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Preface

ow does one begin to talk about printed music on the page? It is imperative
that students, teachers, and performers understand a common language in
order to convey our experiences with sound and print.

This language of music—the fundamentals—allows you to move from intuitions
gained through your prior listening experiences to an informed comprehension about
how music works. This enables you to communicate in terms that other musicians
understand.

Today, many of us can sing, whistle, hum, or pick out a tune on the piano or gui-
tar, but only those who read and write using the language of Western music are able to
communicate in this written form. In each musical era, musical styles and vocabular-
ies have continued to evolve. Along with each stylistic change, the language of music
notation has developed, and innovative sounds have required new symbols to repre-
sent them.

Fundamentals of Music is intended to familiarize you with the notation and per-
formance of Western music through creative composition projects, listening exercises
to develop your aural skills, and the analysis of musical examples from a broad range
of styles and genres. You will have the opportunity to practice your new vocabulary
and performance and analytic skills in the context of complete compositions. Whether
you are preparing for a career in music, or simply want to develop an appreciation for
this musical language, you will learn terms, symbols, practices, and conventions that
make Western music sound the way it does.

New to this Edition

The seventh edition of Fundamentals of Music has been thoroughly revised and ex-
panded, yet maintains the intent of its original author Earl Henry. Virtually all topics
from the sixth edition were retained, with slight reorganization of the overall format
of the text. This edition includes a broader range of musical examples and styles, and
revised and expanded aural skills methods and exercises. Some highlights of what
you can expect of this edition are as follows:

e Select chapters conclude with two contrasting Analysis in Context examples. The
scores are carefully paired, with one example representing the classical canon,
and another from a more contemporary genre. These scores encourage students to
put the skills of the current chapter in the context of complete pieces.

 The accompanying sound files for Fundamentals of Music, seventh edition are ei-
ther available as downloadable resources on the dedicated textbook website or
included in a Spotify playlist created specifically for this title.

e Significant updates in musical examples throughout the text include the addition
of popular music and works for large ensemble.

e Extensive editing of lead sheet notation symbols to better represent the language
of today’s studio musicians.

Vil
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Using the Text
Each of the 13 |:h.-1pters. iz divided into five main areas:

Essential Terms and Symbols: An alphabetical list of key terms that appears at the beginning of
each chapter. As you work through the chapter, make sure you understand the definitions of these
important terms and symbols.

Review Sets: These are short drills intended for class discussion. Instructors often pause to com-
pletr: the review sets as thE].? present chapter materials in class.

Musicianship Studies: These include sight singing, ear training, and kevboard skill development
activities. We have expanded these areas with more examples and guided practice examples.

Building Skills and Creative Projects: Each chapter concludes with a number of exercises and proj-
ects. The creative projects center on an aspect of analysis or composing and arranging music. Your
instructors may ask you to tear out these exercises and submit them for correction. The text layout
allows for this without the loss of the main content of the book.

Analysis in Context: A main focus of this edition is the inclusion of two complete scores at the end
of each r:hapter that represent a variery of st].rles of music. The a::cnmpan:.ring sl:udg.r questions en-
courage you to EIFPI!.F the concepts from each chap-tr_-r in the context of a piece of music.

Listening To The Musical Examples
We have revised the recordings for the seventh edition to be easily accessible via streaming audio and
downloadable resources on the dedicated textbook site through Pearson. A combination of original
recordings from the sixth edition and new recordings created specifically for this edition are now
available.

Because the best approach to understanding music notation is to correlate the sounds and the sym-
bols, we recommend that you use these recordings while you study. We also recommend class perfor-
mances of student compositions where possible.

