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Introduction

This answer book is designed to aid students, parents and
teachers in completing and checking the Blitz workbooks. You
may find that your answers are not exactly the same as those
printed in this book. As with all answer books, there are many
instances in which more than one answer is correct, however
only one possibility is shown. The variations in correct answers
can range from different octaves to different note or rhythm
combinations to subtle differences in translation from Italian to
English. This is particularly true of the harmony section, in
which there could be hundreds of variations of a correct

answer.

The melodies contained in this answer book may or may not
be given full marks by an examiner, as the assessment of
melodies is such a subjective thing. The answers written here

should be used as a guide rather than an actual answer.

The answers given in the history and set works sections are of
sufficient quality to achieve full marks in an exam. This does
not mean, however, that every possible fact is included!

Students are encouraged to research this topic widely.

For students marking their own work, it may be necessary to
check with a teacher from time to time to see if your answers

are simply a variation of a correct answer.

BLITZ Series Answer Book Grade 5 Musicianship ©2002 Samantha Coates
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Introduction To Form And History

- =

1. heder

You'll need to find out exactly what is meant by ‘lieder’ and how, who and where
it was written. It was a very significant part of music in the 18th and 19th
centuries, and was greatly influenced by the poetry of the time. Read about
different composers and styles: there was one particular composer of lieder
that stood out - find out who that was and focus on works from that composer.

2. At Song

When you research art song you'll find it's heavily linked to lieder. Try to
discover the differences and once again research different composers and
styles. Concentrate on art songs and their composers in the first half of the
20th century.

3. Chamber Music for Str'lngs

This is a vast topic so focus mainly on 18th century chamber music. You'll need
to understand the actual term ‘chamber music’ and be able to describe the
differences between it and other types of music such as orchestral music.
There were two particularly outstanding composers of this type of music, as
you'll find out when you start reading. Find out the basic structure of an 18th
century chamber work in terms of number of movements, key and tempo etc.

LA 8888 8 &4

REMEMBER: There s no sing le texthook that vill tell You evergﬂnng Jou need {0
knOu' (et Your ln)torma’twn from at least J Jfferent Places (discuss this with
jour teac'\er og cOUrse

L. Oxford COMOQmO/\ to Music - Putv( Schole s

2 A H\S\'of‘q oF Westkern Musie — C\r‘ou{'
). The Infernet




Lieder And Art Song

Y

* InLieder as opposed to Art Song the words are

German

Austrian
C. TItalian
D. English

*  The poems (words) were written
A. After the music
B. Af the same time as the music
@ Before the music

*  Schubert wrote...
Over 600 lieder
B. Over 6000 lieder
C. Over 60 lieder

*  The piano accompaniment is
A. Not as important as the vocal line
B. More important than the vocal line
@ Equally as important as the vocal line

*  The piano part fries to
A. Take over the voice
Describe what is happening in the poem
C. Keep a low profile

Name 3 composers of lieder other than Schubert and Mendelssohn

1. Franz
2. Brahms
3. Schumann

Here is a typical exam question: 'What is meant by the term ‘lieder'?'

- Act Song Wit ‘oodm of Geeman or Austcian ociain
« Music writtea fof Pre—zx;s’n’r\g ‘poe:\(‘g Hhat 'ms‘pire QOMfoSLr'S
. Acoomeqnimux’c Sets dhe 'scma[ove.rmll mood  of the poto

+ \loice and piano _afe of La\ua\ imgorhnc&

Name 3 composers of art song other than Ralph Vaughan Williams
1 Bm\'\)amin Britten

2. __Perec Warlock

3. Qogcr Quilter

What is meant by the term ‘art song? (Hint: your answer will be quite similar to the
lieder question above!)_A _composition wcilten to poetry other than Geeman o

Auskcian . The poren S musically ro,‘pmsu\kd hu o skilled comlooSu's creadion

J
of o Vocol line ond O\LLOMPOJ\'\MU\{' thok creates the mood ,0S el ag

pcoviding o satisfuing setting of the poem.
¥ J g J oJ N \

Lieder and Art Song are often composed using:
A.  Simple strophic form
B.  Modified strophic form

Through composed form

. Any of the above

The three vocal set works you are studying are all in the same form. Name this form
and describe it. _Modified stoophic form. Most of the verses ace

musieally similar (Pu"r\api with o Slm\/\‘*w Vacizd aCompaajment.

J J
wawu‘ Yece s dw\o\%mf\ from +\/\d\’r pal‘Jr-Lu ac_idea when the

mood or (deas ia the paten c,\/\om&z 5\31\1‘6(0(\‘“3 .

Describe what is meant by ‘through-composed’, and name an example of lieder in this
form. _A_dhcouon - COMOOSLd sonq dogs not retain o partrcular

{
Struchure . The wood oF the poem mauv _be eve(- dncmqmq whidn md\(\qs
eonskanl c\/\w\gt in_the musical sdh/\f\) Schubert's ‘T‘r\a \Iow\q NW\

& an QKOM‘OlQ of this,




The String Family

Name the four instruments in the string family, from smallest to largest:

1 Viplin

2 \Viola

3. Violoncello (or Ce((o>
4. _Double Bass

Try to listen to some recordings of string music; if you have access to
stringed instruments this will really help in your strings ‘research’.

Werite a brief description of stringed instruments here (you may even like

to include a diagram): ' —
S ——— Tunini
O J
res T 0 e 4
Sounds
_F o Oary bow
L‘\c?afﬁ( -
()
{7 holes for
Sow
6(‘|‘ IS
Chin LJ u \H&\
e

( . st
Viglia and Viola en!y)

S(:H\LL —_ \/
(Cello wndt boss only

*Now complete the table on the
following page. Also, take special note
of the 'Terms relating to string
playing' back in the Ttalian Terms
section!*

In’ceresﬁng fact

violin is the _fidd le.

The colloquial name for the

alto
g to
k%g -

lower than the
in the music

i

The viola is tuned a
violin. Tt uses the
clef to avoid havin

fifth

read lots of
e

stringed instrument that

uses the Jrelole.
bass

The cello is the only
_+enor and
clefs

The double bass is the

only instrument that has its

h

W

the music is written an

strings ftuned in

_ockave _ higher than it

sounds.

TUn"ngs (shou appropriate clegs)
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b

Fve - -

ge (shou aPPrOPriate clefs)
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Chamber Music for Strings

Read about and listen to 18th century chamber music as much as you canl There are
three main parts to its 'definition’

* The r{\usic is written for performance in a Small _vepue rather thana concert
hall

* There is usually only l player per part, in contrast fo orchestral music

* It is composed for a Sm all_ number of instruments, usually a maximum of 2 to

19 _players.

