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Temel muzik teorisi

Share — copy and redistribute the material in any medium or format for any purpose, even commercially. Adapt — remix, transform, and build upon the material for any purpose, even commercially. The licensor cannot revoke these freedoms as long as you follow the license terms. Attribution — You must give appropriate credit , provide a link to the
license, and indicate if changes were made . You may do so in any reasonable manner, but not in any way that suggests the licensor endorses you or your use. ShareAlike — If you remix, transform, or build upon the material, you must distribute your contributions under the same license as the original. No additional restrictions — You may not apply
legal terms or technological measures that legally restrict others from doing anything the license permits. You do not have to comply with the license for elements of the material in the public domain or where your use is permitted by an applicable exception or limitation . No warranties are given. The license may not give you all of the permissions
necessary for your intended use. For example, other rights such as publicity, privacy, or moral rights may limit how you use the material. En temel anlamiyla miizik kurami, miizige iliskin soyut bilgi veya bilgiler biitiniidiir. Miizik teorisi denilince de akla bir takim kuramsal bilgiler gelir. Genel anlamda miizik teorisi, miizigin olusturulmasi bkz. miizik
yapmak / icra etmek , tarihi, egitim ve psikolojisi gibi bircok konuyu kapsayan bir bilim dalidir. Miizik teorisinin Pisagor'dan baslayan uzun bir tarihi vardir. Miizigin varolusundan bu yana bliiyimis ve glincel kosullara gore degismistir. Asil amaci genel kurallar gcercevesinde miizigin anlasilmasi ve aktarilmasini saglamaktir. Bir baska deyimle miizigin
evrensel dilidir. Miizik Teorisinin Onemi Uzun yillardir miizikle ugrasan veya ugrasmak isteyen kisilerin akillarinda “Bir enstriimani galabilmek icin miizik teorisi bilmek gerekir mi?” sorusu yer etmistir. Peki miizik teorisinin énemi nedir ve miizik teorisi 6grenmek enstriiman ¢almak icin énemli bir kosul mudur? Daha da énemlisi miizik teorisi zor
mudur? Bu sorularin cevabini vermeden 6nce miizik seriiveninizdeki asil amacinizi 6grenmek gereklidir. Amaciniz amator diizeyle basit parcalar: calmak ve miizigi kisisel diizeyde icra etmekse m basit seviyede nota 6grenmeniz yeterli olabilir. Fakat isi biraz daha ileriye gotiirmek istediginizde, kendinize sadece kulaga degil ruha da isleyen parcalar
hakkinda arastirma yapmak, onlar1 6grenmek ya da ¢almak gibi hedefler koydugunuzda miizik teorisi sizin vazgegilmez bir parcaniz olacaktir. Kisacasi amaciniz sanat icra etmek ise miizik teorisi 6grenmeniz gerekmektedir. Diger bir¢cok alanda oldugu gibi, kiiltiir seviyesini yiikseltmek ancak bilgiyle gerceklesir. Miizik Teorisine Giris Miizik teorisi
kendi icinde birgok alt baslhiga ayrilir, bundandir ki miizik teorisi 6grenmek isteyen bir kisi bu ise nereden baslayacagina karar veremeyebilir. Miizik teorisiyle birlikte bazen ayr1 olarak, bazen de tek konu igerisinde anilan solfej bkz. solfej dersleri 'ne giris, atmaniz gereken ilk adim olacaktir. Clinkii 6grenme siirenizce bircok nota ve miizikal isaret
bilgisine de ihtiyacinmiz var. Gitar caldiginizi varsayarsak tab kullanmak/okumak bir siire boyunca sizi idare edecektir. Ancak ileri seviye eserler calmak istediginizde ne yazik ki tab kullaniminin sarki diizeyine yeterli gelmedigini géreceksiniz. Siz de miizigin temel yapitaslarin1 6grenmek ya da miizik bilginizi gelistirmek istiyor ve nereden
baslayacag@inizi bilmiyorsaniz musiconline ile 6grenmeye hizlica baslayabilirsiniz. Tecriibeli egitmenlerimiz ve size 6zel gelistirdigimiz yontemlerle miizik teorisi ve solfej derslerimize kaydolmak icin size bir tik kadar yakiniz. Yazimizi1 begendiyseniz, beste yapmak konulu bir diger yazimiza da goz atmanizi tavsiye ederiz. Miizikle kalin. Alaninda uzman,
sahne deneyimi yliksek ve konservatuvar mezunu egitmenlerle birebir veya video destekli egitim imkani sunuyoruz.Miizik, evrensel bir dil ve bu dili anlamak, her miizisyen i¢in temel bir beceridir. Musichool'da sunulan online miizik teorisi kurslari, nota bilgisi, armoni, ritim ve miizikal form gibi temel konseptleri kapsaml bir sekilde 6gretmektedir. Bu
kurslar, baslangic seviyesinden ileri diizeye kadar her muziksevere hitap eder ve mizikle daha derin bir bag kurmanizi saglar.Neden Online Miizik Teorisi Kursu? Online miizik teorisi kurslari, zaman ve mekan sinirlamalarini ortadan kaldirarak, miizigin teorik temellerini 6grenmek icin esnek ve erisilebilir bir yol sunar. Musichool, deneyimli
egitmenlerin rehberliginde, interaktif dersler ve kisisellestirilmis 6grenme planlari ile miizigin teorik yonlerini anlamaniza yardimci olur.Her Seviyeye Uygun Egitim Musichool'daki kurslar, miizik teorisiyle yeni tanisanlardan, bilgilerini pekistirmek ve ileri seviyeye tasimak isteyen deneyimli miizisyenlere kadar herkesi kapsar. Temel miizik teorisi,
armoni ¢alismalar ve karmasik miizikal yapilarin analizi gibi ¢esitli modiiller sunuyoruz.Kisisellestirilmis Ogrenme Deneyimi Ogrenme tarziniza ve ihtiyaglariniza uygun olarak tasarlanmis derslerimizle, miizik teorisini kendi temponuzda 6grenebilirsiniz. Her 6grencinin farkh ihtiyaclarim karsilamak icin esnek ders planlar: ve birebir mentorluk
segenekleri sunuyoruz.Musichool'da Ne Ogreneceksiniz? Nota Bilgisi ve Okuma: Miizik notalarini tanima ve dogru sekilde okuma becerileri.Armoni ve Akorlar: Temel ve ileri diizeyde akor yapilar: ve bunlarin kullanimi.Ritim ve Metre: Farkli ritim kaliplar ve metreler iizerinde galisma.Miizikal Formlar ve Analiz: Sonat, rondo ve blues gibi gesitli
miizikal formlarin yapis1 ve analizi.Kulak Egitimi: Nota ve akorlari isitme yoluyla tanima ve miizikal isitme becerilerini gelistirme.Sikca Sorulan Sorular: Musichool olarak, Tirkiye'de miizik teorisi kursu ile ilgili en ¢ok sorulan 10 soruya ve bu sorulara yonelik cevaplarimiza asagida yer veriyoruz. Her bir cevap, sizleri Musichool'daki mizik teorisi
egitimlerimize ve deneyimli egitimcilerimize yonlendirecek sekilde hazirlanmistir:Mizik teorisi 6grenmek icin hangi 6n kosullar gereklidir? Miizik teorisi 6grenmek icin 6zel bir 6n kosul yoktur. Musichool'da baslangi¢ seviyesinden itibaren herkese uygun online miizik teorisi kurslar: sunuyoruz. Hi¢hir miizikal bilgiye sahip olmasaniz bile
katilabilirsiniz.Miizik teorisi kursu ne kadar siirer? Kurs siiresi, sectiginiz programa ve kisisel hedeflerinize bagh olarak degisir. Musichool'da esnek zamanlama segenekleri sunarak her 6grencinin kendi temposunda ilerlemesini sagliyoruz.Online miizik teorisi kursu almanin avantajlar: nelerdir? Online kurslar, zaman ve mekan sinirlamasi olmadan
esnek bir sekilde e@itim almaniz1 saglar. Musichool'un deneyimli egitmenleri, canli dersler ve interaktif materyallerle miizik teorisini etkili bir sekilde 6grenmenize yardimci olur.Kurslar canli mi, yoksa kayitli m1? Musichool'da hem canl dersler hem de erigsebileceginiz kayith igerikler sunuyoruz. Bu sayede dersleri kagirsaniz bile dilediginiz zaman
erisim saglayabilir ve kendi hizinizda ilerleyebilirsiniz.Kurs sonunda sertifika veriliyor mu? Evet, kursu basariyla tamamlayan 6grencilere Musichool tarafindan resmi bir sertifika verilmektedir. Bu sertifika, miizikal bilginizin ve yeteneklerinizin bir gostergesi olarak kullanilabilir.M1izik teorisi kursu igerigi neleri kapsar? Musichool'daki miizik teorisi
kursu, nota bilgisi, armoni, ritim, miizikal formlar ve kulak egitimi gibi temel konular kapsar. Ayrica, ¢esitli miizik tiirlerine 6zgi teorik bilgiler de sunarz.Kursa katilmak i¢in 06zel bir miizik aleti calmam gerekiyor mu? Hayir, miizik teorisi kurslar1 miizik aleti calmadan da alinabilir. Ancak, bir enstriman c¢aliyorsaniz, 6grendiginiz teorik bilgileri
pratikte uygulama sansi bulursunuz.Kurs iicretleri nasil belirleniyor? Kurs licretleri, kursun siiresi ve igerigine gore degisiklik gostermektedir. Musichool, uygun fiyatlar ve cesitli 6deme secenekleri sunarak herkesin miizik teorisi 6grenmesini kolaylastirmayi1 hedefler.Miizik teorisi kursu igin yas sinirlamasi var mi? Hayir, Musichool'daki miizik teorisi
kurslarina katilmak icin yas sinirlamasi yoktur. Cocuklar, gengler ve yetiskinler kurslara katilabilir.Kurslarda birebir 6gretmen destegi alabilir miyim? Evet, Musichool'da 6gretmenlerimizle birebir etkilesimde bulunabilir, sorularinizi dogrudan sorabilir ve kisisellestirilmis geri bildirimler alabilirsiniz.Miizik teorisi kursuna baslamak icin bir miizik aleti
calmam gerekiyor mu? Hayir, bu kurs miizik aleti calmadan miizik teorisini 6grenmek isteyenler icin de uygundur, ancak bir enstrimanla uygulamak 6grenmeyi pekistirebilir.Kurslar canli mi, yoksa 6nceden kaydedilmis mi? Musichool, hem canli dersler hem de 6zgiirce erisebilecediniz kayitli ders igerikleri sunar.Online miizik teorisi kurslarinda
ilerlememi nasil takip edebilirim? Dizenli degerlendirmeler, 6devler ve egitmenlerden alinan geri bildirimler ile 6grenme siirecinizdeki ilerlemeyi kolayca takip edebilirsiniz.Musichool'un online mizik teorisi kurslarina katilarak muzigin dilini 6grenin ve miizikal yeteneklerinizi gelistirin. Profesyonel egitmenlerimizle, miizigin teorik yonlerini
kesfetmek icin sizleri bekliyoruz. Online Kurs Online Kurs Online Kurs Online Kurs Online Kurs Miizik, evrensel bir dil ve bu dili anlamak, her miizisyen icin temel bir beceridir. Musichool'da sunulan online miizik teorisi kurslari, nota bilgisi, armoni, ritim ve miizikal form gibi temel konseptleri kapsaml bir sekilde 6gretmektedir. Bu kurslar, baslangic
seviyesinden ileri diizeye kadar her muziksevere hitap eder ve miizikle daha derin bir bag kurmanizi saglar.Neden Online Miizik Teorisi Kursu? Online mizik teorisi kurslari, zaman ve mekan sinirlamalarini ortadan kaldirarak, miizigin teorik temellerini 6grenmek icin esnek ve erisilebilir bir yol sunar. Musichool, deneyimli egitmenlerin rehberliginde,
interaktif dersler ve kisisellestirilmis 6grenme planlar ile miizigin teorik yonlerini anlamaniza yardimci olur.Her Seviyeye Uygun Egitim Musichool'daki kurslar, miizik teorisiyle yeni tanisanlardan, bilgilerini pekistirmek ve ileri seviyeye tasimak isteyen deneyimli miizisyenlere kadar herkesi kapsar. Temel miizik teorisi, armoni ¢alismalar ve karmasik
miizikal yapilarin analizi gibi gesitli modiiller sunuyoruz.Kisisellestirilmis Ogrenme Deneyimi Ogrenme tarziniza ve ihtiyaclariniza uygun olarak tasarlanmis derslerimizle, miizik teorisini kendi temponuzda 6grenebilirsiniz. Her égrencinin farkl ihtiyaclarini karsilamak icin esnek ders planlar ve birebir mentorluk secenekleri sunuyoruz.Musichool'da Ne
Ogreneceksiniz? Nota Bilgisi ve Okuma: Miizik notalarin1 tanima ve dogru sekilde okuma becerileri.Armoni ve Akorlar: Temel ve ileri diizeyde akor yapilar: ve bunlarin kullanimi.Ritim ve Metre: Farkl ritim kaliplar: ve metreler iizerinde calisma.Miizikal Formlar ve Analiz: Sonat, rondo ve blues gibi ¢esitli miizikal formlarin yapis1 ve analizi.Kulak
Egitimi: Nota ve akorlari isitme yoluyla tanima ve miizikal isitme becerilerini gelistirme.Sikca Sorulan Sorular: Musichool olarak, Tiirkiye'de miizik teorisi kursu ile ilgili en ¢ok sorulan 10 soruya ve bu sorulara yonelik cevaplarimiza asagida yer veriyoruz. Her bir cevap, sizleri Musichool'daki miizik teorisi egitimlerimize ve deneyimli egitimcilerimize
yonlendirecek sekilde hazirlanmistir:Muzik teorisi 6grenmek i¢in hangi 6n kosullar gereklidir? Miizik teorisi 6grenmek icin 6zel bir 6n kosul yoktur. Musichool'da baslangic seviyesinden itibaren herkese uygun online miizik teorisi kurslar: sunuyoruz. Higbir miizikal bilgiye sahip olmasaniz bile katilabilirsiniz.Muzik teorisi kursu ne kadar strer? Kurs
siiresi, sectiginiz programa ve kisisel hedeflerinize bagl olarak degisir. Musichool'da esnek zamanlama segenekleri sunarak her 6grencinin kendi temposunda ilerlemesini sagliyoruz.Online miizik teorisi kursu almanin avantajlar nelerdir? Online kurslar, zaman ve mekan sinirlamasi olmadan esnek bir sekilde egitim almaniz1 saglar. Musichool'un