Aural Skills Assessment

The ear training components of the text include opportunities for student practice and review. The an-
swers for these examples are found in the Appendix D: Answers fo Ear Traiming Exercises.
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Chapter 1

Notating Rhythm

Essential Terms and Symbols

double barline (| |) notehead

| flag phrase
: hook rest
- line rhythm
barline () measure stem
beam meter signature tempo
beat music tie (L ~)
dot () notation time signature
dotted note note traditional Western music

Music is sound and silence in time. If we impose further limits on what is and is not “music,” some eras,
cultures, or movements would inevitably be excluded. The clear, undulating tone of a Navajo flute, the
tinkling of a wind chime, the massed force of a symphony orchestra, the pulse of a rock combo—all of
these are pathways to musical expression.

Traditional Western Music

This text is about traditional Western music. In most cultures, music can be classified as “art” in which
intellectual engagement is the aim; “folk,” the documentation of life at a certain time and geographic
area; or “popular,” meaning music for entertainment.

These include such genres as gospel, musical theater, and top 40. When we use the term traditional
Western music in this text, we mean both “classical” music from about 1675 to 1875 (including many
great composers of the past like Bach, Mozart, and Beethoven) and also any music that continued
those same principles in later eras—regardless of style. “Traditional composer” then includes not only
European masters Joseph Haydn (1732-1809) and Johannes Brahms (1833-1897), but also ragtime
composer Scott Joplin (1868-1917), Mississippi blues artist Pinetop Perkins (1913-2011), Phantom of
the Opera composer Andrew Lloyd Webber (b. 1948), Ed Sheeran (b. 1991), and pop musician Michael
Jackson (1958-2009).

Notation

Throughout the history of Western music, composers have represented sounds with symbols—a pro-
cess we call notation. Western musical notation, in fact, is a written language. In most other cultures,
memorization and improvisation are central tools of the musician, but in the West, formal musical
training begins with a flexible but rather complex system of relatively precise notation. Our insistence
on exact notation explains, at least in part, why Western music sounds the way it does.

The Notation of Rhythm

Rhythm is the element of time in music and is measured in beats or their fractional parts. A beat is a
regular pulse like the heartbeat or the ticking of a clock. One of the duties of a modern conductor is to
outline those beats so that group members can perform their parts at exactly the right time. The rhythm
section of a contemporary jazz or pop group performs the same function.
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Note Values

A note is the basic symbol for sound and can be altered in a variety of ways to indicate length (or
duration). The largest single value in common use today is the whole note (o); other notes have fractional
relationships to the whole note and receive one-half its value, one-quarter its value, and so on.

The half note {.J} includes a vertical mark called a stem and an open notehead. It receives one-half
the value of a whole note. The quarter note {J], with both a stem and a solid notehead, occupies one-
quarter the time of a whole note.

stem —» -
-— Open solid
stem — r notehead notehead
Half Note Quarter Note

Examine the names, relative values, and shapes of the whole, half, and quarter notes.

o
Whaole Note

Z N

Half Motes |
One-Half the Yalue of Whole Note

7\ / N\

[T

(uarter Motes
Ome-Quarter the Value of Whole Mote

SETTING THE BEAT. We can use any rhythmic symbol to represent one beat, but once that decision
is made, other symbols relate as multiples or fractions. Listen to your heart beat or a clock ticking and
think of this pulse as a series of quarter or half notes. If the quarter note is the beat, for example, the
pulse can be represented by a series of quarter notes.

* Practice tapping the following example while keeping a steady beat.

s =1 beat

Tt rrrr

MNow practice tapping a steadf,f beat while listeni.ng to songs and cnmpnsiticms from various ZENIres

and performing artists.
Just as easily, we could represent our ticking clock with a half note. The music sounds the same
{because each half-note symbol represents one beat), vet the notation is different.

ﬁl=|.tf-'at

T 1




Notating Rhythm 3

TEMPO. The speed of the beat is known as the tempo. In Western music, the tempo usually remains
constant for a given passage, although it may change from one section to the next.! On the other hand,
we might dramatize the ending of a section by gradually slowing down (ritardando). If we set a tempo,
then gradually increase it, the effect is an acceleration (accelerando).