Write down the typical movement structure of a string quartet by Haydn or Mozart

Complete the following table:

Movf Kej form S _peetJ

[ Tonic Sonata Fast (‘Al\eq o)

[ DOMMGIﬁI Subdom. 6\f\ort1l’fcrv\ar3{ chrm«o‘-i Slows (‘ﬂo\q_gio')

H Tonic| Relakive Minuet v Tro Moderate

v Tonic Sonata / Rondo Fost ('Presto’)

The most popular type of string ensemble to write for in the 18th Century was:
A:  The string trio

Y/ The string quartet

@ ] C: The piano quartet

2. Name three other chamber works for strings, their composers and the instruments
for which they are written:

TjPical String Trio TJPical Str'lng (uartet ijical string Quintet

Lnstroments | Violin vidla | \!\1"0\'\‘\ I, \ \G"\‘“ Lot T,
iolin T, viola, toloe T ond T,
Uied cello cello Cello

Which stringed instrument never features in a string trio or quartet?
Answer: _Double. Bass

Name an example of each of the following, plus its composer:
1. String Trio _Trio for violin,: viola ~ cellg Composer: __f{a

2. String Quintet __ Quuintek O(‘a- \S Composer: Meadedssohn

Another typical exam question: ‘What is meant by the ferm ‘chamber music for
strings? __A_small engemble. made. either enkirely or MosH% of

ﬁ‘\m‘/\%uk ingkouments. One gayer par |oor+ cuswally € 4o 1O players .

Mosk ommon focan o{ chamber music for s&rir\gs: SJtr{r\S ql\AO\f“!'L{'.
Inkended foc pecformance wn a small veau

String quintets are usually made up of a string quartet plus an extra
Violin

B. Flute

{c.) viola

D. Cello (01\\3 outbimal(j)

E. CorD

F. Double bassQ— vy ocms{or\aﬂv '.)

Write a paragr'aph about 18th century chamber music for strings.
Hauo\v\ was *\r\e mosk prolikic weitee of dhambec pusic in the (g4l

work Ins’crUmenfs CON?OSEr

L | The *Dissonance quodd] Vo0 2 Visla, Callo Mozart
“the ‘Geoose. Fuque’ String quarkdk (as above) Beethoven

3. [Cacinet quintek Clacinet x string % 1t Mozacrt

DID YOU KNOW... that there are such things as chamber orchestras which have
several players per part, but not as many as full orchestras. In this sense the word

‘chamber’ just means ‘small’.
9

and, was kaowa os the ‘Fa’(\/\u of the %‘mr\q Quartd . The s%(u\f}
q\,«ar{'& wos e mosk poou\qr ansemble for w‘r\\()v\ do weike . Mozact also

wro’rt MO«\\:;J SJ«'I(\O\ OMQP*L‘rs Other Compos§urs, who wee Wil known {or

wr\)nr\:\) ety wms\g in the ( gt were Schubect ond Beedhoven .

10



Strings And Things

Name the four instruments that comprise a string quartet, and write a 'system’ for
this group with the key signature of D major.

_ D u

1. _ Violin | Ay
N’
J

, 04

2. Niolin 2 s
Y
J

3. Viole P
i1

4, CLHO \;1|'-

0y 1) b

I ¥ b )+ b Z1r T |
Ll 1V U LELAE /™ ISNT W A N A T 1
[ (4014 ™ N 4 B TV . — v 1 I h(V D ]
\:j’ LAl / A "Db LI "Ublv 1

The cello's full name is _\10oloncello . write its range here: &y —

i {1

~

(DIJ Jou vse 2 c'eE.s?) - \J

What is a harmonic? A soft  lute like note achivved by toudhing the shring \ightly,
ot 2¥hec % of ite lengtly (foc o note 1% gues lm‘ﬁ\mr} oc ot 4 woy point N \r\;\.j\,\u)

What is a mute? A_device that fits over 4he bridﬁn to softn the sound of the

What does ‘col legno’ mean? _With the bade of the bow | '|¢Sma' = wood)

sﬁrirxjg.

Name one solo work written for each of the four stringed instruments (P.S. A work
for violin and piano or violin and orchestra is considered a solo violin work).

Insfﬂlment Solo uork Composer
Violin Concecto in £ minol Meadel ssolhin
Niolo ‘D Schwoaendrgher’ Hindemith
Cello Concerto ia B minor Dvorak.

Doulole. ®ass he Blephent R ndomiy' | Saint- Saens
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Strings Search

-

<«

1.,/ Abbreviated term for plucking the strings.

2. , Italian term meaning ‘play with the mute’
v (2 words).

3i/ Effect achieved by lightly touching the
string at one half or one third of its
length.

4., Four stringed instruments playing
v together.
5\./ All string players need to do this before
they start playing.
6/ Device for tightening or loosening the
string while doing clue no. 5.

7./ Name this sign: E

8., Songs with descriptive piano

v accompaniment set to German or
Austrian poetry.

9.\/ Italian term meaning to play with the
bow.

10. The second movement of a string quartet
v is often in this key (Hint: first movement
in the tonic key).

=
o

11. This instrument is slightly larger than
v the violin and pitched a fifth lower.

12‘/ Double bass strings are tuned fo these
intervals.

13. Composer of lieder (not Schubert) (11
letters).

li}/ A form of art song or lieder based
on verses (Hint: can be 'simple or
‘modified’).

1§/Imlian word for extremely fast
staccato playing.

lél/S’rrings, woodwinds, brass and
percussion all together form one of
these.

17. ,Sul ponticello’ means to play on or near

‘/’rhis.

18. ,Composers of lieder and art song were
\/inspired by this.

19,/Home of the 2000 Olympics.

Y ENDY S

@TN

NF%
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Tiny Test

- ~
- -

1. Describe the function of the piano part in lieder and art song The ocLoMlpar\iMu\’(
Suplements the Voice , fef luh'r\j the spicit of the poem and i\(uskm&n\j
The meaning of the words. T+ can be simple  dramadic, oc both, and
Covers tacy music Rsoucte . T is always sk -sufficient and {uq‘uu\{\j
\gmvl&s inkerludes hebweon verses or even lines of words.

2. What is meant by ‘'strophic form’ in relation to lieder and art song? T his is a
formn skcuttured _around the Stanzas o& Q_Poey . There are two '}\J‘Qﬂ-s
of stcophic form (‘hroghe’ means verse ). 'S\MQ\L-S*roekfc’.Mmir\j
oll verces st to dhe some mMusic , and 'Modified - Shrophi ', meaning
That the musical s&’f\ir\g s varied for some stanzas. -

3. Fill in the following table giving details of the structure of a Mozart string quartet
in A major.

Mowt Kej form § ?eeé

| A Mmajor Sonata Fast
I\ D€ major  |Bimyffuvry ot Slow
L A [  minor | Minuet + Trio Mdderate
(V A major Londo [ Sonata rendo Fast

4. Name an example of lieder (other than your set works) in modified strophic form.

Name of work Gretthen af the S\p\'{w\\'/\q

Sd'\ulocf f“
wWhe |

Composer

5. For which stringed instrument are these the lowest open string tunings?

)
N

3
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Double Bass
(Bve Ioww)

The Melodic Minor Scale

—

s
< >

You've probably played a melodic minor scale on your instrument lots of times, so you
know that you must raise the 6 and It degrees of the scale on the way up,
and you must 10wer them both on the way down. The reason for doing this is to
get rid of the augmented 2nd between scale degrees 6 and 7, as it is a very awkward
interval to sing. We'll discuss this further when we do melody writing later on.