deneyimli egitmenleri, canl dersler ve interaktif materyallerle miizik teorisini etkili bir sekilde 6grenmenize yardimci olur.Kurslar canli mi, yoksa kayitli mi? Musichool'da hem canli dersler hem de erisebileceginiz kayith icerikler sunuyoruz. Bu sayede dersleri kagirsaniz bile dilediginiz zaman erisim saglayabilir ve kendi hizinizda ilerleyebilirsiniz.Kurs
sonunda sertifika veriliyor mu? Evet, kursu basariyla tamamlayan ogrencilere Musichool tarafindan resmi bir sertifika verilmektedir. Bu sertifika, miizikal bilginizin ve yeteneklerinizin bir gostergesi olarak kullanilabilir.Miizik teorisi kursu icerigi neleri kapsar? Musichool'daki mizik teorisi kursu, nota bilgisi, armoni, ritim, miizikal formlar ve kulak
egitimi gibi temel konular kapsar. Ayrica, ¢esitli miizik tiirlerine 6zgi teorik bilgiler de sunariz.Kursa katilmak icin 6zel bir miizik aleti calmam gerekiyor mu? Hayir, miizik teorisi kurslar: miizik aleti calmadan da alinabilir. Ancak, bir enstriiman ¢aliyorsaniz, 6grendiginiz teorik bilgileri pratikte uygulama sansi bulursunuz.Kurs iicretleri nasil
belirleniyor? Kurs lcretleri, kursun siiresi ve igerigine gore degisiklik gostermektedir. Musichool, uygun fiyatlar ve cesitli 6deme secenekleri sunarak herkesin mizik teorisi 6grenmesini kolaylastirmay1 hedefler.Miizik teorisi kursu igin yas sinirlamasi var mi1? Hayir, Musichool'daki miizik teorisi kurslarina katilmak icin yas sinirlamasi yoktur.
Cocuklar, gencgler ve yetiskinler kurslara katilabilir.Kurslarda birebir 6gretmen destegi alabilir miyim? Evet, Musichool'da 6gretmenlerimizle birebir etkilesimde bulunabilir, sorularinizi dogrudan sorabilir ve kisisellestirilmis geri bildirimler alabilirsiniz.Miizik teorisi kursuna baslamak i¢in bir miizik aleti galmam gerekiyor mu? Hayir, bu kurs miizik
aleti calmadan miizik teorisini 6grenmek isteyenler icin de uygundur, ancak bir enstrimanla uygulamak 6grenmeyi pekistirebilir.Kurslar canli mi, yoksa énceden kaydedilmis mi? Musichool, hem canli dersler hem de 0zgiirce erisebileceginiz kayith ders icerikleri sunar.Online miizik teorisi kurslarinda ilerlememi nasil takip edebilirim? Diizenli
degerlendirmeler, 6devler ve egitmenlerden alinan geri bildirimler ile 6grenme siirecinizdeki ilerlemeyi kolayca takip edebilirsiniz.Musichool'un online miizik teorisi kurslarina katilarak miizigin dilini 6grenin ve miizikal yeteneklerinizi gelistirin. Profesyonel egitmenlerimizle, miizigin teorik yonlerini kesfetmek igin sizleri bekliyoruz. Bagari bir
yolculuktur, varis noktasi deg@il. © Hocabizde.com 2021-2025| Tim Haklar1 Saklidir. Temel Miizik Teorisi kitabini PDFOkuindir.com adresinden PDF formatinda indirebilirsiniz. Temel Miizik Teorisi kitabinin yayin dili tiirkce olarak basilmistir. Liitfen online okuyabilmek i¢cin PDF disindaki diger formatlarida indirmeyi deneyiniz. Temel Miizik Teorisi
PDF Kitap Bilgisi Paraskev Haciev, Bulgar miizik biliminde eskiden oldugu gibi, bugiine de damgasin: vurmus 6énemli bir teorisyendir. Sofya Miizik Akademisi'ni bitirerek Viyana Muzik Akademisi, Berlin ve Prag Miizik Akademilerinde egitimini tamamlamigtir. 1974 yilindan itibaren Sofya Miizik Akademisinde profesor unvaniyla 6gretim iiyeligine
baslamis, ayni okulda kompozisyon, armoni ve kontrpuan dersleri vermistir.Temel Miizik Teorisi’nde miizik {izerine biiyiik titizlikle sistematize edilmis olan teori bilgileri ufak ayrintilar dahi inclenerek sunulmaktadir. Bu kitap miizik alaninda uzmanlasmak isteyenlere oldugu kadar, miizige yeni baslayanlara da hitap edebilecek diizeydedir. icindeki
miizik bilgileri Alman, Rus, Gekoslovak ve Bulgar miizik ekollerinin giivenilir sentezidir. Temel Miizik Teorisi PDF indirme Alani Temel Miizik Teorisi Kitabini1 PDF ve diger formatlarda indirmek icin liitfen dikkatli okuyunuz. Temel Miizik Teorisi Kitabini indirebilmek icin sadece 90 saniye beklemeniz gerekmektedir. Ana Kaynak Alternatif Kaynak
Indirme islemi 3 kere denedikten sonra eger gerceklesmiyorsa liitfen durumu anlatan yorum birakiniz. Miizigin alfabesi notalardir: Nota: Seslerin yiiksekliklerini (incelik/kalinlik) ve siirelerini gostermeye yarayan isaretlerdir. Miizigin alfabesini, yani notalar 6grenmek icin ¢esitli calismalar yapmak gerekir: Solfej: Notalar adlaryla, sesleriyle ve
siireleriyle okumaya denir. Bona: Notalar1 sadece adlari ve siireleriyle okumaya denir. Miizigi tek basina notalar olusturmaz. Miizik eserleri, notalarin zamansal organizasyonu ile anlam kazanir: Ritim: En genis anlaminda, miizigin zaman i¢inde akisina denir. Solfej ¢calismalari notalarin seslerini 6grenmemizi, bona ¢alismalar notalarin ritmik
degerlerini 6grenmemizi saglar. Bircok miizikal gelenekte birden fazla degisik sesi ayn1 anda duyarz. Ozellikle klasik bati miiziginde en az ii¢ farkli sesten olusan akorlarin olusumu ve bu akorlarin yiiriiyiisleri (progression) armoniyi olusturur. Bu metotta temel armoni bilgilerini belli bir seviyeye kadar isleyecegiz. Simdi miizigin alfabesini 6grenmek
icin en temel bilgilerden baslayalim: Porte (Dizek) (ing. staff): Miizigin yaziya dokilmesi icin kullanilan ilk ara¢ portedir. Bes paralel ¢izgi ve dort araliktan olusur. Notalar portedeki gizgilerin hem iistiine hem de aralarina yazilabilir. Portedeki notalar daha yukar yerlestirildikce, sesler tizlesir. Anahtar(Acki) (ing. clef): Anahtar portenin temel
elemanidir. Portenin basina yerlestirilir. Notalarin adlandirilmasini saglar. Sol Anahtari: Portenin alttan ikinci gizgisinden baslayarak cizilir. Ikinci ¢izginin iizerindeki nota Sol adin1 alir. Sol anahtar insan sesiyle yaklasik frekanslarda ses veren enstriimanlar icin kullanilir. Keman, gitar, fliit, baglama, kaval, ud gibi enstriimanlarin notalar: Sol anahtar:
kullanilarak yazilir. Fa Anahtari: Portenin iistten ikinci gizgisinden baslayarak gizilir. Ustten ikinci gizginin {izerindeki nota Fa adin1 alir. Fa anahtarn pes frekanslardaki sesleri yazmak icin kullanilir. Bu sesleri Sol anahtariyla géstermek cok fazla ek cizgi kullanimi gerektireceginden, pes frekanslarda ses veren bas gitar, ¢ello, kontrbas, piyano (sol el)
gibi enstrimanlarin notalarinin yazimi icin Fa anahtari kullanilir. Do Anahtarlar : En yaygin tiirleri portenin alttan ticiincii ve dérdinci cgizgilerine konur ve konulduklar ¢izgiye yazilan notalar "Do" adini alir. Do anahtar orta frekanstaki sesleri gostermek icin kullanilir. Viyola gibi ¢algilarin notalarinin yazimi i¢cin Do anahtar: kullanilir. En yaygin
kullanilan Do anahtarlar tenor ve alto anahtarlaridir: Nota: Seslerin yiiksekliklerini (incelik/kalinlik) ve siirelerini gostermeye yarayan isaretlerdir. Hem Latin harfleriyle hem de asagida gosterildigi gibi hecelerle yazilir. Oktav: Ayn ismi tasiyan iki ses arasindaki sekiz notalik araliga oktav (sekizli) denir. Isimleri bir olan bu notalarin yiikseklik
dereceleri ayridir. Miizik Teorisi (Armoni) - 1 kursu miizik bilgisi hi¢ olmayan veya baslangi¢ seviyesinde olan, temelde eksikleri olanlarin saglam bir temel olusturmasi i¢in hazirlanmistir. Eger aktif bir miizisyenseniz veya miizisyen adayiysaniz bu kurs tam size gore.Fizik egitimi almis biri olarak benim miizik teorisine yaklasimim ezberlemeyi minimize
etmek yoniinde. Neyin, nasil ve neden oldugunu anlamak ve 6grencilerimin de anlamasini saglamak. Bu konseptleri anladiginiz zaman istediginiz tonda, var olan herhangi bir dizi veya akoru kendiniz bulabilirsiniz. Eger daha 6nce miizik teorisi 6grenmeye calistiysaniz veya yeni baslayacaksaniz, bu kurs tam size gore.Dizek iizerinde perde ve zaman
notasyonu, major, minor, harmonik minér ve melodik minor diziler, araliklar, akorlar gibi miizikle ugrasan herkesin, yaraticiigini ve miizik anlaminda hayal giiciini gelistirebilmek icin bilmesi gereken bir cok temel bilgiyi calisacagiz. Bu bilgiler hem enstruman ¢alarken hem de kendi bestelerinizi yaparken veya bunlar bilgisayarda kaydederken cok
isinize yarayacak. Tabii ki bu bilgilere hakimiyet zamanla gelecek ve zamanla kendi alanimiza nasil uygulamamiz gerektigini 6grenmemiz gerekecek. Study of the practices and possibilities of music Jubal, Pythagoras and Philolaus engaged in theoretical investigations, in a woodcut from Franchinus Gaffurius, Theorica musicae (1492) Music theory is
the study of theoretical frameworks for understanding the practices and possibilities of music. The Oxford Companion to Music describes three interrelated uses of the term "music theory": The first is the "rudiments", that are needed to understand music notation (key signatures, time signatures, and rhythmic notation); the second is learning
scholars' views on music from antiquity to the present; the third is a sub-topic of musicology that "seeks to define processes and general principles in music". The musicological approach to theory differs from music analysis "in that it takes as its starting-point not the individual work or performance but the fundamental materials from which it is
built."[1] Music theory is frequently concerned with describing how musicians and composers make music, including tuning systems and composition methods among other topics. Because of the ever-expanding conception of what constitutes music, a more inclusive definition could be the consideration of any sonic phenomena, including silence. This
is not an absolute guideline, however; for example, the study of "music" in the Quadrivium liberal arts university curriculum, that was common in medieval Europe, was an abstract system of proportions that was carefully studied at a distance from actual musical practice.[n 1] But this medieval discipline became the basis for tuning systems in later
centuries and is generally included in modern scholarship on the history of music theory.[n 2] Music theory as a practical discipline encompasses the methods and concepts that composers and other musicians use in creating and performing music. The development, preservation, and transmission of music theory in this sense may be found in oral and
written music-making traditions, musical instruments, and other artifacts. For example, ancient instruments from prehistoric sites around the world reveal details about the music they produced and potentially something of the musical theory that might have been used by their makers. In ancient and living cultures around the world, the deep and
long roots of music theory are visible in instruments, oral traditions, and current music-making. Many cultures have also considered music theory in more formal ways such as written treatises and music notation. Practical and scholarly traditions overlap, as many practical treatises about music place themselves within a tradition of other treatises,
which are cited regularly just as scholarly writing cites earlier research. In modern academia, music theory is a subfield of musicology, the wider study of musical cultures and history. Guido Adler, however, in one of the texts that founded musicology in the late 19th century, wrote that "the science of music originated at the same time as the art of
sounds",[3] where "the science of music" (Musikwissenschaft) obviously meant "music theory". Adler added that music only could exist when one began measuring pitches and comparing them to each other. He concluded that "all people for which one can speak of an art of sounds also have a science of sounds".[4] One must deduce that music theory
exists in all musical cultures of the world. Music theory is often concerned with abstract musical aspects such as tuning and tonal systems, scales, consonance and dissonance, and rhythmic relationships. There is also a body of theory concerning practical aspects, such as the creation or the performance of music, orchestration, ornamentation,
improvisation, and electronic sound production.[5] A person who researches or teaches music theory is a music theorist. University study, typically to the MA or PhD level, is required to teach as a tenure-track music theorist in a US or Canadian university. Methods of analysis include mathematics, graphic analysis, and especially analysis enabled by