THE METRONOME. Since the early nineteenth century, the metronome, a device for measuring a
certain number of beats per minute, has given performers a more exact guide to the speed of the beat.
Rather than relying on the performer’s interpretation of general tempo indications, composers simply
write the letters M.M. (for Maelzel metronome) followed by a note value and the number of those notes
to be played in one minute. The letters M.M. are often omitted.

M.M. J = 132 M.M. 2 = 72 J = 100 J. = 60

Terms indicating tempi and their associated metronome markings

Italian Term Translation

Grave Very slow 40 or slower
Largo Very slow 40-60
Larghetto A little bit slowly 60-66
Adagio Slowly 66—76
Lento Slow 60-80
Andante A slightly slow walking speed 76-108
Moderato Moderate walking speed 108-120
Allegretto A little bit slower than allegro 120-126
Allegro Pretty fast 120-168
Vivace Lively and fast 120-140
Presto Very fast 168-200
Prestissimo Faster than presto 200-208

COMBINED NOTE VALUES. Musical phrases are constructed of longer and shorter note values. The re-
lationships among those values never change. If the quarter note is the beat, a half note receives two beats.

e Practice tapping the quarter note beat as you listen.

e Practice tapping the rhythm of the musical line as you listen.

. = 1 beat
rrr 11 1 rrroToT
i A S

The whole note adds a value of four beats to the musical mix.

Musical Line

J= 1 beat

Musical Line ET r r r F
: SRS

Quarter-note
Beat r r

T &
I T T T

[ T T T

-

I See Appendix B, Terms and Symbols of Tempo and Expression, on pages 413-414, for more information.
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Remember that we can choose any note value to represent one beat. Tap the excerpt again as you
follow this notation with a half-note beat. Here, the whole note receives two beats.

o =1 beal

'*‘ blusical Line l.'-" l.':

BN -
W
BN
W
B |
-

Half-note & g e J 2 . . 5 -
B 1 1 1 1 1 [ 1 T T T T 1 T I T
For class discussion or assignment: please do not remove these pages
REVIEW SET

Mote Values

A. Given the quarter note as the beat, provide the total value in beats for each line (2, 4, 9, and so on).

+= 1 beat

o F f PP A 5P F —
“rrEfr — trre —

rrrer — *rrrrrr —
e rr — "frrrrrr —

B. The half note is the beat in these lines. As before, compute the cumulative value in beats.

#= 1 beat

R — "I rT —
Lo P oo s gy —
*TPrrr® " rfe=— 777"
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Rest Values

Silence in music can be as important as sound. The symbols for silence are called rests and correspond
to the values of note symbols.

* The whole rest hangs below a line ().

e The half rest sits on top of the line (m).

® The quarter rest (}) is a combination of angles and curves.

Study the relationships among whole, half, and quarter rests shown in the next example.

Whole Rest
E E

Half Rests
One-Half of the Value of Whole Rest

SN N
¢

Quarter Rests
One-Quarter the Value of Whole Rest

The two phrases below include whole, half, and quarter notes as well as the corresponding rests.

e Practice tapping the quarter-note beat or the rhythm of the musical line with a partner.

J: | beat

&
=T S S S S S S S S S S

J = 1 beat
Musical Line E—g T l F f - T r g—r = Ii'l
e T T T T T T T T T

This passage has a half-note beat with the whole note and rest valued at two beats.

Musical Line

- - - S O S -

lebeat
T T T
e T T

Notice that as we read music from left to right, keeping our place in a complicated line can be dif-
ficult. A division called the barline, discussed in the next section, helps solve this problem.

Musical Line

- - - - S . -
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For class discussion or assignment: please do not remove these pages

REVIEW SET
Rest Values

A. Compute the total of note and rest values in each line.

. = 1 beat

Ldpp ot “rprrE e
2'rgr?3r 5'-rr'
PR STt

B. Compute the total beats in these lines with the half note valued as one beat.

J =1 beat

R o

Measures

Groups of notes that consist of a uniform number of beats (three beats, for example) are called
measures. Measures may contain any number of notes and any variety of rhythmic values as long as
the total number of beats is consistent. A vertical mark called a barline (|) precedes the first beat of each
measure; this symbol divides a musical line into segments that facilitate reading. With the quarter note
valued at one beat, for example, each measure in the next passage has three beats.

e — l bE:::lt

Three beats per measure

T

barline
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In comparison, the half note could receive the beat with two beats in each measure.