Try adding the correct accidentals to this scale:

01

A T " " - = |
| n WEdYJ = o 9O —Po—bo— il
\vy P @ Y = - g - ©O—¢y i |

S A A
Key:_C relodic minor These fuo notes will need to be qaised with  These tuo need to be louered on the vay
natural signs. doun uith _€lat signs.

Sometimes your melodic minor scale will need a double sharp on the way up, which can
make things a bit more tricky....

L 3\ P T
. 5 iy Ny ALY T RALY I
hali 3 - 3SR S NN > [ O W A - LLIE™ [ ] © 1
2 L LT e P [® ] ~7 . . A A . — £y <> 1§
1l 11;I|. r-d [ @] ~ N 7 A WY id — [ ) % |
Y i

Key: _A*;mﬂmiic minor These notes are already sharps in the Now, bow do ve louer them? A\ single _Sharp
ey signature, s0 they need to be calsed sign for each is Fine. Tt cancels out the double
with double sl\arPs. s!\arp!

HOT TIP: When flatten’lng a dowble s‘varp, S0me peoPle like to put @ natural sign LeEore
the s.warP sign like this: F=H=—= Yoy can do this 'IE You uant to, bot a 5Lar? on its

own uOrlsttlst as well... the natual sign Is OPUOnal. is,ls" "s"QI{I

Write the melodic minor scale * for one octave up and down

starting on the given nofe: * using accidentals

* mark the semitones with slurs (be carelul ~
the semitones Ea“ in J'lggerent spots on the vy downt)

Can you think of the three minor scales that use double sharps???
G¥, A¥ and D¥ minors "




Keys and Scales Scales for Strings

S
” .

-
-

1. Write the scale of D flat major

* Use a key signature \\'L * Use fenor clef and a key signature
* Use crotchets ﬁ)’iL * In crotchets

* Write one octave going up and then one octave going down * For two octaves going down

Write the scale of A sharp melodic minor

* Mark each semitone with a slur *  Mark the semitones

/\

L, EL e —~, \

7 U Vv 1 | S | 1 X 1] 1] 1 "

| 7 | 1 11 I ¥ 1 1 1

A Y v_ Vv LA S S | 1 1 ] 1 | |
— = =

2. Write the scale of G sharp melodic minor for VIOLA

* Complete the scale with a double bar line

Write the melodic minor scale that starts on the given note * Use the appropriate clef
* For one octave going down and then one octave going up again ) d/ * For one octave going up and then back down
* Use accidentals 17 \ * Use minims
* Mark the fones ,rg\ - . O o { i | '
* Complete the scale with a double bar line . T —¢—a—F—
T L (ol &7 = ! 1 L] - L] l‘ } A fo i
9 : 7 t } ! Y " n L . . .
b —1— 1} ! i 3. Write the harmonic minor scale with the given key signature
= P by po it i gen ey =19
Yhz & R o — R € b * Use minims

N

* For two octaves ascending
* Write it for Cello (Hint: keep within the cello range...)

Write the harmonic minor scale with the key signature of seven flats
* Use a key signature and write in semibreves
* For two octaves going up

* Mark the semitones , )?

* Complete the scale with a double bar line

1 &) o o -
I~ YO | oD ~ v
7 3 e O — SN >~
V P ] (@] 7 L.
v =7
Name the two keys represented by each of these key signatures o s———— A g
oyt ——— S B
(" 2 5P
) P : F
1. _F sharp major 1 G $at major Minor: __E flat G _sharp A sharp G
2. _D_sharp minor 2. _E €laf minor

Noflce tLe Jlgerenf Paiiern
» Lear Jour Ixej s'lgnatwes easih uith the Blit; Key Signa’cure Table! « Jorshrp nthe o !
15
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Melody Writing

- .
<

The thing about writing melodies in Grade 5 is that it's a combination of the skills
we've learnt in Grades 3 and 4. So first let's have a go at revising those skills...

1. Mark the accenfts in the following couplet, then write a suitable rhythm in the time
signature of your choice. Remember to space the words clearly under the notes, and
to hyphenate words of more than one syllable.

(Yoo may also uant to revise the r‘\jﬂ\m uriting tips in the Grade 3 BlitzBook)

Hummingbirds flutter with grace round the field
The place so serene with such beauty to yield

Groov‘j Quidelines:
* Rhythmsin % , 3
* Rhythms in  or § will be 4 bars long

or 3 will be 3 bars long

k] e ) 1 I f I M i —1 P ] i — 1 n 1
o] i — i — Nt 1T+ i = i f —
m I —  —— N I S WA I S B | i — { | —
e — - [ — LN " S— — — L ; _J— —_—
Wam - miny - birde  flat -4 it qrace” the field  The f[uc& S0 se -~

; = = S— pey — T

1 W — —— —— T — — It
e e R S . e i

fend Wwih sudh  hertl — -\5 4o d\'n.\d

2. Use your rhythm to compose a melody. This is your first attempt so don't worry
if you feel a bit rusty! At this point it's probably a good idea fo revise the melody
writing tips in the Grade 3 and Grade 4 BlitzBooks.

(Remember that Jou are witing a me]cJJ with vords. Trj not {o hae any avkuard leaps and !‘“P it to a range of no more than
an Oc{,ave anJ a 'ﬁlg

/ — LTI ~
Vil [} | )| 1 | 8 - 1 1 | 1 | 1 | [ AY
%_b#ﬁﬁ__‘_‘! | [ y ) a T o [ i | 1 \‘ ?
yrg—t L e =
U uuM/MEAj bidds  €loX -t widw grace rovnd dhe {iold The,
[ N T

e I S ———— e
Gt -

() ?\au. ¢o  Se - rulg, with Sudh buw\—‘\v J-}Z_ «d\'ud

Right! Now that you've done some revision, we'll start refining our skills in writing
melodies to couplets, starting with analysing a reasonably good one...

17

Here is one possible setting of the couplet on the previous page:

Hum - ming birds flut - ter with__  grace round_ the field The__
I = T —— — 1
| d { { 1 I { I ”
i — ‘
- rene with  such beau - ty to yield

ﬂwings to Notice

* The key is F majoC , Which is a great choice for pleasant 'pastoral’ subjects

* The melody reaches chord _\_ at the halfway point, which is a good idea, and also
happens to be something we've practised in previous grades

*  The treatment of the word 'flutter’ is a great example of word painting. Always
try to compose a rhythm that suits the natural flow of the words .

* The melody has a nice shape with no awkward leaps. This is very important - make
sure your melody does not hover around the same five or six notes and try to keep
within a particular vocal range e.g. soprano.

