted
instruments such as nay (reed flute) and oud (Isaac). Even songs per-
formed by non-religious singers (as of public statements) in a non-religious
format might be acceptable for RE, due to the values reflected within the
music. To illustrate this, Moses underlines the significance of ‘content’:

It is often debated around theology environment whether music is halal. 1
think, if there is no direct problem with the content, all kinds of music can
be listened to. So, we can consider even Rock music. There may be some
issues with the content, but one might notice it himself.

For disapproving music in RE, Aaron indicates the forbidden type
as: “The musical works that lead to sin stand at a closer point to haram’.
However, Jacob describes the unwanted music not by applying reli-
gious terms, but with its negative effects:

For those who oppose music, including our students and our fellow teac-
hers, the first thing that comes to mind is the music produced by popular
culture. In fact, when I say, ‘we are against that music’, I mean the music
of popular culture and what is given here is not just music. In this concep-
tion, music becomes a carrier of immorality, blasphemy, slang speech, and
violence. We are against these side effects. In this sense, music acts as a
carrier. So, what is important here is what is being carried through music.

What Aaron and Jacob indicate is that, in addition to religious and
cultural concerns, music with negative effects on students or without
educational benefits might be pragmatically rejected by the RE profes-
sionals. In this regard, disapproval of music for the RE class is not a
general rejection, but the answer for what kind of music is not proper
for RE activities. Accordingly, RE professionals indicate the non-suit-
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ability of music for the RE classroom with the limited number of con-
ditions —in contrast to the views of legitimation.

3.1.2. Defending Music in RE Class

Following the debate over justification of using music, there is still a
valid question as to “‘why music should have a place in RE class?’. The
answer generally reflects the teachers’ attitudes for/against music and,
in turn, approaches in RE class. Both positive and negative justifications
(to use or not to use music) mostly lean on the personal experience of
the interviewees, rather than on a scientific and academic theory. Even
it does not mean that they are not aware of the theoretical discussions
about music and its capabilities, their theoretical arguments were not as
effective as their personal experience to change their minds.

Initially, it must be stressed that music is one of the educational
methods for RE, regardless of whether it is the best. At most, it should
be used in a certain time slot of a class and it needs to be switched with
other methods when needed. Hence, it might sometimes be problem-
atic to expect to see musical activities in every RE class and each topic,
because the intelligence and skills of teachers and students must be
taken into account as well as the suitability of the subject. David un-
ambiguously describes this view:

When using musical material, it is necessary to know the balance and li-
mits. Music is our tool, but the aim is to educate and teach. To illustrate
this, in a 40-minute lesson, we cannot use music continuously from the
beginning to the end. Let’s say one day we start the lesson with 3-5 minutes
of background music. Another day, for example, we can use a video supple-
mented with music in the mid-time of class. There is no point in spending
the whole lesson with music.

The interviewees anticipate improvements for RE with music in
three areas: in the affective domain —the emotional enhancement of the
class environment; in the cognitive domain —better communication of
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knowledge opportunities for teaching and learning; and in a hybrid/
mixed domain —the behavioural and general improvements. These do-
mains are not ordered in priority and do not exclude each other. In
other words, music in RE class might be a source of both emotion and
knowledge. In some cases, the emotional stimulation due to the music
can lead to a cognitive quest, whereas prior knowledge about music
may foster the emotional response.

For the affective domain, Moses says, ‘I don’t think there’s any oth-
er power that can stimulate emotions like music’. In addition, for Noah,
‘As music directly speaks to our emotions, musical activities may en-
hance the emotional dimension of RE’. Because “Music can be used to
comprise emotions in lessons’ (Solomon), students are active agents
during the class activities. Since music is for emotional enhancement of
RE class environment, students are expected to feel ‘something’ more
than ordinary teaching, due to the musical activities. As music can in-
duce emotions in listeners, students’ role is emotionally responding to
the music they listen to in the class. This is a prompt response to music
in a short time, to reveal one’s own feelings. Furthermore, the musical
activities of RE can address the emotional diversity in the classroom. In
connection with emotional development, students’ expectations might
be satisfied as well by the relevant musical stimulus.

For the cognitive domain, John and Eve, respectively, advocate
using music for teaching:

I often make hymmns listen to in class. It’s beautiful because there are hymns
that have an educational trait, for example, hymns that teach the pillars of
faith and Islam.

When I teach something through music, it becomes more permanent. I
think it's more efficient to learn with a melody.
In this domain, students are targeted during the musical activities
by their teacher for academic achievements. Furthermore, David gives
detail on how music accomplishes this:
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Children may have difficulties while trying to learn subjects such as religi-
on, God, and faith. In order to overcome these difficulties, you need to use
different tools and teaching methods. But when these concepts are taught
through music, they become more memorable for children. Students who
listened to hymns were both motivated to the lesson and wanted to sing
hymns themselves. While they were singing, they learned the subject of the
lesson. For example, one of the lyrics I wrote is as follows: ‘Praying five
times a day is worship’. The child learns it easier with music, it becomes
catchy, and when s/he participates in chanting, this learning process takes
place in a fun and active way. In this practice, music has been used as both
a motivational tool and an effective way to get information and learn.

What David stresses is that music is there to foster the cognitive
perspective owing to students’ knowledge-based engagement for
teaching activities. In other words, music might be a better teaching
method than others for certain subjects. This perspective implies that
itis possible easily to learn and to remember well with the help of mu-
sic. Music can present, express, and communicate knowledge. There-
fore, music must be in RE classes, because it does cater for individual
learners. Additionally, the educational outcomes of the knowledge-
based musical activities are relatively more suitable for assessment, in
comparison to the sentimental benefits of such activities.

For the hybrid/mixed domain, the effects of musical activities of
RE comprise both the affective and cognitive domains. Isaac, for in-
stance, prioritises the behavioural improvements:

During these musical activities, students may have the opportunity to
get to know and understand each other and their teachers better. Mutual
respect develops between older and younger pupils. Not only hymn sin-
ging, but also in terms of behaviour, there is an improvement. Now that
education is not just studying and solving tests; students need to be given

the chance to show themselves in such activities.
Accordingly, music may open one more communication chan-
nel within the class. Students may express themselves with music or
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find expressions in music that talk to them. As musical activities may
lead to cooperation and peer-learning, music fosters self-confidence to
identify everyone’s own success. For Benjamin and Mary, respectively,
there is a line between attitudes and musical activities of RE:
Just as immoral words spread to people through music, the same can and sho-
uld be used for moral development. I have often observed that when I use mu-
sic in lessons, students’ interest, attitude, and love towards the lesson increase.
Music may affect listeners” moral attitudes; so if we use music, we can
manage the direction of that change.

The idea is, of course, not to promote Music Education with RE,
but to support RE with music. Thus, students’ positive attitudes to-
wards music might be converted to having pleasure with the RE class,
the subject, and the school. Furthermore, Benjamin highlights widen-
ing the effects of classroom activities:

With a very effective song, students can access information outside of school
time and even share it with their environment. In this respect, an effective and
meaningful song can redeem RE of being confined to only the course hours
and classroom and can spread its message to a wider environment and time.

In this regard, even if students do not actively emotionally re-
spond to the music, the calming and entertaining effect of music gives
sentimental variation to the class. The variations also consist of feel-
ing-based relaxation, knowledge-based learning, and activity-based
involvements. Therefore, with music, it might be attainable to conduct
an informative, enjoyable, lasting, and internalised RE class where
emotions and minds are activated.

3.1.3. Defining Proper Music

In the light of the legitimation of and defence of music for RE, the
educational and pedagogical good of music for RE must be defined, rather
than the exclusively musical, aesthetic, or religious good. Established
constructions of so-called “‘Religious music’, for example, is not an ade-
quate definition of the appropriate musical forms to be used in the RE
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class. Some parents’ view that “if it is religious, it should not be proble-
matic’; which sometimes creates a real problem (the vulnerability point
for parents). Mary points out this:

There are lots of musical works with negative effects in use. However, since
their name is ‘hymn’, it is not problematic for parents to make their child-
ren listen to this music.

This view may become a basis for neglecting the pedagogical fac-
tors in the excerpt selection process. Similarly, being musically or com-
mercially ‘good” does not always equate to being educationally and
pedagogically good. For John,

The primary rule is to determine whether it [excerpt] is suitable from a
pedagogical point of view. In addition, its educational/instructive features
must be taken into account in terms of our lesson.

In this respect, there is no single, one-way definition for the suit-
ability of musical materials for RE classes, but ‘the proper musical ma-
terial’ is located among a broad range of musical genres, with a couple
of consistent filters.

The content, first, is more important than the form. If the mean-
ing of lyrics, for instance, is not problematic, then the genre is not a
substantial obstacle to selection. Benjamin evaluates the material with
religious and aesthetic views paramount:

First, I check whether its content [excerpt] is against the Quran. Unfor-
tunately, there are expressions in hymns that are contrary to the Quran.
Then, I look at the quality of the music, because many materials available
in the field of RE are of inferior quality.

In other words, the coherence between the content of the music and
the subject or values the teacher wants to teach is dominant in the selec-
tion process. Contrarily, a lot of children’s songs and religious musical
forms (hymns, chants, prays, etc.) are not appropriate for RE due to
the message and values they spread. Job also focuses on the message
of the excerpts, rather than their form:
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These excerpts do not just have to be hymn-oriented. For example, a song
by Baris Mango could be a great one. ‘Halil [brahim Sofrast”, for example,
is a song made on respecting the rights of others. During the Religious
Culture and Morality course, through this song, the lessons associated
with rights, law, and justice can be processed very easily.

Similarly, for Eve, the meaning of the extracts is more important

than the musical characteristics:

Certain types of music are more advantageous than others. Instruments,
lyrics, style, tempoy; it is all-important for the selected music. But I think
the most important thing is that none of these should prevent the message
that is meant to be delivered through music in the course.

Furthermore, the selected musical material must ‘fit’ into the ways
the subject will be taught. In this regard, Solomon reminds us of the
teacher’s responsibilities:

The most important responsibility for making this decision [suitability of
music for class] lies with the teacher. The teacher can make his choice ac-

cording to the curriculum.

This relationship between the musical material and the curricu-
lum often determines the choice between instrumental or vocal music
(with lyrics) and between recorded music (and with video clips) or
performing at the class. Additionally, each school’s unique social con-
ditions and its students” desire and capabilities must be considered for
excerpt selection. To illustrate this, Noah highlights students’ interests:

What must be sought is the match between a child’s level and the suitabi-
lity of the music. Because certain songs might be harder than kids’ ability.
Hence, a song may not be equally proper for all school levels.

David confirms this:

Considering that children’s musical tastes and understandings vary accor-
ding to their ages, we should keep in mind that the music we use in primary
school children will not have the same effect when used in high school years.

7 https:/ /www.youtube.com/watch?v=CZWHbf{r9iBs
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However, Samuel asserts that students may not always approve
of the teacher’s selection:

Sometimes, in a way of trial-error, I can see that a hymn I chose is not very
appreciated by students. In this respect, the pleasure of the students can
also decide whether the selected hymns will be used in future.

While suffering from not having standards for musical materials,
RE teachers take responsibility for finding suitable materials, owing
generally to what are regarded as unsupportive teaching materials
(textbook, teacher guides). Isaac depicts it in this way:

The music that fits the course should be mentioned in the curriculum. For
example, while the subject of the Prophet is processed in the course, the ver-
ses are pointed out in the textbook or in the teacher’s book. Similarly, people
who prepare the materials can recommend the appropriate hymns on the
subject, in the textbook for students or in the Guidebook for teachers. Sample
recordings and videos about these hymns can be shared online, too. When so,
the teacher can use these materials, even if s/he cannot sing it. Then, the te-
achers do not have to search for musical materials to use in class. Given that,
we also note that the current textbooks do not make such suggestions to us.

The search for the relevant material starts with identifying the teach-
ing activity. As it is necessary to establish a conformity between subject
and musical material, the process is of course dominated by the aim of the
subject, as in most classical educational theory (Stern, 2004). The rationale
is to facilitate teaching activities by music. Moses illustrates this point:

Repentance, for instance, is a matter of emotion. Of course, information is
also necessary, but it is impossible for the child to understand it, without
feeling it. So, I need to activate this feeling. To do this, I first find a song
that can appeal to young people. It could be a song or a hymn.

Teachers may search for online sources to find proper (recorded)
materials or, as an activity, they may produce music with students in
the class. John has experienced this negatively:

There is a huge shortfall in finding relevant material, for example, we cannot

use YouTube-like video sharing sites at school. There is an access barrier. If
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You'Tube is to be banned, a video sharing website can be created by National
Education. Under the control of the Ministry, this type of material is being
shared with the EBA network (Education Information Network-Egitim Bili-
sim Ag1).* But EBA provides limited content. To unlock this access barrier, 1

sometimes use my own phone to make children listen to hymns on You'Tube.

The existing materials existed in limited quantities and with a
narrow scope. Those materials might be found in EBA, YouTube (and
other video streaming platforms), and RE-specific material webpages.
However, what John highlighted is a serious shortage of musical ma-
terials that have educational credibility. Otherwise, teachers need to
figure out their solutions.

3.2. People and Place/or Environment

This category outlines the features of the activity setting where RE sta-
keholders (teacher and students) engage with the musical material.

3.2.1. Defining the Proper School/Classroom

This section examines the school/classroom where the study of RE
includes meaningful musical activities. It highlights two dimensions
of place: the physical conditions and the ‘mentality’ of the school/
classroom. Regarding the physical conditions, Mary underlines that,

We must consider the school’s physical environment and technological fa-
cilities as well as students” ages and their social/cultural status. There is
a difference between using a cell-phone and using hi-fi sound systems to
make students listen to music.

Accordingly, it is essential to not unsettle others in the wider
school while conducting musical activities in class. Hence ‘at this
point, music must be such loud that it doesn’t bother other teachers
and students in the next classroom. Otherwise, it would cause dis-
comfort’ (Noah). To safeguard the comfort of other classes, if possible,

8 Education Information Network (Egitim Biligim Ag1): http:/ /www.eba.gov.tr/
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sound-proof classes might be designed for such activities. Likewise,
specially designed music classrooms might be used for these kinds
of activities. Moreover, having proper technological equipment in the
classroom is vital for certain musical activities. There must be relevant
listening devices, for instance, for listening activities.

For the mentality of the school, John suggests further considering
the surroundings of the schools:

In relation to society, the environment where the school is located, the ne-
ighbourhood, the province, and the socio-economic structure will also have
an impact on the reactions that will arise. Hence, these factors should be
considered for musical interventions in the classroom.

The mentality of the school shapes both its willingness to seek and
find relevant help from the experts, and its approach to the students.
Assuming that neither the school nor the RE teacher must be an expert
on music, the RE teacher or school must be able to find and obtain ad-
vice from experts when needed. In addition, the way the school/class
approaches its students, imprints the character of that school/class
and the quality of its learning. Job prioritises students in this view:

It should be determined whether ‘such studies will be carried out only with
talented students or for the whole school’. I think it can be conducted for
both groups. The teacher of the class needs to know when to include who.

For musical activities of RE, the school/ class is not directed by the
musical ability. Because the purpose is not to promote music in the RE
class, but to enhance RE outcomes through effective musical activities;
everyone in the class/school should be able to participate in this kind
of activity regardless of musical ability. Thus, no student should be
marginalised during such musical activities.

3.2.2. Roles and Responsibilities of the Teacher

This section profiles teachers in terms of their attitudes to music for
RE classes and its relationship to their wider responsibilities. The most
significant element of the process of using music in RE classes is of
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course the ‘teacher’. Since music is not an essential part of RE in the
current system, the teacher is alone in deciding to use or not use music,
in searching for the relevant musical materials, and in finding ways to
support successful classroom practices.

In this study there are three groups of RE teachers characterised
by their attitudes to using music in RE. Moses describes these groups
in these terms:

I think there will be a two-way reaction among teachers. First, conservative
religious educators may not want to introduce such a method into the field of
RE because they are directly against the music itself. Second, teachers are not
ready because most teachers do not know how to do it. If he saw the music is
not harmful or if he thought it was needed, but this time he does not know to
use, so he cannot use it in his class. That is the case for most teachers. Third,
the proportion of teachers who currently use music in RE class is very low.

Solomon shares the same view:

Perhaps a minority is using music in their lessons, or they may have such
a willingness. Perhaps 5% of the teachers may carry out studies in such
ways as songs and choirs. But I would say that the majority of RE teachers
do not have that kind of activities, whereas new RE teachers are more wil-
ling to work with this kind of activities.

Negative attitudes among teachers were also indicated by Eve:

Teachers who are accustomed to traditional education methods, I do not
think, have got enough skills to use music in their classrooms. Music for
them can drop to a level to spend free time in the course.

For Samuel and David, respectively, the reason for that is:

There is a willingness in teachers to use music, but teachers’ bias or fear
of failure often slows down the process of accepting a technique and sup-
porting a new initiative. In this sense, 1 would say that some teachers are
not open to development.

We can say that among the current RE teachers, music is not much given place.

Even if the Ministry of National Education will advise the teachers to use mu-
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sic in religion lessons and provide the necessary materials, teachers who have

this negative view will still not use these musical materials in their lessons.

Reflecting on this data, these teacher groups are named Experi-
enced, Hesitant, and Dissident. The Experienced teacher signals those al-
ready using music. However, there are no shared standards across the
practices of even this group. The group has emerged with its abilities
to use musical material for educational outcomes. Thus, its profession-
al practice brings two fields together, namely RE and music. The expe-
rienced are aware of the emotional and educational power of music,
based on their own individual experiences and expertise. Despite the
label ‘experienced’, these teachers are in fact relatively young, and the
fruit of contemporary improved teacher education standards includ-
ing a familiarity with technology in the classroom.

Those of the Hesitant teachers do not use music but want to use it.
They are at least in principle open to using music, yet they do not know
the way. This group highlights the necessity of the training needs and
a supportive environment for teachers. Hence, teacher education of RE
professionals should cover ‘using music as an educational method’ for
the RE class much more systematically if it is to build successfully on the
initial appetites of this eager group. Additionally, the theoretical basis of
this work must be strengthened by the institutional support of MoNE.

The Dissident teachers do not use music in RE and not would like
to use it. This group’s members might have traditionalist perspectives
on education and might be uneasy about using music due to not leav-
ing its personal accustomed practices. Their teacher-centred tradition-
al teaching methods may not allow them to try such an innovative
method like music in their RE classrooms. The group is similar to the
hesitant teachers in not knowing the way to use music in RE. How-
ever, the unconditional disapproval of music might be the reason for
negative attitudes along this group of teachers.

The main responsibilities of an RE teacher in using music are ‘find-
ing’ proper material, ‘selecting’ relevant activities, ‘conducting’ such ac-
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tivities, and ‘caring’ for students’ needs throughout this whole process.

i. For finding proper music and connecting it to the subject/topic
of the class, Noah suggests that,

MOoNE must design the connections between music and teaching subjects,
find proper hymmns/chants, if possible, produce, and make them accessible
for teachers. What is expected by teachers is to use these already produced
musical excerpts. If teachers are expected to find a relevant song/hymn, to
produce it, and to make it adapted to class activities, it is not feasible. So,
all processes might be professionally conducted.

However, as was indicated for the ‘proper musical material’, the RE
teacher has a unique role in defining and finding the materials of the
RE class. Just as John indicates ‘when we want to use music, ‘how much
material do we have’ should be discussed’; and Job highlights basic teach-
ers’ needs in this regard for locating the right material: ‘in fact, we need
to create a source including music excerpts for most taught subjects in
the curriculum, so that teachers can use it’. In addition, teachers must
consider how the material will be connected to the teaching subject.

ii. Selecting relevant activity for practice: The musical material
must fit well with the teaching activities. Vocal music with its lyric
content, for example, might be better suited for discussion and Q&A
sessions than instrumental music. Deciding the activity and switching
it to another, when needed, are also closely connected with the imple-
mentation process and the monitoring of students’ responses. Moses,
for instance, condemns some teachers’ attitudes:

As a shortcoming, we, religious educators, usually prefer to teach by speech.

When we talk, we assume that the student understands. It is an easy, ready-

made method for us. Alternative methods are more difficult to use accordingly.

After that criticism, John points out another problem with music as

an educational method: ‘If teachers do not know enough about the edu-
cational, instructive side of music or the emotional dimension of music;
and just see its role in entertaining; then they will not use music much’.



Knowledge And Emotion-Based Musical Practices For Religious Education... 257

iii. For conducting the activity in the classroom, Noah highlights
that skills and interest of the students (and also of the teacher) must be
considered in the process of planning:

Since both teacher and students do not professionally pursue music, I assu-
me, we should not expect these people will produce a high quality of music.

Similarly, Job expects interventions with varied qualities:

It is wrong to say to everyone that “you have to teach a subject in RE with
music’. We must move forward based on one’s intelligence and talent. In
this sense, we need to consider the intelligence and skill structure of the
teacher and the students. Thus, it is necessary to accept that not everyone
can provide the same level.

In this regard, in using music in the RE class, the teacher’s role
during the intervention process is vital to the creation of a meaning-
ful educational impact. Just giving a piece of music to the class does
not by itself produce a positive educational outcome. The interven-
tion process requires the active participation of teacher and students.
Accordingly, musical activities must be thoroughly planned by the
teacher so that the RE class might get benefits.

iv. Caring for students’ needs during this process: Noah proposes
to meet students’ needs across a range of factors. For example:

With a contemporary educational formation, some of the teachers, relatively
younger, have been trained to meet students need, by using technology and
other educational materials. They use music and hymns/chants very well.

What Noah is again underlining is the variable teacher capacity,
which means that meeting all students’ needs requires the teacher’s
readiness and awareness. There is no perfect musical material or activ-
ity process that will immediately attract everyone’s attention, due to
the varied abilities and personality types in the classroom. The range
of student reactions, therefore, is central to the teacher’s role in shap-
ing the right musical material and learning experiences.
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3.2.3. Defining the ‘Proper Student’

Interviewees state that musical activities are for all students while ack-
nowledging age and grade-related dependencies:
I want to evaluate students differently depending on their age. (Aaron)
You should also consider the levels of the classes. (Moses)
It is necessary to consider the readiness of the students. Hence, it would be
more advantageous for teachers to use musical instruments that children
know and are familiar with. (John)

Yet, for musical interventions, students routinely carry certain tags
such as talented, interested-disinterested, participant, etc., according
to their adherence to, and prior ability in certain musical practices.
These can be variable and complex too. Noah says:

For these activities, it is not a matter what kind of talent kids have, beca-
use we may ask students just to listen and to participate in a basic song.
Howewver, those who have extra capabilities in music may have further
roles for musical activities. But these activities should be open for all who
wishes. Because the target in these activities is not to produce high-quality
musical compositions but to strengthen the Values Education. Moreover,
these activities might be a ground where kids with their abilities may mu-
sically express themselves in RE class rather than in an academic context.

David reinforces this point:

If children will be actively participating in singing, then we can expect them
to have a certain skill level. Otherwise, our expectation for the children is not
to make musical production in the RE class. Given that not everyone has the
same abilities, individual differences should also be regarded in education.

Accordingly, a talented student for singing, for example, may not
fit for the listening activity. Similarly, a student able for discussion of a
song (or a related topic) may not be interested in being a choir member,
and so forth. In this context, there is a range of roles and expectations
students are assigned in RE class during the musical activities. These
tags are connected to the positive impacts of music in RE class, as ref-
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erenced above in ‘Defending music in RE class’. To maximise student
engagement in the activities, teachers must be aware of their own roles
and confident in their professional judgements of their pupils. First,
students may have an ‘artistic personality’ as e.g., a singer, player or
even listener. Second, they might be inclined to perform their cogni-
tive abilities in thinking, talking, and discussing. Third, they might be
more inclined towards processes of self-examination and introspec-
tion led by their emotional responses. The point is to recognise differ-
ence and diversity across learners in the classroom.

3.3. Approaches and Musical Activities

This section first explains how musical interventions fit in the appro-
aches of values education. After that, it gives a classification for the
proper musical activities for RE.