western music notation. Comparative, descriptive, statistical, and other methods are also used. Music theory textbooks, especially in the United States of America, often include elements of musical acoustics, considerations of musical notation, and techniques of tonal composition (harmony and counterpoint), among other topics. Further information:
History of music Further information: Ancient music See also: Music of Mesopotamia Several surviving Sumerian and Akkadian clay tablets include musical information of a theoretical nature, mainly lists of intervals and tunings.[6] The scholar Sam Mirelman reports that the earliest of these texts dates from before 1500 BCE, a millennium earlier
than surviving evidence from any other culture of comparable musical thought. Further, "All the Mesopotamian texts [about music] are united by the use of a terminology for music that, according to the approximate dating of the texts, was in use for over 1,000 years."[7] See also: Music of China and Chinese musicology Much of Chinese music history
and theory remains unclear.[8] Chinese theory starts from numbers, the main musical numbers being twelve, five and eight. Twelve refers to the number of pitches on which the scales can be constructed, Five refers to the Pentatonic Scale (primarily uses a 5-note scale), And Eight refers to the eight categories of Chinese Music Instruments; classified
by the material they are made from: (Metal, Stone, Silk, Bamboo, Gourd, Clay, Leather, and Wood). The Liishi chungiu from about 238 BCE recalls the legend of Ling Lun. On order of the Yellow Emperor, Ling Lun collected twelve bamboo lengths with thick and even nodes. Blowing on one of these like a pipe, he found its sound agreeable and named
it huangzhong, the "Yellow Bell." He then heard phoenixes singing. The male and female phoenix each sang six tones. Ling Lun cut his bamboo pipes to match the pitches of the phoenixes, producing twelve pitch pipes in two sets: six from the male phoenix and six from the female: these were called the lilu or later the shierlii.[9] Apart from technical
and structural aspects, ancient Chinese music theory also discusses topics such as the nature and functions of music. The Yueji ("Record of music", clst and 2nd centuries BCE), for example, manifests Confucian moral theories of understanding music in its social context. Studied and implemented by Confucian scholar-officials [...], these theories
helped form a musical Confucianism that overshadowed but did not erase rival approaches. These include the assertion of Mozi (c. 468 - c. 376 BCE) that music wasted human and material resources, and Laozi's claim that the greatest music had no sounds. [...] Even the music of the qin zither, a genre closely affiliated with Confucian scholar-officials,
includes many works with Daoist references, such as Tianfeng huanpei ("Heavenly Breeze and Sounds of Jade Pendants").[8] See also: Music of India The Samaveda and Yajurveda (c. 1200 - 1000 BCE) are among the earliest testimonies of Indian music, but properly speaking, they contain no theory. The Natya Shastra, written between 200 BCE to
200 CE, discusses intervals (Srutis), scales (Gramas), consonances and dissonances, classes of melodic structure (Mirchanas, modes?), melodic types (Jatis), instruments, etc.[10] See also: Musical system of ancient Greece and List of music theorists § Antiquity Early preserved Greek writings on music theory include two types of works:[11] technical
manuals describing the Greek musical system including notation, scales, consonance and dissonance, rhythm, and types of musical compositions; treatises on the way in which music reveals universal patterns of order leading to the highest levels of knowledge and understanding. Several names of theorists are known before these works, including
Pythagoras (c. 570 ~ c¢.495 BCE), Philolaus (c.470 ~ (c. 385 BCE), Archytas (428-347 BCE), and others. Works of the first type (technical manuals) include Anonymous (erroneously attributed to Euclid) (1989) [4th-3rd century BCE]. Barker, Andrew (ed.). Katatour kavdvog [Division of the Canon]. Greek Musical Writings. Vol. 2: Harmonic and
Acoustic Theory. Cambridge, UK: Cambridge University Press. pp. 191-208. English trans. Theon of Smyrna. Twv Katd 6 padnpuatikov ypnoipwv ic v IMAGtwrog drdyvwoig [On the Mathematics Useful for Understanding Plato] (in Greek). 115-140 CE. Nicomachus of Gerasa. Apuovikov £€yyeipiéiov [Manual of Harmonics]. 100-150 CE. Cleonides.
Elocaywyn dppovikn [Introduction to Harmonics] (in Greek). 2nd century CE. Gaudentius. Appovikn eloaywyn [Harmonic Introduction] (in Greek). 3rd or 4th century CE. Bacchius Geron. E{ocaywyn téxvng povoikng [Introduction to the Art of Music]. 4th century CE or later. Alypius of Alexandria. Elcaywyn povoikn [Introduction to Music] (in Greek).
4th-5th century CE. More philosophical treatises of the second type include Aristoxenus. Appovikd otolyeia [Harmonic Elements] (in Greek). 375~360 BCE, before 320 BCE. Aristoxenus. Pubuika ototyeia [Rhythmic Elements] (in Greek). Ptolemaios (ITtoAepaiog), Claudius. Appovikd [Harmonics] (in Greek). 127-148 CE. Porphyrius. Eig t& dpuovika
ITtodenaiov dYméuvnua [On Ptolemy's Harmonics] (in Greek). c. 232~233 - ¢. 305 CE. See also: List of music theorists § Post-classical, and List of medieval music theorists The pipa instrument carried with it a theory of musical modes that subsequently led to the Sui and Tang theory of 84 musical modes.[8] Medieval Arabic music theorists include:[n 3]
Abu Yusuf Ya'qub al-Kindi (Bagdad, 873 CE), who uses the first twelve letters of the alphabet to describe the twelve frets on five strings of the oud, producing a chromatic scale of 25 degrees.[12] [Yahya ibn] al-Munajjim (Baghdad, 856-912), author of Risala fi al-musiqi ("Treatise on music", MS GB-Lbl Oriental 2361) which describes a Pythagorean
tuning of the oud and a system of eight modes perhaps inspired by Ishaq al-Mawsili (767-850).[13] Abu n-Nasr Muhammad al-Farabi (Persia, 872? - Damas, 950 or 951 CE), author of Kitab al-Musiqga al-Kabir ("The Great Book of Music").[14] 'Ali ibn al-Husayn ul-Isfahani (897-967), known as Abu al-Faraj al-Isfahani, author of Kitab al-Aghani ("The
Book of Songs"). Abu 'All al-Husayn ibn ‘Abd-Allah ibn Sina, known as Avicenna (c. 980 - 1037), whose contribution to music theory consists mainly in Chapter 12 of the section on mathematics of his Kitab Al-Shifa ("The Book of Healing").[15] al-Hasan ibn Ahmad ibn 'Ali al-Katib, author of Kamal adab al Ghina' ("The Perfection of Musical Knowledge"),
copied in 1225 (Istanbul, Topkapi Museum, Ms 1727).[16] Safi al-Din al-Urmawi (1216-1294 CE), author of the Kitabu al-Adwar ("Treatise of musical cycles") and ar-Risalah a§-§araﬁyyah ("Epistle to Saraf").[17] Mubarak Sah, commentator of Safi al-Din's Kitab al-Adwar (British Museum, Ms 823).[18] Anon. LXI, Anonymous commentary on Safi al-
Din's Kitab al-Adwar.[19] Shams al-din al-Saydawt Al-Dhahabt (14th century CE (?)), music theorist. Author of Urjoza fi'l-musiqa ("A Didactic Poem on Music").[20] The Latin treatise De institutione musica by the Roman philosopher Boethius (written c. 500, translated as Fundamentals of Music[2]) was a touchstone for other writings on music in
medieval Europe. Boethius represented Classical authority on music during the Middle Ages, as the Greek writings on which he based his work were not read or translated by later Europeans until the 15th century.[21] This treatise carefully maintains distance from the actual practice of music, focusing mostly on the mathematical proportions
involved in tuning systems and on the moral character of particular modes. Several centuries later, treatises began to appear which dealt with the actual composition of pieces of music in the plainchant tradition.[22] At the end of the ninth century, Hucbald worked towards more precise pitch notation for the neumes used to record plainchant. Guido
d'Arezzo wrote a letter to Michael of Pomposa in 1028, entitled Epistola de ignoto cantu,[23] in which he introduced the practice of using syllables to describe notes and intervals. This was the source of the hexachordal solmization that was to be used until the end of the Middle Ages. Guido also wrote about emotional qualities of the modes, the phrase
structure of plainchant, the temporal meaning of the neumes, etc.; his chapters on polyphony "come closer to describing and illustrating real music than any previous account" in the Western tradition.[21] During the thirteenth century, a new rhythm system called mensural notation grew out of an earlier, more limited method of notating rhythms in
terms of fixed repetitive patterns, the so-called rhythmic modes, which were developed in France around 1200. An early form of mensural notation was first described and codified in the treatise Ars cantus mensurabilis ("The art of measured chant") by Franco of Cologne (c. 1280). Mensural notation used different note shapes to specify different
durations, allowing scribes to capture rhythms which varied instead of repeating the same fixed pattern; it is a proportional notation, in the sense that each note value is equal to two or three times the shorter value, or half or a third of the longer value. This same notation, transformed through various extensions and improvements during the
Renaissance, forms the basis for rhythmic notation in European classical music today. Bagiya Nayini (Uzbekistan, 17th century CE), Uzbek author and music theorist. Author of Zamzama e wahdat-i-mosiql ["The Chanting of Unity in Music"].[20] Baron Francois Rodolphe d'Erlanger (Tunis, Tunisia, 1910-1932 CE), French musicologist. Author of La
musique arabe and Ta'rikh al-mvsiqga al-arabiyya wa-usbluha wa-tatawwuratuha ["A History of Arabian Music, its principles and its Development"] D'Erlanger divulges that the Arabic music scale is derived from the Greek music scale, and that Arabic music is connected to certain features of Arabic culture, such as astrology.[20] Renaissance Further
information: List of music theorists § 15th and 16th centuries Baroque Further information: List of music theorists § 17th century Further information: List of music theorists § 18th century 1750-1900 As Western musical influence spread throughout the world in the 1800s, musicians adopted Western theory as an international standard—but other
theoretical traditions in both textual and oral traditions remain in use. For example, the long and rich musical traditions unique to ancient and current cultures of Africa are primarily oral, but describe specific forms, genres, performance practices, tunings, and other aspects of music theory.[24][25] Sacred harp music uses a different kind of scale and
theory in practice. The music focuses on the solfege "fa, sol, 1a" on the music scale. Sacred Harp also employs a different notation involving "shape notes", or notes that are shaped to correspond to a certain solfege syllable on the music scale. Sacred Harp music and its music theory originated with Reverend Thomas Symmes in 1720, where he
developed a system for "singing by note" to help his church members with note accuracy.[26] Further information: List of music theorists § 19th century See also: List of music theorists § 20th century, and List of music theorists § 21st century Main article: Aspect of music Music is composed of aural phenomena; "music theory" considers how those
phenomena apply in music. Music theory considers melody, rhythm, counterpoint, harmony, form, tonal systems, scales, tuning, intervals, consonance, dissonance, durational proportions, the acoustics of pitch systems, composition, performance, orchestration, ornamentation, improvisation, electronic sound production, etc.[27] Main article: Pitch
(music) Middle C (261.626 Hz) Pitch is the lowness or highness of a tone, for example the difference between middle C and a higher C. The frequency of the sound waves producing a pitch can be measured precisely, but the perception of pitch is more complex because single notes from natural sources are usually a complex mix of many frequencies.