* It has a good mixture of chordal movement and pass ir\g notes.

* Sensitive phrasing has been added. In this case two short phrases followed by a
long phrase works really well. If you are in doubt about where to mark phrases,
you can either follow the punctuation in the poetry, or if there is none simply
mark one phrase every 2 or 4 bars.

OK, now here is an example of what NOT to do, with points i) - viii) set out on the
next page...

See i) See i See iii)
HA" " r—— | ¥ ) ¥
p" A » W— I [ — n T  — f ]
1 -~ — ! i - , | - - ]
T I I 1 I | — gl 1
1 I | I - et 1
Y, rF—e o —3 » ’ .
Hum - ming birds flut - ter with grace  'round  the field The
See iv) See vil)
\ See v) See vi) ee Vi
H PN & & |
> 4 | Py - |
| EEE———me— — i
T I I m— i 1 i
place so ser - ene with  such  beau - ty to yield

18




of 2.
ii) Repeated notes hold up the flow of the melody.
iii) The rhythm here is very bor‘i(\g .

iv) On aword like 'serene’ it's probably not a good idea to suddenly have semiquavers! In our heads
B.  Out loud while humming in the exam

i) The choice of A minor is not appropriate here, nor is a march-like time signature A" Abou.'. Me|ody Wr.i.i.ing

Y

1. When writing a melody we should be able to hear it:

v) The range of the melody extends too _high . In fact A major and A minor
are not good keys for melody writing as Ttere is only one 'A' that falls inside a C. Only by playing it on the piano
soprano vocal range.

vi) Always avoid the awkward interval of an augmented 2nd in minor melodies. Use 2. The rhythm should:
the melodic  form of the minor scale. '

vii) The descending passage at the end is a bit of an anti-climax considering the
words, and the accents are awkward here, e.g. ’

A. Be composed before the melody
B. Demonstrate incredible creativity
Suit the words

C.
J ] D does not work as well as J\_/] n Aand C

beau - ty to___ beau - ty to
(Trj to 3'lve sma“ uorés hlxe (to‘, (a‘ anJ (ﬂ\e) sma“er note valves) 3. If the poem is a sad we should use:
viii) A general observation.. there is no phrasing anywhere to be seen @ A. A major key
@ A minor key
L8 8888888 & ¢ C An ostinato
Phew! Now that you have analysed a couple of different ways of doing that couplet, 4. To provide rhythmic interest we can use:

have a go at writing your own melody to this couplet: _
A. Extra notes for single syilables

NV Where the tracks are hard and dreary, the tracks are long and dry, B. Dotted rhythms

N The tropic sun is beating down from out a cloudless sky. C. Ties
'Tuentg Tuo' Any of the above
Q4 = — r\/"\ g
A ; 7] 1 | 1@ H { 1 { 11 — ] | 1 ]
Py Y 1 L4 ] I 1 . v '

B L S M — / | . | ——J— 5. To create a nice 'shape’ we can:

\_) Whece the +rm\m hard and drao-vy | the +r:qu~. lo:\o and df‘:,, The A. Have lots of repeated notes

{4 ~ = == o I : Let the melody explore a range of about 1- 1 } octaves
—f——d—J L o s e — 1 I C. Have big leaps

DV tro-pic sun s beat g Joon from  ouk : clowd Tless skd.

Cheek List:

Kecy suits mood of poem 7] (ood mix OE chord jurps and passing
Accents fa” nice(lf in rkyf‘\m Kf notes ]

REMEMBER: The best, uay to aPProacL NEIOJJ urif'lng is to write the
r’gﬂ\m )[irst — this ensures Jou)ve got all the accents in the r'lc(;'\t
Words well spaced n b notes No aukuard leaps 7 Places. Ym: should L}oPeEu”y end p ith either U or B Lars, as this
Nice 5LaPe and range o] P‘srasing written in [ uill sound ‘balanced'.
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Creative Couplets

-
=

-

Here are a few couplets for you to set to music. Compose a rhythm first, decide on
a nice chord progression, then write the melody. Don't forget to add phrasing, and
perhaps even an expression marking or two if you wish!

1. I wish that I was wealthy, I wish that I could fly
Away to far off places, to mountain tops so high.
(raeme Watt
2. When it comes to shearing, a lotta tales are spun,
Some boasting is in earnest and some of it's in fun.
Anon
3. I'm the monarch of valley, and hill, and plain, TITR
And the king of this golden land. ‘ot
ﬂmmas E Spi‘.ncer
4, Across a strip of pasture land, when washing day is fine
I sometimes watch my neighbour's wife hang garments on the line.
W Gordon
5. The little fairy penguin who zooms about the ocean,
On terra firma travels with an awkward waddling motion.
Jin Hajnes
6. I live in the shades where the honey-bells grow.
I sing in the sunlight; I sleep in the snow.
Charles Souter
7. No drums were beat, no frumpets blared, the day they marched away:;

Their wives and sweethearts watched them go and none would bid them stay!

Charles Souter

for extra Pracﬁcet MaLe ”P two or more melodies gor eac‘v couPlet!
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The Four Principal Cadences In Music

o

«

A

6 e of (adence Chords Used
L|® Pecfect J-1
L Limpecfect Anything - I
J. P\ogal N-13
1. Interrypted V-4

You may find you are not familiar with writing a plagal cadence. That's the one that is
mainly used to end church music. Here are the three steps to follow: g

*  The bass sings the _root _ of the chords
*  One part will sing the note in _C.ommaon
*  Other two parts step _down_

Write plagal cadences in the following keys using minims:

Qﬁg ] | H )
1 7 gV [@
y AN A é
(& (@) = o V2
N34 ] e 34 24 o
() ll 1 ®
" Q J
v ; O T
% i ro) Y vt —o |
i f y_4 i I — =
had " v 17 b 1 pd
E major B flat minor

4 part vocal style Pianoforte style

You might also be a bit rusty with vocal style (which is understandable as we haven't
used it since grade 3!) Make sure you revise the following things with your teacher:

Range for each voice

The BlitzBook og HarmOnj Rules' tell; Jou evergﬂwing Jou need
to know abost Eow part l\armonj!

