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1. GIRIS

Miizikte, enstrimanlarin karakterleri ve
ses genislikleri, bu sazlarin konumlanmasinda
o6nemli rol oynamistir. Uzun sesli enstriimanlar,
telli calgilar, bas sesli calgilar veya soprano sevi-
yesindeKki iiflemeli ve yayli calgilar, karakterlerine
gore ayrildiktan sonra partilerinin diizenlenmesi
miizigin daha dogru sekillenmesine yardimci ol-
musutur. Klasik Tiirk Musikisinde ¢algilara parti
yazilmamasi, tiim calgilarin ayni anda ayni melo-
diyi icra etmeleri, Tiirk Musikisini diger miizik
tiirlerinden ayiran en 6nemli 6zelliktir.

Aymi anda icra durumunda tiz yapiya sahip
enstriimanlar ayn1 melodiyi tiz bolgede, bas ya-
pidaki enstriimanlar ise kendi ses genisliklerine
gore bas bolgede icra ederler ve ayni melodiyi ge-
sitli ses genislikleri ile desteklerler.

Tarihi stirecte de Tiirk Musikisi'nin pest bol-
gedeki icrasinda ve ritmik yapisinda 6nemli yer
tutan enstrimanlardan biri de “ud” olmustur.
Ud'un icrasinda uislup ve teknik gelisim i¢in cesit-
li yontemler bulunmaktadir. Bu ¢alisma yontem-
leri musiki 6grenmek isteyenlere gerek konser-
vatuvar ve metodlar gerekse cesitli mesk dersleri
ile aktarilmaya ¢alisiimaktadir.

ilk baslarda bu aktarim mesk sistemi dedigi-
miz, gérmeye ve isitmeye dayali olarak gercek-
lesmistir. Bu sistemde farkl ustalarin kendile-
rine 6zgl icralari, 6grenciye dinletilerek, ezber
yolu ile 6gretilmistir. Tlirk Musikisi’'nin 6zellikle-
rini, icra tislubunu 6grenciye duyurarak gosteren
bu sistem, glinlimiiz ustalarinca da enstriiman
metodlar ile birlikte konservatuvarlarda tercih
edilen bir calisma bicimi olmustur. Glinlimiizde
faydali olacak olan calisma da bilimsel teknikle-
rin akademik metodlarla birlestirilerek, usta ta-
rafindan tarihteki mesk sisteminde oldugu gibi
0grenciye bire bir aktarilmasidir.

llerleyen diinyada, eserlerin belgelenmesi,
yazinin ve notanin, kisacasi standardizasyon ve
bilimselligin yayginlasmasiyla eserler ve icralar
notaya alinmaya, yapitlar kaliciigini saglamaya
baslamistir. Tarihteki bircok eser de nota kulla-
nilmamasi ve bilinmemesi sebebiyle bugiin eli-
mize ulasmamistir.

1976 yilinda Tirk Musikisi Devlet Konser-
vatuvarr’nin kurulmasi Tirk Miizigi egitimindeki
onemli eksikligi tamamlayarak egitim sisteminin

INTRODUCTION

The character and range of a musical instru-
ment plays an important role in that instru-
ment’s position in the musical whole. Catego-
rizing instruments according to their character:
Stringed instruments, those producing sustained
tones, bowed or wind, bass or soprano, is helpful
towards more effective arrangement and com-
position. The most distinguishing characteristic
of Turkish music from many other genres is that
rather than individual parts, all the instruments
play the same melody at once.

The high- and low-pitched instruments are all
playing the same melody in the high and low reg-
isters, and thus support this melody with their
respective ranges.

Over the course of history, the ud has become
an important instrument in the low register of
Turkish music, as well as in its rhythmic struc-
ture. Just as there are various approaches to de-
veloping ud style and technique, there are also
various channels through which these approach-
es are transmitted to music students, including
conservatories and methods, as well as mesk,
that is, teaching one-on-one by repetition.

In the beginning, this teaching was conducted
through the mesk system, based on watching and
listening. In this system, masters taught their stu-
dents directly through listening and memoriza-
tion. United with scholarly academic methods,
this teaching method may still be useful today, al-
lowing the teacher to transmit the material to his
student precisely and in the historical manner.

As written notation was not used historically,
many pieces have not survived to the present day.
The documentation and dissemination of compo-
sitions through sheet music - in short, standardi-
zation - has begun to ensure the preservation of
these pieces, and is thus an important and posi-
tive development.

The founding of the State Conservatory for
Turkish Music in 1976 filled a significant gap
in Turkish musical education, establishing its
teaching upon an academic and methodical foun-
dation and paving the way for methodic works in
instrumental education.