Accordingly, theorists often describe pitch as a subjective sensation rather than an objective measurement of sound.[28] Specific frequencies are often assigned letter names. Today most orchestras assign concert A (the A above middle C on the piano) to the frequency of 440 Hz. This assignment is somewhat arbitrary; for example, in 1859 France, the
same A was tuned to 435 Hz. Such differences can have a noticeable effect on the timbre of instruments and other phenomena. Thus, in historically informed performance of older music, tuning is often set to match the tuning used in the period when it was written. Additionally, many cultures do not attempt to standardize pitch, often considering that
it should be allowed to vary depending on genre, style, mood, etc. The difference in pitch between two notes is called an interval. The most basic interval is the unison, which is simply two notes of the same pitch. The octave interval is two pitches that are either double or half the frequency of one another. The unique characteristics of octaves gave
rise to the concept of pitch class: pitches of the same letter name that occur in different octaves may be grouped into a single "class" by ignoring the difference in octave. For example, a high C and a low C are members of the same pitch class—the class that contains all C's.[29] Musical tuning systems, or temperaments, determine the precise size of
intervals. Tuning systems vary widely within and between world cultures. In Western culture, there have long been several competing tuning systems, all with different qualities. Internationally, the system known as equal temperament is most commonly used today because it is considered the most satisfactory compromise that allows instruments of
fixed tuning (e.g. the piano) to sound acceptably in tune in all keys. Main articles: Musical scale and Musical mode A pattern of whole and half steps in the Ionian mode or major scale on C Notes can be arranged in a variety of scales and modes. Western music theory generally divides the octave into a series of twelve pitches, called a chromatic scale,
within which the interval between adjacent tones is called a semitone, or half step. Selecting tones from this set of 12 and arranging them in patterns of semitones and whole tones creates other scales.[30] The most commonly encountered scales are the seven-toned major, the harmonic minor, the melodic minor, and the natural minor. Other
examples of scales are the octatonic scale and the pentatonic or five-tone scale, which is common in folk music and blues. Non-Western cultures often use scales that do not correspond with an equally divided twelve-tone division of the octave. For example, classical Ottoman, Persian, Indian and Arabic musical systems often make use of multiples of
quarter tones (half the size of a semitone, as the name indicates), for instance in 'neutral' seconds (three quarter tones) or 'neutral' thirds (seven quarter tones)—they do not normally use the quarter tone itself as a direct interval.[30] In traditional Western notation, the scale used for a composition is usually indicated by a key signature at the
beginning to designate the pitches that make up that scale. As the music progresses, the pitches used may change and introduce a different scale. Music can be transposed from one scale to another for various purposes, often to accommodate the range of a vocalist. Such transposition raises or lowers the overall pitch range, but preserves the
intervallic relationships of the original scale. For example, transposition from the key of C major to D major raises all pitches of the scale of C major equally by a whole tone. Since the interval relationships remain unchanged, transposition may be unnoticed by a listener, however other qualities may change noticeably because transposition changes
the relationship of the overall pitch range compared to the range of the instruments or voices that perform the music. This often affects the music's overall sound, as well as having technical implications for the performers.[31] The interrelationship of the keys most commonly used in Western tonal music is conveniently shown by the circle of fifths.
Unique key signatures are also sometimes devised for a particular composition. During the Baroque period, emotional associations with specific keys, known as the doctrine of the affections, were an important topic in music theory, but the unique tonal colorings of keys that gave rise to that doctrine were largely erased with the adoption of equal
temperament. However, many musicians continue to feel that certain keys are more appropriate to certain emotions than others. Indian classical music theory continues to strongly associate keys with emotional states, times of day, and other extra-musical concepts and notably, does not employ equal temperament. Main article: Consonance and
dissonance Perfect octave, a consonant intervalMinor second, a dissonant interval Consonance and dissonance are subjective qualities of the sonority of intervals that vary widely in different cultures and over the ages. Consonance (or concord) is the quality of an interval or chord that seems stable and complete in itself. Dissonance (or discord) is the
opposite in that it feels incomplete and "wants to" resolve to a consonant interval. Dissonant intervals seem to clash. Consonant intervals seem to sound comfortable together. Commonly, perfect fourths, fifths, and octaves and all major and minor thirds and sixths are considered consonant. All others are dissonant to a greater or lesser degree.[32]
Context and many other aspects can affect apparent dissonance and consonance. For example, in a Debussy prelude, a major second may sound stable and consonant, while the same interval may sound dissonant in a Bach fugue. In the Common practice era, the perfect fourth is considered dissonant when not supported by a lower third or fifth. Since
the early 20th century, Arnold Schoenberg's concept of "emancipated" dissonance, in which traditionally dissonant intervals can be treated as "higher,"” more remote consonances, has become more widely accepted.[32] Main article: Rhythm Metric levels: beat level shown in middle with division levels above and multiple levels below Rhythm is
produced by the sequential arrangement of sounds and silences in time. Meter measures music in regular pulse groupings, called measures or bars. The time signature or meter signature specifies how many beats are in a measure, and which value of written note is counted or felt as a single beat. Through increased stress, or variations in duration or
articulation, particular tones may be accented. There are conventions in most musical traditions for regular and hierarchical accentuation of beats to reinforce a given meter. Syncopated rhythms contradict those conventions by accenting unexpected parts of the beat.[33] Playing simultaneous rhythms in more than one time signature is called
polyrhythm.[34] In recent years, rhythm and meter have become an important area of research among music scholars. The most highly cited of these recent scholars are Maury Yeston,[35] Fred Lerdahl and Ray Jackendoff,[36] Jonathan Kramer,[37] and Justin London.[38] Main article: Melody "Pop Goes the Weasel" melody[39] A melody is a group of
musical sounds in agreeable succession or arrangement.[40] Because melody is such a prominent aspect in so much music, its construction and other qualities are a primary interest of music theory. The basic elements of melody are pitch, duration, rhythm, and tempo. The tones of a melody are usually drawn from pitch systems such as scales or
modes. Melody may consist, to increasing degree, of the figure, motive, semi-phrase, antecedent and consequent phrase, and period or sentence. The period may be considered the complete melody, however some examples combine two periods, or use other combinations of constituents to create larger form melodies.[41] Main article: Chord (music)
C major triad represented in staff notation.Play in just intonationPlay in Equal temperamentPlay in 1/4-comma meantonePlay in Young temperamentPlay in Pythagorean tuning A chord, in music, is any harmonic set of three or more notes that is heard as if sounding simultaneously.[42]:pp. 67,359[43]:p. 63 These need not actually be played together:
arpeggios and broken chords may, for many practical and theoretical purposes, constitute chords. Chords and sequences of chords are frequently used in modern Western, West African,[44] and Oceanian[45] music, whereas they are absent from the music of many other parts of the world.[46]:p. 15 The most frequently encountered chords are triads,
so called because they consist of three distinct notes: further notes may be added to give seventh chords, extended chords, or added tone chords. The most common chords are the major and minor triads and then the augmented and diminished triads. The descriptions major, minor, augmented, and diminished are sometimes referred to collectively as
chordal quality. Chords are also commonly classed by their root note—so, for instance, the chord C major may be described as a triad of major quality built on the note C. Chords may also be classified by inversion, the order in which the notes are stacked. A series of chords is called a chord progression. Although any chord may in principle be
followed by any other chord, certain patterns of chords have been accepted as establishing key in common-practice harmony. To describe this, chords are numbered, using Roman numerals (upward from the key-note),[47] per their diatonic function. Common ways of notating or representing chords[48] in western music other than conventional staff
notation include Roman numerals, figured bass (much used in the Baroque era), chord letters (sometimes used in modern musicology), and various systems of chord charts typically found in the lead sheets used in popular music to lay out the sequence of chords so that the musician may play accompaniment chords or improvise a solo. Main article:
Harmony Barbershop quartets, such as this US Navy group, sing 4-part pieces, made up of a melody line (normally the second-highest voice, called the "lead") and 3 harmony parts. In music, harmony is the use of simultaneous pitches (tones, notes), or chords.[46]:p. 15 The study of harmony involves chords and their construction and chord
progressions and the principles of connection that govern them.[49] Harmony is often said to refer to the "vertical" aspect of music, as distinguished from melodic line, or the "horizontal" aspect.[50] Counterpoint, which refers to the interweaving of melodic lines, and polyphony, which refers to the relationship of separate independent voices, is thus
sometimes distinguished from harmony.[51] In popular and jazz harmony, chords are named by their root plus various terms and characters indicating their qualities. For example, a lead sheet may indicate chords such as C major, D minor, and G dominant seventh. In many types of music, notably Baroque, Romantic, modern, and jazz, chords are
often augmented with "tensions". A tension is an additional chord member that creates a relatively dissonant interval in relation to the bass. It is part of a chord, but is not one of the chord tones (1 3 5 7). Typically, in the classical common practice period a dissonant chord (chord with tension) "resolves" to a consonant chord. Harmonization usually
sounds pleasant to the ear when there is a balance between the consonant and dissonant sounds. In simple words, that occurs when there is a balance between "tense" and "relaxed" moments.[52][unreliable source?] Main article: Timbre Spectrogram of the first second of an E9 chord played on a Fender Stratocaster guitar with noiseless pickups.