Rules for spacing
Rules for stems

Write the following cadences in 4-part vocal style:

A1 i—.=7| a—! :‘;-mﬁ- o)
 fan V4 2o 74 4 ML 14
AN (@] 3 Py il [@)
© © = Q
L I - i 8 s
Z [o] | Y L4 B,
74 v U G A 4 o
O Al o A
Perfect in F major Imperfect in A flat major Interrupted in B major
22



Write the following chords in root position and first inversion according to these
major key signatures (use vocal style - in fact, we ONLY use vocal style in Grade 5!):

First Inversion Chords( fu s

- -

(4t
Up until now, we have been writing reot poesition chords in four-part vocal or pianoforte s — 2 - -
style, because we have always given the bass the root. But if we give the bass the o ~ S © =2 = = & =
THIRD of the chord to sing or play, the chord will be in ficst inversion 1 (Ho exciting) o
Xy ﬁ 0 8 hoed & O paY [®)] (o)
halll XN J¥NAE . ko] ~ <J
Z % 2] (o] -7 [@)
Fifth ©
= s I I6 v V6 I 116 VI VI6
Root
p* Al lr) 5 Py ©
Look at these first inversion chords in € major: 'C’“yb —0 o ro) & ; © ) -
1, 2. 3, 4, 5. | 6. ® - | = | °
A 2 j z 2 o S Y - 2 5 : © =
14 & =] ! 5P & & 5 e
U I ‘f’ = T f vV 1’ ['8) ~
d | d | I Ib IV IVb n m VI VIb
)y & g & & Z :
—4 ! ] ! ! i ] Due to the fact that cadences usually contain root position chords, they sound great
i | ¥ 1 I I y p y 9

when preceded by a _ficst inversion chord. There are no set 'steps’ to follow
here... all you have to do is make sure there are no consecutive Sths or _Rwves .

Chord II® sounds excellent before chord V. When using chord II or 116, you can
double the root, third or fifth of the chord - it's very versatile! Just do whatever
works out the best for your vocal parts.

(D.S. Chord IT s a minor chord in major lxejs, and Jovuing a inor third sounds rea“j 3004)

Tlﬂngs to notice
* The bass has the _3cd__ of the chord, not the root

* Inexamples1,4,5 &6 the 100t _is doubled

* TInexamples 2 & 3 the 54l is doubled (we haven't done this before, but it is
quite a good option - more about this later)

* The 3rd_ of the chord is never doubled - that's because this is a MAJOR chord

Now try all of these chords progressions:

and you must not double a major third (more about this later, too). 04 ' ; ol ,hlu J J | O 4 4 :! .| |
= P&
o . 6 . . P 0y, ' ] ' DY) I | |
First inversion chords are also called 3 chords, because of the intervals in the chord: J_ |
4 4 d + 4 . S
LD I S b= P 1 )i h—p P
9 [ © IEY J_n_]ﬁ lP O - b lI lI 1 - % r f r
& o T & s Mk ' ' I
AD—ag—mrgt6h ©
v s e m v I m v VI IV6 vV VI
Root position 1st inversion 2nd inversion
Q D [ | o ] J | Hat, | | |
d p* A :’ [l (’4 o H LT i =l [o]
r . L 6 . (252 a 1es > .« i— 5
So chord I in first inversion is known as chord I3 , but usually the three is ieft out 57 ~ —F S f P 3 T.-—_F 4
and it's called I6. Another way to name it is chord Ib. We're going to get used to \ -J- ‘ l !
both of these names throughout this book! N c:l _— J - - -é- :J A
P.S. Check out the intervals in the second inversion chord... this means we'll see the Z 'b‘"}, - s D 7 £ 7 .”ﬁﬂg — }o
numbers ‘§ * after a chord number (eg. I$) to indicate 2nd inversion! It's also called Ic. [ ‘ l
Ié v v 1I ve Vv e v I
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Chord I$ (or Ic)

This is a very special chord as it is in SQCQQd inversion, which means the _S5th

-

of the chord is in the bass. Sl
Quick revision: ‘B’ next 1o the chord number means ficst  imersion gfﬁ
R neat to the chord munber means SeCond  inversion AW N */
ll \ ‘y‘( ]+ S
= ~
Write a € major chord in 4-part vocal style in the following positions:
o
Q) A4
o =
4 ': (@) 3 [»)
2 (@)
I 16 I3

(dovble the root) (dosble the root)  (dosble the TITH uhich is the bass note)

In‘rer‘eshngly, chor'd 1% is not actually supposed to exist on its own at alll It is known
as the 'Cadential § ' because the main function of chord 1§ is to lead to chord _\V/__,
forming an imgec{ect cadence. This sounds great because chord I3 and chord V have
the same bass notel Play this cadence or get someone to play it for you:

») 4+ | |
y i = }
[ £ an = 7
D}

fl i
4 XX.J 7 ’J
yF L] = Pt
< = =
[ i
6
I4 v

Notice how chord I§ sounds like it 'needs’ to go To chord V... as though it's creating
suspense by having the same bass note but delaying the sound of the dominant chord.
For this reason, chord I3 MUST fall on a strong beat (or at least a stronger beat
than chord V1), to give a sense of leaning towards chord V.,

Other ﬂ»ings to Notice
* In chord I«? above, the 5*\4 is doubled, but in chord V the root is doubled.

* In the tenor part, the fonic s going to the Sm&in\; adte (as usual)

* The _alto  part is doubling the bass part, but since both parts are staying on
the same note this is NOT regarded as consecutive __gves

25

Here's another example of the 'Cadential §' progression. The bass notes here are an

octave apart - this sounds REALLY good...

0H | |
o b'} . — . S You)ye go'lns to a‘H
K—4— 77
v I | © anO{‘\er c'\wc} Lere ina
— é ;} o moment!
i YA T
7 5 5
VT F e
1% v

Which note is doubled in chord I8 2 g4

Which note is doubled in chord V? oot

There are two ‘parts’ staying on F in each chord. Is this OK? Yes
Is the tonic going to the leading note? _Yo S

Does chord Ii‘; fall on a strong beat? Mes

* % % % »

OK, now it's time for you to add chord I in the last bar, to make a fguitd cadence
WARNING: The top part has (sv?ertonic—tonic), 50 be very carefuu {revise Jour grac’e 4 5ﬁuﬁ)

Write I3 - V cadences in vocal style under these melody notes (all major except no.1):

Os | | H 1 1 ] w i | J ]

W &0 | i o 17 1 | o w il I 1] o - 7

y 4 U A | g b | | = y 4\ Ti 7 P V AWCY

(T - hixe) (- b | & on YRA) . | Fan Wl &)

ARV kgl S 0. ANSY4 Fay =y ANRY4 I V

[Y) f? —]9- () r r’ ) T r o) | ]
L [ ] D 4 4
o o ) O | I ] Pl P4 X . 2 ~ (o) 6 \*

el ~ hdl LNV ] = Jo oL [ 9] Fa] Jot

2z 1L VAR O o Z 1L ] H 2 h [2]
8 T S — R

Fr

Work out whether the following cadential g progressions are for major or minor keys
(also in vocal style): A

b 930 - Pt
T o H—FF £ - e —y——

) (i ) _I.I_JIL | ) t P
g —tt— [l P
j:bg};?_z:‘]i y ) Z e i VA 1 P — o)
I I | I hu ol i T

— 1 — i
VoI % v v I3 VoI

DID YOU KNOW... There are other functions for chord I3 - that's right! But for now
we're only using it at cadence points i.e. when following it with chord V!
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Cadential § Checklist

-
- -

'Cadential’ means at a adence point.

A chord with ‘3" after it is in root position/first inversion/clrcle
4

ﬁl\e correct ansuer).