3.3.1. Values Education Approaches and Musical Activities

Regarding the Values Education approaches, it must be questioned
how music can be aligned to RE. At this point, the problem is which
values (or whose values) will be highlighted and underpinned thro-
ugh musical activities. In other words, deductive and inductive values
education approaches are not compatible in the sense, speaking in bro-
ad terms, that the former is based on the teaching of pre-determined
values, whereas the latter prioritises the students” construction of their
own values (Herman, 2005; Veugelers, 2000). Accordingly, the ques-
tion is whether music should teach the pre-determined values of the
curriculum or help students to find their own values. Therefore, the
original question returns: ‘how should music be embedded in RE?".
Since these approaches do not invalidate each other, the third option
is to apply both approaches in a mixed way. As has already emerged
from the study, there is a clear connection between these approaches,
the practicalities for the musical activities of RE classroom, and the
questions of “‘why music should be in RE class?’.
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RE professionals have evaluated the congruence of musical activi-
ties with the approaches of values education. In this context, they be-
lieve the emotion-based musical interventions are appropriate for the
inductive values education approaches, while cognitive interventions
are relevant for the deductive values education approaches. The emo-
tion-based approach is considered to be student-centred, whereas the
cognitive approach is dominated by the teacher. However, the third
option, applying both approaches alternately (mixed approach), is fre-
quently used by the teachers.

In the deductive approach, music supports a) the teachers in their
planning and teaching and b) the students to learn better. In this ap-
proach, music is a) chosen by the teacher, b) is found in the textbook,
or ¢) in the curriculum: in other words, by the authority in the class.
Isaac posits that:

I think it is our job to pass our own culture to students rather than what
students want. The values in the curriculum are transferred to students
in the musical context.

Then, Noah indicates:

If we have chosen music, it is a deductive approach. Because we set up the
“values’ before, decided in which song/music to teach those values, and
presented it to pupils.

Isaac and Noah argue that the selection process of the musical
material is determined by its relevance for the subject to be taught
in class. That makes lyrics have relatively more significance for the
selection and activity. This is because music can prime moral con-
cepts, and associated thoughts exert an influence on judgment; owing
to the lyrics that carry meaning (Seidel and Prinz, 2013). Thus, what
is expressed with music (with lyrics) becomes dominant for teaching
activities. Furthermore, Moses and David, respectively, elucidate the
capacity of music to convey values:

Let me give you an example of how I use music in RE. I use songs, folk
songs, Anatolian rock music (Baris Mango, Cem Karaca, Kirag) in my clas-
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ses, though I am personally not very talented. For example, my favourite
song about ‘repentance’ is ‘Hatasiz Kul Olmaz’ by Orhan Gencebay.” I do
not think a teacher needs to write anything about repentance on the board.
If we would like to study an informative, enjoyable, lasting, and internalised
class where emotions and mind are activated; If we want the student to un-

derstand and practice repentance, this song is a very good teaching material.

It seems that is more directly related to the teaching of values. I think
music is more effective in conveying the message we want to teach. But
how effective music is at the point of internalising values is related to how
much the music used appeals to emotions.

In this regard, it is expected that the information, conveyed by the
musical excerpts, and perceived emotions will connect the students to
the values (of the class subject). For this approach, therefore, students
must engage in the subject mostly with their cognitive capabilities.

Conversely, within the inductive approach, students are sup-
ported by music to explore the values with their feelings. Then, it pre-
sumes a relatively higher responsibility and awareness for students.
Moses argues that:

I do not find the first method, i.e. deductive, very accurate in the education
of religion and values. I think that imposing religious knowledge cannot be
applied to values education. In the second, inductive method, music is so-
mething that can create awareness. That is why I used music for. My goal
is to create awareness with music for emotions, thoughts, and behaviours.
In this sense, music seems to be more suitable for this method.

For this approach, music might be either selected by the teachers
or by the students or produced in class with the active involvement of
the students. The level of students’ comprehension is vital for excerpt
selection, and the material produced at the class will possibly match
that level. Students actively and emotionally engage with the musical
material to the extent of their understandings. For Mary,

9 https:/ /www.youtube.com/watch?v=wzGENjrUuWg
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Music is better to suit to values acquisition-inductive approaches-, rather
than values transmission-deductive approaches. In other words, pupils
will have gained the values informally in a natural process. No need to call
manifestly a value within the teaching activities. Music helps students to
internalise class subjects.

In this context, the emotional response of the students to the musi-
cal excerpts (felt emotions) is invaluable for discovering values in class
settings, in contrast to receiving information via music. Jacob asserts this:

In my opinion, music is more about giving emotion than carrying knowledge.
Perhaps knowledge can also be given in this feeling; I mean, giving information
with emotion. Whatever is to be given, it is a little bit involved in that feeling.

John says ‘music appeals more to people’s feelings. In this respect,
I can say that music is not used much for teaching’. Hence, that music
helps the students to reach their own feelings brings the student and
his/her emotional response to the centre of the class activities.

As already suggested, it is vital to use both approaches of val-
ues education in order to facilitate wider educational benefits; music
might be integrated into a mixed-method or be alternately used within
deductive and inductive approaches for values education in RE class.
For Noah, ‘music is suitable to be used in both inductive and deduc-
tive approaches’. Similarly, Jacob offers to merge both approaches:

It is not right if we think of education only as of loading information to
the child. In this sense, the question of how to teach has become more mea-
ningful than the question of what to teach. Whatever is included in it can
be delivered to the students through the love of music. In this sense, music

is relatively easy to convey the desired message.

The advantage of this approach is that, similar to the ‘hidden cur-
riculum’, teachers no longer need to explain what the class will be
about. In this way, musical pieces, selected by the teacher, might be
evaluated by the students to the extent that students may interpret
their cognitive and emotional responses. Likewise, students might be



Knowledge And Emotion-Based Musical Practices For Religious Education... 263

asked by their teacher to make a musical composition that expresses
the class subject. Eve illustrates this:

If I determine the music to be used in the course, for example, it will be
easier for the student to learn the values I set. But on the other hand, when
we think the values that the student discovers himself, it is necessary to
move forward with the music of the student’s choice or the values that s/
he finds from selected music. In this sense, both seem equally important
depending on who determines the material.

Mary exemplifies this view with her own works:

Such activities have benefits, as I have a lot of examples of students’ own
compositions. When you ask them to write a song in line with the course
subject, they can do it and then sing. It is effective, that is to say, the ac-
hievements or concepts of the course objectives are often included in these
songs. Since students use these concepts when writing lyrics, learning is
very permanent together with music. Students also can transfer this to
another person later; because it is something that is achieved by living, by
doing. I did not have to tell students anything for hours, I just said, "You
can use the textbook as you like’. I only gave them guidance on what kind
of information should be included in. By assessing the musical material,
I also understood whether they actually learned the subject. In a simple
form, almost all students can participate in such an event. In terms of

permanence, the student can remember this work for years.

What Mary emphasizes is, however, that this method’s success is
strictly dependent on how the teaching activities are connected to the
musical activities and materials.

3.3.2. Musical activities: Theoretical and Practical Considerations

In relation to the questions of why (Defending music in RE) and how
(Approaches in using music for Values Education), the next question re-
garding the benefits of the method is the educational activities in which
music will be used for RE. The answer to that question includes a range
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of activity types for classroom interventions (manifest level) and expec-
ted cognitive, emotional, and behavioural responses for students (latent
level). The manifest level states the visible class activities for everyone,
for example, singing and listening; the latent level indicates the targeted
educational outcomes such as remembering, valuing, and adapting.
Before explaining these levels, a couple of issues must be high-
lighted again with the view of Noah:
It is not proper to spend all class time with music, but 4-5 minutes in a class
might be relevant to conduct musical activities. If music is helpful for the
class subject, part of the class might be devoted to musical activities. But the
connection between music and the class must be conducted before the class.
What is demystified by Noah is that, first, musical activities do not
last during all class time, but maybe for 5 minutes, depending on the
situation. Similarly, the use of music is not suggested in every lesson,
nor for all topics in RE. There is no sense in insisting on using music all
the time and in all classes. It is just one of the teaching strategies which
can be used. Second, the success of the method depends on connect-
ing the musical activity to the lesson content. The connections must be
planned before the class and applied by the teacher. Otherwise, with-
out a well-planned class, musical activities would be only filling free
time during lesson time. Third, music is here to improve the quality of
RE. The idea is not to find extra time for musical studies in the RE class.
Manifest Level: After that, the manifest level of musical activities
for the RE class includes a chain of work regarding the ability of the
students. The first one is the main activities for everyone in the class,
such as listening, singing, watching (with video clips), and Q&A ses-
sions about music (including thinking, talking, discussing, and con-
versation). For RE, ‘listening, singing, making a composition, writing
lyrics have a value’ (Mary). Moses summarises one of his lessons as:
I came to class and told the students that ‘we are going to study the class
with a song today. The subject is repentance, get your notebooks for the
event. Now you are going to listen to a song. Take notes about the lyric of
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the song, about the person making mistakes, regrets, apologising, expecta-
tions of the person who made the mistake, the emotions, and thoughts that
those lyrics arouse. We will have an event about your notes later’.

Job adds:
We can learn in the form of conversations or question-answers through
musical works. Excerpts about the theme of the class/subject can be lis-
tened to in such a way: ‘Let’s listen to this, then we will talk about it. I
wonder what is told in this song’.

For Noah;

We may ask students just to listen to and to participate in a song. Liste-
ning and singing are the most important activities, I think. Those, who
have a talent to write a poem or to compose it, may do this in the class.

The second is the class activities, requiring musical talent, such as
lyrics writing, composing songs/hymns (and relatively shorter rhythm
and slogan patterns), playing an instrument, and music-related Home-
work (or Term-papers) for interested students. Benjamin argues that
‘Listening to professionally recorded songs has a very positive effect.
However, it has a greater effect when teachers or students play live and
sing together in the classroom’. Furthermore, ‘a child with an interest in
rap music can easily be given an assignment in the form of a rap song
about the life of the prophet’ (Solomon). Moses also defends this view:

I have asked some of the talented children to compose some rap-style songs
in RE. If I know a child with his/her talent for music, I give him/her an
annual assignment, a term paper, about music. For example, I gave ho-
mework to a student to prepare a song and to sing it in a classroom or a
school program. I do this for years, as it is very successful, because I have
one condition for this assignment: the songs must be (at least a little bit)
about a religious subject, value, or moral behaviour.

Accordingly, the resources and the talent we have in the classroom
are important for these activities, as John exemplifies: “When I brought
the notes of a song to the class, within a week, students were able to
play these notes with a flute’.
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The third is the group-works with talented students such as choir
studies and concert programs. Yonah tells that “We have a choir for
chants. When we attended a programme at a mosque, the audience
showed their appreciation and invited us to later programmes’. Jacob
expresses his view as:

Special religious days give us a serious opportunity to display our works.
When we participate in these events, almost 5000 people, the congregati-
on of a mosque, listen to our students. Listeners appreciate our musical
activities, present us their satisfaction, gratitude, and even their support.
Such programs ensure that our schools do not live in an introverted circle.

It makes our works go outside the school walls.

However, these kinds of activities require further professionalism
to enable students to participate in the school-wide, local, and national
performances. This is because ‘some schools have an expectation to
conduct public events in those [religious] days’ (Mary).

Finally, music might be a supportive element during other activi-
ties such as storytelling, case analysis, educational games, drama, the
celebration of religious days, and music-listening in break-times. For
Mary, religious day programmes, for instance, ‘might be helpful for
the guests as well as for practitioner students’. Therefore, there is a
potential to use music in these activities.

Latent Level: Next, the latent level of musical activities for the RE
class implies that the set of objectives will be gained through musi-
cal activities. These goals are latent because they may not be clearly
observable for the students but must be planned by the teacher. This
level can be achieved through affective response, cognitive stimula-
tion, and attitudes and behaviours.

Thanks to the feeling-based response to the musical activities,
emotions will be a substantial component of the RE class. Through
music, students perceive emotional expressions, and they may emo-
tionally respond to music. For David, ‘non-verbal, instrumental mu-
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sic, is directly related to the activation of emotions.” When this emo-
tional context overlaps with the subject’s core value (teaching topic of
the class), it allows students to feel the topic as a first-hand experience.
This is the emotional attachment to the class’s subject owing to the
perceived and felt emotions. For Aaron, this is quite apparent:

Emotional intelligence is a critical area of intelligence that influences deci-
sion-making processes. In this sense, I think that some things can emotio-
nally be transferred with music more quickly and more easily. If we do not

touch the emotions, some things are missed.

Moreover, the emotional enrichment of RE class will be promot-
ed by empathy and sympathy since music helps students to express
themselves during musical activities. John is, for instance, ‘in favour
of using music that will calm the child more’. Furthermore, when stu-
dents present their talent (individually or in a group), they feel that
they are valued by teachers and peer-students (or who listen to them).

Another way of reaching the latent level is with cognitive stimu-
lation. Musical activities can directly speak to the students’ cognitive
abilities due to the knowledge-based aspects. Eve thinks that ‘music
is useful in teaching, explaining, transferring information to students,
and therefore learning’. For Mary,

Music may create a way of better learning for those who engaged in music.
By listening/singing a song together by which students can communicate/
discuss each other; you can efficiently teach many values. You can teach
the values with the strong ‘voice’ of the artist. You are having employed
music, a more effective/stronger expression than verbal communication.

In her way, the teacher, for example, can straightforwardly give
information within the musical excerpts to the class. In this way, stu-
dents may learn knowledge of and about certain values, with a pro-
cess of investigation, analysis, evaluation, and creation. This is because
‘what we mean by musical activity is not just to listen to. The child
should also learn something through music. The process is directly re-
lated to learning from the lyrics’ (David). When students are asked, for
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instance, to evaluate an existing excerpt for its suitability for a certain
occasion like religious days, Eid, and festivities, students must employ
their cognitive skills. Furthermore, for teaching and learning, musical
activities can stimulate remembering and retrieving earlier memories.

The last way to reach the latent level is related to attitudes and
behaviours. In this way, musical activities combine feeling-based and
knowledge-based responses in favour of promoting positive behav-
iour-based changes. Noah states this view as follows:

To teach the rules of ablution, the teacher can use songs. Similarly, daily
prayers (salah) can be easily taught with a song. In this method, pupils
not only learn ‘rules’ easily but also learn in a fun way; instead of learning

something just to keep in mind.

Moreover, musical activities may help the teacher in promoting
class discipline through the active participation. For this, Isaac priori-
tises students” engagement:

This [music with videos] requires extensive work. Yet, students will be in
a passive condition while watching the video. I want students to be active,
not passive. Let them be in the music themselves, doing it themselves,
singing it themselves. Previously made musical works can be shared with
students through videos. Students like them, too, but what the student is
actively involved in is better in terms of education.

Additionally, just as Moses argues, a teacher’s behaviours, an art-
ist’s attitudes, and even peers may inspire students for positive change:

With a [musical] homework assignment, the student first feels that s/he
is valued. ‘I am interested in music, and the RE teacher is giving me a
homework assignment on this subject’ a student may say. At the same
time, when s/he sings in front of class and school, s/he sees value from his/
her friends. Such a contribution, of course, allows school programs to be

more colourful, which shows us how music can take RE to a different level.

In other words, this way highlights students” guided behaviour
that is ‘valued and organised by the emotional domain’, and ‘analysed
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and created by the cognitive domain’. As Jacob indicates ‘children’s
motor skills, cognitive skills and social cohesion processes are being
supported with the musical activities.” Accordingly, these activities
might be a ground where kids with their abilities may musically ex-
press themselves in RE class rather than in an academic context (Noah).

3.4. End Matters: Reactions, Problems, and Futures

This category concludes the findings with the reactions to musical
activities in RE class. It highlights the problems that lie behind the
insufficient dissemination of the musical activities within the RE clas-
ses. This section ends with the suggestions and future directions for
improvement possibilities.

Reactions caused by music: When RE teachers use music in their
classes, it may lead to both positive and negative responses among
other colleagues and parents. Beyond the physical disturbance of high
sound within the school, these reactions may have more abstract mo-
tivations, such as the beliefs of those people for and against religion.
Those parents who argue that music is forbidden will be naturally
against musical activities in the RE class. Similarly, some teachers and
parents might be against ‘religious” music in RE due to their secular
affiliations. Nonetheless, Aaron reports no negative response: ‘for sec-
ular people, this method is much more valuable. Giving religious mes-
sages through music is getting a very different and positive response’.

Yet these kinds of reactions might remain limited and localised. In
addition, because of the inherent values of a musical excerpt (even though
it was not necessarily the teacher’s intention), the teacher’s selection of
musical stimuli might be educationally criticised. This is especially rel-
evant for the excerpts played during breaks and lunchtimes. To illustrate
this, Noah reminds teachers’ positionality in relation to reactions:

There is still a relevant objection [on whether music is forbidden in Islam?].

Even some teachers may have a bias about music. Similarly, some parents may
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always not approve of using music in class. The important thing is that the
teacher must stick with the curriculum. If the teacher uses music as a matter of
the subject in the course, there is no problem. If a musical work is used as edu-
cational material, no one has the right to object. Here, what the teacher should
do is not to go outside of the curriculum set by the state. If s/he stays within
the curriculum limits, I think there will be no problem because of the music.

Similarly, for John, ‘the musical works to be used in the courses

should be produced with pedagogical concerns, by which no child will

be harmed'. If a song reminds the students of a very bad example of stu-

dent behaviours, that is a musical excerpt of which RE teacher should be

against. As long as a musical excerpt is directly linked to the curriculum

subject, a teacher can defend his/her position legally and ethically.

Problems (Barriers in the field teachers faced): The problems un-

derline why music in RE is currently not popular. First, Aaron and

Isaac, respectively, consider the lack of support:

I do not think we/teachers have enough support in terms of material. [ You
just stated YouTube as an example, but you did not mention the EBA
(Educational Information Network) - YZO]. This is because YouTube ex-
tension links are not accessible in schools. If such visual and musical ma-
terials were available via EBA, the utilization rate would increase. I think

this opportunity should be provided by the authorities. (Aaron)

The music that fits the course should be mentioned in the curriculum. Of
course, while all this [improvement process] is being done, I think, teac-
hers need in-service training. (Isaac)

For teachers, there is neither sufficient organisational support nor

practical material supply for the musical activities of RE. Second, Mary
extends this perspective for both policy-level encouragement and per-
tinent academic relevance:

The assumption of the perfect class in a traditional way: the teacher is at
his desk, students are sitting, and class is going in silence. Teachers do
not have enough support from the school management, central education
agencies, and NGOs, to change this mentality.
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In this view, the personnel in the field might be a problem them-
selves. Especially for the teachers wedded to traditional teaching
styles, there may be no convincing reason to use music in RE. Howev-
er, while using music for RE is a personal decision, teachers cannot be
blamed if they are not using music in an unsupportive environment.
Additionally, structural aspects may make using music harder in RE.
Owing to the time limits placed on RE classes in a week, teachers may
think that musical activities will consume more time than traditional
methods. Finally, it should be stated that all schools do not have the
same financial and technical resources.

Future directions/suggestions (Improvement possibilities):

For positive effects to be expanded, support of the MoNE is essential. (Isaac)
Such issues should be adopted and spread throughout by the MoNE and
Higher Education Authorities. (Job)

The state is the dominant force in the education sector in most
countries, even if it does not control everything. Not exclusively for
RE, it supplies the teachers, approves education materials, including
the curriculum, textbooks, and teacher guides, and it administers the
schools from the ‘centre’. From this perspective, the compulsory status
of RE in Turkey is both a blessing and a curse for the RE profession-
als. Thus, in the interviews, it is clear that, for realising improvement
possibilities, RE professionals are unquestioningly confined within
certain roles and responsibilities assigned by the state. Noah suggests,

If MoNE suggests (or declares) to use music in RE, I assume it would be
regarded by many of the teachers. MoNE must design the connections bet-
ween music and teaching subjects, find proper hymns/chants, if possible,
produce and make them available for teachers online. MoNE must have a
plan to answer questions like: which song/hymn will be brought to class?
How the music will be selected? Will pupils whether to sing or listen to?

Will be there any activity about the music such as a Q-A session or drama?
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What Noah says is actually to expect everything from the govern-

ment. In a similar vein, for David and Samuel, respectively, teacher
education should include using music in RE classes:

RE teachers should be trained for using musical materials in lessons. Let
the teacher learn the theory during training so that s/he applies musical
technics in practice. Leaving the teacher alone for these practices will redu-
ce the rate of musical activities finding a place in the classroom.

To make progress in this field, rather than dealing with the prejudice that
the existing teachers may have, I think teacher candidates should be taught
how to do this work in the faculty years.

The Ministry, of course, can easily work on this issue. However, it
seems RE professionals are not ready to take the initiative. Thus, the
situation implies the need for further co-operation to secure lasting
improvements.

Beyond the state, there is an apparent need for further collabora-
tion between teachers themselves, especially for experience sharing.
Currently, this collaboration happens in a closed circle around the expe-
rienced teachers (Mary, Aaron, and John), but not exclusively for musical
materials. In these contexts, by sharing their good and bad experiences,
experienced teachers may provide mutual insight into, for instance, pre-
paring musical activities; the role of music in the activity; ‘do and don’t do’
tips, pros and cons; and age-related adjustments. ‘Collaboration among
teachers may be considered regarding material preparation’ (David).
Moreover, ‘if the visibility of successful practices in this field is achieved
in the media, the spread of positive effects will accelerate’ (Job).

As well as this, academic, institutional, arts-based (for instance,
supplied by musicians), and local collaborations are all clearly essen-
tial for future improvements, especially for the sharing of teachers’
responsibilities. Job and Noah explain this perspective:

Not only educators but also people from different perspectives such as soci-
ologists and psychologists should also present their views. Workshops and
academic studies to be held in this context also help us. (Job)

We need to approach the problem in an interdisciplinary way. About mu-
sic, for example, RE professionals alone cannot extensively explain the issue.
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The relation between music and RE must be studied by religious psychology,
religious sociology, history of religions, Islamic history, and Islamic law. Si-
milarly, cooperation between the school and the parents is required, because
the school cannot achieve success without the support of the parents. (Noah)
Consequently, music in an RE context, for instance, might be
discussed more openly in an interdisciplinary approach across aca-
demicians in psychology, sociology, history, theology, and education.
Similarly, musicians may help education professionals in developing
deeper understanding. In addition, education leaders at school, local,
and national levels may serve as a basis for organisational support.
Moreover, effective co-operation between the parents and schools may
cultivate wider benefits beyond classes.

4. Discussion
4.1. Discussion of the Findings

It seems there are three layers of understanding in relation to the uses
of music in RE. The first reflects expectations. The examples in this la-
yer relate to the responses to e.g., ‘why music should be included in RE’
and ‘why music is a legitimate material for RE’. The second relates to the
methodological and technical concerns of possible musical interventi-
on processes. These mesh with ‘Values Education approaches for musical
activities of RE’, features of ‘proper musical material’ and ‘relevant school
and classroom’, and ‘roles and responsibilities of teachers and students’. The
third layer relates to the objectives and educational outcomes. These
are oriented around e.g., ‘the manifest and latent level of musically enhan-
ced educational activities’, ‘positive and problematic reactions’, and ‘dealing

with improvement possibilities’.

4.1.1. Expectations

Perspectives favouring legitimation of music in RE are treble those di-
sapproving. The positive perspectives include 9 forms of explanation:
Religious, Cultural, Natural, Aesthetic and Musical, Realistic and Communi-
cative, Psychological and Emotional, Pragmatic and Purposive, Self-referring
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and Self-legitimation, and Academic and Legal adequacy. In return, disappro-
ving perspectives centre on Religious, Cultural, Negative Effects, and Self-
Approving and wider Educational concerns. Despite relatively lower pro-
portions, all participants have shared their reasons for their disapproval.

