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How to access the supplemental web resource

We are pleased to provide access to a web resource that supplements your text, Music
Fundamentals for Dance. This resource offers vocabulary lists, extended learning activities,
worksheets and answer keys, streaming music clips, and more.

Accessing the web resource is easy!
Follow these steps if you purchased a new book:

1. Visit www.HumanKinetics.com/MusicFundamentalsForDance.
2. Click the first edition link next to the book cover.

3. Click the Sign In link on the left or top of the page. If you do not have an
account with Human Kinetics, you will be prompted to create one.

4. If the online product you purchased does not appear in the Ancillary Items box
on the left of the page, click the Enter Key Code option in that box. Enter the
key code that is printed at the right, including all hyphens. Click
the Submit button to unlock your online product.

5. After you have entered your key code the first time, you will never have to
enter it again to access this product. Once unlocked, a link to your product will
permanently appear in the menu on the left. For future visits, all you need to
do is sign in to the textbook’s website and follow the link that appears in the
left menu!

Click the Need Help? button on the textbook’s website if you need assistance along
the way.
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Preface

Since prehlstory, whether dancing to their own vocalizations,
simple drumming, or a single instrument’s accompaniment, people have linked
movement to some form of music. To be successful in dancing to music, creat-
ing movement for a piece of music, or using music for dance classes, dancers,
choreographers, and teachers need to understand the fundamentals of music.

Many years ago | was among a group of dancers learning a choreographer’s
version of The Rite of Spring. Stravinsky’s complex music was not explained to
us. As we were learning the movement, we also had to memorize the music.
Had the répétiteurs been able to analyze the music and break it down into
sections, phrases, or counts (even if they were “dancer counts”), our task of
learning the movements and their timing with the music would have been so
much easier. Left to our own devices, we found that making an entrance at the
correct moment in the music became a nerve-racking group activity. Each time
we performed, we listened intently. The group’s success depended on what
seemed to be a nebulous understanding of the music.

More recently, | observed dance history students attempting to re-create a
baroque-era step pattern from the dance notation, which was shown below
the dance’s music. As they counted, they didn't realize that they were actually
counting in fives. The dance was supposed to be performed to a 3/4 meter.
Their attempt to re-create the step sequence would have been aided by an
understanding of music notation.

Because little training in music is offered in dance classes, dancers would
benefit from a text that explains the basics of music notation as well as the
elements of musical time, melody, texture, reading of scores, and form. Music
Fundamentals for Dance is such a resource. If you have more than a basic
understanding of music, this text provides information and exercises that will
further your proficiency. Additionally, the text serves as a reference for chore-
ographers, dance educators, and dancers who seek to become more informed
about the relationships between music and dance.
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Preface

There are many books about dance music or music appreciation; however,
after teaching the subject of music for dance, | realized that many basic and
requisite topics were missing from available texts. Furthermore, the texts that
were intended for dance students proved to be too advanced for most dance
students. Music Fundamentals for Dance is a synthesis of music and dance
concepts that is significant in its focus on student dancers, choreographers, and
teachers. It will complement classroom instruction and will provide a founda-
tion for further study.

Organization

Music Fundamentals for Dance begins with an introductory chapter on music
notation. Chapter 2 presents the fundamentals of musical time, including meter,
stress, and accent. The most important thing for both dancers and musicians
to know is how the other counts music so that they can collaborate effectively.
Chapter 3 explores melody in music and its application to dance composition.
Chapter 4 discusses musical texture, contrapuntal devices, and nonimitative
polyphony and how the similar concepts of texture in dance add depth and
richness to a composition. Chapter 5 discusses the elements of a music score,
introduces a variety of music scores and a brief history of each, and examines
the usefulness of a music score to dancers, choreographers, and teachers.
Chapter 6 presents musical form and structure, such as the introduction,
melody, sections of a work, and ending, and how each relates to the sections
in a dance composition. Included in this chapter are many classical elements
that composers and choreographers continue to use today.

If you are studying to become a dance educator, understanding and master-
ing the fundamentals of music are essential for two reasons. First, you will need
to know about selecting the appropriate prerecorded music for exercises in
classes. Second, you will need to know how to communicate with a musician
about the kind of music you require for exercises in your classes, such as the
meter and quality of the music. Developing the ability to provide varied music
will enable you to challenge and inspire your students. Educators and danc-
ers alike have experienced moments when the music elevates an exercise to
performance level through the synchronicity of the music and the movement.
In this way, this text provides the starting point for future dance educators.

Unique Features of This Book
and Web Resource

Each chapter provides opportunities for further study and for expanding and
adapting the topics and subtopics to each user’s level of expertise. At the
end of each chapter are practical applications suggesting individual and class



Preface

exercises, class activities, and group or
individual projects. Each chapter’s web
resource materials include a chapter
summary, glossary terms and defini-
tions, URLs, extended learning activities
for individuals and groups, and forms
or worksheets that will help to develop
your understanding of music theory.