(=
>

Ig MUST be followed by chord VII /@/ 116 (circle correct ansuer).
The f\&‘(\r\ of the chord must be doubled, not the rOO{'

* Draw chord I3 of C major here (in bar 2).

o =
y AW hd [»] & (=]
Fan Y ~
ANSY4 PN
o © © ©
o
_'. a4 [®] O o}
Z (@]

[}
[0}

O

Chord Ig must fall on a/weaker beat than chord V (cicle correct anser).

The Tonic must go the \u\A\'r\S note .

True or False (circ]e correct ansuer)l
1. One of the upper parts will double the bass part @/False.
2. This doubling creates consecutive octaves Tr'ue

Now draw chord V immediately after chord Ig above, then chord I at the end.

T4 sounds great when approached by step in the bass. This could be done with
chords _1(°_, IV, _u_‘; or _\I, but it's actually chord II6 that sounds the best.
Now draw chord II® in the first bar (before chord Iﬁ) - be sure to avoid
consecutive Bths and 8ves.

You should now have the chord progression ﬂi - _ﬁ_ -_\/ - _l . Imagine this
is the 'best chord progression in the world’ and use it whenever you can. You could
also have chord VI on the end instead of chord I, forming an iﬂ’m{‘m&d cadence.
Try this here in F major.

)
p
{7sb = o) =
AN ~ ) > [ )
Q) A\
£ = - o
- L
Zr—=s a) o o
16 i v VI
27
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Let's Practise

~
”

In both the following melodies there are opportunities to use I3 - V at the cadence
points.

Handy Hint I: at the middle cadence, you will probably use II6 - I8 - Vor I4 - V- VI,

Handy Hint II: the final cadence will usually be T4 - V - I but watch out for a
‘supertonic-tonic’ ending!

Qﬁuﬁol ﬁ | ; = ]| | ! | il
7\ Hof [ _—- I [ 4 i & GI f gl ‘Jl
L I I
* Y | _ .l 'A‘ J
L 3 ¥ £ & £ IP # F £ F

f ( ‘ l | i i 1 ! '
[ 1
0 & | J | | | ! ] , |
g — — - ® o i f ]
oy - D g -2
o P— [T
Fn O A‘ J _A-
S = -
1 I ) # # P | IP re]
Y | } ] I I T l
0O , | , f . 1
A e e e
%Ht‘r_—_bj—‘“ *— T'],j'
2' pa— ) Pa— £ = .‘ J c!
=== ===
| ' =ttt
9.;; ; e | ! | ! - T l
eSS SS S s = Ss==
r r OO
i

~

- ;
RS

-0

-0

Now, just for fun, harmonise the first note in each example. If there is an anacrusis,
you will often need to harmonise it with chord V or V6 - check the melody notel!
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These melodies MAY or MAY NOT have o

analyse the melody notes and decide whicﬁ chords will sound good.
Harmonise the first chord and the cadence points in each... and remember that you

can't use chord I3 on a weak beat.

portunities for I3 - V. You will need to

1
g e — =
e
N | — | el
o= . e e e ;
— T
0 , | | | | | — !
e e
) F . [
o S d ) 1
A e R ’ -
| ' ~— 1 { 1 P
Moderato , ,
Wﬁ e
e
) * P *
2. T X 1 | 5 G AP Lg
¥ K3 Tl 4 —
iﬁH:"——B‘—E.—T—m 3 ?‘! I ; I
5] | I | . | l
A =c f
F== f’ i
. Py A J A-
T —3 T F F -
| l { ¥ N ~J T ]
| —
01 s e B f— [~
B P e e e e
e e i ™ ——— " T— 7
o2 f
51 T
P e S == s
v = =3 \ | ¥ l' !' I I
NI S N B
@_&J’:bt,ij'_.l P — < — &
0y, ! f \
e | ) - -A_ J A
! e T |

Find the answers to each clue on the opposite page. Once you have filled them all in,

Puzzle

.

<

=

you will discover the thing you must always do when using chord ..

i

The ﬁnsuer is: Always double The €€t

RIAII[s[E
‘Llo|wlE|R
vialolalrlalulwl i Tel i [am] s
NEERENEENENENE
o[N[eleL]alY][E]R
si1 | x[s]H|AIR|P|S
1B RENENEEE
1lolL[olnlclelL|L]o
Elolule|T[H]S
‘Ble|F|o|R|E
‘AlLlT]o
™M1 INJo|RIKIE[Y
lirls[Tl1INVIE]R]S]T
HlA|Y[D|N
clalpleln|T] AL
SHERE
lilzlzlilclalT]oO
Flo|L|K|s|o|N|G
olelr]ele]c [Tlc|alD[e|N]C|E
slcr]ulele|r|T
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Clues

- 2
“* -

1. In a melodic minor scale, you must _raise  the sixth and seventh
notes on the way up.

A well-known composer of art song.

This is equally as important as the vocal line in art song and lieder.
In chamber music, there is generally only _one plager per part.
The key signature of D sharp minor has _six _sharps.

You must always take care to ‘protect’ this note in melody writing.

©® No Ok

The only stringed instrument that uses treble, alto and fenor clefs
(full name).

9. The double bass is different to the other strings because its strings
are tuned in fourths.

10. In lieder and art song, the words were written before the music was
written.

11. Viola uses this clef.

12. If the given couplet for your melody has a sad or ominous tone,
consider using a _minoc _key

13. If the third of the chord is in the bass, the position of the chord is
fi[gt inversion .

14.'Father’ of the string quartet.

15. When using chord I4 at a cadence point, its called the cadential §.

16. The viola is tuned a __£ifin lower than the violin.

17. An Italian word for plucking the strings.

18. We don't have to memorise any of these for 5th grade!
19. Avoid having one of these in the middle of your har'mony example.
20.This person wrote over 600 lieder.

31

In a melodic minor scale, you must _lower them both on the way down.

-

Adding a Good Bass Line

-

.
-

Here are the 2 most important things to remember when doing a harmony example in

the exam:

1. Do the cadences FIRST (which we've been practising)

2. Add the BASS LINE to the rest (ak.a. "add an appropriate harmonic bass" - how
formal)

REPU’\T Do NOT just start from the first bar, do the cadences first!

Right, now that's sorted out, how do we add a bass line?

/—\
| | ! . . ! | | |
o 2, il ] I t ! —& 2,
— — & o — - » —
L1 1 4 1 =1 I
Cadence Cadence f Cadence
V-ViI V-V V-1
) | 7 7 P 7 1 \
. o 17 /I P l’ \\ \‘
Ll i f // 7 \\ \

These two
notes belong o
chord I, so it's
nice fo start
off withI - Ib

This note belongs fo
chords IT, IV and VI,
but since we just had
chord VI, we won't use
that. It could also be
116 or IV6 - oh dear!

The 65 come from
chords T and V, Ib
and Vb. We can't
use chord V though
because it is in the
cadencel

ARARGHH!