.= 1 beat Two beats per measure

T [ - ) [ T [

DOUBLE BARLINE. A double barline (||) indicates the end of a passage.

e

Iime Signatures

Instead of using words and note values to specify the beat and the number of beats in each measure
(as in the previous examples), composers use a time signature. A time or meter signature is a pair of
numbers that identifies the value set as one beat and the number of those beats in a measure.” The top
number indicates the number of beats (in our studies, this will be 2, 3, or 4). The bottom number stands
for a note value representing one beat (J = A 2 ).

4. O G A O G S SRR

Time Signatures

I T

In later exercises, we will build an understanding of time signatures and measures in several differ-
ent ways. For now, the next example shows complete measures in the three time signatures. The beat is

Yty

a quarter note in each case.

N O S S O S S o G O S
O G S A SN EE A s

If we use a half-note beat, the principle is the same; there are two, three, and four half notes per mea-
sure in the examples that follow. These lines would sound exactly like those in the previous example.

S (I S S S

2 Time signatures also convey crucial information about an intricate aspect of rhythmic performance called meter.
We will cover this topic in Chapters 4 and 7.
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Calligraphy
Note and Rest Values

Since the early 1990s, there has been a steady increase in the use of music notation software. Although computer
notation systems are readily available, composers, performers, and arrangers must still occasionally write music by
hand. We have included several sections on calligraphy in response to this need.

Note Values.

Noteheads are oval—not round. Stems extend down from the left or up from the right of the notehead. Try your hand
at calligraphy in the blank spaces next to the note examples.

Whole Notes

Half Notes
(Stems Down) (Stems Up)

f J r

Quarter Notes
(Stems Down)

r

Errors in calligraphy can result in unnecessary costs for studio time and wages. Avoid the following pitfalls, for

(Stems Up)

J '

example, in notating whole, half, and quarter notes.

|
aJ ] J eJ ar Je ./f |

Acceptable Notehead Notehead Stem Not Notehead Stem
Too Small Too Large Touching Too Round  Diagonal

Whole rests and half rests are simply blackened rectangles—about the same width as a notehead, but only half the
height. The whole rest hangs below the line; the half rest sits on top of the line.

—— — 1
Whole Half
Rest Rest

Make a quarter rest as an angular letter “Z” and add a curved tail.

X 7 7 i

Angular Add Quarter
Letter “Z” Tail Rest
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For class discussion or assignment: please do not remove these pages

REVIEW SET
Vieasures

Some of the measures in the following lines are complete; others are missing one or more beats. Study the time signature

to determine the number of beats in each measure and the type of note receiving one beat. Next, count the beats in each
measure. If necessary, add one note (whole, half, or quarter) in the blank space at the end of the measure. Each measure has
space for adding a note whether it is complete or incomplete (see the sample exercise).

Sample Exercise

Exercise Line

IS I NS P I E 6 N SN 5 B DN

Exercise Line Completed

R 15 I 41 1 0 0 5 O 8
A Vol A A

complete complete 1 beat complete 2 beat 2 beat complete 4 beat
missing missing missing missing

"t T | S e c—

B |
AN
B
—9
A

x o

R0 S

—0
I

Q

©
0
0
0

W
B

W
I

6-%F Ifr F- —© F —© 1

ey r—
prr—r—
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Smaller Rhythmic Values

In addition to quarter, half, and whole notes, composers also use notes with smaller values. A flag ( Y)is
a curved line added to a note stem that indicates a smaller value. An eighth note (D), for example, with
one-eighth the value of the whole note, has one flag; the sixteenth note () has one-sixteenth the value
of the whole note and includes two flags. Whether the stem direction is up or down, flags are always
affixed to the right side.

noteihead Eighth Note Sixteenth Note
b stem —» ‘ § <+ flags ﬁ
stem —» | ) D A
o f lag f
notehead

In the next example, notice the number of half, quarter, eighth, and sixteenth notes needed to equal
the value of one whole note.