Instructors’ choice of exercises and
practical experiences will, of course,
depend on their expertise and areas of
interest as well as on students’ levels of
understanding and accomplishment.

On the web resource, chapters have
the unique feature of actual music and
samples of lyrics, which provide oppor-
tunities for class discussion as well as
practice in the theories presented in a
unit. You will know when a sample of
music is available on the web resource
when you see the following symbol in
the margin (see figure 1).

Music Staff Paper

Worksheets and answer keys can be
found on the web resource.

Figure 1 Music logo that alerts you to music samples available on the web resource.

Summary

Let's get started on developing your understanding of music. Just like dance,
music has a language all its own. Both are nonverbal forms of communication.
Just as becoming an excellent dancer, choreographer, or teacher takes time,
learning the fundamentals of music takes time. But the rewards of your effort
will manifest in your dancing, your choreography, and your teaching. Make an
effort not only to read and understand each chapter’s material but also to apply
what you have read by completing the end-of-chapter exercises, listening to
suggested music examples, and using the chapters’ web resources. How much
you understand music and learn about music will be commensurate with your

effort and study.
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Basic Concepts
of Music
and Notation




usic is part of your craft. It is not to be
neglected any more than any other part. It is
not something you use per force, like a crutch
because you have only one leg. It is a leg.

Juli Nunlist,
Armerican composer and pianist (b. 1916)

Notation iS A combination of terms, symbols, and signs that enables
musicians to reproduce music as the composer wrote it and wishes it to be
heard. Even though musicians may not play the music in the exact manner
the composer intended, musicians can reproduce the sounds, dynamics, and
articulations relatively close to the composer’s intent. Musicians must study and
understand notation before being able to reproduce the sounds it represents.

In this way, music notation is similar to dance notation. A dance notator
(movement analyst or choreologist) must study dance notation in order to
reconstruct a dance work as closely as possible to the way the choreographer
originally created it. Similar to dance notation, reading music requires study
and practice in order to become proficient. Figure 1.1 contains excerpts of
music notation and dance notation. Upon studying figure 1.1b, note that the
Benesh movement notation corresponds to the number of staff lines and bars
in the music notation of figure 1.1a but obviously not in symbols. In figure
1.1¢, a Labanotation excerpt, the symbols are entirely different from the music
notation. Yet a dance notator would be able to translate the symbols into
movement performed with the music. From studying these illustrations, you
should be able to see that music notation symbols are as unique as movement
notation symbols.
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Figure 1.1 (a) A piano reduction of the first six measures of Tchaikovsky’s Lilac Fairy Variation
from the prologue of his score for the Petipa ballet The Sleeping Beauty, (b) Rhonda Ryman'’s
Benesh movement notation for the same six measures, and (c) the Labanotation excerpt.

(a) Reprinted from P. Tchaikovsky, 1890, La belle au bois dormant [The sleeping beauty] Op. é6. Piano score (New
York: The Tchaikovsky Foundation), 31. (b) Reprinted, by permission, of Rhonda Ryman. (c) Reprinted, by permission,
Dance Notation Bureau and Alfred Publishing Co, Inc.



Lilac Fairy Variation
"The Sleeping Beauty" Prologue

Choreography: Nureyev (1972) after Lopukhov,
as taught by Vanessa Harwood (ca. 1980)

Music: P. I. Tchaikovsky
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Variation 6 - THE LILAC FAIRY Prologue, Sleeping Beauty
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Music Fundamentals for Dance

Staffs

Symbols for musical pitches (or sounds), whether high, medium, or low, appear
on a horizontal grouping of five lines and the resulting four spaces between the
lines called a staff (see figure 1.2). Each line and each space has a letter name
that represents a certain pitch as established by the clef (see figures 1.3 and
1.4). Beginning music students learn mnemonic devices to help them remem-
ber the names of the lines and spaces in sequence. For the treble staff lines,
the mnemonic phrase is “every good boy does fine.” The letters assigned to
the treble staff spaces spell the word face. Similar to the treble staff, the bass
staff lines" mnemonic phrase is “good boys do fine always.” One of the several
mnemonic phrases for the bass staff spaces is “all cows eat grass.”

For pitches that are higher or lower than those represented by the staff's
five lines and four spaces, one or more ledger lines indicate higher and lower
pitches (see figure 1.5). Notice the use of ledger lines and consequent spaces
in figure 1.5.

Figure 1.2 A music staff.
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Figure 1.3 The treble staff.
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Figure 1.4 The bass staff.
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Figure 1.5 Examples of ledger lines.