These perspectives of a majority Muslim country are similar to
the Muslim school in Sweden discussed by Berglund (2008), where
music is a natural part of students’ lives and teaches pupils vital cul-
tural and religious experiences. Its educational benefits far outweigh
any disadvantages. Despite the religious rituals, including Quranic
chants and call to prayers, a reaction against cultural imperialism and
perceived Western hegemony nonetheless feeds the idea that music
distracts people from religious duties (Berglund, 2008). There remains
in this material a challenge to explain the approaches to music that
are sympathetic to Muslim cultures and values (Power, 2007). The dis-
pute between legitimation and disapproval means that some teachers
will experience difficulties in teaching with music in their classes. This
might be expected and will be probably mitigated by teachers in Tur-
key, though most non-Muslim teachers in the international context are
unaware of this problem (Harris, 2002).

The religious perspectives on permission and disapproval mirror
the context of Islamic jurisprudence (Berglund, 2014). Taking a wider
perspective on approval and generally shared views for disapproval,
the overall situation implies that music is already regarded as a legiti-
mate learning material, albeit within certain limits. This might reflect
an effort to find a niche for music within the current standards, rather
than creating a new and broad educational perspective on it: a policy
of containment rather than affirmation. It is coherent with one of the
intentions of the present study, which is to show ways to welcome
music for education in Islamic cultures (Chapter 2.2). However, two
negative cases were identified for approval in the data. Solomon and
Eve remain in favour of using music in RE, but their positions remain
negative because they provide no religious or cultural justification for
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their views. Considering that the compulsory RE course in Turkey is
named as Religious Culture and Moral Education, satisfying the con-
ditions of religious and cultural approval is crucial.

In accordance with the recent growth of research on emotions in
education (Zembylas and Schutz, 2016), the present study underlines the
role of musical emotions in RE as well as reinforcing the cognitive and
behavioural benefits of music generally found in other investigations
(Mercer, 2019; Stern, 2004; Yob, 1997; Brown, 1991). Music supports the
themes of the RE class as well as providing welcome variation in the edu-
cation process (Berglund, 2008). The present research also confirms pre-
vious studies of the significance of music for moral reasoning, for teach-
ing (Carr, 2010b), for learning (Babacan, 2019), and for the strengthening
of student agency (Apaydin and Arslan, 2015), in multiple RE contexts.

Classifying the expected enhancements within affective and cog-
nitive domains mirrors the difference between felt and perceived
emotions. Connecting these benefits to behavioural improvements
involves the triple aspects of attitudes, moral behaviour, and wider
general objectives of education, uniting emotion, knowledge, and ethi-
cal conduct. Just as James (1902) showed the relation between moral
behaviours and moral emotions, RE professionals are more than ever
aware of the consequences of emotional arousal based on musical ma-
terial for their subject. In this regard, the emotional response to music
is not the ultimate goal, the objective is to connect this feeling to the
aims of the subject taught.

The emotional enrichment of RE with music is not limited only
to the emotional response to the excerpts showcased in this research,
but also extends more widely to the empathy, motivation, and enthu-
siasm of the students more generally. RE professionals of course do
not only consider emotions as inherent to individuals, but also recog-
nise the social aspect of emotions. Incorporating individual and so-
cial aspects is also coherent with the present study’s perspective on
emotions and this presents and validates further opportunities to use
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emotions in education. Stern (2004), for instance, argues that music
adds a communicative dimension to RE and works directly through
students’ sensibilities. Because music is one of the richest sources of re-
ligious expression, it can also express emotions relevant to the subject
of the RE classroom. Furthermore, by bringing together affective and
intellectual responses, it enables personal expression, reflection, and
emotional development. In other words, RE with music might be com-
prehensive enough to embrace affective, cognitive, and behavioural
responses across the classroom experience.

Similarly, cognitive domain enhancements include attention, readi-
ness, and promoting remembering and working memory in students,
while regarding music as a form of pedagogy to communicate beliefs
and values within the musical activities. According to Babacan (2019),
using music in teaching RE improves academic achievements, knowl-
edge retention, and attitudes towards the course. Music promotes a
deeper understanding of religious materials and allows students to ex-
press their feelings. This effect is observable across teacher’s classroom
management and students’ interest, participation, attention, and moti-
vation. Hence throughout the interviews, there were manifest varied
cognitive and affective terms such as feeling, knowing, teaching, learning,
emotional response, emotional diversity, empathy, motivation, enthusiasm, mu-
sical expressions, attention, interest, excitement, readiness, and memory were
integrated with morality, behaviour change, communication, self-confidence,
pleasure with RE, being organised, disciplined, and unified, respect, and pas-
sion. This then serves as a base to integrate the mind, emotion, and body
of the students within their musical experience (Brown, 1991).

Despite the misunderstandings of the Mozart Effect (Crnéec, et al.,
2006; Thompson, et al., 2001), RE professionals do not tend to expect
an unconscious cognitive enhancement with music listening in the RE
classroom. However, they often assume that students” emotional re-
sponses to music listening might be different from their expectations.
To merge affective and cognitive responses for behavioural and gener-
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al improvements, RE professionals clearly identify and prioritise what
they see as the conscious engagement of students and teachers during
the musical activities of RE. These judgements stress the connection
between the elements of cognition and the processes of emotional re-
sponse (Immordino-Yang and Damasio, 2007).

4.1.2. Methodological and Technical Concerns

In the Turkish RE curriculum, music is mentioned once, in a teaching
unit for the 5 Grade (of Secondary level). In addition, within the Tur-
kish Qualifications Framework, music is one of the ‘key competencies’
for cultural awareness and expression, for Secondary and High School
levels (MEB, 2018c, 2018d). However, these documents do not offer
proper musical materials for RE as such. So, if there are no appropriate
musical materials regarding the subjects of the classrooms, teachers
need to prepare/ produce relevant material themselves.

Educational choices, the aims, the atmosphere, or variations
teachers would like to create in the class in relation to music are also
significant for material selection as well as for the meanings and inten-
tions associated with music. The selection process will have been also
influenced by students’ ages, study levels, familiarity with methods
and excerpts, and musical preferences. Moreover, students’ abilities
and readiness will affect their involvement in the activities. Thus, for
both excerpt selection and preparation, the appropriateness of the ma-
terial for the development and educational level of students must be
considered vital (Babacan, 2019).

Those who are in favour of music, in particular for teaching, pre-
fer to use vocal music for RE activities, because, with lyrics, it is rela-
tively easier to teach, to communicate knowledge, to explain, and to
point out something expressly by this means. However, for those who
are in favour of using the emotional power of music, instrumental music
is much more desirable for RE activities. This may be because instru-
mental music might be better for an explicit focus on inducing emotion



278 Knowledge And Emotion-Based Musical Practices For Religious Education...

(Seidel and Prinz, 2013). When it comes to stored music, on the one hand
we can reasonably anticipate that music recordings have a different ef-
fect from live music and in-class-performed music. On the other, musical
instruments may induce a range of feelings and ideas for the class in con-
nection with their conventional cultural ties and experiences. Likewise,
video clips during activities differ again in use from recordings.

Berglund (2014) discusses the use of children’s songs and reli-
gious genres in (the Islamic RE of) Sweden for the teaching of Islam
and broader religious instruction. Some of the schools accept musical
instruments in RE classes, while some schools reject guitar-like instru-
ments in the classroom. Since the lyrics of sung music are tied to tradi-
tional Islamic worship, music is here considered beneficial for pupils.
Lyrics make the music suitable for pupils, if it is about themes such as
nature, friendship, faith, the Prophet, or religious festivities ~while not
about things that are forbidden (Berglund, 2008). Lyrics are not only
relevant for the determination of permissibility, but also have a clear
message for use in teaching, in comparison to other aspects of music
(Apaydin and Arslan, 2015).

The content is significant for the selection of musical material as well
as for its rejection, but the musical genre is not sufficient by itself for se-
lection. As highlighted above, ‘religious music’ is not a straightforwardly
accepted genre and there are significant differences between musicians
associated with it (Khan, 2007). Therefore, RE professionals generally
favour different genres, including Rock, Folk, Popular, and even Rap
Music for RE classes — as long as the music helps the teaching process.
However, related to their teaching purpose, there are divergences among
teachers’ preferences, though using different music genres can of course
help students gain an appreciation for the beauty and complexity of dif-
ferent cultures (Elbih, 2015). For instance, the religiously responsible
pedagogical uses of contemporary music might be a kind of source of
RE, especially for those who are disconnected from the sources of tradi-
tional religious knowledge (Abraham, 2015; Berglund, 2008).
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One of the assumptions here is that the school / classroom satisfies
the minimal relevant physical and technical requirements for certain
activities. Unless these threshold conditions are met, musical activities
might be dismissed by the RE teacher. As well as this, there is the risk
that the musical activities may not reach the targeted results or even
elicit a negative response within the school. That said, there are rela-
tively higher blank answers in the RE professionals’ responses about
the description of the proper classroom/school. This might be interpret-
ed as evidence that, owing to the lack of experience, RE professionals
have not developed the necessary awareness of the required physical
and technical preconditions. Literature also does not offer much in-
sight into the physical conditions of an effective school or classroom
here. Thus, different physical standards for musical activities in each
school must be acceptable.

If an RE teacher questions him/herself on whether music should
be an element of class activities, the answer is probably in general at
the moment ‘no’. Questioning here manifests that the teacher feels un-
comfortable with using music in RE class settings. Those RE profes-
sionals who start to use music in their teaching, or suggest the use of
it to other teachers, may never have been confronted with that kind
of interrogation. They almost certainly must have somehow started
to use music in their teaching activities and continue to use it because
of the positive outcomes. Subsequently, deciding to use music or not
then seems a solid and natural personal resolution.

Teachers” responsibilities in conducting musical activities (as it
is for other subjects and methods) might be summed up as i. setting
objectives forward, ii. choosing methods/activities and relevant ma-
terials; iii. building partnership with students for better practice, and
iv. assessing the impact of the process (Kukkonen and Cooper, 2017).
Even if RE teachers are not expected to be expert in music, professional
excellence in the field (RE) and familiarity with the material (musical
culture) must be merged to raise quality. Notably, there is at present no
teacher education program in Turkey that teaches both the profession
of RE and music (Apaydin, 2018).
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Given that RE teachers are almost always isolated in using music in
their classrooms, if there is a kind of success, it is totally thanks to those
teachers. Absence of success may be attributable to a number of causes.
Beyond the intrinsic workload, current expectations also place all the re-
sponsibility on the teacher from the beginning of the process. The teacher
indeed takes a risk for such musical interventions (Power, 2007). Hence
more discussion is definitely needed for the development of the method.

For the roles and responsibilities of teachers, Adam is the nega-
tive case. This might be acceptable in the sense that he is the Principal
at the school and has no active teaching role. Hence, he may not have
concerns about teaching activities. However, Samuel and Benjamin
also have generally ignored the responsibilities of teachers. This might
be because both occupy ‘the experienced’ category in using music and
have already interiorised the responsibilities.

Reiterated in a recent report (Giimiis, 2019), teachers are expected
to embrace today the core responsibility of raising mentally, physical-
ly, and emotionally healthy students. This requires caring for students’
needs, including emotional expectations. It echoes Immordino-Yang's
assertion that teachers ‘need to find ways to leverage the emotional
aspects of learning in education’ (2016, 18). The teacher’s response to
the needs of pupils requires his/her awareness of those students, how-
ever, at the same time, s/he must be also sensitive to the conditions of
the community to which the students belong (Power, 2007).

It is obvious that RE teachers accept students with their unique
social, cultural, and personal characteristics —such as personality, age,
gender, talent, interest, cognition, familiarity, and state of health. If
musical activities in RE are for everyone in the classroom, then the
activities must be crafted according to students’ comprehensions, ca-
pacities, and interests. So, the musical activities of the RE class should
be various to the extent that each student can find their place there.
Regarding diversity within the classroom, the repertoire should be
broadened with e.g., songs that attract a wide range of pupils (Ber-
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glund, 2008). These factors may also illuminate the opportunities to
assess students’ emotional and cognitive responses in their particular
circumstances (Nias, 1996; Yob, 1997).

While the activities might be conducted based on cognitive, emo-
tional, or artistic assumptions, the RE teacher must be aware of, and
monitor, students” engagement with the activities. There are no grounds
to think that one of these roles is more important than others, so the stu-
dents should not be expected to participate in all activities. Yet, the teach-
er must be aware of the relation between the direction of the activity and
the disposition of the students towards it. Showing a music video of a
popular Muslim musician, for instance, may support the content of RE, if
it is related to the situation of the pupils, and, therefore, may strengthen
the student’s Islamic identity if, throughout the musical activities, stu-
dents are taught who they are, and the cultural and societal circumstanc-
es of the religious group to which they belong (Berglund, 2008).

It seems clear that RE professionals recognise the role of students
in forming emotional responses to music listening, as a means of com-
mitting to the experience of the emotion. Teachers cannot perform this
on behalf of students. Students must consciously and attentively ‘deal
with this experience’. Otherwise, without this attention, the experience
of emotion would not be an authentic part of teaching and learning (Wi-
nans and Dorman, 2016). This stance is at variance with the mentality of
the so-called Mozart Effect (Rauscher et al., 1993; Pietschnig, et al., 2010;
Crnéeg, et al., 2006) which often denies the listener’s conscious awareness
of his/her own response to music. This is because, for the Mozart Effect,
a listener must do nothing but listen. However, for the musical activities
within RE, students are required to be active listeners, and to be an active
participant in class activities is to facilitate the learning environment.

There is therefore an obvious need to stress the attentiveness of stu-
dents during the musical activities of RE. Attentiveness is a key com-
ponent of effective teaching because when the student is attentive the
likelihood that learning will occur is increased (Napoles, 2006). Focus
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and concentration are used synonymously with attention here (Millares,
2012). One of the class definitions of attention is that provided by Wil-
liam James. ‘My experience is that I agree to attend. Only those items
which I notice shape my mind” (James, 1981: 380). In this psychological
tradition, learning takes place when a student is attentive, for learning is
understood in terms of making a change in the learner’s cognitive and
emotional structures: otherwise teaching is easily experienced as mean-
ingless for those involved (Hoveid, 2021). Thus, a significant enabler of
learning is the selective attention that theorises the efficient and focused
processing of goal-relevant stimuli and minimal interventions of goal-
irrelevant stimuli (Lavie, 2000). This is because attention understood in
this way enables students to discern relevant and irrelevant informa-
tion, maintain focus, and resist forgetting (Sdez, et al., 2012).

Selective attention during musical activities could of course ben-
efit students in RE. It is reported that music instructions bind the ma-
jority of the students to on-task behaviours, and attention of this kind
varies with the amount of students’ participation: the higher the con-
centration of activity, the less off-task behaviour (Moore, 2002). Thus,
student attentiveness may increase the effective use of class time, and
even reduce discipline problems, by promoting fewer off-task behav-
iours during musical activities (Napoles, 2006). As the students start
to deal with music provided for RE purposes, their attentiveness can
guide the class towards deeper engagement with musical material,
away from the distractions of the classroom environment (Sdez, et al.,
2012). This must be acquired especially by the students in the musical
activities in RE, because they are transitioning from musical habits (of
an out of RE context) into more formal and instructed learning expec-
tations through their engagement with the musical materials. To gain
benefit from these activities, students should manage the learning pro-
cess on the basis of their selective attention. At this point, teachers may
increase students’ focus and efficiency by highlighting the essential
aspects of the musical material for learning (Sdez, et al., 2012).
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RE with musical activities remains of course a complex teaching-
learning environment, embracing teacher characteristics, student char-
acteristics, the features of musical material and the activity, the features
of the classroom, and the interactions between all of these. Combined
within a musical activity of RE, there are a number of cognitive and
emotional demands that require students’ attention, and which there-
fore are crucial for learning through the curriculum. For instance, mul-
tistep tasks (such as ‘Listen to a musical extract, note your feelings and
thoughts, and discuss it in line with the class subject’, Moses; and ‘Write
lyrics or compose a song for the celebration of Eid’, Mary) challenge students
to apply their affective or cognitive skills. If students” attention is not
managed well, these activities may not produce the desired effects for
learning (Sdez, et al., 2012). Hence, the RE teacher must be prepared in
case students’ attention has waned (or directed to something other than
the purpose of the class) during musical activities. This is of course a de-
manding and complex teaching method for both teacher and students.
Although, for teachers, keeping pupils’ attention high during the course
is a constant challenge, it is not unexpected to find that students with lit-
tle experience cannot properly focus on the musical activities of RE (Mil-
lares, 2012). At the early stages of musical interventions, students begin
to understand that their thinking of and relation to music may need to
change: paying attention to music (and musical activities) for the sake
of RE purposes. Subsequently, the teacher guides student attention to
these educational goals and related musical activities. Eventually, these
practices may become a routine for students (Sdez, et al., 2012).

The negative cases for certain features of the student population
came from Solomon and Samuel. For Samuel, students might be too pas-
sive, in the sense they are allowed to join the activities to the extent that
the teacher is successful in his/her musical activity. However, Solomon
is more pronounced in currently not being willing to use music owing
to the discrepancy between students’ tastes in music and his own.

It seems that values education approaches in connection to musi-
cal interventions relate to the latent level of such classroom practices.
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These approaches are mainly concerned with the questions of why and
how the musical activities must be conducted. The content, for instance,
was the chief concern for approval, whereas the significant aspect for
the approaches and methods relates to the form and objectives of the
activities. Consequently, a manifest-level activity might be suitable for
deductive, inductive, and mixed approaches if its orientation is con-
ducted within the proper approach.

The disparity between the deductive approaches, in which policy
makers prescribe the values to be taught, and the inductive approach-
es, in which students are given the chance to explore their own values,
is observable within the discussion of musical activities. The former
suffers from criticism of both indoctrination and misalignment with
constructivist notions of learning, while the latter is open to criticism
for its seeming values relativity (Brady, 2010). Despite the differences,
the approaches are not necessarily mutually exclusive, and they can be
blended for musical activities.

For musical activities favouring the deductive approaches, the
values to be taught are selected by the teacher or identified in the cur-
riculum (and therefore usually the state policy-makers). This context
implies an authority structure where students might be conceived as
passive receptors. However, given the nature of the emotional response
to music, there will be always a kind of ‘hidden curriculum’ within the
musical activities of RE framed in this way. Similarly, the cognitive and
emotional engagement of students with the musical material might
be congruently observed in the classroom. Hence, for musical imple-
mentations, there is not a strict border between these values education
philosophies. Babacan (2019), for instance, discusses using music in
RE class for teaching purposes, in a mentality of deductive reasoning.
Babacan also reports a positive change in student attitudes towards
the RE course run in this way. However, there is uncertainty in how
to assess the contribution of the students” emotional and cognitive re-
sponses to the resultant behavioural and attitudinal improvements.
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After that, the negative cases for the values education approaches
are put by Adam and Yonah. It might be argued that Yonah does not
appreciate such approaches to values education in the light of his tra-
ditional teaching mentality; and Adam pays less attention to the class-
room practices, because of his managerial role.

4.1.3. Objectives and Educational Outcomes

It is common to use singing, listening to music, watching video-music,
music-making and playing instruments, choir and concert program-
mes, and talking of /discussing music in RE (Berglund, 2008; Power,
2007). When some of the students have difficulties in understanding
the meaning of the music, then teachers need to explain the lyrics or
the points young people do not understand (Berglund, 2008). Com-
munal celebrations of religious and other festivals have the advanta-
ge here of using the music for particular recognised occasions (Stern,
2004). The celebration of mawlid (the Prophet Muhammad’s birthday),
for instance, has great potential for using music. It is an opportunity
for the students to perform hymns and Qur’anic recitations to a wider
audience. The performers need to practise during the weeks of prepa-
ration. These celebrations are also an opportunity for the school to re-
alise its actual wider role in the community (Berglund, 2008). Beyond
the core curricular obligations, music might be a supporter of other
activities, such as communal storytelling (Stern, 2004).

Music for RE is one of the several methods, among others. We can
of course acknowledge that music may not be suitable for teaching all
aspects of RE. To increase the benefits of the interrelationship, we need
to accept that teachers need to know their students and their abilities
and interests. For the first layer of manifest level of musical activities,
everyone can, for instance, listen to music. Similarly, students may
not require further musical skills during storytelling, since music is
not the focus of the activity. Nonetheless, each student’s attachment
to the activity will be at a varied level depending upon their passion
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for music. However, the second layer manifest level musical activities
might be conducted only with the students who possess a relevant
degree of talent, because talent-oriented activities such as lyric-writing
and playing an instrument can only be performed with skilled and
interested students. The third layer (like choir works) and the fourth
layer (like competitions) demand not only talent but also further work
beyond exclusively classroom activities. Therefore, for all these ‘ac-
tivity layers’, teachers must know their students’ interest and abili-
ties. Even though students cannot be expected to be musical artists of
the RE classroom, recognising their dispositions during the planning
may enrich the quality of the activities and student engagement with
them. Furthermore, a combination of these activities, with each other,
or with other activities, might also be advisable, to speak to the diverse
types of intelligence in a classroom.

The finding of a subject-related musical extract and sharing it with
the class is not the end of the musical activity of RE. This is, in addi-
tion, not just a listening activity. Expecting students alone to find the
connections between the activity and the class topic is not realistic.
For higher benefits, students must be guided towards the aim of the
activity (Veugelers, 2000; Veugelers and Vedder, 2003) and the disci-
plinary area of the class (Napoles, 2006; Moore, 2002), so that the mani-
fest level musical activity leads to the latent level responses (Moses,
Isaac, and David). This is because the latent levels (affection, cogni-
tion, and behaviours) are not specific for an activity of the manifest
level, but indicate the competencies that will be achieved through all
of these activities. Echoing Stern’s practical overview of using music in
RE (2004), these generic competencies include investigation, expression,
evaluation, interpretation, reflection, analysis, synthesis, application, empa-
thy, discussion, observation, learning, feeling, and acting, etc.

These skills are conventionally grouped into three domains of the

latent level as cognitive activation, emotional response, and behavioural pro-
motion. These domains suit, in turn, teaching and learning, feeling, and
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acting and attitudes. For all activities (of the manifest level), there must
be a way (or ways) to the domains of the latent level, which then ren-
ders the musical activity the supporter of authentically RE outcomes.

The cognitive domain (of the latent level) is shaped by teach-
ing and learning perspectives, rooted in knowledge-based activities.
Analysis, evaluation, creation, comparison, etc. are required skills
for these activities. According to Brown (1991), music provides key
elements for this kind of learning —such as involvement, awareness,
responding, discriminating, and communicating. Cultural or subject-
specific knowledge, for instance, can be conveyed by music. Singing
and broadly related musical activities become a way of learning this
knowledge (Berglund, 2008). When students are asked, for example,
to write lyrics on a certain topic, they must get information about the
subject. By working on the initial knowledge, they will cognitively en-
gage with the material. This might, indeed, be considered as a ‘learn-
ing by doing’ philosophy. For example, by singing about Ramadan,
children can learn about Ramadan in a joyful way (Berglund, 2014).

Students can also realise their identity and express their cultural
attachments through their possession of music (Davis, 2005; Power,
2007). In line with the present research’s findings on the latent level
of musical activities, Berglund (2014) argues from her work that the
use of music is connected to the enhancement of learning, and the at-
tempt to make Islam relevant to youth culture. For this connection,
she stresses the celebration of religious narratives and the structuring
function of singing for children.

Especially in group work, musical activities may also support a
more peer-learning process. Music with lyrics might be more desirable
for these kinds of activities because, in comparison to instrumental
music, lyrics may have a ‘ground” more easily linked to the teaching
subject. Like lyrics, music with visual accompaniments can also offer
a distinctive way of learning. As videos are popular among pupils to-
day, using music-videos can motivate pupils to enhance their learning
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about the topic of the class, irrespective of language. Over a longer pe-
riod, children exposed to video material may eventually understand
and internalise the meanings obscured by over-reliance on language
alone as the medium of learning (Berglund, 2008).