Several ud methods have been written over
the years, including those by Ali Salahi Bey, Cemil



akademik ve metodik bir ¢izgiye oturmasini sag-
lamis ve enstriiman egitimindeki metodik calis-
malarin da 6niinii agmistir.

Tarihten bugiine yazilmis olan cesitli ud me-
todlar1 bulunmaktadir. Bunlar, Ali Salahi Bey, Ce-
mil Besir (Bagdat’'ta yayimlanmistir), Serif Muhid-
din Targan, Kadri Sencalar, Fahri Kopuz, Cinugen
Tanrikorur (basilmamistir), Mutlu Torun, Onur
Akdogu ve Giil¢cin Yahya'nin metodlaridir.

Musiki tarihinde ustalardan mesk yolu ile
alinan tavir ve uslup egitimi, batililasma ve mo-
dernlesme hareketleri ile metodik bir yola girmis,
daha sonralar1 konservatuvarlarin da faaliyete
gecmesi ile buglinkii halini almistir. Gliniimtizde
ise iilkemizin ¢esitli bolgelerindeki Tiirk Musiki-
si egitimi veren konservatuvarlarda metod esli-
gindeki egitim, hoca tarafindan hem geleneksel
uslup hem de teknik calismalar olarak 6grenciye
aktarilmaktadir.

Onemle iizerinde durdugumuz geleneksel iis-
lubun modern tekniklerle harmanlanarak usta
tarafindan Ogrenciye icra edilmesi, anlatilmasi,
kuskusuz en faydali olanidir.

Icracinin enstriimandaki teknik hakimiyeti bu
calismada 6nem kazanmaktadir. Serif Muhiddin
Targan’in hazirladigt Ud Metodu'nda, Cinugen
Tanrikorur'un Ud Metodu’'nda, Mutlu Torun’un
Ud Metodu'nda ve Gililgin Yahya'nin hazirladigi
Ud Alistirmalar kitabinda teknik konular, yuka-
rida saydigimiz diger yazarlara gore 6zel olarak
ele alinmistir.

Bu calismadaki alistirmalarin icraciya kondis-
yon saglamasi, calismalarin diizenli ve sistemli bir
bicimde ¢alinmasi ile gerceklesecektir. Bu teknik
calismalarin yaninda musiki duyumunun da ge-
lismesi, icraciyi iist seviyelere tasiyarak tislubun
oturmasini saglayacaktir. Teknik calismalarin ge-
leneksel icra ile birlestirilerek icra edilmesi amag
olmalidir. Kondisyon amagh tekniklerin yaninda
veya daha onceden geleneksel tslubun calisil-
masl ve benimsenmesi ve bu tslupla ilgili etiid
ve egzersizlerin yazilmasi gerekmektedir. Icrac
tarafindan iisluba 6nem verilmesi ve teknigin uy-
gun yerlerde kullanilmasi teknik ¢alismay1 pekis-
tirecek en 6nemli etkendir.

Tiirk Musikisi icra tekniklerinin yaninda tiim
miizik tiirlerinde kullanilan tekniklerin bu ca-
lismada incelenmesi ile ud icrasinda bir kaynak
olusumu amaclanmistir.

Besir (published in Baghdad), Serif Muhiddin
Targan, Kadri Sencalar, Fahri Kopuz, Cinugen
Tanrikorur (never printed), Mutlu Torun, Onur
Akdogu and Giilcin Yahya.

During the course of the westernization and
modernization movements in Turkey, the mesk
method of teaching style used by the old mas-
ters gave way to a methodic approach. This later
came into practice in the conservatories and led
to today’s teaching styles. In many regions of our
country today, teachers in Turkish Music con-
servatories employ both traditional and modern
methods.

The most useful method is undoubtedly that
in which the teacher blends the traditional style
with modern techniques in playing and explain-
ing the music.

This book places particular emphasis on
technical mastery of the instrument. Out of the
abovementioned writers, it concentrates heavily
upon technical points in Serif Muhiddin Targen
and Cinugen Tanrikorur’s ud methods as well as
Giilcin Yahya's book of ud exercises.

In order to gain proficiency with the exer-
cises in this book, the student must work with
them consistently and systematically. Ear train-
ing work alongside these exercises will lead to a
high level of performance and a solid style. The
student should strive to blend good technique
with a traditional performance style. In addi-
tion to technical exercises, music educators, stu-
dents and performers must work and adopt a
traditional style, and write etudes and exercises
addressing this style. Attention to style and the
appropriate use of technique are the most impor-
tant elements which will reinforce his/her work
towards achieving technical expertise.

My goal has been to create a reference for ud
performance; in addition to the techniques em-
ployed in Turkish music, I have also examined
techniques used in all genres of music.