Below is the E9 chord audio: Timbre, sometimes called "color", or "tone color," is the principal phenomenon that allows us to distinguish one instrument from another when both play at the same pitch and volume, a quality of a voice or instrument often described in terms like bright, dull, shrill, etc. It is of considerable interest in music theory,
especially because it is one component of music that has as yet, no standardized nomenclature. It has been called "... the psychoacoustician's multidimensional waste-basket category for everything that cannot be labeled pitch or loudness,"[53] but can be accurately described and analyzed by Fourier analysis and other methods[54] because it results
from the combination of all sound frequencies, attack and release envelopes, and other qualities that a tone comprises. Timbre is principally determined by two things: (1) the relative balance of overtones produced by a given instrument due its construction (e.g. shape, material), and (2) the envelope of the sound (including changes in the overtone
structure over time). Timbre varies widely between different instruments, voices, and to lesser degree, between instruments of the same type due to variations in their construction, and significantly, the performer's technique. The timbre of most instruments can be changed by employing different techniques while playing. For example, the timbre of
a trumpet changes when a mute is inserted into the bell, the player changes their embouchure, or volume.[citation needed] A voice can change its timbre by the way the performer manipulates their vocal apparatus, (e.g. the shape of the vocal cavity or mouth). Musical notation frequently specifies alteration in timbre by changes in sounding
technique, volume, accent, and other means. These are indicated variously by symbolic and verbal instruction. For example, the word dolce (sweetly) indicates a non-specific, but commonly understood soft and "sweet" timbre. Sul tasto instructs a string player to bow near or over the fingerboard to produce a less brilliant sound. Cuivre instructs a
brass player to produce a forced and stridently brassy sound. Accent symbols like marcato (©) and dynamic indications (pp) can also indicate changes in timbre.[55] This section does not cite any sources. Please help improve this section by adding citations to reliable sources. Unsourced material may be challenged and removed. (July 2015) (Learn
how and when to remove this message) Main article: Dynamics (music) Illustration of hairpins in musical notation In music, "dynamics" normally refers to variations of intensity or volume, as may be measured by physicists and audio engineers in decibels or phons. In music notation, however, dynamics are not treated as absolute values, but as
relative ones. Because they are usually measured subjectively, there are factors besides amplitude that affect the performance or perception of intensity, such as timbre, vibrato, and articulation. The conventional indications of dynamics are abbreviations for Italian words like forte (f) for loud and piano (p) for soft. These two basic notations are
modified by indications including mezzo piano (mp) for moderately soft (literally "half soft") and mezzo forte (mf) for moderately loud, sforzando or sforzato (sfz) for a surging or "pushed" attack, or fortepiano (fp) for a loud attack with a sudden decrease to a soft level. The full span of these markings usually range from a nearly inaudible
pianissississimo (pppp) to a loud-as-possible fortissississimo (ffff). Greater extremes of pppppp and fffff and nuances such as p+ or piu piano are sometimes found. Other systems of indicating volume are also used in both notation and analysis: dB (decibels), numerical scales, colored or different sized notes, words in languages other than Italian, and
symbols such as those for progressively increasing volume (crescendo) or decreasing volume (diminuendo or decrescendo), often called "hairpins" when indicated with diverging or converging lines as shown in the graphic above. This section does not cite any sources. Please help improve this section by adding citations to reliable sources. Unsourced
material may be challenged and removed. (July 2015) (Learn how and when to remove this message) Main article: Articulation (music) Examples of articulation marks. From left to right: staccato, staccatissimo, martellato, accent, tenuto. Articulation is the way the performer sounds notes. For example, staccato is the shortening of duration compared
to the written note value, legato performs the notes in a smoothly joined sequence with no separation. Articulation is often described rather than quantified, therefore there is room to interpret how to execute precisely each articulation. For example, staccato is often referred to as "separated" or "detached" rather than having a defined or numbered
amount by which to reduce the notated duration. Violin players use a variety of techniques to perform different qualities of staccato. The manner in which a performer decides to execute a given articulation is usually based on the context of the piece or phrase, but many articulation symbols and verbal instructions depend on the instrument and
musical period (e.g. viol, wind; classical, baroque; etc.). There is a set of articulations that most instruments and voices perform in common. They are—from long to short: legato (smooth, connected); tenuto (pressed or played to full notated duration); marcato (accented and detached); staccato ("separated”, "detached"); martelé (heavily accented or
"hammered").[contradictory] Many of these can be combined to create certain "in-between" articulations. For example, portato is the combination of tenuto and staccato. Some instruments have unique methods by which to produce sounds, such as spiccato for bowed strings, where the bow bounces off the string. Main article: Musical texture
Introduction to Sousa's "Washington Post March," mm. 1-7 features octave doubling[56] and a homorhythmic texture In music, texture is how the melodic, rhythmic, and harmonic materials are combined in a composition, thus determining the overall quality of the sound in a piece. Texture is often described in regard to the density, or thickness, and
range, or width, between lowest and highest pitches, in relative terms as well as more specifically distinguished according to the number of voices, or parts, and the relationship between these voices. For example, a thick texture contains many "layers" of instruments. One of these layers could be a string section, or another brass. The thickness also is
affected by the number and the richness of the instruments playing the piece. The thickness varies from light to thick. A lightly textured piece will have light, sparse scoring. A thickly or heavily textured piece will be scored for many instruments. A piece's texture may be affected by the number and character of parts playing at once, the timbre of the
instruments or voices playing these parts and the harmony, tempo, and rhythms used.[57] The types categorized by number and relationship of parts are analyzed and determined through the labeling of primary textural elements: primary melody, secondary melody, parallel supporting melody, static support, harmonic support, rhythmic support, and
harmonic and rhythmic support.[58][incomplete short citation] Common types included monophonic texture (a single melodic voice, such as a piece for solo soprano or solo flute), biphonic texture (two melodic voices, such as a duo for bassoon and flute in which the bassoon plays a drone note and the flute plays the melody), polyphonic texture and
homophonic texture (chords accompanying a melody).[citation needed] A musical canon. Encyclopaedia Britannica calls a "canon" both a compositional technique and a musical form.[59] Main article: Musical form The term musical form (or musical architecture) refers to the overall structure or plan of a piece of music, and it describes the layout of a
composition as divided into sections.[60] In the tenth edition of The Oxford Companion to Music, Percy Scholes defines musical form as "a series of strategies designed to find a successful mean between the opposite extremes of unrelieved repetition and unrelieved alteration."[61] According to Richard Middleton, musical form is "the shape or
structure of the work." He describes it through difference: the distance moved from a repeat; the latter being the smallest difference. Difference is quantitative and qualitative: how far, and of what type, different. In many cases, form depends on statement and restatement, unity and variety, and contrast and connection.[62] Main article: Musical
expression A violinist performing Musical expression is the art of playing or singing music with emotional communication. The elements of music that comprise expression include dynamic indications, such as forte or piano, phrasing, differing qualities of timbre and articulation, color, intensity, energy and excitement. All of these devices can be
incorporated by the performer. A performer aims to elicit responses of sympathetic feeling in the audience, and to excite, calm or otherwise sway the audience's physical and emotional responses. Musical expression is sometimes thought to be produced by a combination of other parameters, and sometimes described as a transcendent quality that is
more than the sum of measurable quantities such as pitch or duration. Expression on instruments can be closely related to the role of the breath in singing, and the voice's natural ability to express feelings, sentiment and deep emotions.[clarification needed] Whether these can somehow be categorized is perhaps the realm of academics, who view
expression as an element of musical performance that embodies a consistently recognizable emotion, ideally causing a sympathetic emotional response in its listeners.[63] The emotional content of musical expression is distinct from the emotional content of specific sounds (e.g., a startlingly-loud 'bang') and of learned associations (e.g., a national
anthem), but can rarely be completely separated from its context.[citation needed] The components of musical expression continue to be the subject of extensive and unresolved dispute.[64][65][66]1[67][681[69] Main articles: Musical notation and Sheet music Tibetan musical score from the 19th century Musical notation is the written or symbolized
representation of music. This is most often achieved by the use of commonly understood graphic symbols and written verbal instructions and their abbreviations. There are many systems of music notation from different cultures and different ages. Traditional Western notation evolved during the Middle Ages and remains an area of experimentation
and innovation.[70] In the 2000s, computer file formats have become important as well.[71] Spoken language and hand signs are also used to symbolically represent music, primarily in teaching. In standard Western music notation, tones are represented graphically by symbols (notes) placed on a staff or staves, the vertical axis corresponding to pitch
and the horizontal axis corresponding to time. Note head shapes, stems, flags, ties and dots are used to indicate duration. Additional symbols indicate keys, dynamics, accents, rests, etc. Verbal instructions from the conductor are often used to indicate tempo, technique, and other aspects. In Western music, a range of different music notation systems
are used. In Western Classical music, conductors use printed scores that show all of the instruments' parts and orchestra members read parts with their musical lines written out. In popular styles of music, much less of the music may be notated. A rock band may go into a recording session with just a handwritten chord chart indicating the song's
chord progression using chord names (e.g., C major, D minor, G7, etc.). All of the chord voicings, rhythms and accompaniment figures are improvised by the band members. The scholarly study of music theory in the twentieth century has a number of different subfields, each of which takes a different perspective on what are the primary phenomenon
of interest and the most useful methods for investigation. Main articles: Musical analysis, Schenkerian analysis, and Transformational theory Typically a given work is analyzed by more than one person and different or divergent analyses are created. For instance, the first two bars of the prelude to Claude Debussy's Pelléas et Melisande are analyzed
differently by Leibowitz, Laloy, van Appledorn, and Christ. Leibowitz analyses this succession harmonically as D minor:I-VII-V, ignoring melodic motion, Laloy analyses the succession as D:I-V, seeing the G in the second measure as an ornament, and both van Appledorn and Christ analyse the succession as D:I-VII. Play Musical analysis is the attempt
to answer the question how does this music work? The method employed to answer this question, and indeed exactly what is meant by the question, differs from analyst to analyst, and according to the purpose of the analysis. According to Ian Bent, "analysis, as a pursuit in its own right, came to be established only in the late 19th century; its
emergence as an approach and method can be traced back to the 1750s. However, it existed as a scholarly tool, albeit an auxiliary one, from the Middle Ages onwards."[72][incomplete short citation] Adolf Bernhard Marx was influential in formalising concepts about composition and music understanding towards the second half of the 19th century.