The domain of emotional response (at the latent level) is rooted in
the primal emotional reaction to musical activities. We must never for-
get this. One of the potential objectives of musical activities is deliber-
ately to engage with students’ emotions at that primary affective level.
More specifically, by reaching beyond the concrete level of knowledge,
musical activities focus on emotional arousal that facilitates students’
awareness of the emotional dimension of the classroom subject of RE.
Since music can induce emotions and trigger students’ passion for the
subject and enthusiasm for the teacher, this attachment may also build
a respectful relationship between the teacher and students. Power
(2007) describes the affective role of music in RE by means of feeling,
enjoyment, calming, and encouraging. Regardless of cognitive ability,
music in RE can speak to the feelings of the students through self-
expression, empathy, and socialisation (Brown, 1991). For success in
this domain, teachers should use music that is appropriate for induc-
ing the desired emotions, so that students may have personal, affective
experiences readily integrated into their classroom activities.

By arousing emotions with music in RE, there might be a way
of further integrating emotion, motivation, and cognition in the class-
room. We now recognise much more fully than before that emotions
have prominence for both teachers and students in classroom interac-
tions and the cross-cutting patterns of motivation and learning (Meyer
and Turner, 2006). This is because of the reality of the relationship be-
tween emotion and cognition in experience even, while these elements
often remain theoretically distinguished (Yob, 1997). The concept of
emotion, as we have seen, also almost always comprises cognitive
evaluation processes (Scherer, 2004). Hence, emotional and cogni-
tive activations through musical activities are strictly connected with
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each other. This kind of activation in the RE class might also be easily
connected to the everyday emotional experience of the students. The
teacher, the students, the class, the subject of RE, and the school may
from these perceptions all broaden their insights into the deepening
of shared understanding and judgement. Similarly, the effect might be
further amplified through e.g., actively presenting musical activities
like concert programs to wider audiences.

As a combination of affective and cognitive domains, the zone of be-
havioural promotions (of the latent level) is the area that highlights the
significance of knowledge-based and feeling-based outcomes for psycho-
motor activations. In this synthesis, actions and attitudes are supported
by musical activities intended to secure positive change. By integrating
emotions into the deep learning process, aimed at the promotion of posi-
tive attitudes and behaviours through musical activities, RE professionals
may be encouraging students to develop the sorts of capacities for trans-
ferring knowledge, skills, problem-solving, and feelings to real-world
situations that are seen as integral to modern education and its ‘growth
mindsets” philosophies (Immordino-Yang and Damasio, 2007).

Students can acquire and develop certain behaviours during mu-
sical activities such as choral performance. This is well demonstrated
in the literature, and these behaviours might be transferred to other
parts of school life (Hallam, 2010, Power, 2007; Moore, 2002). Similarly,
a student with his/her involvement in the musical activities can be an
encouragement for others to participate. Positive feedback on active
participation in musical activities sets an example for others. More-
over, during both small-group and larger musical activities, coordi-
nation and co-operation between students become vital. In addition,
when students learn to communicate with music, active participation
in musical activities promotes both students’ social cohesion and motor
skills (Stern, 2004). Music in RE can also promote certain values such as
responsibility, connectedness, community, interaction with others, re-
spect, and productivity (Power, 2007), and enrich the process of social-
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ising (Berglund, 2014). Furthermore, presenting role models through
music to students, for example, is to make the pupils aware of the gains
from positive dispositions, which participation in music as both listen-
ers and creators can exemplify (Berglund, 2008; Kristjansson, 2006). In
this way, musical activities are not only for prizing the past (cultural
experience), but also illuminating the present and actively mapping the
future. In other words, the effective RE class harnessing music success-
fully can foster a whole range of values, attitudes, aspirations, reflec-
tive powers, and approaches to learning across the pupil population.

The chief negative perspectives on the musical activities came from
Samuel for the latent level and Adam for the latent and manifest levels.
Adam may have fewer concerns about the classroom practices in the light
of his managerial role in his school. Samuel might be mentioning only the
manifest level because his focus is generally on the capabilities of teachers
for implementing musical activities, not on the role of students.

For the reactions to music, RE professionals tend to reflect upon
the religious and secular motivations underpinning both positive and
negative responses. Religious people, for example, may be in favour
of musical activities supporting their beliefs and cultural perceptions
in the RE classroom. On the other hand, this group also includes those
who argue that RE is using material that is haram. For more secular
groups, it might be that no part of religious culture, including music,
should have any place in schools. However, this group may also in-
clude those who positively evaluate religious music in schools for cul-
tural and creative reasons, and prefer it to other, more doctrinal parts
of the RE curriculum. In this broad and mobile picture, music may
help RE teachers to break open stereotyped and simplistic portraits of
the subject and its practitioners in schools.

It is of course obvious that some of the negative responses might
reflect local, rather than general objections. It must also be recognised
that the unique social, economic, and cultural background of each
school requires recognition, so that teachers can predict and navigate
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the ‘dangerous’ areas for excerpt selection in music. As a precaution
for averting any negative reactions, the aesthetic aspect of religious
music might be highlighted and foregrounded. Furthermore, if music
seen in this context supports universal values like respect, it might be
more readily defensible against secular objections.

The reactions caused by music in the RE classroom are generally
evaluated within the limits set by discussion of legitimisation and dis-
approval of music in Islamic thought. In this context, the anticipations
of negative responses are much more apparent than positive ones.
However, educational concerns are mostly ignored in the expected re-
actions in this broad research area (Berglund, 2008, 2014; Power, 2007;
Harris, 2002). This is because teachers’ educational concerns regard-
ing reactions to musical activities are still at a speculative level, due to
little experience of trying it. While the present research’s participants
have faced a relatively small number of negative responses to musical
activities, it is expected that the more frequent and visible practices
will take more attention in future.

The biggest problem is that almost everything associated with
musical interventions in RE is reliant upon teachers, who often feel
alone in the field. There is little support for, or encouragement of,
RE teachers using music in their classes —and there is no support in
terms of teaching materials, which are routinely lacking in relevance,
and musical materials that are often not provided to teachers at all
(Babacan, 2019). To illustrate this, if anyone is opposed to music in
RE, it is often left to the class teacher to convince them. Similarly, all
teachers individually must deal with finding proper teaching materials.
Yet, surely organisational support for practical and theoretical matters
should be provided by the Ministry, universities, and NGOs, for teach-
ers seeking to use music in the RE class.

RE in the Turkish system also suffers from the time constraints,
especially in the domain of Values Education (Chapter 2.3). In this
situation, teachers may think that musical activities are more time-
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consuming than traditional methods. This is partly understandable
until students become familiar with the method. However, it must be
remembered that musical activities are not intended to fill 40 minutes
of class time. As indicated for assessment, some of the RE teachers
may not be aware of the challenges associated with the implementa-
tion process for musical activities. Similarly, because of their general
allegiance to traditional educational methods, some teachers may not
sufficiently consider the feelings of students as a factor in learning.
Therefore, for many teachers, musical activities in RE, by which stu-
dents’ affective activation with the subject might be enhanced, are not
among their accustomed methods.

Considering the compulsory status of RE (since 1982 in Turkey), if
the state desires to make music an essential part of RE, there is always
an easier way. If the state does not favour it, there is no way it will hap-
pen. Since there is as yet no certain policy decision on the matter, we
still might see the current situation as a major opportunity. However,
beyond the state’s role and responsibilities, it seems RE profession-
als are themselves not ready to take the initiative. For instance, there
is, as we have seen, very little suitable material. This should have been
provided by the Ministry (MoNE). Similarly, potentially useful YouTube
links are not working (or are banned) in state schools. Once again, the
Ministry should have established a new accessible web resource.

While Teacher Education should also introduce music as a teaching
method to candidate RE teachers, the present RE teachers, of course,
may not directly influence this education in ways that encourage us-
ing music in RE. Thus in-service teacher training courses must be con-
ducted by MoNE for the current generation of RE teachers (Apaydin,
2018). However, for material production and dissemination, a state-
level actor may not be necessary.

Despite the potential revealed by this research, a modest number
of initiatives is far from reaching national-level adoption and support.
To reach national standards, RE textbooks must provide musical ma-
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terials which might be delivered to the teachers at their convenience
(Babacan, 2019). Brown (1991) recommends a list of various Western
musical excerpts to create a specific atmosphere for the great uncondi-
tionals of life —such as Birth, Death and sadness, Joy and celebration,
Majesty, the Beauty of the natural world, Power, and Reflectiveness.
While Brown does not explain how the excerpts create the respective
atmospheres, a similar alignment between a list of Turkish music and
their intended atmospheres ought to be offered to teachers for prepar-
ing musical material in class. This of course needs further research to
explore the cognitive, affective, and behavioural connections between
musical extracts and RE subjects —as this enquiry attempts in Chapter
5 —to determine the emotional arousal of pre-selected musical stimuli.
However, due to the multidisciplinary nature of the problem, there is
an urgent need for dialogue between RE professionals and researchers
from various fields such as education, music, psychology, theology,
etc. (Babacan, 2019; Day and Harris, 2016).

4.2. Future Directions

Findings of the qualitative and the quantitative chapters will be com-
pared in the next chapter for assessing the implementation possibiliti-
es for RE practices. Hence, in this section, future directions are mostly
limited to theoretical research-based aspects.

For a teacher, if music is the answer to the question of “how can I
explain better what I want to teach?’, it ought to be utilized as an educa-
tional tool. However, especially for the Imam-Hatip school students in
this study, musical training is a requirement of vocational education
to improve the quality of their service in religious duties. Moreover,
as this is not a well-studied topic for class interventions, it seems that
schools, especially Imam-Hatip schools with the musically enhanced
curriculum, will need to collaborate with external experts in the pur-
suit of more effective musical activities in RE.

Given that RE in Turkey is generally not successful in incorpo-
rating emotions into educational processes, the emotional enrichment
with musical activities may well promote improved attitudes of stu-
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dents to the subject, the teacher, and the information presented in the
class. As this emotional side of the education process may connect the
knowledge to behaviour, then it is highly possible to expect the rel-
evant positive behavioural and dispositional improvements reported
elsewhere in the literature. This effect might be extended to values and
attitudes. However, it should not be assumed that values-enrichment
will take place through music listening as prompt for an emotional
response. Behaviours, thoughts, and the words of listeners are affected
by their music preferences, and the music of RE class may help stu-
dents to evaluate and change their worldviews in accordance with the
underpinning values of the school. However, this perspective needs
further exploration to understand the relationship between emotions
and values, attitudes, and decision-making among young people in
schools (Hasegawa, 2016; Seidel and Prinz, 2013).

In parallel with emotional enhancement for values, RE with musi-
cal interventions may play a role in shaping morality and behaviour-
change by promoting a culture, but this does not happen in a moment.
Effects might be seen over an extended period, prompted by emo-
tional responses to musical listening crafted with expertise and shared
insight. Thus, there is a possibility of widening a school’s moral and
spiritual territory with musical activities, including beyond the class-
room walls. Presenting music out of the school buildings, and through
a proper musical programme (at a mosque, concert hall, or competi-
tion), is not only desirable for the talented students (who actively join)
but also beneficial for the audience and the perception of the school.

In the current situation, state-provided teaching materials such as
textbooks and teacher guides do not include musical materials. Since
EBA shares mostly student-teacher works, the visual and artistic stan-
dards are not of the highest quality. For YouTube, access is banned in
school networks. Even if a video/song is on YouTube, teachers must find
a copy from another source. In addition, RE-specific webpages mostly
share similar materials. The ideal method would surely be to supply
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high quality materials centrally, either online or with books, just as the
curriculum does, for instance, for e.g., the study of literature. While EBA
is currently not effective for material sharing, it might be improved in
support of maintaining shared standards across all schools. As a result,
teachers’ workload and responsibilities to find musical materials would
be eased. In this perspective, one of the problems to be considered is the
copyright issues if teachers use recorded / commercial music in RE.

Although the emotional enhancement of RE with the musical
interventions was not limited to the academic emotions, RE profes-
sionals are clearly not assured in their understanding and assessment
of these emotions. The achievement emotions questionnaire (Pekrun,
2016) and academic achievements with music (Babacan, 2019) have
been well documented. While the present research did not discuss the
assessment of emotions in the context of RE, due to its methodology
and data parameters, there is a need for a meaningful assessment di-
mension to the musical emotions concept and practice highlighted in
this study (Linnenbrink-Garcia, et al., 2016).

Like Brown’s list of excerpts to create specific atmospheres (1991),
Yorulmaz presents a movie-list that can be used in RE (2015: 268). This
list indicates which movie might be used for which theme and teach-
ing unit, for the secondary level RE curriculum. Hence for Brown’s list
of excerpts (or any other list to be prepared), we may pose an impor-
tant question: if a song/hymn successfully induces an atmosphere (or
an emotion) such as Power or Joy and celebration, what is its value for
RE curriculum and RE practices? Or how does this arousal actually
support RE? In this research, I did not present such a list to be used in
RE but shared a few successful examples of musical activities. For suc-
cessful musical interventions, teachers require much more than using
a suggestion list of musical extracts.

To make musical activities of the RE class a supporter of the edu-
cational process (not a free-time activity), teachers must thoroughly
structure their class, beyond the material selection process. It should
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not be accidental, for example, the time slot when music is used. In ad-
dition, the teacher should be prepared beforehand for questions like:

How will students engage with the activity; by listening, singing, thin-
king, analysing, or something else?

Which feature of the music will be highlighted —lyrics, composer, singet,
or something else?

What kinds of background explanations may students need for the excerpt?

Will the activity continue with a Q&A session, for instance, about the
message of the hymn/chant?

What is the ultimate purpose of the activity —emotional arousal, communi-
cation of knowledge, self-exploration, or something else?

These kinds of questions indicate how teachers can diversify their
teaching methods with musical activities. In addition, students might
favour a specific aspect of the musical activity, according to their in-
terest. The teacher, for instance, can allow students to work through
their interest in association with the musical material. Then the teacher
must observe the students’ reaction during the activity, to change and
revise the activity for later sessions, if necessary. Additionally, at last,
there will be also unplanned musical activities, especially upon stu-
dents’ requests. However, it might be expected to happen after stu-
dents become familiar with the method.

To defend their position against an objection, RE teachers must
always be embedded in the curriculum. The underpinning reason for
using musical material must be to support educational outcomes. Oth-
erwise, objections from an educational vantage point might be valid
for RE practitioners. Moreover, given the inherent values associated
with the excerpts, a musical piece might mean something different
from the teacher’s intention. If a song is appropriated to a political
party or ideology, for example, or if it prompts unwanted behaviours,
RE teachers should avoid using this kind of excerpt, even if it was not
composed for that purpose. Similarly, RE teachers must be prepared
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for adverse emotional responses, since listeners” emotional reactions
might be different from the teacher’s expectations, owing to the idio-
syncratic nature of human responses to musical listening (Robinson
and Hatten, 2012; Vuoskoski and Eerola, 2011). Moreover, in case of
such an adverse reaction, teachers (and other school services) must be
afforded the strategies for dealing with it.

In the current system, teachers do not have to use music in their
teaching, because it is a personal decision. In this context, it must be
underlined again that RE teachers are in general not specially trained
to use music in their classes, neither in teacher education at univer-
sity nor in in-service training. Regarding the groups of Experienced,
Hesitant, and Dissident teachers, teachers’ expectations and capabilities
deserve special attention. Teacher groups (The Experienced, the Hesitant,
and the Dissident) must be evaluated in the context of their unique con-
ditions. For the Experienced teachers, the standard of their practices
must be improved. ‘Age’ itself, for instance, is not a problem for this
group as long as teachers have the willingness and awareness to use
music motivated by its educational benefits. Teacher experience and
skills might be the initial target set for novice groups. Next, the Hesi-
tant teachers must be trained to acquire the relevant methods. Sharing
successful activities of other teachers (the Experienced) and having aca-
demic support may motivate this group to use music in their teaching
practice. After that, the Dissident teachers must be afforded opportuni-
ties to see this kind of pedagogy in practice and observe the practical-
ity and benefits of using music in RE; while accepting the possibility
that they may remain dissident.

As I underlined above, RE teachers tend to be isolated in the field;
hence it is not fair to expect that they will sort everything out alone.
There is a need for collaboration between education professionals, ac-
ademicians, parents, and educational organisations, even though its
context is as yet quite vague. As a kind of collaboration between RE
teachers, there is a need to share the successful (and unsuccessful) ex-
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amples of musical activities. If this experience reaches more teachers, it
will encourage teachers, especially the hesitant ones, to use music in RE.
While EBA currently provides a database for material sharing, there is
a need for much more comprehensive connections between teachers.
Therefore, in-service training courses might be designed consultatively
for teachers by MoNE. Similarly, with the support of private institutions
and NGOs, this kind of connections might be strengthened.

4.3. Limitations of the Study: Interviews

What is observed through the interviews is that participants” views of
the current situation and possible improvements were saturated by
their personal experience and roles. For a teacher, for example, one
of the main problems regarding the inclusion of musical activities in
the RE class is the lack of proper teaching materials supplied by the
government. For a School Principal, the problem is financial and ad-
ministrative relations between schools and the Ministry of National
Education. Similarly, problems and opportunities related to teacher
education and academic support for teachers are characteristic for aca-
demicians. Therefore, since each interviewee reflects the reality of the-
ir own unique experience, it required a huge effort to integrate these
different perspectives to achieve a broader understanding.

One of the assumptions of the study was that the participants are
competent for their field. While it was asked, for example, how mu-
sical activities can support values education approaches, it must be
remembered how variable RE teachers’ knowledgeable of these ap-
proaches can be. If teachers do not comprehend the contrast between
inductive and deductive approaches, as indicated by Kaymakcan and
Meydan (2011), their responses might be superficial when thinking
about using music in accordance with values education philosophies.

Furthermore, the present chapter prioritises the view of teachers.

The normative, assumed definition of the student, for instance, was
constructed from the perspective of the teachers (or RE professionals).
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Hence, students’ expectations might well differ from this. Similarly, for
this research, parents’ considerations were for the most part ignored, as
the participant group does not contain parents. Musical activities were
also evaluated from the viewpoint of teachers, especially for planning
and application. However, the education process is limited neither to
these steps nor only to teachers. A study might be also conducted, for in-
stance, for assessment issues or for the financial constraints on such in-
terventions and from the viewpoint of other stakeholders, like parents.

From a broader perspective, the general objective of this research
is to discuss using music for the enhancement of RE, not for the sub-
ject of Music alone. Therefore, the implications for Music classes of
such an approach were also omitted here. So the transferability of this
research to other school subjects would require further investigation.

Sharing ‘good examples’ of musical activities between teach-
ers were stressed several times in this research. However, during the
data collection and analysis, the concept of ‘good example” has never
reached consensus. There is no agreement among the participants on
the description or the standards for the term.

It must be also noted that as the interviews were conducted in Turkish,
some details might have been undermined during the translation process.

5. Conclusion

This chapter assessed the place of music in the field of RE, from the
perspective of RE professionals. For this goal, the research employed
semi-structured interviews within the informed grounded theory rese-
arch strategy (Thornberg, 2012). Contrary to the previous quantitative
chapter, there was no leading expectation to the analysis of the current
chapter, until the arguments revealed when the data was processed for
the analysis. Thus, the principal research question of the chapter was
broad: ‘how do RE professionals evaluate the place of musicin RE?". On
the basis of the initial research question, the research participants were
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those who have professionally engaged with RE (e.g., teacher, academi-
cian, or policymaker) and, at least, have observations to make on using
music for RE (e.g., classroom-experience, publication, or thoughts).

Regarding the nature of the grounded theory research, an academic
conversation between the researcher and the interviewees established
a basis to investigate the participants’ experience of the present condi-
tions on using music for RE, including possible future improvements.
In this perspective, the chapter was constructed through a comparison
between the present and future. The interview questions (and in turn
follow-up questions) evolved according to the methodological strands
(such as constant comparison, theoretical sampling, and theoretical
saturation) and the unique perspectives of the interviewees. Hence,
the data and reality were re-constructed by means of research partici-
pants’ responses to the questions. Subsequently, data collection and
analysis were concurrently completed over almost two years.

This chapter reports its findings in four areas. It first describes the
standards for musical material. This includes (i) the strategies for le-
gitimation (religious, cultural, psychological, pragmatic, academic etc.)
and disapproval of music (religious, cultural, self-approving, educa-
tional) in RE, (ii) reasoning for using music in RE (in the affective do-
main for emotional enhancement of classroom, in the cognitive domain
for teaching and learning with communication of knowledge, and in
the hybrid domain for behavioural improvements), and (iii) features of
proper musical material (qualities, sources, and finding them).

Second, the chapter expresses the characteristics of the interview
subjects, students, and the place of musical activities in RE. This is ex-
tended to (i) school/ classroom (physical conditions and the mentality
of the school), (ii) role and responsibility of RE teachers (the experi-
enced, hesitant, and dissident teacher groups and their role in finding
material, planning an activity, and conducting a class), and (iii) stu-
dents (with their artistic, cognitive, and emotive roles) in line with the
musical activities of RE.
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After that, the chapter illustrates the theoretical and practical con-
siderations for musical interventions in RE. It regards (i) the manifest
and latent levels of musical activities, and (ii) the values education ap-
proaches. In this view, the manifest level of the activities is extended
from the basic activities such as listening and singing, to talent-orient-
ed activities like composing and choir works. The latent level of the
activities implies that these activities shall be conducted for emotional
responses, cognitive activation, or behaviour promoting. Hence, in
terms of the values education approaches, the musical activities might
be emotion-based for inductive approaches, knowledge-based for de-
ductive approaches, and alternately for mixed approaches.

Last, the chapter presents (i) the problems, (ii) the expectations for
the reactions upon musical activities of RE, and (iii) future possibili-
ties. For dealing with problems and future improvements, this chapter
proposes a collaboration between the partners of the education realm.
While teachers do not have convenient support for the musical activities
in RE in the current situation; academic, organisational, art-based, and
local cooperation may boost the outcomes of the musical interventions.

The chapter discusses the findings from three perspectives. First,
it assesses the outlooks of the research participants, which based on
their current experience of the legitimation strategies and with the
emotive, cognitive, and psycho-motor qualities attributed to music.
Second, it evaluates the methodological and technical concerns. It is
argued that how the participants’ limited experience can enlighten
the way for wider musical interventions of RE. Last, accordingly, it
highlights the relationship between the objectives and the education-
al outcomes in the context of classroom activities, while bearing in the
mind the problems teachers faced. Moreover, it addresses the limita-
tions and future directions of the research.

In the next chapter, I will integrate the qualitative findings of the
present chapter and the quantitative findings of the previous chapter,
in connection with the existing literature on music and RE, curricu-
lum, and policy documents.






Chapter VII

Issues and Questions in Educational Practice and
Concluding Analysis






1. Introduction

The principal question of the present research was: “How should mu-
sic, with its capacity to induce emotions and to facilitate the commu-
nication of knowledge, be included in the teaching of RE?’. To answer
this question, Chapter 5 was dedicated to exploring: ‘How do listeners
(students) emotionally respond to Turkish music when they listen to
it?’; and Chapter 6 investigated: 'How do RE professionals evaluate the
place of music in RE?’. Now, Chapter 7 merges both perspectives in
line with the literature, RE policies and curriculum, in order to address
the principal research question. Consequently, the aim of the chapter
is to present guidance for conducting musical activities for RE classes.

For addressing the research questions, this chapter interprets the
findings by means of the circumstantial dispositions: personal/intrin-
sic, cultural/religious, and situational / responsive. In this distinction,
cultural/religious dispositions represent the general comprehensions
gained by individuals in a lengthy period due to living in a society.
On the other hand, situational/responsive dispositions are unique to
the conditions at a particular time. Hence, situational/ responsive fac-
tors are more appropriate for manipulation (or convenient for being
changed easily) than cultural/religious components. Then, the per-
sonal/intrinsic elements address the individual characteristics of the
participants in the setting of RE’s musical activities.
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Thus, this chapter first presents and interprets the intersections of
the answers to the research questions and then presents, in line with the
findings, a pedagogical model of RE which includes aspects of music
as a teaching and learning strategy. The chapter then critically evalu-
ates the methodology used in this research more generically. Following
this, implications for RE policy and practice are outlined for different
educational stakeholders. Finally, the summary of the research, the
limitations, and the potential for future studies are noted.