Whole

- T
ENENENE
500000E0000000

SMALLER REST VALUES. Rests with values smaller than quarter rests have hooks () that are
attached to the left side of a slanted line. The eighth rest has one hook; the sixteenth rest has two.

L f

Eighth Rest Sixteenth Rest
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ﬁuuuﬂjwuuguﬁ

Beats: 172 112 1/2 1/4 1/4 1/2 1/2 1/2 1/2 1/4 1/4 1/2 1/4 1/4 1/2 1/2

ﬁrrrr*rrr ’

*%umgurWuuuﬁé

Beats: 1 12 uZ 1 1/4 1/4 1/72 1/2 1 1 /2 12 2 12 U2 1/2

”wrrrrrwrrrv

When the half note is the beat, the quarter note itself is a “smaller value” since it receives one-half
beat.

WWW

Beats: 1 1/2 12

”WF

I /2 12 1/4 1/4 1/2  1/4 1/4 1/2

B\
9
9
9

3 o L S e I _rr

Beats: 2 212 12 172 1 1/4 1/2 1 1

L R G S T

A Step Further

Larger and Smaller Note Values

While the note values we have discussed are sufficient for notating most music today, those who study more complicated music
will find considerable variety. The principle of adding flags or hooks to diminish a value, for example, has few limits. If we add a
third flag or hook, we have a thirty-second note or rest; a fourth flag or hook is a sixty-fourth.

T i

Thirty-Second Rest and Note Sixty-Fourth Rest and Note
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Although many composers avoid them today, even smaller values than the thirty-second and sixty-fourth notes can be found in
traditional Western art music. Likewise, composers today occasionally use an older value, called a breve, that has double the
value of a whole note. Two different forms of the breve are common.

= ol
Breve or Double Whole Note Breve or Double Whole Note

For class discussion or assignment: please do not remove these pages

REVIEW SET
Smaller Values

A. Compute the value of the notes and rests. The quarter note is the beat. Circle each complete beat unit. The first one is
done for you.

) " RN
gl T 1
R T

B. Inthese lines, the half note is the beat. The quarter note now receives half of a beat.

, = 1 beat

Lff P A O B
rrtrird prRrdc
foef T “rrrrire

Calligraphy
Eighths and Sixteenths

[n notating flags, composers and arrangers usually use a curved stroke of uniform thickness. We suggest that you begin
with the notehead, add the stem, then provide one or more flags.

Notehead Stem Flag Notehead Stem Flag

5 D
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The hooks for eighth and sixteenth rests are easier. Begin with the slanted line, then add the hook.

/ —/ / .

Slanted Line Hook Slanted Line Hooks

Use the space that follows to practice making eighth and sixteenth notes and rests.

Eighth Notes
(Stems Down) (Stems Up) JS

L

Sixteenth Notes
(Stems Down) (Stems Up)

g 'F |

Eighth Rests Sixteenth Rests

7 / r

Complete Building Skills 1-1 on page 19

The Dot

The dot () is employed to extend the value of a note or rest by one-half of its original value. If the half
note, for example, receives two beats, the dotted half note has the value of three beats.

J=1 beat
() . o
2 beats + 1 beat 3 beats

When the half note is the beat, the dotted half note receives one and a half beats—an increase in its
original value by hallf.

, =1 beat

S 3

[ beat + 5 beat 15 beats
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A dotted note is one that includes a dot. As we will discuss more fully in a later chapter, dotted
notes permit the composer to divide the beat into three, rather than two parts. The quarter note divides
into two eighth notes; the dotted quarter note divides into three eighth notes.