The principle of analysis has been variously criticized, especially by composers, such as Edgard Varese's claim that, "to explain by means of [analysis] is to decompose, to mutilate the spirit of a work".[73] Schenkerian analysis is a method of musical analysis of tonal music based on the theories of Heinrich Schenker (1868-1935). The goal of a
Schenkerian analysis is to interpret the underlying structure of a tonal work and to help reading the score according to that structure. The theory's basic tenets can be viewed as a way of defining tonality in music. A Schenkerian analysis of a passage of music shows hierarchical relationships among its pitches, and draws conclusions about the
structure of the passage from this hierarchy. The analysis makes use of a specialized symbolic form of musical notation that Schenker devised to demonstrate various techniques of elaboration. The most fundamental concept of Schenker's theory of tonality may be that of tonal space.[74] The intervals between the notes of the tonic triad form a tonal
space that is filled with passing and neighbour notes, producing new triads and new tonal spaces, open for further elaborations until the surface of the work (the score) is reached. Although Schenker himself usually presents his analyses in the generative direction, starting from the fundamental structure (Ursatz) to reach the score, the practice of
Schenkerian analysis more often is reductive, starting from the score and showing how it can be reduced to its fundamental structure. The graph of the Ursatz is arrhythmic, as is a strict-counterpoint cantus firmus exercise.[75] Even at intermediate levels of the reduction, rhythmic notation (open and closed noteheads, beams and flags) shows not
rhythm but the hierarchical relationships between the pitch-events. Schenkerian analysis is subjective. There is no mechanical procedure involved and the analysis reflects the musical intuitions of the analyst.[76] The analysis represents a way of hearing (and reading) a piece of music. Transformational theory is a branch of music theory developed by
David Lewin in the 1980s, and formally introduced in his 1987 work, Generalized Musical Intervals and Transformations. The theory, which models musical transformations as elements of a mathematical group, can be used to analyze both tonal and atonal music. The goal of transformational theory is to change the focus from musical objects—such as
the "C major chord" or "G major chord"—to relations between objects. Thus, instead of saying that a C major chord is followed by G major, a transformational theorist might say that the first chord has been "transformed" into the second by the "Dominant operation." (Symbolically, one might write "Dominant(C major) = G major.") While traditional
musical set theory focuses on the makeup of musical objects, transformational theory focuses on the intervals or types of musical motion that can occur. According to Lewin's description of this change in emphasis, "[The transformational] attitude does not ask for some observed measure of extension between reified 'points'; rather it asks: 'If  am at s
and wish to get to t, what characteristic gesture should I perform in order to arrive there?'"[77] Further information: Music psychology, Fred Lerdahl, and Ray Jackendoff Music psychology or the psychology of music may be regarded as a branch of both psychology and musicology. It aims to explain and understand musical behavior and experience,
including the processes through which music is perceived, created, responded to, and incorporated into everyday life.[78][79] Modern music psychology is primarily empirical; its knowledge tends to advance on the basis of interpretations of data collected by systematic observation of and interaction with human participants. Music psychology is a
field of research with practical relevance for many areas, including music performance, composition, education, criticism, and therapy, as well as investigations of human aptitude, skill, intelligence, creativity, and social behavior. Music psychology can shed light on non-psychological aspects of musicology and musical practice. For example, it
contributes to music theory through investigations of the perception and computational modelling of musical structures such as melody, harmony, tonality, rhythm, meter, and form. Research in music history can benefit from systematic study of the history of musical syntax, or from psychological analyses of composers and compositions in relation to
perceptual, affective, and social responses to their music. Main articles: Music genre and Musical technique A Classical piano trio is a group that plays chamber music, including sonatas. The term "piano trio" also refers to works composed for such a group. A music genre is a conventional category that identifies some pieces of music as belonging to a
shared tradition or set of conventions.[80] It is to be distinguished from musical form and musical style, although in practice these terms are sometimes used interchangeably.[81][failed verification] Music can be divided into different genres in many different ways. The artistic nature of music means that these classifications are often subjective and
controversial, and some genres may overlap. There are even varying academic definitions of the term genre itself. In his book Form in Tonal Music, Douglass M. Green distinguishes between genre and form. He lists madrigal, motet, canzona, ricercar, and dance as examples of genres from the Renaissance period. To further clarify the meaning of
genre, Green writes, "Beethoven's Op. 61 and Mendelssohn's Op. 64 are identical in genre—both are violin concertos—but different in form. However, Mozart's Rondo for Piano, K. 511, and the Agnus Dei from his Mass, K. 317 are quite different in genre but happen to be similar in form."[82] Some, like Peter van der Merwe, treat the terms genre and
style as the same, saying that genre should be defined as pieces of music that came from the same style or "basic musical language."[83] Others, such as Allan F. Moore, state that genre and style are two separate terms, and that secondary characteristics such as subject matter can also differentiate between genres.[84] A music genre or subgenre
may also be defined by the musical techniques, the style, the cultural context, and the content and spirit of the themes. Geographical origin is sometimes used to identify a music genre, though a single geographical category will often include a wide variety of subgenres. Timothy Laurie argues that "since the early 1980s, genre has graduated from
being a subset of popular music studies to being an almost ubiquitous framework for constituting and evaluating musical research objects".[85] Musical technique is the ability of instrumental and vocal musicians to exert optimal control of their instruments or vocal cords to produce precise musical effects. Improving technique generally entails
practicing exercises that improve muscular sensitivity and agility. To improve technique, musicians often practice fundamental patterns of notes such as the natural, minor, major, and chromatic scales, minor and major triads, dominant and diminished sevenths, formula patterns and arpeggios. For example, triads and sevenths teach how to play



chords with accuracy and speed. Scales teach how to move quickly and gracefully from one note to another (usually by step). Arpeggios teach how to play broken chords over larger intervals. Many of these components of music are found in compositions, for example, a scale is a very common element of classical and romantic era compositions.
[citation needed] Heinrich Schenker argued that musical technique's "most striking and distinctive characteristic" is repetition.[86] Works known as études (meaning "study") are also frequently used for the improvement of technique. Main article: Music and mathematics Music theorists sometimes use mathematics to understand music, and although
music has no axiomatic foundation in modern mathematics, mathematics is "the basis of sound" and sound itself "in its musical aspects... exhibits a remarkable array of number properties", simply because nature itself "is amazingly mathematical".[87] The attempt to structure and communicate new ways of composing and hearing music has led to
musical applications of set theory, abstract algebra and number theory. Some composers have incorporated the golden ratio and Fibonacci numbers into their work.[88][89] There is a long history of examining the relationships between music and mathematics. Though ancient Chinese, Egyptians and Mesopotamians are known to have studied the
mathematical principles of sound,[90] the Pythagoreans (in particular Philolaus and Archytas)[91] of ancient Greece were the first researchers known to have investigated the expression of musical scales in terms of numerical ratios. The first 16 harmonics, their names and frequencies, showing the exponential nature of the octave and the simple
fractional nature of non-octave harmonics In the modern era, musical set theory uses the language of mathematical set theory in an elementary way to organize musical objects and describe their relationships. To analyze the structure of a piece of (typically atonal) music using musical set theory, one usually starts with a set of tones, which could form
motives or chords. By applying simple operations such as transposition and inversion, one can discover deep structures in the music. Operations such as transposition and inversion are called isometries because they preserve the intervals between tones in a set. Expanding on the methods of musical set theory, some theorists have used abstract
algebra to analyze music. For example, the pitch classes in an equally tempered octave form an abelian group with 12 elements. It is possible to describe just intonation in terms of a free abelian group.[92] Tone row from Alban Berg's Lyric Suite, movement I Further information: Serialism, Set theory (music), Arnold Schoenberg, Milton Babbitt, David
Lewin, and Allen Forte In music theory, serialism is a method or technique of composition that uses a series of values to manipulate different musical elements. Serialism began primarily with Arnold Schoenberg's twelve-tone technique, though his contemporaries were also working to establish serialism as one example of post-tonal thinking. Twelve-
tone technique orders the twelve notes of the chromatic scale, forming a row or series and providing a unifying basis for a composition's melody, harmony, structural progressions, and variations. Other types of serialism also work with sets, collections of objects, but not necessarily with fixed-order series, and extend the technique to other musical
dimensions (often called "parameters"), such as duration, dynamics, and timbre. The idea of serialism is also applied in various ways in the visual arts, design, and architecture[93] "Integral serialism" or "total serialism" is the use of series for aspects such as duration, dynamics, and register as well as pitch.[94] Other terms, used especially in Europe
to distinguish post-World War II serial music from twelve-tone music and its American extensions, are "general serialism" and "multiple serialism".[95] Musical set theory provides concepts for categorizing musical objects and describing their relationships. Many of the notions were first elaborated by Howard Hanson (1960) in connection with tonal
music, and then mostly developed in connection with atonal music by theorists such as Allen Forte (1973), drawing on the work in twelve-tone theory of Milton Babbitt. The concepts of set theory are very general and can be applied to tonal and atonal styles in any equally tempered tuning system, and to some extent more generally than that.[citation
needed] One branch of musical set theory deals with collections (sets and permutations) of pitches and pitch classes (pitch-class set theory), which may be ordered or unordered, and can be related by musical operations such as transposition, inversion, and complementation. The methods of musical set theory are sometimes applied to the analysis of
rhythm as well.[citation needed] Further information: Music semiology and Jean-Jacques Nattiez Semiotician Roman Jakobson Music semiology (semiotics) is the study of signs as they pertain to music on a variety of levels. Following Roman Jakobson, Kofi Agawu adopts the idea of musical semiosis being introversive or extroversive—that is, musical
signs within a text and without.[citation needed] "Topics", or various musical conventions (such as horn calls, dance forms, and styles), have been treated suggestively by Agawu, among others.[citation needed] The notion of gesture is beginning to play a large role in musico-semiotic enquiry.[citation needed] "There are strong arguments that music
inhabits a semiological realm which, on both ontogenetic and phylogenetic levels, has developmental priority over verbal language."[96][97]1[98][99][100][101][102][103][incomplete short citation][clarification needed] Writers on music semiology include Kofi Agawu (on topical theory,[citation needed] Heinrich Schenker,[104][105] Robert Hatten (on
topic, gesture)[citation needed], Raymond Monelle (on topic, musical meaning)[citation needed], Jean-Jacques Nattiez (on introversive taxonomic analysis and ethnomusicological applications)[citation needed], Anthony Newcomb (on narrativity)[citation needed], and Eero Tarasti[citation needed]. Roland Barthes, himself a semiotician and skilled
amateur pianist, wrote about music in Image-Music-Text,[full citation needed] The Responsibilities of Form,[full citation needed] and Eiffel Tower,[full citation needed] though he did not consider music to be a semiotic system|[citation needed]. Signs, meanings in music, happen essentially through the connotations of sounds, and through the social
construction, appropriation and amplification of certain meanings associated with these connotations. The work of Philip Tagg (Ten Little Tunes,[full citation needed] Fernando the Flute,[full citation needed] Music's Meanings[full citation needed]) provides one of the most complete and systematic analysis of the relation between musical structures
and connotations in western and especially popular, television and film music. The work of Leonard B. Meyer in Style and Music[full citation needed] theorizes the relationship between ideologies and musical structures and the phenomena of style change, and focuses on romanticism as a case study. Columbia University music theorist Pat Carpenter
in an undated photo Music theory in the practical sense has been a part of education at conservatories and music schools for centuries, but the status music theory currently has within academic institutions is relatively recent. In the 1970s, few universities had dedicated music theory programs, many music theorists had been trained as composers or
historians, and there was a belief among theorists that the teaching of music theory was inadequate and that the subject was not properly recognised as a scholarly discipline in its own right.[106] A growing number of scholars began promoting the idea that music theory should be taught by theorists, rather than composers, performers or music
historians.[106] This led to the founding of the Society for Music Theory in the United States in 1977. In Europe, the French Société d'Analyse musicale was founded in 1985. It called the First European Conference of Music Analysis for 1989, which resulted in the foundation of the Société belge d'Analyse musicale in Belgium and the Gruppo analisi e
teoria musicale in Italy the same year, the Society for Music Analysis in the UK in 1991, the Vereniging voor Muziektheorie in the Netherlands in 1999 and the Gesellschaft fiir Musiktheorie in Germany in 2000.[107] They were later followed by the Russian Society for Music Theory in 2013, the Polish Society for Music Analysis in 2015 and the
Sociedad de Analisis y Teoria Musical in Spain in 2020, and others are in construction. These societies coordinate the publication of music theory scholarship and support the professional development of music theory researchers. They formed in 2018 a network of European societies for Theory and/or Analysis of Music, the EuroT&AM As part of their
initial training, music theorists will typically complete a B.Mus or a B.A. in music (or a related field) and in many cases an M.A. in music theory. Some individuals apply directly from a bachelor's degree to a PhD, and in these cases, they may not receive an M.A. In the 2010s, given the increasingly interdisciplinary nature of university graduate
programs, some applicants for music theory PhD programs may have academic training both in music and outside of music (e.g., a student may apply with a B.Mus. and a Masters in Music Composition or Philosophy of Music). Most music theorists work as instructors, lecturers or professors in colleges, universities or conservatories. The job market
for tenure-track professor positions is very competitive: with an average of around 25 tenure-track positions advertised per year in the past decade, 80-100 PhD graduates are produced each year (according to the Survey of Earned Doctorates) who compete not only with each other for those positions but with job seekers that received PhD's in
previous years who are still searching for a tenure-track job. Applicants must hold a completed PhD or the equivalent degree (or expect to receive one within a year of being hired—called an "ABD", for "All But Dissertation" stage) and (for more senior positions) have a strong record of publishing in peer-reviewed journals. Some PhD-holding music
theorists are only able to find insecure positions as sessional lecturers. The job tasks of a music theorist are the same as those of a professor in any other humanities discipline: teaching undergraduate and/or graduate classes in this area of specialization and, in many cases some general courses (such as Music appreciation or Introduction to Music
Theory), conducting research in this area of expertise, publishing research articles in peer-reviewed journals, authoring book chapters, books or textbooks, traveling to conferences to present papers and learn about research in the field, and, if the program includes a graduate school, supervising M.A. and PhD students and giving them guidance on
the preparation of their theses and dissertations. Some music theory professors may take on senior administrative positions in their institution, such as Dean or Chair of the School of Music. List of music theorists Music psychology Musicology Theory of painting ~ See Boethius's De institutione musica,[2] in which he disdains "musica instrumentalis"
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bestelerinizi daha anlaml hale getirmek i¢in ihtiya¢ duydugunuz bilgiyi kazanacaksiniz. Miizik Piyano miizigi genellikle bir melodi ve eslik igerir. Melodi genellikle sdylenebilen tek sesli bir dizedir. Cogunlukla tiz nota anahtariyla yazilir ve st kadroya yerlestirilir. Eglik, akorlardan ve bir bas ¢izgisinden olusan melodiyi destekler. Alt kadrodaki bas nota
anahtarinda yazilmistir. Sonug, akor esliginde tek sesli bir melodidir: Ya da tam tersi de olabilir. Melodi asagidan, eslik ise yukaridan gelir: Miizik Teorisinin Temelleri Miizik teorisi, miizikal fikirlerin iletilmesi i¢in evrensel bir dil yaratarak miizisyenlerin etkili bir sekilde iletisim kurmasina olanak tanir. Bu kavramlar 6grenerek miizigin nasil ¢alistigina
dair daha derin bir anlayisa sahip olabilir, daha iyi bir dinleyici ve yaratici olabilir ve diger miizisyenlerle etkilesimlerinizi gelistirebilirsiniz. Miizik teorisine kimin ihtiyaci var? Miizik teorisi, egitim diizeyi ne olursa olsun miizigi daha derinlemesine anlamak isteyen herkes icin faydalidir. Miizik profesérii olmaniza gerek yok! Ister uzun bir haftanin
sonunda mizik dinlemekten, ister gitarda dogaclama yapmaktan hoslaniyor olun, teoriyi bilmek alginizi derinlestirecek ve miizik deneyiminizi zenginlestirecektir. Kendi kendini yetistirmis miizisyenlerin ¢cogu, teori ¢calismanin onlar sezgisel ve sezgisel olarak calma yeteneginden mahrum birakacagindan korkuyor. Ancak miizik teorisi yaraticiligi
sinirlamaz, tam tersine duygularinizi miizik yoluyla daha dogru ve eksiksiz ifade etmenize olanak taniyan araglar saglar. Sezgisel fikirlerinizle eslesen daha ayrintili miizik kompozisyonlar: olusturmaniza yardimci olur. Teori, hem egitim kurumlarinda hem de bagimsiz olarak, unsurlarini yavas yavas yaratici siirecinize entegre ederek incelenebilir.