2. Addressing the Research Questions

2.1. Q1- Students’ Perspectives with GEMS

2.1.1. Personal/Intrinsic Dispositions

Music itself has two functions in RE according to this study. One is to
enable the communication of knowledge (see Chapter 6), and another
is to activate emotions (see Chapter 5). With the perspective of musical
emotion induction, students in the RE classroom are encouraged by mu-
sic to feel and perceive particular emotions. In other words, the assump-
tion is that students will emotionally respond to the stimuli in a certain
way when they listen to music in the classroom. Until that response is
attained, music’s influence on the affective enhancement of RE cannot
be demonstrated. Nonetheless, following the emotional response to
music, the integration of emotions into RE practices, in line with me-
aning-making processes, is a matter of discussion. In this respect, (as it
was for the present research) the students’ personal characteristics must
be considered for classroom practices (Vuoskoski and Eerola, 2011).

As it was stated as a limitation of the self-report methods for as-
sessing emotional responses to music (Zentner and Eerola, 2010), both
students’ language literacy and their awareness of their own emotions
might not be at the same level. Similarly, retrospective ratings and re-
al-time ratings for emotion induction requires different levels of cogni-
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tive ability in students. Hence, even though self-reports provide an ap-
proximation for the emotional response to a musical stimulus (Zentner
and Eerola, 2010), there might be always outliers. However, being/
having an outlier with an emotional response is not wrong, because,
here, outlier simply means being different. Accordingly, the individual
evaluation of the emotional responses in specific conditions might be
relevant for proper assessment and inferences without undermining
the validity and generalizability of the results presented here.

Students are not alone in the RE classroom during musical activi-
ties. Moreover, apart from the musical activity, they are not active par-
ticipants in the planning and assessment of lessons, unlike teachers
who set out to select musical material that can induce the intended
emotions in the pupils. Chapter 5 of the present research, for instance,
illustrated some ways to predict the induced emotions according to the
makam-emotion attributions.

However, for perceived emotions, teachers might be more assured as
long as they consider the students’ current level of knowledge and back-
ground, since observing emotions (perceiving) is relatively more objec-
tive than experiencing emotions (feeling). This is because both felt and
perceived emotions are an affective phenomenon, but they require distinct
cognitive skills (Gabrielsson, 2001-02). Furthermore, since music with ex-
pressive qualities is knowledge-based, the perceived emotions are rela-
tively easier to connect to the classroom subjects. This is similar for con-
veying knowledge via music. Hence, students can associate the emotions
and knowledge, expressed by music, to the educational outcomes.

Furthermore, the educational environment consists of multiple
agencies such as other education staff and parents who might be in-
volved in the musical interventions, not just the teacher and students.
Even musicians might be counted among these partners in some cases.
Since all the person-related perspectives of music-emotion studies are
represented in the musical activities of RE, i.e., teacher as the research-
er, students as the listeners, musician, and others as the audience, the
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interactions between the people of the research environment are also
valid for classroom activities.

As for the interactions of students, parents’” expectations and reac-
tions to RE with musical activities must be carefully observed within
the activities. Especially when students actively participate in musical
activities (as musicians), they may expect to get the acclaim of their
friends, teachers, and parents. This might cause both performance
anxiety and dedication to work (Hallam, 2010; Woody and McPher-
son, 2010). For this reason, the ‘artistic personality” of students may
last after classroom activities. Consequently, interactions are impor-
tant which extend the efficiency of RE beyond the classroom walls.

2.1.2. Cultural/Religious Dispositions

Similar to individual dispositions to music, cultural /social conditions
can affect the way of hearing music and the consequent responses. In
this respect, the educational culture of the RE classroom might be a sig-
nificant factor in the pupils’ meaning-making processes, in line with the
experience of music. Since culture does not only provide the social cons-
truction and presentation of emotions (Schultz, 2016) but also indicates
the norms for music listening, this partly shapes how listeners will rece-
ive and value music in terms of its origin and cultural ties. Additionally,
music-related attitudes such as listening, disclosure of emotional res-
ponse, identity construction, etc., are highly affected by particular cultu-
ral codes (Becker, 2010). Listening to a particular musical form, singer, or
a song, for instance, might be a representation by which the listener sees
him /herself —or would like to be seen (Rentfrow and Mcdonald, 2010).

Students” knowledge-based response to the music is not limited
to musical meaning but might be also guided by other factors. For the
listeners who are informed by religious belief or cultural attachment,
music is a subject of evaluation. Regarding the halal-haram dichotomy,
for instance, it is evident that music is not the driving force of the eval-
uation, but the religious thought is. A listener’s knowledge about the
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music (or musical excerpt) itself can direct his/her response. Thus, the
excerpt selection process must always consider the students’ cultural
background. So, this indicates that the cultural accompaniment of mu-
sic might work in favour of wider educational practices.

Educational methods work to the extent that teachers successfully
utilise them (as reported by interviewee- Moses). Music will not be a
successful component of learning in RE until teachers integrate musi-
cal activities comprehensively into classrooms. A similar perspective is
relevant to students. Unless students become familiar with the musi-
cal activities, they may miss the objective of the lesson. Just as being a
‘qualified listener” is required for experimental music-emotion studies
(Davies, 2010), students must be “qualified learners’ for musical activi-
ties. Hence, improving the quality of musical interventions in RE is far
beyond a single teacher’s effort.

2.1.3. Situational/Responsive Dispositions

Since the environment where listening is situated can influence emotio-
nal response in several ways (Robinson and Hatten, 2012; Gabrielsson,
2001-02), classroom conditions should not be ignored for emotional res-
ponses to music in RE. It is clear that, for the experiments, the settings
are one of the determinants for the emotional response (Hargreaves and
North, 2010). It must be remembered that students’ motivations to-
wards listening, valuing, and responding need to be adapted according
to their conditions. Hence, conducting a musical activity in a classroom
or a school hall has distinct features for students in comparison to the
same under laboratory conditions. This is evident, at least, in displaying
the emotional responses and motor expressions (Egermann, et al., 2011).

A database of musical excerpts with expected emotional and cog-
nitive responses would generate a set of wider standards for activi-
ties. Yet, despite the expected emotional stimulation, ideal conditions
might not always be attainable due to the normal restrictions of time
and classroom practice. The initial mood of the students, for instance,
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might be an obstacle for the intended emotion induction, i.e., trying
to stimulate joy in a sad environment. Teachers must be aware of the
requirements that the classroom conditions impose. Then, the teach-
er can change the instructions of the musical activities for classroom
conditions. Situational dispositions are relatively more open for inter-
vention than cultural dispositions. This is to say that the emotional
response to music listening might be directed by being adjusted to the
particular settings of the musical activities.

As values education approaches (inductive and deductive) demand
genuine teacher and student engagement (Kaymakcan and Meydan,
2011; Leming, 2010), there will be different conditions for the musical ac-
tivities in terms of the conceptual comprehension of the students. Teach-
ers are part of the context, in the way that they facilitate the learning
process. Without their guidance, it is not feasible to expect the students
to reach the objective of the activity. However, this does not mean stu-
dents will always follow the teacher’s intention, due to their personal
motivations. Consequently, situational, and in turn responsive, disposi-
tions are as many as the individuals present in the activity environment.

While, in the experimental settings, the researcher is responsible for
arranging the conditions, students are much more spontaneous in their
everyday environments at school. Moreover, there are dissimilar expecta-
tions for students when listening to music quietly or actively participating
in musical activity. These instances are directly linked to the interactions
between music, situation, and students and teachers; therefore, they must
take part in the measurement and assessment of emotions.

The listening excerpts of musical activities must actually be seen
as part of the teaching material of RE. There must be alignment, at least
principally, between the musical extracts and the teaching subject. Mu-
sical activities in RE are always situated in a disciplinary context. In oth-
er words, the excerpt selection process is directed to finding the musical
stimuli that help to reach the educational outcomes of RE, not simply
entertain pupils. Even if there is a musical benefit of musical activities
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in RE (and intuitively there might be), it is omitted from the current
research. Hence, “educational good’ in the context of RE is the leading
concern for the stimuli. Yet, of course there are collaboration opportuni-
ties among teachers and exciting potential for interdisciplinary learning.

2.2. Q2-RE Professionals’ Views through the Interviews

2.2.1. Personal/Intrinsic Dispositions

In the view of RE professionals, there is a robust relationship between
students’ feelings about musical activities and teachers’ expectations
for students’ emotional responses. Students have active and passive
affective engagements during musical activities. The active role requ-
ires students to participate in the musical activities in order to explore
their own emotional awareness. The assumption is to enable students
to experience emotions. However, for the passive role, to induce the
intended emotional responses, students are approached by teachers.
There is a target-list of emotions through the musical activities, there-
fore, teachers are included in this emotional matrix, if only at the level
of assessing students’ emotional evaluations. The ground for this is
because teachers can plan an activity (at the manifest level) for emoti-
onal activation (as one of the latent level activations) with strong con-
fidence from the data here and elsewhere that the musical choices are
strongly correlated with widespread and consistent emotional respon-
ses of direct relevance to the experience and teaching RE. This recalls
the difference between inductive and deductive values education app-
roaches, and the discernible responsibilities of teachers and students
in those approaches (Herman, 2005; Veugelers, 2000).

For knowledge-based cognitive engagement, teachers’ responsibil-
ities are more significant in comparison to students’ roles in the affec-
tive stimulation. This is because the cognitive attachments of the musi-
cal excerpts (of the musical activities) are relatively more explicit and
identifiable, than the emotional qualities. Moreover, compared to the
emotional response, the knowledge that is supposed to be expressed
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(or communicated) by music is more objective and, hence, discoverable
by the students, then it might easily be part of meaning-making pro-
cess. Therefore, teachers might be more confident in selecting a musical
excerpt due to its knowledge-based relation to a class subject.

However, there is a need for a balance in teachers” expectations
of students’ background knowledge. Regarding the cognitive engage-
ment, students are expected to participate in the musical activities
with their cognitive faculties, while all the activities of the manifest
level might be conducted for cognitive responses (among other latent
level activations). Students’ contributions, for instance, in thinking,
discussing, or analysing phases of the activities are aimed to support
the knowledge-based outcomes of the class.

In an inclusive environment, everyone should be involved in the
activities, because the aim of the musical activities is to enhance the
educational outcomes of RE with respect to feeling and/or cognition.
However, students’ artistic expression (such as playing, singing, etc.)
and roles (like interested, participant, disinterested, etc.) during the
manifest level of musical activities facilitate two other dimensions
of active engagement. There must be conformity between students’
abilities and the features of musical extract for more effective activities
and the expected educational outcomes. Thus, students’ perception,
for instance, of the musician, genre, or the instruments of the music,
must be attentively observed so that the activity might be revised and
improved in the future.

2.2.2. Cultural/Religious Dispositions

I highlighted in relation to students that the cultural codes of the class-
room where the musical activity is conducted might have an extra
impact on the emotional response, which might in turn be either in
line with or against the musical excerpt’s emotional qualities. Moreo-
ver, the cultural dispositions towards music might be varied even in
society. Conditional music that suits a particular occasion, for instan-
ce, can evoke the intended emotions for those who are already awa-
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re of this relationship. Celebrating Mawlid (celebration of the Prophet
Muhammad’s birthday, for example, with songs, Qur’anic recitations,
and traditional musical forms) provides an opportunity to explore the
meanings of ‘authentic Islam’ (Berglund, 2014); but only for those who
already know the context. While these kinds of evaluations are evident
as social group norms, it is not simple to manipulate these dispositions
in a short period of classroom activity in order to control the emotional
responses to musical listening. Hence, the teacher’s effort to improve
musical interventions will be successful to the extent that s /he addres-
ses deeply the cultural/religious dispositions of the pupils.

There might be both positive and negative value attachments to
the musical excerpts, beyond the emotional and cognitive qualities of
the stimuli. The cases of legitimation and disapproval of music exemp-
lify this matter. If music is within the approved limits of halal, the lis-
tener (assuming s/he is Muslim) can listen to it, for instance, without
feeling guilty. Contrarily, supposedly illegitimate music in Islam (ha-
ram) might produce negative reactions in the same person (Harris,
2002). This kind of classification of favourable and unfavourable mu-
sic is, of course, not only typical of religious thought. Just as it was
in the case of conditional music, the listener analyses the context of
music in terms of his /her own acceptability norms. This evaluation is,
of course, not a natural part of the music itself nor the intention of mu-
sician/composer/singer, but produced by an informed listener. Hen-
ce, the suitability or unsuitability of a particular musical excerpt for
the RE class is conditional. Approaching music in this way is beyond
personal musical preferences, taking us to the realm of preconcepti-
ons and cultural/religious dispositions. Consequently, there might be
resistance against music (or certain kinds of music/musical genres)
in the RE classroom, until listeners (students and others in the field)
reach a different level of comprehension facilitated by the teacher.

While, in this chapter, the cultural/religious dispositions might
have been depicted negatively for RE, it does not always have to be
like this. Indeed, cultural dispositions towards music may have a long-
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term positive effect on values and behaviour, as far as the musical ac-
tivities of RE activate cognitive and affective responses during lessons.
In this respect, it should be stated that “popular music’ does not often
mean ‘RE-relevant music’. RE professionals reported that teachers and
schools sometimes use music which might not always be aligned with
the principles of the RE curriculum and pedagogy. However, the rea-
sons for using those musical extracts were their popularity with pupils
(as reported by interviewees- Mary, Noah, and John). Nonetheless, there
is no ground, either, to be entirely against popular music. Regardless
of its popularity, RE should employ music that promotes education-
ally meaningful outcomes and objectives. Furthermore, it might be
expected that the musical activities of RE will contribute to students’
perception of musical taste over a longer period (Elbih, 2015). For this
reason, there is a mutual influence between cultural dispositions to
music and musical stimuli preferences of RE.

2.2.3. Situational/Responsive Dispositions

Students’ roles during musical activities of RE, such as talented, interes-
ted-disinterested, participant, etc., indicate individually-specific dispo-
sitions. Students’ response to music might be affected by their interest,
expectations, and evaluations. Just as conditional music suits a particular
occasion, there might be a more relevant musical excerpt (genre, instru-
ment, or musician) for a particular student or a group. Hence, teachers
should know their students’ priorities and preferences. Otherwise, using
religious music, for instance, with the wrong audience or in the wrong
context cannot stimulate the relevant meaning-making processes. This
may remind us of the phrase ‘the right music, for the right person, in the
right conditions’ (Gabrielsson, 2010: 569), for the importance of the situa-
tional factors and the way of students’” appraisal of the context.

For students’ knowledge-based cognitive engagement, teachers
can alter the situational determinants for activating cognition. Teac-
hers are more confident about situational factors in comparison to cul-
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tural /religious dispositions. In other words, a teacher can more easily
adjust the classroom conditions, than deal with a cultural bias against
music. Especially during the activity-based learning sessions, teachers
can observe the variations promoted by a different type of manifest le-
vel activities. A distinct set of conditions, for instance, during listening,
watching (video clips), discussing the lyrics, or researching about the
composer/singer/songwriter, demands disparate cognitive skills of
students. From another perspective, musical activities of /in RE are ap-
posite in speaking to different minds’ learning habits in the classroom
(Allen, et al., 2014). Students could have a favourite activity that suits
their expectations among musical interventions. In this way, RE with
musical activities can enhance students’ motivation for learning (Ba-
bacan, 2019). Therefore, RE with musical interventions does not only
facilitate the communication of knowledge, but also train the students
to discover this experience at present and to use it in the future.

The very simple objective of RE with the musical interventions is to
enhance action, guided with feeling and knowing. Therefore, musical
effects in the classroom environment such as on emotions (with calm-
ing and entertaining), and on cognition (with promoting memory and
remembering) are expected to be in direct relation to behaviour. While
this objective extends beyond the school settings in a longer period,
it should be also obtained and cultivated within classroom practice.
In other words, future improvements should start within the “present’
moment. Promoting students’ socialising with musical activities, for in-
stance, happens during the activities, especially group tasks like sing-
ing together or choir works. These kinds of experiences, of course, need
to be transferred to the out of school context. Isaac points this view out:

During these musical activities, students may have the opportunity to get
to know and understand each other and their teachers better. For example,
I do a choir study with 60 students. In order to work with these students,
they need to learn how to get on stage, how to behave on stage. Even in
the classroom, sometimes it can be very difficult to control 20-25 students.
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But, thanks to the choir and stage work, the children have taken this dis-
cipline. In this respect, we may think that music helps children being to-
gether and organised. If everyone were going to act on their own, there
would be a disorder in these studies. However, in a choir of 50-60 people,
a study in which everyone starts and finishes singing at the same time
reinforces the children’s ability to act disciplined.
What is implicit in his view is that, with the musical activities of
RE, students can develop a set of behaviours that might be called ‘per-
former on the stage’ attitudes. As these attitudes endure after the time
of the musical activity, it might be expected that those students are be-
ing trained in behaviours which are not only relevant for the RE class.
Consequently, students will develop a mechanism to act according to
the requirements of the apparent conditions as well as focused on the
disciplinary purposes of their action.

2.3. The Principal Question: A Pedagogical Model

Based on the quantitative and qualitative analysis, a pedagogi-
cal model of RE which incorporates musical interventions consists of
three major components: (i) participants in the learning/teaching en-
vironment (teacher and students), (ii) their perspective and experience
on the musical material and the learning/teaching environment, and
(iii) outcomes of the classroom experience within the situation and the
social context. Figure 27 presents this model.

This figure presents the foundations for musical interventions for the
RE classroom with four agents and eight interactions highlighted. The
central position of the teacher is not only just visual in the figure. This is
because the teacher is the independent factor in the teaching and learn-
ing environment to the extent that s/he can coordinate other agents so
that better learning outcomes can be attainable. However, the relation-
ships between the dependent agents (student, music, and classroom) are
reciprocal, and the teacher’s relation with these is one-way. These agents
are dependent because they are affected by other agents, owing to the
interactions among music, listener, environment, and teacher.
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A. Student (Listener-Learner) L. X B. Music (Stimulant-Material)
- Individual differences (age, 1. Emotion induction - Emotional & cognitive
gender, identity, etc.) 2. Knowle.dge expectations
- Emotional & cognitive expression - Makam, Genre, style
intelligence M (instrumental)
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music (Emotional & Cognitive) performance, commercial, etc.
- Familiarity, preferences, - Artistic features (complexity,
and knowledge of music popularity, etc.)
8. Measurement & 6. Material
Assessment Selection
D. Teacher (Researcher-Supervisor) .
4. Appositeness

- Planning classroom activity
- Finding relevant material

- Conducting activity

- Assessment (of everything)

5. Situated
Experience

of music

7. Conducting
the activity

C. Classroom (Situation- Context)

- Classroom conditions

- Teaching subject

- Social and cultural context

- Presence of others

- Connection to everyday situations (special

Figure 27: The Pedagogical Model of RE with Musical Interventions

2.3.1. Dependent Agents

Student: For the purpose of the current research, students/listeners

must be in the RE classroom to respond to musical activity. The respon-

se requires students’ active emotional and cognitive engagement with the

musical material. For this reason, individual characteristics that influen-

ce feeling and cognition must be considered during the activity. Altho-

ugh musical talent is not a core requirement for RE, some musical acti-

vities, such as choral works, demand basic skills. The students have two
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sets of differentiating factors. One is attached to the individual —such as
age, gender, identity, intelligence (emotional and cognitive), and earlier
memories. The other is related to music —including knowledge, prefe-
rences, and training of the student. These are interrelated both strictly to
each other and to the response to the musical listening.

As documented in Chapter 5 (quantitative investigations with
GEMS) and indicated in Chapter 3 (literature review), individuals have
differentiated responses to music listening according to their person-
alities and backgrounds. Moreover, the music-related perspectives of
the students can affect their responses. Musical preferences, familiar-
ity with the musical excerpt, and musical training might together con-
stitute an underlying mechanism behind the significant cognitive and
emotional responses for certain students. This is distinct from passive
responding and results in high engagement (Hargreaves and North,
2010). Hence, students’ awareness of their own identity might be the
major driver for their responses.

Music: The music itself might be analysed from different perspec-
tives, but, for the purpose of the present research, the educational af-
fordances and possibilities for RE were the chief concern. In order to
engage the students in a complex thinking-feeling process that can be
directed towards non-musical educational goals (Thaut and Wheeler,
2010), the focus in the present research is not principally on the music
itself. Rather, in the context of RE, music is viewed as a means to an-
other end: namely educational outcomes rooted in the purposes of RE
(North and Hargreaves, 2010). Subsequently, there are fundamental
factors that are subject to further empirical investigation, to identify
the stimuli that are relevant for these educational outcomes.

First, the musical excerpt is employed in the classroom with its
emotional and cognitive qualities so that feeling and cognition will be
adequately included in the teaching and learning process. The musi-
cal excerpt that enhances the communication of knowledge, inducing
emotions (felt), and expressing emotions (perceived) is the relevant ma-
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terial for the musical activities. However, as demonstrated in Chapters
5 and 6, without these qualities, for teachers, musical activities would
be an attempt at trial-and-error until they establish the expectations
for the stimuli. Consequently, even though musical extracts of the RE
activities are not selected for Music Education, or strictly musical char-
acteristics (such as makam, genre, style (instrumental or vocal), per-
formance context (live or recorded), and artistic features (complexity
and popularity), but are selected for what is significant in meeting the
agreed and identified emotional and cognitive requirements.

Classroom: The classroom is not only a place between the walls:
it is where the musical activities of RE are conducted. Each class is
designed to attain the educational outcomes of the curriculum. There
is a purpose in the teaching subject for the students to reach at the end
of the teaching and learning process through the musical activities.
Hence, its context and conditions are more important than its physical
dimensions, because the RE classroom which uses music is situated
in this context. Having said that, the wider implications of classroom
conditions are worthy of comment.

Classrooms may have their own unique conditions at a given time.
Since the classroom is also the place students attend daily, the initial
emotional situation in the classroom, for instance, might be both an en-
abler or an obstacle for the aim of the musical activity. Moreover, special
day celebrations, like Mawlid or Eid, might be an opportunity to dis-
seminate the knowledge, embedded in the musical extracts, in the class-
room. Furthermore, due to the presence of others (friends and teacher),
students’ normal social interactions may both positively support peer-
learning or negatively lead to inauthentic responses copied from others.

2.3.2. Interactions between the Dependent Agents

Emotion induction, Knowledge expression, and Emotional & cognitive
response to music: Learning is commonly understood as the acquisition
of knowledge and skills; however, it is also related to emotions, attitu-
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des, and beliefs (Hallam, 2010), as discussed above, has been recognised
now for many years in Educational Studies. For musical stimuli, there
are emotional and cognitive expectations. These expectations are integ-
ral to the function of music in RE. The expectations are chiefly that when
students listen to the musical stimuli (or participate in the musical acti-
vity), they will perceive emotions (knowledge-based) and emotionally
respond to the music with felt emotions (feeling-based). Furthermore,
the musical excerpt is subject to students” cognitive enquiry (cognition)
and thereby music will facilitate the communication of knowledge.

The most crucial interaction central to learning is the students’ re-
sponse to music (number 3 in Figure-27). This response might be both
emotional and cognitive. Musically evoked emotions usually involve
synchronised responses at many different levels (Sloboda and Juslin,
2010), regarding the component-process model of emotion (Scherer, 2004).
The educational value of these emotional experiences with music is not
only a matter of making reflective judgments or acquiring knowledge
expressed in music, but also of making affective appraisals and having
attention focused on the events (Robinson, 2005). Hence, the emotional
involvement with the classroom activities in RE founded on musical in-
terventions is psychologically and morally important and with profound
ethical implications for education (Nussbaum, 2001). In RE, music can
facilitate the intellectual and emotional engagement of students with the
subject (Fiedler and Beier, 2014; Skinner, et al., 2014). This might be called
the “dialogical engagement” which has a significantly different form from
a passive or functional ‘speaking and listening’ structure (Stern, 2004).