J J
[

The dot principle applies to rests as well as to notes. If the quarter note and the quarter rest receive
one beat, the dotted quarter rest has the value of one and a half beats.

« =1 beat
!+ 4
1 beat + 12 beat 112 beats

The Tie

While the dot increases the value of a single note or rest, the tie (- or ~) combines the values of two or
more notes of the same pitch (discussed in Chapter 2). If the quarter note receives the beat, for example,
a half note tied to a quarter note has a combined value of three beats.

[+ f C
2 beats 1 beat 3 beats

When the quarter note receives one beat, an eighth note tied to a quarter note receives one and a
half beats.

)+ f ) [
1/2 beat 1 beat 1 1/2 beats

Ties and dots are similar in some respects but different in others. While both symbols may extend
duration, ties allow us to combine note values or continue a single note across a barline. The dotted half
note in the first two examples is the same as a tie if there are three beats in a measure. With two beats in
a measure, however, the dotted half is a notational error. The last example shows the correct form with
a tie extending the value across the barline.

i drr o ir Ty




Notating Rhythm 15

For class discussion or assignment: please do not remove these pages

REVIEW SET
Dots anad lies

Compute the value of the notes and rests in the next lines. The quarter note is the beat.

S A rTrper
s fpptp T A G

L a2
“Ppppp [T "fpprre

Flags and Beams
In addition to flags, composers also group shorter values into beat units with beams. A beam is a thick,
horizontal or slanted bar that connects two or more note stems. Flags and beams are equivalent in
value. Eighth notes, for example, have one flag or one beam; sixteenth notes have two flags or two
beams.
. = 1 beat
Flags Beams Value

AR S A G A G

) hyy L e
AR B S S

The advantage of beaming is evident from the next example. While flags convey individual values,
beams identify beat groups. Notice how the four beats in each measure are easier to identify in the
beamed passage than in the flagged one.
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Flags

tp go0 0 ososor ool ppopr

Correct Beaming

te creeropecrccerle perr

Finally, the next example shows incorrect beaming. It is difficult to perform because the beat groups
are not properly identified.

Incorrect Beaming

dp terccrpce gl cerr |

In the second measure of the previous beamed example, notice that one flagged note is retained. A
beam is not correct here since it would connect notes on different beats.

e operor |
j r Incorrect r H

Beaming in Vocal Music
In vocal musig, it is customary to use an individual flagged note for a single syllable of text. When a
single syllable is sung over many notes, the notes are beamed together (or to the beat).

Una Voce Poco Fa
Gioachino Rossini

@ & o P o @ o & @ @ @
/ e —
se mi toc - ca - no dov’ e’1l mio
s e e
i N —— —
| o - . & &
— et el
“\_______‘__,,-

de - bo-1le, sa-rou-na % - pe - ra, sa . ro,
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For class discussion or assignment: please do not remove these pages

REVIEW SET
Beams and Flags

On the lower line, rewrite the flag notation using beams to identify beat groups. Be aware that not every flagged note in the
upper line should be converted to a beamed note.

Original

LAl DDy DDy DDDD S DHD) HDHD) ,

Revision

jJ DJ - \ | |
2 13- NAMD Y DDA DD AANAD DL, DOD)

1 I 1 1 |

3 1 1 1 |

Complete Building Skills 1-2 on page 21
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Building Skills 1-1

Note Values
A. For the given unit of beat, write one note that has the specified value.
J=1 beat
2 5 1 :
. =1 beat
) 2 : 1

B. For each time signature shown, indicate the number of beats in the measure and the note that receives

one beat.
Beats in measure Beats in measure
1. j 4. %
Note receiving one beat Note receiving one beat
Beats in measure Beats in measure
2. 2 5 Z
Note receiving one beat Note receiving one beat

Beats in measure Beats in measure
3 % 6. é

Note receiving one beat

Note receiving one beat

C. Use barlines to divide the following lines into measures.

I G S SN O S N SR O A

A S SESaaEasss st

3 5 S V8 G VR
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