Miizik yolculugunun baslangici Her miizik parcasi ii¢ temel bilesen iizerine kuruludur: melodi, armoni ve ritim. Bu 6geler miizikle sezgisel bir baglanti1 kurulmasina yardimci olur. Miizik Teorisinin Temelleri Melodiler, armoniler ve ritimler asagidaki temel unsurlardan olusur: Olgekler : Melodilerin iizerine insa edildigi bir dizi yarim ton ve tam ton;
Akorlar : temel major ve minor akorlar gibi uyum yaratan, ayni anda ¢alinan notalarin kombinasyonlari; Anahtar : Akorlar arasindaki armonik temeli ve iliskileri belirleyen bir kompozisyonun ton merkezi; Miizik notasyonu : Perde ve ritim gibi miizik seslerini yazili1 bicimde temsil eden bir semboller sistemi. Bir melodi ve eslik i¢in uyumlu bir ses
olusturmak amaciyla genellikle gam adi verilen tek bir tustan alinan notalar kullanilir. Araliklar Aralik, iki nota arasindaki mesafedir. En kiiciik aralik yarim tondur; piyanoda bu, renklerine bakilmaksizin bitisik tuslar arasindaki mesafedir. iki yarim ton bir ton olusturur. C'den C'ye (veya 6rnedin A'dan A'ya) 6lcedin tamami esit aralikli 12 yarim tona
boluinmustir. En sik kullanilan araliklar oktav ve tigincudir. Oktav: Ayni isimdeki iki nota arasindaki mesafe, 6rnegin C'den sonraki C'ye. Bir oktavda 12 yarim ton vardir. Oktavlar 6zellikle piyanonun alt perdesinde uyumlu ses cikarir. Fiziksel olarak bir oktav, ikinci notanin frekansinin birincinin frekansinin iki kat1 oldugu notalar arasindaki araliktir.
Ornegin A notasinin frekansi 440 Hz, bir sonraki A notasinin frekansi ise 880 Hz'dir. Uciinciisii: iki tiir {iglii vardir - kiiciik ve biiyiik. Kiigiik bir iiglii ii¢ yarim ton icerir ve majér bir iiclii doért igerir. Aralik tiirleri Mitkkemmel araliklar: 4 ton, 5 ton ve bir oktav icerir. Ana araliklar: 2, 3, 6 ve 7 tonu icerir. Artirilmis araliklar: Mitkemmel araligin yarim ton
artirllmasiyla elde edilir. Azaltilmis araliklar: mitkemmel bir araligin yarim ton azaltilmasiyla elde edilir. Kiigiikk araliklar: Biiyiik bir araligin yarim ton azaltilmasiyla elde edilir. Terazi Olgek desenleri, melodi yaratmanin temelini olusturan perde desenleridir. Miizikte perdeler notalarla temsil edilir ve bir melodinin sesini olusturan belirli bir ton ve
yarim ton kiimesidir. Bu desenler bir diziye benzersiz sesini verir ve onun bir kompozisyondaki roliinii belirler. Her birinin kendine 6zgt ruh halleri, duygular ve 6zellikleri olan birgok 6lgek vardir. En popiiler olanlari major ve minor gamlardir: major gam kulaga mutlu, minoér gam ise hiiziinlii geliyor. Aralarindaki temel fark, skalanin ticiincii notasidir;
major skalada ikinci notadan bir ton daha yiiksekte, minér skalada ise yarim ton daha yiiksektir. Bat1 miiziginde sesin genel ruh halini ve karakterini belirlediginden, gamin ii¢iincii notas1 anahtardir. Her biri kendine 6zgii melodik yapiya sahip baska diziler de var. Ornegin, pentatonik 6lcek ve onun daha karmasik versiyonu olan blues 6lcedinin yani
sira kromatik 6lcek ve digerleri. Bir eserin ses temelini olusturdugundan, dizileri ve akorlar: bilmek miizik yaratmada 6nemli bir rol oynar. Farkl 6lceklerde ustalasmak, yeni yaratici olasiliklarin 6niinii agabilir ve bir besteci olarak becerilerinizi gelistirebilir. Akorlar Akorlar ayni1 anda ¢alinan birka¢ notanin birlesimidir ve miizikte uyumun temelini
olusturur. Bir akor genellikle ii¢ veya daha fazla notadan olusur. Ug notali akora triad denir. Olcekler olusturmak icin kullanilan ayni ilkeler, araliklar olarak bilinen notalar arasindaki adimlar: tanimlayan akorlar icin de gecerlidir. Dért temel akor tiirii vardir: Major akor : Kok, major {iclii ve milkemmel besliden olusan mutlu ve parlak bir sese sahiptir;
Minor akor : Kok, minor G¢li ve tam besliden olusan hiuzinlia ve melankolik bir sese sahiptir; Azalmis akor : Kok, minor Gi¢li ve azalmis besliden olusan gergin ve dengesiz bir sese sahiptir; Artirilmis akor : Kok, major tiglu ve artirilmis besliden olusan dramatik ve gizemli bir hisse sahiptir. Akorlar, major ve mindr uglileri ve ayrica bir akor icindeki
notalarin sirasini degistiren ters ¢cevirmeleri birlestirebilir. Farkli akorlar: ve bunlarin kombinasyonlarini 6grenmek, bir sarkinin benzersiz karakterini tanimlamaniza yardimci olabilir. Ornegin, ana major {icliiniin (1-3-5) yapisini degistirmek ve besinci notay: asag1 kaydirmak, akorda tamamen yeni bir duygusal renklendirme yaratabilir. Sarki yazmanin
temeli, bir akor dizisi olan akor ilerlemesidir. Akor diizenleme becerilerinizi gelistirdikce daha karmasik ve zengin miizikler yaratabileceksiniz. Akorlarin yapisini anlamak (temel formlardan daha karmasik varyasyonlara kadar) miizik yaratiminizda yeni ufuklar agacaktir. Uclii Ters Gevirmeler Triad'lar farkli déniisiimler olusturmak icin ters gevrilebilir,
bu da performansa cesitlilik katar ve enstriitmanin calinmasini kolaylastirir. Akor ters ¢evirmelerinin dogru kullanimi, tuslar arasindaki hareketi en aza indirerek diizgiin bir performans saglar. Akorun ters cevrilmesi olusturmak icin akorun alt notasinm bir oktav yukar tasiyin. Ornegin Do major akorunu ele alalim. Her iicliiniin iki olas1 doniisiimii vardir.
Akoru ters gevirmeye devam edersek ayni akoru elde ederiz, yalnizca bir oktav daha yiiksek. Bir iicliiniin ilk tersine cevrilmesine altinci akor, ikincisine ise dérdiincii-altinci akor denir. Egitim materyallerinde bunlara genellikle basitce birinci ve ikinci ters gevirme denir. Miizik notasinda ters akorlar bas notasi belirtilerek gosterilir. Ornegin, bir Do
major (C) akoru icin, diisiik nota E ile ilk ters gevirme E/C olarak gosterilir ve diisiik nota G ile ikinci ters gevirme G/C olarak gosterilir. Ilk inversiyonu ikinciden nasil ayirt edebilirim? ilk ters gevirmeyi ikinciden araliklarla ayirt edebilirsiniz. Ilk ters gevirme, kiigiik bir iiclil (3 yarim ton) ve dérdiinciiyii (5 yarim ton) igerir, yani akorda orta notadan iist
notaya olan mesafe daha fazladir. ikinci ters gevirme, alt notadan ortaya, ortadan tepeye oldugundan daha biiyiik bir mesafeyle, bir dérdiincii ve bir majér {iclityii (4 yarim ton) icerir. Bir akorun kok nota konumu Tonik adi verilen akorun kok notasi, ters cevrilmeye baglh olarak farkli konumlardadir. Bir iicliide, kok nota ilk siradadir, 6rnegin bir Do
major (C) akorunda, C notasidir. ilk ters gevirmede, kok nota bir oktav yukar: tasinir ve sonuncudur, érnegin E, G., C. ikinci ters cevirmede kok nota akorun ortasindadir; érnedin G, C, E. Major akoru minér akora déniistiirmek veya tam tersi Major bir ticlilyii minér bir iiclitye déniistiirmek icin orta notay:1 yarim ton kadar alcaltin. Ornegin, bir Do major
(C) akorunda, E notasini yarim ton disirmek, onu C, Eb, G notalarindan olusan bir Do minére (Cm) dontstirir. Bunun tersi islem, bir minér ti¢liyil bir minér tigliye doniistiiriir. Major olan, orta notanin yarim ton yikseltilmesini gerektirir; 6rnegin, Re minér (Dm), F notasinin yarim ton yiikseltilmesiyle D majore (D) doniistirilir, bu da D, F#, A
notalarini verir. Bir major veya minor akorun ilk ters gevrilmesi icin alt notay: algaltmaniz veya ylikseltmeniz gerekir ve ikinci ters gevirme igin akorun iist notasini algaltmaniz veya yiikseltmeniz gerekir Besli akor Eger bir licliiniin orta notasi hari¢ sadece dis notalarini alirsaniz, 5 rakamiyla gosterilen besli bir akor elde edersiniz, 6rnegin C5. Askiya
alinan akor Askiya alinmis bir akorda, merkezi nota yerine alt notadan dordiincii veya major bir saniye kullanilir. Boyle bir akor, 6rnegin C'den bahsediyorsak Csus2 veya Csus4 olarak adlandirilir. Anahtarlar Bir anahtar, sesin karakterini belirleyen yedi dereceden (notalardan) olusan bir dizidir. Bu dereceler Romen rakamlariyla gosterilir ve her biri
belirli bir islevi yerine getirir. Islevler belirli notlara degil, derecelere baghdir. Do major anahtarina bakalim: Tonik (I, T) - temel tonaliteyi belirleyen ilk adim; Baskin (V, D) tonikten besinci derecedir. Tonik C ise baskin olan G'dir; Subdominant (IV, S), tonikten geriye dogru sayilan besinci derecedir. Eger sayarsaniz dordiincii derece olacaktir. Do
majorde alt baskin F'dir. Fonksiyon ters cevirmeleri Fonksiyonlarin ters ¢evrilmesini belirtmek icin adlarina sayilar eklenir. Kararli ve kararsiz sesler. Tonik iiclu stabil olan I, III ve V derecelerini igerir. Melodi onlarla tamamlanabilir. Geri kalan dereceler kararsiz olarak kabul edilir ve en yakin kararli olanlara yonelir, buna ¢ozinurlik denir.