As you can see, it's rather tricky fo choose a bass linel
There are lots of possibilities for each note.

/ Same options
as before. This note comes from

Chord I won't be
possible either
because that would
make consecutive 5ths
after chord VI in the
cadence.

The worksheet on the next page will help you get used to
the fact that there are many different bass notes which
can sound nice under a single melody note. Try it before

you go on to page 34...

32

chord II: remember
that II6 -V -Tisa
very nice cadence.



Choose bass notes for each of the following melody notes. Each bass note should
represent a different chord/inversion of a chord, and you must write the correct
chord number underneath the bass note. Use only root position and first inversion

chords on this worksheet, and remember to write the figure '6" for first inversion

chords. (Also, don't use chords III or VII)
All of the following examples are in major keys, and the given melody note is not

always the tonic!

0

P 4

17

N

1
.
i

o)

V]

=y
e

9

¢

ef

Here is one possible solution to the example on page 32:

/|-—I\| } X n ] i | i
g —— e o

g 5 # . -

[A I e Fr

. 2 g2 L
%—‘P = —t— = e ~ =
I 1 1 i I 1 | ! 1 7K

] 1 U I ] I ' ! I I i
I I8V V1 1\Y 16 A% VI 16 vV I \V I
| S Cnygd

Contrary motion Bass and soprano The other Look! Use a

works well; if's
also good to
‘establish the

are moving in 3rds,

this will sound
great

possibility here
would be V6-VIé-
II5. but a string

minim instead
of a repeated
bass notel

0]

(@ ]

(@ ]

<y

(@]

(@

(@ ]

(® ]

[ @ ]

[® )

me

o

)

o)

)

(1)

'ﬂ_b

YOU can‘f use c'\Or(} Ig '\ere...

NLJ not? Because
Can't double &
M«xjor 3cd

o

of § chords can be
weak.

TOP TIPS: Whatever chords you decide to use, the Eo“o»flng bints can be Felpful:
% * Ié the root of the chord is in the melody, use the Jrd of the chord i the

ass ()['lrs’c inversion)

* IE the Hv'lrJ OE the c'\or(} is in the melot}y, se the root n the bass (roof
Now see how you go with this melody. Harmonise the first note and the notes under

Pos'lt'lon)
the brackets, then add a bass line to the rest.

tonic’

1 —
‘ O+ ! T #HJ u——d]_w | | 5%
T < —
— b L
Sai i Tt &
‘ | ‘ ! TYOU can't use cgord I&‘ oo r I
CHECHLIST: . by ol?

Dass moves in contrary motion to 50prano uhere POss'lHe o
Nice mixture of root position and E’Irst inversion chords [
RePeateJ meloJJ notes haye J'lfgerenf Lamonj rd
SUPerfOnic ~ Tonic ent}'lng noticed (!) &

Consecutive Dths and Bies avoided 7

* Now go back to pages 28 and 29 and try adding the bass lines to those melodies! %
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Harmony Hints Other 4-Part Harmony Rules Vil si?

>l =
-~ > -«

* Be careful when harmonising the first chord, as it may be an anacrusis - this will
probably mean you should use chord V or Vo,

b
* If you use VO anywhere in your harmony example, it MUST lead to chord | [or Vi )
(because the lQQdil\3 note. _ must always go to the tonic ).

The alto and tenor parts must not ‘cross-over’ e.g.

O

The alto is singing lower than the tenor! Usually it
works to simply switch these around, but it MIGHT

4—_—
* Chord VII must also lead to chord _! _ - however chord VII can be followed by : affect other things in your harmony example, so be
VIIb, then I (discuss the use of chord VII with your teacher). % careful. e

* The aim is to show how clever you are at using chord Ig, but ONLY if you can (it GO
follow it with chord V! Voices must also not ‘overlap’, e.g. ‘

*  Think carefully before choosing I-V or Ib-V ... if you are using these chord
progressions you might be missing an opportunity to use Ic - V.

* Don't forget: you must use chord Ic ona Sfcoang beat than chord V:

The bass has overlapped by singing a higher note
than the fenor was singing the note before.

hes

O | | H [ | O p— | |
GE==— W =S W == o Gdles
Ic v IIb Ic V v I v * Don't use the same harmony over a bar line, or from a weak beat to a strong beat
Correct Correct Incorrect! * Avoid repeated notes in the bass line, even if the notes represent different

chords. You could consider using a minim, or try a leap of an octave
* A word about passing notes... you are not required to add passing notes Yo your
bass line or cadences, but they can sound fantastic in the right spot. Look for
leaps of a third and see if a passing note will fit... but always check you're not
creating consecutive 5ths or 8ves!

* Your bass line should represent a good mix of root position and first inversion
chords. Remember that rising or falling in 4ths or 5ths sounds great.

Now harmonise the first chord and the cadence points in this example, then add an

* Now try the example below - harmonise the first note and the cadence points,
appropriate harmonic bass to the rest.

then add a bass line to the rest (use vocal style, of coursel!)

Moderato

9:%}'}10 — j i m I .! !| -! l i T 4 } — ! ! hr ! ! ] N | a
cussLs s ————=——— - ]
T r T
D ‘ ! %l D [ Y ) WWJ J A' H
M:i = i — I a— — = Z . " . ’ £ |
| R = S S S S S S S A R

H o+, ™ 1 | ™ — Ly i e | ™ | I R e L .

é:bﬁ;?_—,f:ti:l‘_i_‘{_.{ — o é—#_‘—i————d——.‘ 5 [ — - E— r)} fi d}

o 1 [T 0 -

LR - J- J -A— o YO S y 5 J S

"'.bu})b f‘\i. 1\3 P r' 1“ r ]1. o i i' : £ .4 lp ‘I_= o=

U L 35 ! ! 36 | r




More Harmony Examples

Complete these examples the same way as all the others!
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b |
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missed.

Good work! And now for another typical harmony example for you to complete:

for ca

dence !

interrupted ca

0
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Vo —ed
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* Add an appropriate harmonic bass to the rest

zﬁﬁ;;i::&:i_,___

Y
il LY
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Quick Quiz

V"‘o

Pl
-

Name and describe the three different forms of lieder:

1. _SIMPLE STROPHIC: —

\\Q)@

Eadh verse of the poem is

stk fo fhe Same wmusic

2. MODIE (ED STROPHIC - = Some oc all verses wmay hove modified

sudlings ¢ Some \Jerses may
I 4 J

J
be identical to Rach other whilt others ace diffacet.

3. _THROUGH ComPOSED *— No fyrmal strucduce oc Pa\’wn.*ke MUGC

follows the mood and ideas of the poem.

Write the scale of € sharp major:

* For viola
* For one octave going up

* Use crotchets and a key signature

Write a melody to this couplet:

Ten thousand soldiers marched in line
Their boots all shiny and their step so fine
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Harmonise the first note and the cadence points, and complete the bass line...
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Two-Part Writing

-

In this question, you are asked to compose a melody above a given bass line. There is

only one way to do this successfully..