The feeling and cognition components in relation to the musical ac-
tivity in RE can be directed to learning and behaviour by the teacher
and/or by the student him/herself. It is routinely suggested in Music
Education theory that positive emotional experience in the classes will
provide greater enthusiasm and motivation, which in turn heightens
levels of engagement, enhances knowledge and skills, and promotes the
attainment of higher levels of expertise (Hallam, 2010: 808). With the em-
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phasis on emotional elements and self-expression, teachers also accrue a
benefit, because it is, of course, easier to teach well-motivated students
(Hallam, 2010). This is equally applicable for RE with contextualised
musical activities. If students can/do adequately respond to emotional
and cognitive qualities of the music, the musical activity should be part
of RE to enhance students’ feeling- and knowledge-based experiences.

Appositeness of music (to the context): The interactions between
music and the features of the situation are of foremost importance
in explaining the emotional and cognitive response to music. The
classroom conditions of RE where music is heard can vary widely.
The relationship between music and classroom conditions indicates
that stimuli of certain genres, styles, and performance contexts might
be seen as relevant or irrelevant according to varying features of par-
ticular listening conditions. There is not an automatic musical fit for
RE, but there can be a situational appropriateness.

In considering an example, the intended emotion induction
must be relevant for the teaching subject. For instance, while de-
signing a class for love /compassion related values in RE, the teach-
er must consider what kind of music might be helpful for students
to experience those emotions. If sadness, for instance, is not a re-
quired emotion to stimulate in that class, there is no need to use
music intended to make students sad. However, the music that in-
duces negative emotions might be appropriate in another relevant
context. Similarly, regarding the communication of knowledge
through music, when world religions, for example, are taught in
RE, musical excerpts belonging to particular belief systems might
be relevant, but only if used in the right context. Any impropriety
in such situations is usually neither because of music nor the teach-
ing subject in isolation, but most often attributable to failings in the
reciprocal relationship between these factors.

If this relationship is not taken into account appropriately, then
students’ response to music will not be rich enough to be connected
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to a teaching subject. In such a case, music might be only a free-
time activity in the RE class, a soundtrack, because it does not be-
come a part of the learning process. Of course, students can have
fun or relax with the musical activities in RE. However, even these
feelings must be at the service of the learning environment —if the
teacher plans, for instance, to introduce variations to his/her class
context with the help of those emotions.

Situated experience (of the students): As shown in Figure 27,
listeners/students have two kinds of reciprocal relationships:
namely, the level of engagement with music and the extent to which
they engage with the listening environment. To enhance meaning-
making processes in the RE classroom with musical interventions,
the relationship between music and students must be considered
within the social-cultural context.

Students are in a position of ‘recurrent or ongoing evaluation’
in relation to their preferences and tastes for the musical stimuli
—and, in turn, for their responses to music listening in the RE class-
room. They may have immediate, short-term responses to particu-
lar musical stimuli in particular conditions. These responses cre-
ate patterns of musical preferences. Repeated multiple times and
in proper conditions, these patterns can combine and accumulate
to shape long-term musical preferences (Hargreaves and North,
2010). In this way even unfamiliar musical excerpts may in time
find a niche among students’ preferences (Elbih, 2015).

Modern developments in digital technologies mean that stu-
dents can listen to music in an almost infinitely wide range of set-
tings beyond the classroom walls. Given the ubiquity of music listen-
ing (Spitzer, 2021; Hargreaves and North, 2010), students can bring
their music listening habits with them, with the help of portable de-
vices. This might cause resistance towards teacher-selected musical
stimuli, but once students are familiarised with the music of RE, they
can extend their enjoyment and consumption after class time.



Knowledge And Emotion-Based Musical Practices For Religious Education... 323

So to support learning with musical interventions, the teacher
needs students to discover the connection between the musical ma-
terial and the classroom subject. Similarly, students may use music
in specific classroom environments as a means of achieving their
own goals (Carver and Scheier, 2014). Thus, there can be a co-ex-
istence of teacher and student goals. The value of responding to
music in RE is defined in relation to the context/situation in which
students and teacher are engaged with the activity.

2.3.3. Independent Agent: Teacher

Owing to his/her independent and authoritative position, the teacher
can change and evaluate everything in the musical activity environ-
ment of RE. Yet this is not on his/her own whims, but to boost the be-
nefits for the students. Self-evidently, the teacher has the authority to
control, change, and adjust the parameters related to the students, the
musical material / activity, and the environment. Nonetheless the teac-
her can be indirectly affected by the other dependent factors. Hence, in
return, the teacher carries the main burden of responsibility.

If the musical activity offers a better way to teach a subject, there is
a moral and professional responsibility for teachers to use that meth-
od. Although RE teachers can in general find institutional support
and collaboration, unfortunately, they do not consistently find effec-
tive support for confidently developing musical interventions. Even
deciding whether to use music in the first place must be contemplated
carefully by the teachers. Hence in schools some tend to become a
group of enthusiastic, ‘early-adopter” individual leaders of the teach-
ing and learning environment. This requires combining the expertise
in the subject field, pedagogy, and, at least, a basic awareness of musi-
cal culture. However, it then needs wider infrastructure and support.

The teacher plans the musical activity of RE, including finding

proper material, conducting the activity, and its measurement and
assessment. In this plan, the teacher must comply with the targets set
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by the curriculum, to which musical activities might be of assistance.
Regarding values education initiatives, a manifest level activity is
chosen for a latent level engagement by the teacher. However, in this
process, the teacher must consider the students’ characteristics and
the features of the classroom subject. In other words, the connection
between the subject, music, and students’ roles and aptitudes may
vary —for instance, in terms of emotional and cognitive capacities.
The teacher establishes a partnership with the students for a better
learning environment, where the students are not expected to dis-
cover alone the links between the musical activity and the subject,
without the teacher’s leadership and guidance.

2.3.4. Teacher’s Interactions with the Dependent Agents

Material selection: RE teachers are expected to find relevant musical
material and to plan their class for musical activities. In particular, the
distinct classroom activities might be significant in determining speci-
fic musical features of the stimuli. If a discussion or Q&A session, for
example, follows a listening session, then the stimuli must be approp-
riate to lead into that activity. Music with lyrics might be more relevant
for those activities in comparison to instrumental music. Conversely,
if the teacher aims to induce a particular emotion, then s/he must find
relevant musical material that evokes the intended emotion. When a
teacher proposes to conduct a class for a celebration of a special day
or the teaching of a distinct religious viewpoint, then this particular
religious context will heavily influence the musical selection process.
Furthermore, students’ capabilities in relation to the musical activities
must be pre-ascertained for the material selection and, in turn, for con-
ducting the activity. To illustrate this, if the material is too demanding
in terms of students’ skills, the teacher must consider the way s/he
uses the stimuli in the classroom. To sum up, the relationship between
the manifest level of the activities and the latent level activations do-
minates the material selection process.
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Just as there is a base for this provided in Chapter 5 of the pres-
ent research, the teacher needs to appeal to the existing literature
and/or his/her own experience to judge confidently the emotional
stimulation linked to the extracts. Similarly, for knowledge-based
musical activities, teachers must find connections between the mu-
sical material, the curriculum, and students” extant knowledge. By
finding the right material, teachers can adjust their activities ac-
cording to all the other unique environmental factors. An estab-
lished structure and procedure can support reliable pedagogical
practices for many other musical activities.

Conducting the activity: In relation to the appositeness of mu-
sic (to the context) and the situated experience (of students), teach-
ers design and conduct their class within a set of conditions. This
also brings together teacher’s competencies in the subject field, in
pedagogy, and in understanding of the musical material. Musical
material in the hands of the teacher is always an educational as-
set for supporting teaching and learning— though the asset must
be exploited informedly and assuredly. From a very concrete level,
teachers will consider the technical equipment of the classroom
for certain musical practices. As an example, watching a video clip
needs distinct standards from listening activities. Likewise, having
a 5-minute listening session in a class is much easier than conduct-
ing a choir after class time, both for teacher and students.

Assessing classroom conditions includes both students’ per-
sonal characteristics and class group’s social and cultural back-
grounds. In most cases, the students” ages will also be a significant
factor for the activity process, as well as the material selection, with
regard especially to age-related developmental musical tastes and
susceptibilities. Similarly, if the students do not know the meaning
of the lyrics, then it may not be suitable to conduct a discussion
session using a song. Moreover, emotion induction and cognitive
responses to music may not be equally achievable together at an
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activity at a particular time. Each student may also not attain or ex-
hibit these qualities at the same level. Hence, the teacher should ob-
serve the students so that s /he can differentiate the activity accord-
ing to their needs. Overall, the teacher must consider the benefits
of all the manifest level activities for the realisation of educational
objectives, because these activities will justify themselves as long as
they are effective for the latent level engagements. Given the moral
responsibility of the teacher, if RE is not enriched by musical activi-
ties, there is no justification for employing them.

Measurement & assessment: While teachers measure individ-
ual students’ performance, an evaluation of the whole process is
also essential. Students may not be successful (enough) because of
the poor material, because of the lack of motivation, or because of
the teacher’s lack of awareness of the context, etc. Therefore, in-
dividual assessment and teacher evaluation are both valuable to
the extent that they enlighten the route to improvements for the
adopted system. In the eyes of the teacher, pupil assessment should
indicate the points in which s/he can make progress.

As an example, the musical material may not satisfy relevant
conditions for enabling the communication of knowledge or emo-
tional stimulation. Students” background knowledge, for instance,
may not be enough for understanding the meanings expressed
within the musical example. Comparably, if the students’ initial
feelings are ignored, emotion induction through music listening
may not be achieved. Shortcomings in these elements may mean
that related teaching/learning activities might not be effective. For
these cases, both measurement of pupils’ responses and class eval-
uation should signal the weak points of intervention. Assessment
and evaluation should both be embraced as ways of caring for stu-
dents’ needs —especially for such a relatively new intervention that
is the musical activities of RE.
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2.4. Evaluation/Discussion of Methodology

2.4.1. Personal/Intrinsic Dispositions

In many respects parallel to the teacher’s substantially different roles in
inductive and deductive values education approaches (Leming, 2010),
musical activities require teachers to assume discernible responsibilities
for emotional stimulation and knowledge communication. While not
favouring one over another, the cognitive response to music is relatively
music-oriented, in contrast to the emotional response to music. Teaching
with music by communication of knowledge has a relatively strictly de-
fined purpose for RE (Berglund, 2008). Thus, teachers are in a relatively
more assured position to identify and plan for the cognitive responses
to the musical activities (namely the relationship between the manifest
and latent level of musical activities, discussed in Chapter 6). Similarly,
for teachers, the cognitive outcomes of the musical activities are easier
to assess than emotional and behavioural objectives. Although there is
aneed for the further development of curriculum and pedagogy, RE te-
achers might even now meet these requirements for communication of
knowledge within musical activities. Indeed, it seems that the cognitive
dimension of RE with musical activities in schools can be well establis-
hed by high quality teacher training (Gray, 2010).

However, considering the personal dimension of emotions, the
reference person of the musical activities in the RE classroom is al-
ways the student. Hence, beyond the musical and emotional character
of the music, the teacher must take into account the degree to which
students will respond to such features. Similarly, familiarity with mu-
sic (makam, genre, excerpt, and musician) is not a generalised term, but
to a certain extent specific to each listener. In other words, recognising
the obvious and immediate factors for individuals’ feelings such as
personality, age, gender, and state of health (Nias, 1996) might support
the teaching of RE with music.
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It is also worth noting that while students’ emotional and cog-
nitive responses to music, and teachers’ roles in conducting musical
activities, were prioritised in the present research, there are additional
stakeholders in the field of education (Gray, 2010). It is of course obvi-
ous that these groups are not homogeneous. On the contrary, owing to
many factors, there are significant differences, for example, between
(especially) musicians (Khan, 2007). Hence, their reactions might be
substantially different. RE teachers must also be sensitive to the needs
of the community in which the school is located (Power, 2007) and
be ready to respond to the various reactions. This might be a way of
building partnerships in education for ‘art-based knowledge transfer’
(Kukkonen and Cooper, 2017) between multiple and interconnected
agents, for students’ benefit (Day and Harris, 2016).

2.4.2. Cultural/Religious Dispositions

Values education is needed to give meaning to the (list of) values pro-
moted by the curriculum and to make them part of the lived experi-
ence of the learners (MEB, 2018c; 2010a; 2010b). Even if RE teachers
became competent in musical activities and students successfully res-
ponded to music in RE class, there is a need for much stronger theo-
retical grounding to underpin the use of music in RE. While there is
a leading role for teachers in values education, schools are complex
systems that extend beyond teachers (Gray, 2010; Revell and Arthur,
2007). In attempting to improve quality, it is not reasonable to think
that teachers will solve the problems alone. However, it is sensible to
expect a collaboration among scientific, academic, organisational, and
educational agencies to explore how schools and teachers might be
supported. This is not only for sharing workload but also for maximi-
sing the benefit to pupils from different fields of expertise.

Of course, prevailing educational orthodoxies often have prob-
lems in dealing with emotions and values in schools (Cefai and
Cavioni, 2014; Crick, 2010). As we have seen, emotions are central to
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classroom interactions, motivation, and learning (Meyer and Turner,
2006), but emotions experienced in school settings reach beyond those
associated with achievement. For Berglund (2008), students may feel
cultural belonging and socialising in relation to musical stimuli of RE
classroom. However, the instruments needed for measuring students’
emotions, other than anxiety, were largely lacking until the end of the
twentieth century (Pekrun, 2016).

In more recent times, the benefits of using music in RE are be-
ginning to be reported not only for academic achievement (Babacan,
2019), but also in reflecting and expressing the values of the school
community and its goals for communication, inclusivity, and con-
nectedness (Power, 2007). To deal with the challenges associated with
measuring affective experiences, any consideration of assessment for
emotions must be grounded in a coherent model or theory of emotion
(Linnenbrink-Garcia, et al., 2016). Distinguishing cognition and feel-
ing in practice has proved difficult in education, yet moral education
recognises that we need both (Yob, 1997). A competent teacher recog-
nises the effect of emotions on students’ learning across the disciplines
(Immordino-Yang and Damasio, 2007). If music is a part of young peo-
ple’s lives (Berglund, 2008), why should it not become a part of school
life, as long as it brings together intellect and feeling in valid ways
and enables pupils to develop RE skills (Stern, 2004)? These are noth-
ing less than the skills that are best developed through the variety of
activities children take part in willingly every day in schools (Brown,
1991)! All we need to do is recognise and codify this convincingly.

2.4.3. Situational/Responsive Dispositions

Assuming that emotions are successfully induced by music listening,
and valued in the classroom, then the point is to integrate these emoti-
ons into the learning process. As stated above, this is the difference of
the mentality in the present research from the so-called Mozart Effect,
or at least from the typical misrepresentations of the Mozart Effect. For
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this research, inducing (even the intended) emotions by using music as
a stimulant is not the end, but maybe the starting point for integrating
emotions into learning and teaching. However, it is not easy to do this
on the ground where teachers are often required to teach the curricu-
lum verbatim (Interview with Job, Chapter 6); where ‘national exams’
are concentrated to assess knowledge (Crick, 2010); where emotions
are seen as detrimental to learning in a traditional teaching mentality
(Mercer, 2019); and where emotions are considered to be independent of
cognition, motivation, and effective learning (Meyer and Turner, 2006).
In such an environment, it is not a success simply to ‘induce emotions’.

The relationship between music and emotions is now being high-
lighted more directly, both in the present research and in the literature.
Furthermore, students can directly learn from musical activities in RE
(Babacan, 2019), because, for learning, music provides the aspects of
involvement, awareness, responding, discriminating, and communicat-
ing that are increasingly widely accepted as integral to successful edu-
cation (Brown, 1991). Singing is, for instance, a way of communicating
the knowledge the song is about (Berglund, 2014). In this regard, lyrics
often have a significant value for direct teaching (Apaydin and Arslan,
2015). In addition, this might be also an indirect way of incorporating
values, embedded in the songs (Berglund, 2008) so that RE with musi-
cal interventions provides a context to bring cognition and emotion to-
gether (Immordino-Yang and Damasio, 2007). At the same time, singing
is about more than conceptual content. It is an experience of emotional
literacy and expression, collaboration, and achievement.

Because emotions have consequences for learners in both con-
straining and enabling opportunities to learn (Lewis and Crampton,
2016), teacher leadership must not be limited to the cognitive di-
mension of the education process but should be extended to care for
student>s broader sensibilities (Glimiis, 2019). It is recognised that the
challenge of translating values or principles into practice is immense
(Leeds, 2010; Gray, 2010). Even though it is not broadly discussed in
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the present research, the emotional and cognitive benefits of RE with
musical activities can potentially be converted to behavioural changes.
That is to say that classroom activities can have a lasting effect on be-
haviour outside the school context, beyond the short-term emotional
response and for relatively longer cognitive engagement. This might
be considered as part of the ongoing debate for the development of
moral decision-making and moral emotion attributions (Hasegawa,
2016; Seidel and Prinz, 2013; Wonderly, 2009). This resonates with
James’s view that moral behaviour must be grounded in moral emo-
tions (1902), and Kohlberg’s argument on the relationship between
moral reasoning and moral behaviour (Leming, 2010). As ‘knowing’
does not imply that students will be able to use their knowledge out-
side of school, we need approaches to enhance meaning and motiva-
tion for real-world implementation based on confident appreciation
of the cognitive and emotional intersections (Immordino-Yang and
Damasio, 2007). The work and ideas documented in this study illus-
trate one important area where the partnership of Music and RE can
strengthen and demonstrate these insights.

Moral significance has been attributed to music on the basis of its
power to influence and shape moral character (Carr, 2010a, 2010b). In
order to navigate the above-mentioned pitfalls for values education,
music can support students in building a strong identity by offering
a way to acquire cultural and societal awareness of, and immersion
in, a diversity of religious traditions (including, where appropriate,
their own) (Berglund, 2008). Therefore, being taught their identity and
group norms, students are educated not only in the context of the state
of knowledge today but also for future citizenship.

3. Implications for RE Policy and Practice

In accordance with the pedagogical model of RE set out in the present
research, the following recommendations are proposed for different
stakeholders in education.
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1. Guidance for RE practice and assessment

In order to enhance RE practice with musical activities in terms of
planning, measurement, and assessment, Bloom's respected taxonomies
might provide a template for developing the connections between class-
room activities and the educational outcomes. To illustrate the method
of assessment, teachers can evaluate the students’ performance by de-
termining on which levels and domains of Bloom's taxonomy the musi-
cal activity was conducted. Bloom’s cognitive taxonomy (Bloom, et al.,
1956) and affective taxonomy (Krathwohl, et al., 1964) refer to the skills
from basic to higher-order levels that are needed to accomplish a task
in the respective domain. The cognitive taxonomy, for instance, lists the
levels of thinking as (with Krathwohl’s revision (2002) in parenthesis):
¢ Knowledge (remembering)

e Comprehension (understanding)
e Application (applying)

e Analysis (analysing)

e Synthesis (evaluating)

e Evaluation (creating)
Conversely, the order for affective taxonomy is (Krathwohl, et al.,
1964):
* Receiving
¢ Responding
e Valuing
¢ Organising
e Characterising/Internalising Values

For each level, learners are required to combine the skills of pre-
vious lower levels. For example, valuing in a musical activity in RE
requires students to give evidence of the emotional processes at the
responding and receiving levels of the affective taxonomy. For the as-
sessment of the emotional responses in the musical activities of RE (as
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well as for planning), teachers can make evaluations confidently in

line with the affective taxonomy. For teachers, the relevant questions

might include, but are not limited to, these:

* Receiving —is the student expected just to listen to music passively and
to discover the emotional expressions?

* Responding —how do students actively participate in the listening sessi-
ons so that they can emotionally respond to the music?

e Valuing —what are the strategies for students to attach value to their own
emotions or to associate their emotions to the class subject?

¢ Organising —how do students organise their own emotions and values? And
do they compare, relate, and synthesise them with others’ emotions and values?

e Characterising/Internalising Values —how do students’ emotional
evaluations (or value systems), as abstract concepts, regulate or influen-
ce their behaviours?

With the same perspective, a comparable set of questions might
be asked for the cognitive responses to musical activities in RE. This
can generate a ground not only for assessment but also for planning
the classroom activities. Subsequently, the levels of the cognitive tax-
onomy may indicate the target of the musical activity. Analysis and
synthesis within the musical activities, for instance, require more com-
plex thinking abilities in comparison to remembering and understand-
ing. Consequently, the design of the musical activities and, in return,
the assessment process should address these levels. This indicates the
importance of the thoroughly crafted musical sessions in RE.

2. Teachers:

RE teachers should be active in ensuring that there are proper and
frequent opportunities for using music in the RE classroom. In the con-
text of musical interventions in RE, teachers have roles and responsi-
bilities in two distinct domains: one concerns the teacher’s relationship
with students, and the other the teacher’s leadership and competen-
cies for e.g., excerpt selection, conducting activities, and measurement
and assessment of progress and outcomes.
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While musical activities are theoretically for everyone in the class-
room, the teacher must consider students with their unique conditions,
including personal characteristics; social and cultural conditions; mu-
sical preferences and knowledge; students’ background knowledge,
motivations, readiness, the initial conditions and developmental
stages and, finally, the interactions between these. Accordingly, the
teacher must be the professional who can find coherence between the
emotional and cognitive qualities of music and students’ capabilities
to respond to them. While there is no reason to think that teachers cur-
rently cannot do this, there is an apparent need for RE teacher training
to address these conditions in the context of musical activities.

For the teacher’s leadership and competencies, first, the teacher
should be a professional who is open to the use of musical materials
in the classroom and prepared to respond constructively to students’
engagements with musical material and activities. The teacher must
be able to address cultural/religious dispositions, be aware of the re-
quirements the classroom conditions impose, and recognise students’
dispositions towards these. During the material selection process, con-
ducting an activity, and the assessment process, the teacher must con-
template the emotional and cognitive features of the musical excerpt
and students’ capabilities to respond to them. In this way, the teacher
may connect pupil responses to the affective, cognitive, and behav-
ioural outcomes of the classroom subject. In other words, musical ac-
tivities must be in line with the subject and its goals.

For measurement and assessment, the teacher should comply
with the outcomes of the musical activities in line with the Bloomian
(or reliable alternative) cognitive and affective taxonomies. Hence, the
teacher should be dedicated to developing pedagogic, emotional, mu-
sical, and religious/ theological awareness within the classroom, con-
sidering the affective, cognitive, and behavioural improvements of RE
in partnership with musical interventions. The teacher needs therefore
to be competent in the fields of music and RE for musical activities of
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RE to be successful. However, when his/her expertise is not enough
for the musical activities of RE, s/he should seek appropriate oppor-
tunities to find help both within the school and beyond. Teachers must
seek ways for continuing professional development. Relatedly, the es-
tablishment of relevant networks among RE teachers for experience
sharing is particularly recommended from this project.

RE teachers (and other professionals) are not isolated within the
school. On the contrary, they are a part of the school community in
general and supported by an educational network run by the Ministry
(and Educational Agencies) for the development of textbooks, teach-
ing materials, curriculum, and national exams, in particular. However,
RE teachers who already use music in their classroom are a group of
individuals who may indeed feel isolated regarding this aspect of their
professional life. This is because using music in RE is a relatively new
initiative and is not adequately represented within the present edu-
cational materials and practices. The professional development of RE
teachers and establishing appropriate networks among them is crucial
for RE professionals until such time as RE-relevant musical materials
and pedagogies will be extensively expanded.