Cozunirlik o6rnekleri: IT => I (asag1) IV => III (asag1) VI => V (asag1) VI => I (yukari, en yakin alttaki de kararsiz) Giris notlar1 ve ugultu Giris notlar1 tonigi cevreleyen notalardir. Tonigin iist ve alt komsulari sirasiyla II ve VII derecelerdir. VII dereceye artan giris notasi, II derecesine ise azalan giris notasi denir. Mirildanma, tonik veya III ve V
dereceleri gibi diger sabit notalarin etrafinda giris notalarinin ¢calinmasini igerir. Ugultu érnekleri: I derece icin - VII ve II III derece igin - II ve IV V derecesi i¢in - IV ve VI Paralel ve Ilgili Tuslar Miizige cesitlilik katmak icin, kisa siireli (sapmalar) veya kalic1 (modiilasyonlar) olabilen paralel ve ilgili tuslara gegisler kullanilir. Paralel tuslar, anahtarda
ayni isaretleri tasiyan major ve minér tuslardir. Ilgili tuslar, T (tonik), S (alt baskin) ve D (baskin) ile iliskili tuslardir. Ek olarak, bir major anahtar icin minér alt dominantin anahtar iliskili kabul edilir ve minér anahtar i¢in majér alt dominantin anahtan iliskili kabul edilir. Ornegin, Do majér igin ilgili tuslar sunlardir: Bir minér (T'den olusturulmus
paralel anahtar); Fa major ve Re minor (S'den olusturulmustur); G major ve E minor (D'den olusturulmustur); Fa minor (minér subdominant). Anahtar Tanimlama Bir ton, tonun tizerindeki isaretler (dizginler ve bemoller) ve 6zel notalarla tanimlanir. Bu isaretler paralel anahtarlar belirlemek icin kullanilabilir. Parcanin bagladig: ve bittigi notalara
bakarak bir tonun major veya minor oldugunu belirleyebilirsiniz. diyez : Major tonunu belirlemek icin son diyeze bakin ve bir ton yukar: ¢ikin; minér ton igin bir ton asagiya inin. Ortaya ¢ikan notanin da bir keskini varsa, bu durumda anahtarin bir keskini vardir (6rnegin, eger anahtarda bir keskin varsa - F#, bu G major veya E minor anlamina
gelebilir); Bemoller : Anahtarda bir bemol varsa bu Fa major veya Re minor olabilir. Anahtarda birkag daire varsa, sondan bir 6nceki daireye odaklanin; bu, major bir anahtar belirtir (6rnegin, sondan bir 6nceki daire A-bemol ise, o zaman anahtar E-bemol majordiir). Major tondan paralel minor tona gegcmek i¢in 1,5 ton (veya li¢ yarim ton) asagi
inmeniz gerekir. Ornegin, Do major icin paralel minér ton A minérdiir. C major ve A minér Do major ve A minér, anahtar imzasi olmayan paralel anahtarlardir. Bu paralel tuslar ayni notalar: ve akorlar: kullanir. Hangi anahtarin (Do majér veya A minér) kullanildigini belirlemek icin akorlarin sirasina ve islevsel anlamlarina dikkat etmeniz gerekir.
Cogunlukla tonikte bir parca biter ve bu da anahtarin belirlenmesine yardimci olur. Major tonlarda tonik, subdominant ve dominant {izerine kurulu akorlar majordiir. 2., 3. ve 6. derecedeki akorlar minor, 7. derecedekiler ise azalmistir. Paralel tuslar ayni notalar1 kullandigindan, akorlar da eslesecek, yalnizca farklh bir siraya kaydirilacaktir. Minor
tonlarda tonik gogunlukla major yapilir, bu da G ve A arasindaki araligi azaltarak tonik tizerindeki gekiciligi artirir. Sonug olarak, tonik minor akor Em major E'ye doniisturilir ve diger akorlar degismeden kalir. Pentatonik Skala C Major ve A Minor Pentatonik skala, tonik, dominant ve subdominanttan yoksun benzersiz bir skaladir. Bu olgekte tim
notalar esdegerdir, bu da onu hem majér hem de minér igin ayni kilar. Bu gam iki notanin elenmesiyle olusur: major gamda IV ve VII dereceler kaldirilir, minoér gamda ise ayni notalar yani II ve VI dereceler kaldirilir. Pentatonik 6lgegin 6zelligi gerilim yaratmamasi ve dolayisiyla ¢6ziim gerektirmemesidir. Bu, melodinin herhangi bir notayla baslayip
bitmesine olanak tanir, bu da onu spontane dogacglama igin ideal kilar. Fa major ve D minér Fa major ve Re minor, ortak bir anahtar imzasina sahip paralel tuslardir - B notasinda bir diiz. Bu tuslar ayni1 zamanda C major ile de ilgilidir. Daha iyi algilama igin kaza isaretleri yeniden gosterilir. Fa majér anahtarinin akorlari: Fa major anahtarinin akorlar::
Pentatonik Skala Fa Major ve Re Minor Pentatonik 6lgeg@in tiim notalarini belirlemek icin, piyanodaki tiim siyah tuslari calmaniz ve ardindan her birini beyaz tuslara yarim ton indirmeniz gerekir. G major ve E minoér G major ve E minor ayni Fa keskinligini paylasan paralel tuslardir. Ayrica Do major akrabalar: olarak kabul edilirler. Ac¢iklik saglamak
icin kazalar verilmistir. G major anahtarinin akorlari: E minor anahtari i¢in akorlar: Anahtarlar Bir miizik kompozisyonu, tonal temelini olusturan major veya minor 6lgekler lizerine insa edilmistir. Bu kurallar dizisine miizik anahtari denir. Tus, bir parcada hangi notalarin ve akorlarin kullanilacagini belirler. Bir parcanin basinda sunulan anahtar imzasi,
anahtar belirleyen diyezlerin (#) veya bemollerin (b) varligini gosterir. Diz, notanin standart sesten yarim ton daha yiiksek calinmasi gerektigini, bemol ise bir yarim ton daha algak calinmasi gerektigini belirtir. Anahtar imzalar miizisyenlerin bir kompozisyonun 0lcek yapisini ve uyumunu anlamalarina yardimci olur. Kolaylik saglamak amaciyla,
anahtar imzalarn ve bunlara karsilik gelen anahtarlar tanimlamak icin genellikle tablolar kullanilir. Bazen bir kompozisyonun anahtarini degistirmesine modiilasyon denir. Modiilasyon, kompozisyona duygusal derinlik ve ¢esitlilik katar. Modern pop miizikte modiilasyonlar nadirdir, ancak video oyunu miiziklerinde oldukca sik meydana gelebilir ve
dinamik bir ses alani yaratabilir. Farkli tuslar arasindaki iligkiyi daha iyi anlamak i¢in beste birler dairesi kullanilir. Bu daire, her anahtarin kendi yerinin bulundugu bir saatin kadrani gibi ton iliskilerini gorsellegtirir. Beste birlerin dairesi, C major notasindan baslayarak, diyezlerin veya bemollerin sayisina gore tuslar: diizenler. Miizik Notasyonu Miizik
notalari, miuzikal fikirlerin gorsel olarak iletilmesini ve diger muzisyenler tarafindan anlasilmasini saglayan mizigin yazihi dilidir. Mizik notasyonunun temel unsurlar sunlardir: Kadro : Notalarin perdesini ve stiresini belirtmek icin tizerine miizikal sembollerin yerlestirildigi bes yatay cizgiden olusur; Clefs : Personelin belirli satirlarina 6zel notlar
atayin. En yaygin olanlar tiz nota anahtari (yiiksek notalar icin) ve bas nota anahtaridir (diisik notalar i¢cin); Notalar : Notalarin perdesini ve siiresini porte tizerinde sembollerle temsil ederek belirtin. Bir notanin c¢izgiler izerindeki konumu onun perdesini belirler; Bir nota satirlarda ne kadar yuksekteyse, perdesi de o kadar yiiksek olur. Notalar ayrica
ritmi belirtmek i¢in farkh sekillerde gelir. Bu bilesenler, bir miizik kompozisyonunda dizilerin ve akorlarin olusturuldugu temeli olusturur. Bu “dile” hakim oldugunuzda, miizigi okuyup yazabilecek ve onu dinlemeden tamamen anlayabileceksiniz. Bu, miizik teorisi anlayisinizi gelistirir ve miizigin evrensel dilini kullanarak diger muzisyenlerle iletisim
kurmanizi kolaylastirir. Ritim Ritim, akorlar ve dizilerle birlikte miizigin temel bir unsurudur. Miizik notasyonu, bir kompozisyonun ritmik yonlerini aktarmaya yonelik 6zel semboller ve kurallar igerir. Metre siiresi, bir 6lciideki vurus sayisini ve bir vurusta yer alan notanin siiresini gosterir. Kesirli olarak yazilir: Ustteki say1 vurus sayisini, alttaki sayi ise
notanin siiresini gésterir. Ornegin, 4/4 siiresi, her geyrek notanin bir vurus kapladigi, bir él¢iideki dért vurus anlamina gelir. Ritmik desenler, benzersiz ritimler yaratan poliritimler de dahil olmak iizere basitten karmasiga kadar degisebilir. Ritmi anlamak, notalarin piyano tuslarini eslestiren bir MIDI diizenleyicide diizenlendigi dijital ses is
istasyonlarinda (DAW'ler) miizik olusturma siirecinde de faydalidir. DAW'lar ayrica miizige swing ve diger ritmik ayarlamalar uygulamaniza da olanak tanir. Kompozisyonun Unsurlar1 Miizigi 6grenirken, bir parcay: daha ilgi ¢ekici ve etkileyici kilan kompozisyonun farkhi unsurlarini 6grenmek 6énemlidir. G6z 6ntinde bulundurulmasi gereken bazi temel
kavramlar sunlardir: Dinamik : Performansin ses diizeyini yansitir ve miizigin yogunlugunu ve enerjisini etkiler. Nota notalarindaki yaygin notalar arasinda piyano (yumusak) ve forte (yiiksek sesle) bulunur; Artikiillasyon : Staccato (kisa ve staccato) veya legato (diizgiin ve baglantili) gibi notalarin nasil ¢alinacagini belirler; Form : Pop miizikte nazim-
koro-nazim-koro formu veya klasik miizikte sonat formu gibi bir parcanin genel yapisi; Doku : Tek sesli (tek sesli) veya ¢ok sesli (¢cok sesli) gibi bir parcadaki ses veya ses katmanlarinin organizasyonu. Kulak Egitimi Miizik teorisini 6grenmek sadece baslangictir. Bir sonraki adim bu kavramlari gercek miizikte duymay1 ve tanimay1 6grenmektir. Kulak
egitimi, teoriyi pratik uygulamayla birlestirmenize yardimci olur. Mizik dinleyerek araliklari, akorlari, melodileri ve ritimleri tanima yeteneginizi gelistirebilirsiniz. Kulaginiz teoriyi taniyabildiginde bu bilgiyi bestelerinizde ve performanslarinizda kullanabilirsiniz. Bu, miizik yaratimina ve performansina daha sezgisel yaklasmaniza olanak taniyarak
teoriyi miizikal diisiincenizin dogal bir parcasi haline getirir. Ozet Miizik teorisinin temellerini anladiktan ve bu kavramlari duymay: 6grendikten sonra bunlar: kendi projelerinize uygulayabilirsiniz. ister bir grupla dogaglama yapiyor olun, ister miizik yaziyor olun, ister dijital ses is istasyonunda (DAW) pargalar olusturuyor olun, teoriyi anlamak daha
iyi, daha ilgi gekici pargalar yaratmaniza yardimci olacaktir. Bu temel unsurlar, klasik miizigin karmasik yapilarindan modern popun basit akor ilerlemelerine kadar tim miizik tiirlerinin temelini olusturur.