3. School Principals, Parents, and Others in the school:

There is a need to create a safe and supportive environment for
RE with musical activities. The importance of other professionals’ re-
sponses at school and parents’ support at home should not be underes-
timated. Hence, the educational and institutional environment must be
monitored to respond appropriately to the endeavour of using music in
the RE classroom. As it is anticipated that musical activities in RE will
excite some negative responses, these activities should not be directed
by immediate reactions. However, RE teachers and School Principals
must be sensitive to the needs of the community in which the school is
located and be ready to respond appropriately to feedback. The Prin-
cipals/leaders of the schools should provide an environment for RE
where, at least, the relevant sources for musical activities are provided,
shared with parents, and RE teachers then supported in their work.
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At this point, there is a need to restate the role and responsibili-
ties of the school leaders for improving RE with musical interventions.
There is a wide spectrum of leadership types among this cadre. It ranges
from faith leadership of a kind seen e.g., in Scottish Catholic schools (Ry-
marz and Franchi, 2019; Franchi, 2018; Coll, 2008; McKinney, 2007), to
the School Principals of secular education structures (Ogretici, in press;
Ayhan, 2004). In both cases, the importance of the role of the school
leadership lies in establishing enabling circumstances for RE with mu-
sical interventions in the schools. For this key function, however, the
Principals also need support in understanding their own contribution
to this. Hence, a strategy is needed to support the school leadership in
discharging its responsibilities in this area of the curriculum.

At less formal levels, students may expect to get the acclaim of
their friends, teachers, and parents when they actively participate in
musical activities (as a musician). As parents’ reactions to the musi-
cal activities of RE may both positively and negatively affect the out-
comes, there is a need to define and develop the parental involvement
in the education process. Similar to the peer-learning process among
students, there must be strategies to generate positive working rela-
tionships between parents, students, and teachers. Parents’ expecta-
tions and reactions to RE with musical activities must be carefully
evaluated and then addressed within the activities.

4. Government/Ministry/Centml Education Agencies:

While using music in RE currently is a teacher’s decision, improv-
ing the quality of musical interventions in RE reaches beyond a single
teacher’s efforts. Hence, the Government needs a strategy to establish
suitable roles and responsibilities across all of the education stakehold-
ers if these goals are to be realised. Beyond the preferences of the indi-
vidual at a certain time in the educational environment, the pedagogical
and practical standards need to be set by the educational authorities
(while respecting the different jurisdictions of central or local authorities in
managing the education system). In this respect, there is a need to revise
the system with its current assumptions about, and prejudices against,
the value of emotions and music in RE. In other words, teachers should
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not be in an ongoing struggle to convince others, but this must be af-
firmed by the authorities. This might be thought as of the Government’s
express support for the RE environment, neutralizing the negative reac-
tions to music in RE, and encouraging RE teachers to focus on their job.

The Government must provide formal opportunities such as
teacher training and in-service education for teachers to use music in
RE creatively. RE teachers might be competent in religion and educa-
tion, but the Government should support them, at least for the major-
ity, in the field of music —especially for defining the difference between
the “educational / pedagogical good’ and the ‘musical good'.

The Government could also create a database of musical excerpts
expertly identifying the expected emotional and cognitive responses of
students. Just as demonstrated in Chapter 5, there is a need to broaden
the musical excerpts with the pre-determined intended emotion in-
duction. Similarly, stimuli with a strong connection to the curriculum
must be provided to promote the communication of knowledge in
teaching. In order to inspire the teachers to use music in RE, the cur-
riculum and teaching materials must be designed with the musical
activities integrated. That way, musical activities will be conducted in
line with the subject and its educational goals.

For further promoting the use of music in RE, publishing RE text-
books and teacher guides that comprise musical activities can also
be an effective strategy. RE materials such as textbooks and activity
books, prepared by the education agencies, must include musical ac-
tivities and relevant musical materials. These materials might then be
disseminated online. This will not only reduce the workload of teach-
ers, but also set standards for musical materials and activities, beyond
a single school’s or teacher’s experience.

As documented in Chapter 6, experienced teachers have the ‘good and
bad’ examples of musical activities of RE. The Ministry should also work
together with the experienced teachers to put initiatives in place to support
the novice RE teachers in applying musical activities. Establishing relevant

networks and workshops between these groups might be valuable.
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5. Collaboration between other stakeholders:

For managing the workload of the teacher and assuring benefit
from different fields of expertise, it is sensible to foster a culture of col-
laboration among scientific, academic, organisational, and educational
interests concerned with musical activities of RE.

As indicated within the implications for teachers” section, there is
a need for an educational perspective to evaluate the outcomes of the
musical activities of RE (Skinner, et al., 2014). Universities, for instance,
can provide much more explicit academic guidance for the musical ac-
tivities of RE. Moreover, beyond the educational and religious interpre-
tations, there is an obvious need for a more interdisciplinary approach,
in order to broaden the perspective for the evaluation of the musical
emotions in the context of RE. Even if musical activities, for instance,
can induce the intended emotions in the classroom, there is still uncer-
tainty in formally measuring students’ emotional responses to music
in school-settings. Teachers must be afforded the ways of, for instance,
measuring emotions in classroom settings (Turner and Trucano, 2014).

The collaboration between education and music professionals is
relatively indistinct. However, musicians can also help education pro-
fessionals to develop an educational confidence in finding (or creat-
ing) musical extracts. Moreover, some expert musicians may support
teachers, for example, in understanding the music of religions or other
worldviews. Furthermore, since RE teachers are not expected to be
professional musicians, the music industry might present more and
better resources to be used in RE activities.

Schools should be also in search of relevant ways to invite the par-
ents into the process of musical activities in RE. While it may not be
essential, this will increase the benefits of such efforts. In addition to
the current theoretical discussions of the role of music in RE, and the
role and responsibilities of the state, there is also a need to discuss
these factors with other civic institutions and bodies.



ChapterVIII

Concluding Judgements






1. Summary of the Research

The principal research question of the present book was: ‘How sho-
uld music, with its capacity to induce emotions and to facilitate the
communication of knowledge, be included in the teaching of RE?’". In
this respect, the research was carried in the context of the Turkish RE
system (especially in its Values Education domain). By drawing upon
the theories of musical emotions, its aim was to explore how the incor-
poration of music in RE lessons could enhance the emotional, cogniti-
ve, and behavioural responses of students in Secondary schools.

I have consistently argued in this book that studying musical
emotions in the context of Turkish RE adds another critical perspec-
tive for contemplating music in Turkish Islamic discourse. I have also
claimed that studying musical emotions in connection with the emo-
tional attributions of the Turkish makam music is a fruitful area for
broadening the perspective of music-emotion studies in cross-cultural
contexts and dialogue. Furthermore, I have asserted that these per-
spectives have important implications for RE.

In Chapter 2 (The Conceptual Framework) and 3 (Literature Re-
view), the book critically assessed the prevailing theories of emotion, cog-
nition, meaning-making, values, and music; in order to identify the ways
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in which RE practices may more meaningfully and effectively benefit
from these concepts. In this respect, it was argued (in Chapter 2) that the
concept of musical-emotions of the component-process-model (Scherer,
2004) is the apposite conceptualisation to study emotions in the context of
RE. Following that, despite the misrepresentation of halal-haram discus-
sion, the educational perspective offers a meaningful change for studying
music in the context of Islamic interpretations, along with philosophical,
aesthetic, medical, and religious purposes. Next, the Turkish RE system
with its domain of Values Education has a relevant capacity to discuss the
role of music in RE and to contemplate future improvements.

In Chapter 3, it is argued that Turkish music with its makams has
a generalizability ground for emotion induction, therefore it must be
considered as an educational material for RE. Following this, the West-
ern perspective has provided respectable insights and scientific tools
to measure and evaluate the emotional response to music listening —
that was actually employed in the experimental part of the research.
Next, it was expressed how music-emotion research perspective can
safeguard and uphold RE purposes owing to emotion, cognition, and
meaning-making processes.

Owing to the interdisciplinary nature of the research and its con-
duct with mixed research methodologies over a long period of time,
the researcher was in a position to enter the field of study at differ-
ent locations (as explained in Chapter 4). The empirical part of the
research was conducted to analyse the emotional response to music
listening, to investigate the reality in the eyes of the RE professionals,
and to discuss the potential for developments in the RE subject -when
students” emotions and teachers’ efforts of the musical intervention in
RE actively meet around the concept of musical emotions which incor-
porates the affective, cognitive, and psycho-motor responses.

In a strict relation with the principal question, this research then
empirically examined these sub-themes: In Chapter 5 (Quantitative
Analysis), listeners’ (students’) emotional response to Turkish makam
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music when they listen to it (self-report of felt emotions) was measured
and analysed owing to the GEMS tool. Chapter 6 (Qualitative Inves-
tigation) focused on the RE professionals’ views to evaluate the place
of music in RE. Chapter 7 discussed the quantitative and qualitative
findings in line with the existing literature, curriculum, and policies
in order to indicate the improvement potential for using music in RE.

One of the most important outcomes of this research (in Chapter 5)
is the claim that the experimental validation of the emotional response
to Turkish music provides convincing grounds for generalizability,
due to the makam-emotion attributions. This is because the stimulus
set of the research is successful in inducing peacefulness via Buselik and
Hiiseyni, nostalgia via Saba, joyful-activation via Rast, and power via Neva.
Similarly, it is partly successful in inducing wonder via Irak, power via
Nihavend, transcendence via Segah, and sadness via Zirefkend; and in
reducing tension via Isfahan. These results are in alignment with the
makam-emotion attributions, as they were predicted before measuring
emotional responses. However, there is no confirmation for the emotion
attributions of Mahur and Hicaz. Consequently, this research validates
the expectations of emotional response for 10 makams.

After that, another significant outcome of this research (in Chapter
6) has been confirming that the role of the RE teacher is the key to the
musical interventions in the context of RE. This is the case even though
there are various perspectives in the present picture of using music in
RE. These include the strategies for justification of using musical mate-
rial, the roles and responsibilities within the teaching /learning environ-
ments, and the theoretical and practical considerations of the musical
interventions of RE. However, it is evident that RE teachers require sub-
stantial support to improve the quality of musical activities in the RE
classroom. Nonetheless, there are attainable opportunities in the current
situation for using music to enlarge the educational outcomes of RE.

Finally, I gave attention to the multifaceted nature of emotions
and the need for the interdisciplinary approach to study the musical
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emotions in the context of RE (in Chapter 7). Thanks to the triangula-
tion of data and methodology, this research was able to evaluate the
multiple and interconnected factors for the subject of RE that utilise
these insights through the multi-disciplinary applications. For the mu-
sical activities of RE, this research re-defined the independent and de-
pendent agents and their interconnected relationships. The dependent
agents are student (as a listener), music (as an educational material),
and classroom (as the learning/teaching environment), whereas the
independent agent is teacher (as a researcher/leader). Consequently,
for future interventions, the present research presented a pedagogical
model of RE with musical activities.

Eventually, the present research argues that carefully planned mu-
sical activity sessions in RE can vouchsafe student opportunities to in-
crease their capacities through active engagement with musical emo-
tions. Therefore, as appreciated in theoretical and empirical aspects of
the present research, engaging with and valuing the musical emotions
in RE support students’ affective, cognitive, and behavioural develop-
ments owing to their meaning-making processes.

2. Limitations of the Research

This research brought together an in-depth critical-theoretical apprai-
sal and several empirical research methods drawn from the social and
educational sciences —including questionnaires with pupils and inter-
views and dialogue with RE professionals. Thus, it was claimed in this
research that the data from the literature, questionnaires, and intervi-
ews has fully enabled the researcher to examine the current position
and future potential of using music in RE.

Yet, despite its robust and comprehensive rationale, it is accepted
that this research has a number of limitations and much of this has
already been discussed. However, recognising the limitations of this
research project is necessary especially for recognising implications
and future possibilities.
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These limitations may be seen as forming a set of boundaries in
three categories: contextual, theoretical (methodological choices), and
technical (experimental conditions). Applying the concept of ‘musical
emotions’ in this research, for instance, is a contextual decision taken
by the researcher. Similarly, measuring listeners” emotional response
to music listening by means of the GEMS tool is a methodologic choice
that is substantially affected by the conceptual background.

To illustrate this more evidently, within the experimental part of
the research, in Chapter 5, the objective was to measure listeners’ emo-
tional response to the stimuli (Turkish makam music) by means of the
GEMS tool. The stimuli that comprise 12 makams is the selection of
the researcher. Different excerpts in these makams or a distinct set of
makams might indicate dissimilar results (though without breaching
the connection). Moreover, the emotional response to music listening
(felt emotions) was measured by means of self-reports.

Furthermore, in Chapter 6, the aim was to evaluate the field with
the experience of RE professionals. Due to the purposive sampling
strategy and not observing the music-specific and personal charac-
teristics of the participants, there is, for instance, a gender imbalance
in the sample. The sample was drawn from the academic and educa-
tional professionals in the field of RE. While there are many female
members in this field, the imbalanced male perspective is apparent in
the sample. Even though this is not a single-sex sample, the three fe-
male participants (two are as RE teachers and one is as a policymaker
at the Ministry level) provided invaluable perspectives. It must also
be recognised that the researcher as a male was interviewing a pre-
dominantly male sample. Focusing on the views of RE professionals
also means that the views of other education stakeholders were less
evident in the present research. The perspectives of parents or musi-
cians, for instance, might be valuable for studying musical activities in
the context of RE. Additionally, this research, especially in conducting
interviews, has focused on the experiences of those RE professionals in
the state sector who have experience of (or at least have given serious
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consideration to) the role of music in RE. Teachers in other domains
(such as in private schools) or teachers with opposed views may in-
dicate another perspective for this kind of study. Hence the sample
with its size and diversity is meaningfully indicative, but may not be
representative of the entire RE discipline.

There were some other points in this research, particularly in the
aspects of implications, other limitations can be acknowledged with-
out prejudice to the quality of the findings. Due to the encouragement
of RE professionals for sharing their experience of using music, inter-
viewees may have produced strategic responses in line with the re-
search purpose. I am aware of this and applied several strategies, such
as negative cases and adverse explanations, to deal with it.

As this chapter brought the quantitative and qualitative findings to-
gether, the limitations mentioned above are equally applicable for Chap-
ter 7. Beyond these limitations, though, this chapter was founded on rich
data strengthened by methodologic triangulation. Despite the breadth
of the data here presented, there remains a relative scarcity of studies on
music and emotions in the RE context. The present research thus opens a
new and potentially fruitful avenue for study. It is not feasible to expect
this research alone to fill this gap. There remains a great need for much
more research and for more diverse perspectives on this field.

Finally, while the findings of this research were interpreted in the
field of RE in general, and the implications and the recommendations
were in the Turkish context in particular, these were chosen because
of the unique place of RE within the Turkish state-education system.
Hence, the Turkish-Islamic perspectives for using music are of the es-
sential importance to this research. In another national or religious con-
text, religious and cultural interpretations might not be significant to
such a degree. However, from another perspective, this indicates that
this research has the features of external validity and comparativist
transferability for another educational context. This requires additional
reflection for further cross- or inter-cultural comparative investigation.
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3. Areas of Future Studies

This is not the first study to consider the relationship between music
and emotions, or emotions and education, or music and RE, but is the
first to apply the concept of musical emotions into RE, as far as the re-
searcher is aware. As mentioned previously, this research has focused
on the emotional responses of the students and on the views of RE
professionals for the place of music in RE. Further exploration could
be of value for the perspectives of others across the RE ecosystem. This
could also range beyond the established definition of the “stakeholder’
to e.g., clergy, mosques, religious organisations, etc.

With reference to the quantitative analysis of the emotional response
to music listening, since the subjective feeling component is not the only
aspect of the response to music listening, other response characteristics
might be studied in greater depth (Immordino-Yang and Christodou-
lou, 2014). In this view, the physiological aspects of the emotional re-
sponse to music listening, for instance, might be studied in the class-
room situations (Meyer, 2014). Likewise, self-reports and GEMS are not
the only empirical means to evaluate the emotional response to music
listening and there is an opportunity to use other measurement tools for
different approaches (Pekrun and Biihner, 2014; Reisenzein, et al., 2014).
Regarding the stimuli selection, supplementing the present research, fu-
ture studies might utilise different genres, makams, and excerpts to test
the generalisability of the findings. Additionally, while the purpose of
the present research was not to explain the emotional response to music
listening in terms of the participants’ characteristics, Chapter 5 (section
5.3.2.3 and 5.4.1.3) presents useful insights. For further investigations,
there is a need for more purposive sampling strategies. In this way, the
emotional response to Turkish makam music might be accurately ad-
dressed in terms of particular listener characteristics.

Regarding the qualitative aspects of the interviews, similarly, this

research has examined a number of the RE professionals’ views ac-
cording to particular teaching and learning perspectives. However,
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the musical activities of RE need to be investigated in terms of musical
material preparation, textbooks, assessment of activities and learning
etc., too. The views of other stakeholders in the education system, such
as parents, School Principals, local authorities, and even musicians,
should also be included in such studies, beyond the capacity of a solo
doctoral researcher. There is a need to broaden the diversity and size
of the samples for the future studies. Arguably, rather than conducting
interviews, different research methods such as focus groups, question-
naires, and classroom observations could enrich such investigations.

I examined the role of music in the context of RE, especially in the
domain of Values Education. I never argued that these activities are of
merit only for RE, but that they might well be also valuable for other
school subjects. Hence the efficacy of musical activities could be ex-
plored in connection with other kinds of activities and subject areas.
Such potential diversification needs further research. In addition, this
research showed that many teachers, willing to teach RE by using mu-
sic materials, find themselves in a non-supportive environment. Hence,
the teachers’ professional development strategies ought to be examined
further so that support can be provided at the convenience of the teach-
ers to improve their skills for using music in the classroom context.

In Chapter 7, the interviews with the RE professionals provided the
insight to review the findings of quantitative analysis of the question-
naires (GEMS results), then the existing materials (literature, curriculum,
and policies) suggested the themes for vouchsafing further the objec-
tives —in the sense that music in RE can strengthen teaching and learn-
ing, because music connects feeling, cognition, and behaviour through
musical emotions. Hence, the interrelated key terms (music, student,
situation, and teacher) were coordinated in the process of discussion,
and it is highly reasonable to explore further the relationship between
these factors in the context of curriculum and educational theory.

Because of the interdisciplinary nature of the musical interventions
of RE, the quality of musical interventions in RE classroom cannot be
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properly understood unless two other elements are critically contem-
plated: hostile attitudes to music in certain religious groups (Harris,
2002) and the status of RE among other subjects at school (Conroy, et
al., 2013). Any improvements in these areas would positively amplify
the musical interventions, even though musical activities of RE are not
there to deal directly with either. Then, in return, musical activities
may actually promote improvements in these attitudes. Until this hap-
pens, both teachers’ and students’ perceptions of the musical activities
in the RE classroom will undoubtedly be affected by these cultural and
religious dispositions —and we need more research into them.

Finally, the conceptual relationship between emotion, knowl-
edge, and behaviour (feeling, knowing, and acting/or heart, mind,
and body /or emotion, cognition, and action) is interesting, complex,
and worthy of further research. This enquiry is not specific for RE.
However, regarding the scarcity of research on music and emotion in
the context of RE, a deeper understanding of the interplay between
musical emotions and education would be a welcome addition to the
construction of the field of RE. For achieving this, I hope this research
becomes the foundation of a new relationship, a bricolage, between
RE, emotions, and music.
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Appendix-1: The Makam-Emotion Relationships in the Traditional

Resources
Makam Emotion Translation Source Reference
Acemasgiran E;:Eizgz’ :j;zz;t];' Giiveng, 2006
Geg¢misi anmak, Remember—
Araban karamsarlik ng tbe 'past, Hizir Aga Usluy, 2019
(nostalji) pessmusrr},
or nostalgia
Babatahir Uyku Sleep Hizir Aga Uslu, 2019
Bayati, Hiiseyni,
Ussak, Nisabur Kisiyi rahatlatir Relaxation Hizir Aga Uslu, 2019
and Segah
?sefﬁznlgﬁ;m Ziihd Devoutness Ezgi, 1933-53 Kalender, 1987
Relaxation Rahatlama Giiveng, 2006
Altindlgek, 2013
Farabi Giiveng, 1985
Buselik Kalender, 1987
Kuvvet Power
Farabi in Yigitbas, 1972 Somakgt, 2003
Hagsim Bey Uygun, 1996
Urmawi in Mehmed Celebi ~ Kalender, 1987
Biselikagiran Hayvant r 1'1hu Cheers up Hizir Aga Uslu, 2019
negelendirir.
Biiziirg, Rehavi, e
Zirefkgnd,eZen- Huz'ur}, Sadness, Urmawi Uygun, 1996
gule, Hiiseyni Sakinlik calmness
Biiziirg, Rahevi,
Hisar, Sehnaz, Hiiziinlendirir Sadness Meragi(C) Sezikli, 2007
Zirefkend, Saba,
E:j;,rilei:jff- Hiiziin Sadness Meragi(M) Karazlz)alg(;) gl
Korkaklik Cowardice Urmawi(E) in Sirvani(M)  Akdogan, 1996
Gets rid of fear Korku ve
and apprehen- endiseyi gi-

Biiziirk

sion. Clears the

derir. Zihni

Giiveng, 2006

mind. temizler.
) Altindlgek, 2013
Farabi Giiveng, 1985
Korku Fear Kalender, 1987

Farabi in Yigitbas, 1972

Somakgi, 2003

Hagim Bey

Uygun, 1996
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Sinirli ve gaml Relaxing
Dagah s gam nervous and Hizir Aga Uslu, 2019
kisileri gevsetir.
sad people.
Ebuselik Kuvvet Strength Urmawi(E) in Sirvani(M)  Akdogan, 1996
Kal musgakligy, Creates the soft-
Evicbuselik and P yu. U2 . _‘c’i_' ness of the heart, .
. X safa ve i¢ genigligi . . Hizir Aga Uslu, 2019
Evigmuhalif olusturur purity and inner
¢ calmness
Humbleness Tevazu Giiveng, 2006
Ak, 1997 Somakgi, 2003
Altindlgek, 2013
Farabi Giiveng, 1985
Alcakgoniillilik, UMl Kalender, 1987
humbleness,
tevazu Farabi in Yigitbas, 1972 Somakgi, 2003
Hi modesty
1caz Farabi in Yigitbas, 1972 Akpinar, 2001
Hagim Bey Uygun, 1996
Urmawi in Mehmed Celebi  Kalender, 1987
Melancholy
Giizel, hiiziin,
'uze 'u'zun (Beauty, desire, Ezgi, 1933-53 Kalender, 1987
hicran, istirham
sadness, sorrow)
Hicazi Tevazu Humbleness Urmawi(E) in Sirvani(M)  Akdogan, 1996
Hicazi, Maye, Amazement
Hiiseyni, Evc, Hayret, zevk ’ Meragi(C) Sezikli, 2007
" LA pleasure
Zengiile, Diigéah,
Hicazi, Zengiile, o Karabasoglu,
Irak Hayret Amazement Meragi(M) 5010
Insanlarm Allows people
Hisar birbirleriyle to talk énd Hizir Aga Uslu, 2019
konusup close with
kaynasmasimi saglar  each other
Comertlik ve af duy- G i d
Hiimayun omertiive at uy en'erosuy an Hizir Aga Uslu, 2019
gularmasevkeder  forgiveness
Peace, .calmness, P.quur, sakin- Giiveng, 2006
relaxation lik, rahatlama
Giizellik Beauty Ak, 1997 Somakg1, 2003
Imness,
Stikainet, barig Ca m'ness Farabi Altindlgek, 2013
serenity, peace
. Calmness, com- Farabi Gtiveng, 1985
Hiiseyni Siiktinet, rahatlik e .
fort, tranquillity  Farabi in Yigitbas, 1972 Somakgi, 2003
Farabi Kalender, 1987
Farabi in Yigitbas, 1972 Akpinar, 2001
Barig/Sulh Peace 50% P
Hagsim Bey Uygun, 1996
Urmawi(E) in Sirvani(M)  Akdogan, 1996
Anlagma Covenant Urmawi in Mehmed Celebi  Kalender, 1987
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Enthusiasm,
Sevk, neselenme nthusiasm, Hizir Aga Uslu, 2019
Hiizzam cheer
Siddetli hiiziin Severe sadness Ezgi, 1933-53 Kalender, 1987
Ogrenme,
Helps learning, anlama,
understanding, odaklanmaya
concentration. yardim eder. Giiveng, 2006
Removes fear, Korku,
exasperation kizginliktan
Irak arindirir
Tat ve gesni Relish, zest, Ak, 1997 Somakg1, 2003
taste
U i in Mehmed
Flavour, rmawiim 'E me Kalender, 1987
Lezzet Celebi
pleasure —
Urmawi(E) in Sirvani(M)  Akdogan, 1996
Olumsuz
Removes negative diisiinceleri
thoughts; clears ortadan
the. mmfl; increas- kald'mr; mhni Giiveng, 2006
es intelligence, temizler; zeka,
mobility, and self- hareketlilik
confidence ve kendine
giiveni artirir
Isfahan ) Altimslcek, 2013
Hareket becerisi, Movement, Farabi -
N . Gtiveng, 1985
gliven confidence
Farabi in Yigitbas, 1972 Somakgi, 2003
, Hardship, Farabi Kalender, 1987
Cevr, eziyet, seha  suffering, tor-
ment Hagim Bey Uygun, 1996
Urmawi in Mehmed Kalender, 1987
Comertlik Generosity Celebi
Urmawi(E) in Sirvani(M)  Akdogan, 1996
Altingslgek, 2013
Farabi Giiveng, 1985
Sadness, suf- S
Kugek Hiiziin, elem f:ri:ess su Kalender, 1987
& Farabi in Yigitbas, 1972 Somakgi, 2003
Hagim Bey Uygun, 1996
Contentment, Urmawi Kalender, 1987
Kuvvet, cesaret, complete re-
Mahur tam bir rahatlik lief, strength
am bir rahatt 16ty strengtiy Sirvani(M) Akdogan, 1996
courage
Muhavver- Dinleyenin ko- Awakens
_yy nugma arzusunu the desire to Hizir Aga Uslu, 2019
buselik

uyandirir

speak
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Neva

Removes negative
thoughts; induces
relief and happi-
ness

Olumsuz
diistinceleri
ortadan kaldi-
rir; rahatlama
ve mutluluk
saglar

Giiveng, 2006

Lezzet, Ferahlik

Flavour, spa-
ciousness

Farabi

Altinglgek, 2013
Giiveng, 1985

Kalender, 1987

Farabi in Yigitbas, 1972

Somakgi, 2003

Akpinar, 2001

Hagsim Bey Uygun, 1996
Ak, 1997 Somakgi, 2003
Yigitlik Bravery, cour- Urmawi in Mehmed Kalender, 1987
Cesaret age Celebi

Urmawi(E) in Sirvani(M)

Akdogan, 1996

Neva, Buselik,

Giig, kuvvet, tam

Power,

Kalender, 1987

R strength, spa- Urmawi
Ussak bir ferahlik clouSaess Altindleek, 2013
inlik, melan- 1
Nevaagiran Sak.m 1, melan Calmness, Hizir Aga Uslu, 2019
koli melancholy
Nevruz, Comfort
/ Rahatl
Penggah, Zavil, (O Rahatlks L eas- Sirvani(M) Akdogan, 1996
. hos bir lezzet
Gerdaniye ant taste
Relaxation, peace  Rahatlama,
/ confidence, huzur/giiven, Giiveng, 2006
. determination kararlilik
Nihanevd
Giig, cesaret ve Strength, cour- Urmawi Kalender, 1987
bir ferahlik age, complete
tam bir ferahh reliof Sirvani(M) Akdogan, 1996
Nih dkebir,
! aven ? lf Ferahlik verir. Giving relief Hizir Aga Uslu, 2019
Nihavendrami
Nihaventsagir  Istihay1 arttirir Increases taste Hizir Aga Uslu, 2019
Nigabur Ferahlik verir. Giving relief Hizir Aga Uslu, 2019
. Opens the
Zihni se-
Nisaburek ! n.1 .agar, nese mind and Hizir Aga Uslu, 2019
lendirir
cheers up
Agiklarin agklarii  Renews the
tazeler, h -1 d
Penggah azelen heyeean ov'e an Hizir Aga Uslu, 2019
larini harekete activates
gegirir excitement
Relaxing
Rahatfeza Rahatlatic ve sefa and giving Hizir Aga Usluy, 2019

verici

pleasure
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Irfan ehli ve latife L}kefa mt‘;dl_
Rahatiilervah sevenler icin ilag Clr_le or e- Hizir Aga Uslu, 2019
wise and kind
sayilir
people
. inc. kevif
Joy, enjoyment, Seving, keyif, Giiveng, 2006
comfort rahatlhik
Altinglgek, 2013
f H: P H Farabi -
Sefa, Nese, Huzur eace, !O?’, Giiveng, 1985
Rast tranquillity
Farabi in Yigitbas, 1972 Somakgi, 2003
Farabi 9.Kalender
Seving Pleasure
Farabi in Yigitbas, 1972 Akpinar, 2001
Safa Tranquillity Hagsim Bey Uygun, 1996
Rast, Biiziirk Hiiziin, gevseklik Sadness, Urmawi Kalender, 1987
slackness
Seriousness
Ciddiyet, t, ’ )
Rast, Cargéh taciyel, cesare courage, Ezgi, 1933-53 Kalender, 1987
kuvvet
strength
Hafif bir ferahlik, ~ Spaciousness Urmawi Kalender, 1987
Rast, Irak, zevk (low), pleasure
Isfahan Comfort
(orta) Rahatlik, . N N
hos bir lezzet (mid), pleas- Sirvani(M) Akdogan, 1996
ant taste
Rast, Hiiseyni, L. Amplitude, . Karabasoglu,
slik, ferahlik
Isfahan Geniglik, ferahh spaciousness Meragi(M) 2010
Cosku Excitement Urmawi Uygun, 1996
Rast, Nevruz, Rahatlatici, I t Relaxing,
Irak, Isfahan o 1y, fezze tasteful, nice- Meragi(C) Sezikli, 2007
1i, latif
ness
e Ebedilik,
Eternity, mﬁr.u- sonsuzluk, Giiveng, 2006
tude, relaxation
gevseme
Hagim Bey Uygun, 1996
Altindlgek, 2013
Beka, sonsuzluk Infinitude Farabi I ——
Giiveng, 1985
Rehavi/Rahevi
Farabi in Yigitbas, 1972 Somakg1, 2003
Farabi Kalender, 1987
Ak, 1997 Somakg1, 2003
Aglama Cryin ii
f4 rying Urmawi in Mehmed Kalender, 1987
Celebi

Urmawi(E) in Sirvani(M)

Akdogan, 1996




Knowledge And Emotion-Based Musical Practices For Religious Education... 393

Hazin, Hiiziinlen-

Sorrow, gloom

Akdogan, 2002

dirici Hizir Aga Usly, 2019
Altindlgek, 2013
Farabi Giiveng, 1985
R Courage, _
Cesaret, yigitlik, Kalender, 1987
bravery, ’
Sab kuvvet, kahra-
aba Ik strength, Somakg1, 2003
manlt prowess Farabi in Yigitbag, 1972 ——————————
Akpinar, 2001
Hagsim Bey Uygun, 1996
Religious feelings, Dini duygular, Giivenc, 2006
bravery, strength ~ cesaret, giic v
saret, - .
Bravery, relaxation Cesaret, gev Giiveng, 2006
seme
Segah C vert = -
esaret verir, ncouraging, .
Hizir A, lu, 201
gliglendirir empowering 1A Asa Usly, 2019
Segah, Irak Zithd, takva Religious feel- Ezgi, 1933-53 Kalender, 1987

ings, Piety

Sense of spa-

Sehnaz, Ferahlik ve c6- . <
. o1 ciousness and Hizir Aga Usluy, 2019
Sehnazbuselik  mertlik hissi generosity
Comfort (low),
h Hi Rahatl !
gehnaz, Hisar, (az) Rahatlik, sorrow, calm- Sirvani(M) Akdogan, 1996

Saba

hiiziin, stikunet

ness

Suzinak Her iki makammn  Both makams
Ezgi, 1933- Kalender, 1987
(Hicaz+Rast) etkisi (Hicaz+Rast) 7gi, 1933-53 alender, 198
Sleep, laughter Uyku, gtilme Giiveng, 2006
Ak, 1997 Somakg1, 2003
Altindlgek, 2013
Farabi Giiveng, 1985
Ussak Kalender, 1987
Giilme hissi Laughing
Somakgi, 2003
Farabi in Yigitbas, 1972 ——
Akpinar, 2001
Hagim Bey Uygun, 1996
Urmawi(E) in Sirvani(M)  Akdogan, 1996
Ussak, Beyati Hakiki agk Sincere love Ezgi, 1933-53 Kalender, 1987
K gl
Meragi(M) arabagoglu,
Ussak, Neva, 2010
Boselik Kuvvet, cesaret, Power, cour-
us (tam) rahatlik age, comfort Meragi(C) Sezikli, 2007
Sirvani(M) Akdogan, 1996
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Comertligi tesvik  E i
Vechiarazbar omertligt tesvi ncoura'gmg Hizir Aga Uslu, 2019
eder generosity
Urmawi in Mehmed
_ . Kalender, 1987
Zirefkend Uziinti, hiziin ~ C2ones® SOF Celebi
row, grief
Urmawi(E) in Sirvani(M)  Akdogan, 1996
Zirefkend,

Hicaz, Zengiile, (az) Rahatlik,

Comfort, sad-

Biiziirg, Rahevi, hiiziin, siikunet ness, calmness Sirvani(M) Akdogan, 1996
Hiiseyni
Giving en-
k ve ferahlik
Zirefkendkiigek EZ;C;;; erantt thusiasm and Hizir Aga Uslu, 2019
) spaciousness
Revives the
Dinl iplik
hilsI;ie\}/,:rrilre saripit feeling of Hizir Aga Uslu, 2019
strangeness.
Ak, 1997 Somakgt, 2003
Altindlgek, 2013
Farabi Giiveng, 1985
Z.1'r1gule/Zen- Kalender, 1987
giile
Uyku hissi Sleep Farabi in Yigitbas, 1972 Somakg1, 2003

Hagsim Bey

Uygun, 1996

Urmawi in Mehmed
Celebi

Kalender, 1987

Urmawi(E) in Sirvani(M)

Akdogan, 1996
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School of Education, St Andrew’s Building, 11 Eldon Street
Glasgow G3 6NH

0044+141-330-4699

Muir.Houston@glasgow.ac.uk
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Appendix-3: Questionnaire

3.1. Paper Questionnaire

Questionnaire of the Research Project (An Exploration of the Emotional
Response to Turkish Music in the Context of Effective Religious Education)

Researcher: Yusuf Ziya OGRETICI, Supervisors: Robert Davis and
Leonardo Franchi

1. Please, code your sex?
[ ] Male [ |Female [ ]Prefer not to say [ ]Other:
2. Please, state what was your age at last birthday?

3. What is your first language?

4. What is your nationality?

5. What year group are you in?

6. Do you regard yourself as belonging to any particular religion?
Christian

Islam/Muslim

Jewish

Hindu

Sikh

Buddhist

No religion

(Don’t know)

Prefer not to say

OO O0OO0OO0OO0OO0O0OO0O0

Other (Please, explain: )
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11.
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Do you regard yourself as belonging to any particular ethnicity?
|:| Yes (Please, explain: ) |:| No

In the day you are taking the questionnaire, do you have any he-
alth conditions or illnesses affecting your hearing?

|:| Yes |:| No |:| Do not know |:| Prefer not to say

“Music is important for me”, for that statement, which response is
valid for you?

O Disagree strongly

O Disagree

QO Neither agree nor disagree
O Agree

O Agree strongly

Is that your understanding that ‘Music is prohibited /banned un-
der Islamic teaching’?

[ ]Yes [ ]No [ JIdontknow [ |No answer [ |Other
(Explain: )

Which one of these most closely matches your music listening ha-
bit? “ I listen to music...’

Several times a day

O Once a day

O Several times a week

O At least once a week

O A couple of times a month

O Once a month

O Less often than once a month

O Never

O Ido not know

O Prefer not to say

O Other
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12. What kind of music do you like to listen to?
O Pop

Rock

Classical

Religious

Folk

Rap/Hip-Hop

I do not know

Prefer not to say

OO OO0 OO0 Oo

Others (Please, explain: )
13. Do you have any formal training in any musical instruments or
singing?
O Yes (Please, explain: )
O No
O Idon't know
O Prefer not to say

14. Could you, please, choose from the following list of expertise le-
vels, if any of them apply to you? ‘Tam ...’

O ‘non-musician’,

O ‘occasional playing musical instruments/singing (only for fun)’,
‘amateur (seriousinterestin playing /singing, butnon-professional),
‘semi-professional (earning some income by music)’

“professional (playing music or singing professionally)’

OO OO

other (Please, explain: )
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GEMS-25: Geneva Emotional Music Scale-25

Instructions: When providing your ratings, please describe how the
music you listen to makes you feel (e.g., this music makes me feel sad).
Do not describe the music (e.g., this music is sad) or what the music
may be expressive of (e.g. this music expresses sadness). Bear in mind
that a piece of music can be sad or can sound sad without making you
feel sad. If you feel something rather than what is stated in the table,
you can add and rate this in the row 26, 27, and 28. Please rate the
intensity with which you felt each of the following feelings on a scale
ranging from 1 (not at all) to 5 (very much).

(1) Not at all (2) Somewhat (3) Moderately (4) Quite alot (5) Very Much

—> Musical C.

Excerpts

z uog | @
b Suog | @
13uog | &
3 Buog |
e Suog | *®
s Suog | *©
p Suog| =
j8uog | =
3 Suog =

4
0
o)
5

de
s

juaLIny)
x 3uog | ~
£ Suog | ™

J, Adjective
Terms

Moved

Fascinated

Strong

Tender

Nostalgic

Serene

Animated

Sad

O |0 | N | OO || W N

Tense

—_
o

Bouncy

Filled with Wonder

—_
—_

—_
N

Sentimental

—_
(e8]

Affectionate

Overwhelmed

—
~

—
a1

Agitated

—_
o)}

Feeling of Transcendence
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17 Calm

18 Joyful

19 Tearful
20 Soothed

21 Energetic

22 Dreamy

Mellowed
(Softened-up)

24 Allured

23

25 Triumphant
26
27

28

3.2. Online Questionnaire

English: https:/ /forms.gle /R13T4AjTQW6UKLWnS,
Turkish: https:/ / goo.gl/forms/iextfikUNUcQPUQGS3,
The stimuli only:

https:/ /www.youtube.com / watch?v=AD9SsqjjphE&list=PL6uoFJpY
mKiNrSImie8wOzF41WTVhkQK1
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Appendix-4: Summary of the Findings for the Scottish and
Turkish Subsamples, the GEMS Results (Table-11) and Factor
Mean Values (Table-12)

For the Scottish subsample, Summary of the GEMS Results (Table-11)

> Musical c 1 2 3 4 5 6 7 8 9 10 11 12 -
Excerpts . _ N
¢ Adjective f: § g g 0% g Erh %_F g % ? E“ % (§
Terms 2 £ % 5 2 8~ ® E - % o
1 Moved
2 Fascinated *
3 Strong *
4 Tender
5 Nostalgic 0
6 Serene * 2
7 Animated * 5
8 Sad X X X 3
9 Tense * X . 2
10 Bouncy X X X . X 4
11 Filled with Wonder  * - X 3
12 Sentimental * 0
13 Affectionate * 0
14 Overwhelmed * 0
15 Agitated * X 2
16 Feeling of Transcen- 1
dence

17 Calm X X X X 5
18 Joyful X X X X X 6
19 Tearful 0
20 Soothed * X X 3
21 Energetic X .:. X X . 5)
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22 Dreamy * X X 3
23 2;[;1(11(?:;? (Soft- . X .
24 Allured 0
25 Triumphant * . 3
- TOTAL 7 6 8 8 9 7 1 2 4 5 1 8 -64

For the Turkish subsample, Summary of the GEMS Results (Ta-
ble-11)

cC 1 2 3 4 5 6 7 8 9 10 11 12 -
—> Musical
Excerpts Z N

TEsfffEre iz oo

| Adjective AR TR ERE N
Terms & = 3 = = 2

1 Moved
2 Fascinated
3 Strong *
4 Tender *
5 Nostalgic
6 Serene *
7 Animated * 4
8 Sad 4
9 Tense . * 0
10 Bouncy * X . X 3
11 Filled with Wonder  * - 0
12 Sentimental X X X X X X 6
13 Affectionate * X X X X X X X 7
14 Overwhelmed 0
15 Agitated 0
16 Feeling of Transcen- X X X 4

dence
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17 Calm X X X X X X X X X 10
18 Joyful * X X 4
19 Tearful X X X X 4
20 Soothed 0
21 Energetic * .:. X . 3
22 Dreamy * X X X X 5
23 Igfzg‘_’fl‘;d (Soft- X X 2
24 Allured X 1

25 Triumphant

- TOTAL 6 13 8 12 8 5 9 5 9 10 3 13 -101
Factor Mean Values for the Excerpts (Table-12)
For the Scottish subsample
~—>Musical C 1 2 3 4 5 6 7 8 9 10 1 12
Excerpts =3 = 9 jor] = %) = N =
T E L ESELEFEE L EEEE
P8 ;TR EN T4 T F
) 2 = 2 g
GEMS 2
FACTOR
Wonder 1.79 182 194 194 170 1.84 1.63 1.86 167 1.64 174 1.80
Transcen-— 5 1 501 1.85 2.00 .1.88 1.88 1.85 179 1.76 174 173 188 1.87
dence
Tenderness 191 1.62 181 152 210 1.69 147 178 154 136 137 1.64
157 217 175 147 148 141 166

Nostalgia 2.03 153

Peacefulness 2.34 1.77 1.65

Power 233 209 1.73

Joyful Acti-— 49 . 177
vation

Sadness 178 145 162 130 1.74 2.02

165 142
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Tension 210 171 162 180 1.61 1.90-1.74 157 155 1.83 201 177

excerpt- 188 1.80 191 195 1.84 176 1.65 164 177 177 1.62 187
mean

For the Turkish subsample

—>Musical C 1 2 3 4 5 6 7 8 9 10 11 12
Excerpts v 2 5 z $ 9 5 T 9 T A N Z &
T 2 2 € £ B F & o= o5 FE ¥ o
= s & T g s % ~ & 35 8
% g 2 £ B N G = =
= g ~o7 2. g 3
GEMS a. o 2
FACTOR =
Wonder 1.97 - 1.64 232 195 154 184 168 197 185 1.68 236 1.89
Transcendence 142 170 235 1.50 184 170 190 1.67 1.82 219 1.80 238 1.96
Tenderness 240 203 251 1.83 269 1.86 198 1.81 207 218 1.84 252 211
Nostalgia 1.89 217 278 1.80 252 232 198

2.02 2.48 2.23

Peacefulness 248

1.53

Power 217

Joyful Activation 2.61 211 1.89 150 212 147 140 1.40

Sadness 172 144 236 116 225 206 143 2.09 197 241

Tension 170 118 122 127 1.62 1.69 [1.275 1.60 141 152

excerpt-mean 189 230 1.95 238 196 179 188 175 195 220 179 255
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Appendix-5: The Coding Frame for Interview Analysis

CATEGORIES/Concepts

A. Participants

B. Justification

B1. Legitimation B2. Disapproval

Religious

Cultural

Natural Religious

Aesthetic and musical &
Cultural

Realistic and communication
Pragmatic and purposive
Psychological and emotional
Self-referring and self-legitimation
Academic and Legal

Negative effects
Self-approving and educational

C. Defending music in Religious Education: Why?

C1. Affective
domain-Emotional
enhancement of class
environment

C2. Cognitive domain-Teaching,
learning, and knowledge communi-
cation

C3. Hybrid/mixed domain- Be-
havioural and general improve-
ments

Feeling;
Responding to mu-
sic emotionally;
Promote positi-

ve attitudes of
students to the
subject, the teacher,
and the informa-
tion;

Addressing the
emotional diver-
sity;

Empathy;
Motivation, enthu-
siasm

Educational tool;

A better teaching method;

Music to present, express, and
knowledge communication;
Meeting different minds’ learning
habits;

Attention, readiness;

Promoting memory / remembering

Directing morality and behavio-
ur change;

A communication channel;
Promoting student’s socialising;
Self-expression, self-confidence;
The calming and entertaining
effect;

The variations: an informative,
enjoyable, lasting, and internali-
sed RE class;

Having pleasure with the RE
class;

Widening the school’s territory;
Discipline at the class: unifying,
being together and organised;
Respect to and passion for each
other in the choir.

D. Approaches in Values Education and music: How?

D1. Inductive App-

roach for Feeling
(Emotion Based)

D2. Deductive Approach for
Learning (Cognition Based)

D3. Mixed-Approach, Alterna-
tely (Hidden Curriculum)

Student-centred

Dominated by Teacher

Collaboration
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E. Proper music: What/Where it is?

E1. Proper musical excerpts

Educational - pedagogical good and musical quality
Relevance for the subject- the way the subject will be taught
Religious music vs other genres

Instrumental vs. Vocal music (Role of Lyrics and Instruments)
Recorded music/video clips vs performing music in class
Students’ priorities (child’s development)

Affective vs cognitive responses

External realities: school’s technologic capacity

Makam'’s suitability

Content (not to be against Islamic principles)

E2. Finding relevant material

Solely teachers’ responsibility

Unsupportive teaching materials (textbook, teacher guides)
Suffering from not having standards for the existing materials
Deciding the activity

Conformity between musical material and subject

To facilitate teaching activities

Searching online databases

Producing music in class

E3. Sources for relevant materials

Teachers” workload and responsibility

EBA- low visual and artistic standards

YouTube- banned in school networks

RE-specific material webpages- sharing similar materials

F. Proper ‘school/class’: What kind of place?

F1. Physical Conditions F2. Mentality (of the school/class)

Sound-proofing Seeking ex- Approaches to the stu-

Technological equipment

classes perts’ advice  dents
G. Proper ‘student’: Who is s/he?

G1. Musical activities are for G2. Expectations- Role of student

Students as Cogni-
Everyone talented, dis/  Artistic: Singer/ tive: .

. . S Self-exploring;:
(grade or age- interested, or choir member; Thinking, -

. . . ; . Emotional re-
related restric-  participant listener /audience; talking,
. . sponse

tions) (Tags on the player/performer discuss-

students) ing
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H. Role and responsibility of the teacher: Who is s/he?

H1. Who is the teacher?

The Experienced (already ~ The Hesitant (not use; want to  The Dissident (not use and
using music) use; not know the way) not would like to use)
Profession in RE and music  The willingness and awareness Not knowing the way
Improved teacher educati- Uncertainty about the method Not leaving the personal

on standards The necessity of training comfort zone
Familiarity to use technology needs and supportive envi- Having traditional outlooks
Lower average age ronment in education

H2. Responsibilities of teachers

Finding pro- Conducting

per music and Selecting relevant acti-  application Caring for students’ needs
connecting it to the  vity for application process in the during the process.
subject/ of the class class

J. Musical activities: What it is/Why?

J1. Manifest Level (What?)

Main Activities, for everyone: Listening, singing, watching (with video clips), thinking/
talking / discussing / conversation (Q&A session) about music

Talent-oriented class activities: Song/Lyrics writing, composing songs/ chants (and
rhythm/slogan patterns), playing instruments, homework /term-papers

Group works/dissemination: Participating in choirs; concert programmes, special-day
programmes

Further professionalism: School-wide, local, and national competitions

Supportive for other activities: Storytelling, case analysis, playing-games, drama, music
in break-times

Combination with other methods

J2. Latent Level (Why?)

Cognitive activation Emotional response Behaviour promoting

Teaching/Learning  Feeling Acting/ Attitudes

K. Reactions caused by music

Positive Negative Educational- against the intrinsic values

M. Problems

Structural as-
pects, Teacher

Lack of organisational

support, Limited academic Financial and technical

Personnel in the

research field education resources
N. Future directions
Government- Collaboration (Academic- Art-based- Or- Experience Sharing, Trai-

centred thinking ganisational- Local) ning for teachers