WRITE THE _CHORD _ NJUMBERS UNDER THE BASS NOTES!
(Exiremelj imPOriant)

As you know there is often more than one chord possibility for each bass note. It is
very important to write in ALL of these, for instance.

%

Iv Vv VI Iv vV [
ie Ive 116

I I¢

The first note above could also be harmonised with chord VIé, but

Handy Hint I:
this is unlikely to sound good at the start of a piece.

We are not using chord III, so scale degree no. 3 will ALWAYS
represent chord 16. :

Handy Hint III: Scale degree no. 5 will ALWAYS represent chord V.

Handy Hint IT:

Write the chord numbers under this bass line

S B o e e e 1 : Fo ——
*-‘L“&—f‘—‘——'_‘i‘— T i - f N ! - — i
] ' ! T &
1 N I I*" Nywgw ¥YI I 4 If;‘LI_

e o* e A
P.S. You may have found opportunities to use chord VII... just keep in mind that chord
VII is not on the syllabus for Grade 5, so discuss it with your teacher before using it!

CHECHLLST:

All chord Possi‘ﬂhﬁes ué'lffen in

0 portunity gor chord I8 spotted in last bar &2

NB other second invfirsk:]ln c[woks ssed or indicated &2

Al E'lrs’c and second Tnversion chord FOssﬂJih’des labelled with correct Eigvres M
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The idea of writing in all chord possibilities is that it gives you more choice of melody
notes, for example:

% in the bass could have any of these notes & above it,

as they all belong to chords II and IV. The E or the A would sound the nicest on top
as they make an interval of a 3rd or 6th with the bass note. Using the C or the 6
would make an interval of an octave or 5th - you should only use these occasionally, as
they sound very ‘bare’.

Here is one possible solution to the bass line on the previous page. Play this or get
someone to play it for you.

ﬁ

I 6 II° O Is s v v ve 1 1 VI I¢
) v v VII VII6 VI6 V6

T"\'lngs to Notice
* The rhythm is ridiculousty boring - we will fix this later.

* Most of the time, the interval between bass and treble is either a 39 or a 6%h.
This sounds great.

* The melody line offen moves in cgn;tmr% motion to the bass.

* There are no consecutive 5tsor ociaves because all the usual 4-part harmony
rules apply to 2-part writing. The same goes for doubling rules.

*  The options of using chord VII for scale degrees 2 and 7 must be freated very
carefully - discuss this with your teacher.

* The 34 of the chord is present nearly all of the time. Intervals of 5ths and
8ves are rare.

41

At“'lng Inferesf

You can't just have a whole heap of crotchefs in your melody - this is BORING. So
the way to spice it up is by adding extra notes and changing some of the rhythm. (In
the exam these are called ‘unessential’ notes).

So this g could become this %

(which means you are adding a _P_Q_&S_ng_no__i )

And this ﬁ could become this ﬁ%

(which means you are adding a _chord I”m? )

You could even add more than one passing nhote or a bigger chord jump, for instance:

) r-"gr"\

This could become this M or this
Q) I

or even this %ﬂ%_ ;

WARNING Passlng notes cannot ef rIJ Og consecutive 5”\5 or gves —n Eact
sometimes your added notes mlg'wt (REATE pro blems! [f e just isn 't fai)

Now go back to the previous page and make that crotchet melody really interesting!
Then spice up this one:
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Good Treble Parts

This page is like a 'cheat sheet’ for two-part writing. It will show you good ideas for
treble lines over bass parts that crop up a lot. All of the following examples are in C

major... try to analyse what is happening in each one, perhaps even write in the scale
degree numbers, so that you can easdy transpose them into other keys

0 | AR | ! ; N7 { 1 =
1 e — or © |
[ I

?%C'—ﬁ:t—g #ﬁ:
H__,‘Ji !
M %EE
. : 75;4'»—?&'—":?——” W
s X —a— 5 ® or ¥

%%Eﬁ

Actually, for no. 3 a combination of the two treble parts would sound the best e.g.:

T v I

EE 0 0
S ] 1 1 or il I; } bu‘r nOT NV ] f {
Y] [— I f @)  lmeml R T @) e  — 1

as you should not leap to the leading note from a chord I note.

HOT TIP: Think of that last combination as the besT ending in the world’ for a 5-v
- I bass line. It can also work really well for a I§ - V - VI progression in the middle!

o ‘s,‘cl 5

AnaCfUS.IS T'P: If the bass line begins like this %% etc. then a great
—‘Q—H—r‘.‘

treble line is to also start on the dominant and fall to the third: M

food atvff!
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Two-Part Writing Hints

S
o

* Do not attempt to do the two-part writing question without writing in the chord
numbers firstl.
* Follow 4-part harmony rules, just imagine that 2 of the parts are invisible.

* 3rds and 6ths will always sound great, but remember it's quite nice to end with an
open 8ve.

* Try not to have more than 3 x 3rds or 3 x 6ths in a row (it gets too boring).
* AVOID 4ths - these are definitely WRONG except when using % -V

* If the root of the chord is in the bass, use the 3rd of the chord in the treble
wherever possible.

% If the 3rd of the chord is in the bass (i.e. first inversion), try to use the root in
the treble.

* Use 'voice-exchange' (i.e. parts mirroring each other) as much as possible. See the
previous page for examples of this (options 1 and 2)

* Leading note must eventually go to tonic - it may go o another note of chord V
first.

* Add passing notes and chord jumps after you have chosen your melody line, but be
careful that you have not created consecutive 5ths or 8ves.

% Write the 'best ending in the world' over this bass line:

01 f
<
S |
[y ~J ~d
OO > P I
e ) Ay I 1
4 | &
T L4
And now for yet another example to do!
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More Two-Part Writing Examples

QUiclx Revis'lon:
* Dec'lcfe on the cLOrJ nopbers g'lrst ‘V%/ \/
« M passing notes to create interest He N
A PN ey A N
S — - o i e - —— | N W . m—
w 4 :’l:‘,jj‘, e
l' ' { | s | { |
T —t— —— — T I I
:ﬂtj:jj"—‘—ﬁ—tm:qj_r_ !
el { | o
9 ﬂu. ™ s p— r‘l - - ‘l\l' 1 1 | By r
:@E:j!“ i i W m— f ‘! ,-‘=‘F:{E‘f "‘ '| 4
2 >, _'_"_.I ‘l- '1_ =1 ) 'I o' ‘|.|
Ye# T = IE » I t > » T
il IX- VW 4] [N P [t F & I 1 i [ A - 1 I H -
i — i' I ! i I ] ' A : i' i ' » r
9 b = ™ A i I
Zy H | g% a' | 1 ! @ hy = @9 1 I o 1 1 i ? 4 ¥ o <F—
[ & an XN/ .A 9 ve s @\ 1 1 1 1 1 " 8 ™ A ] {1 1 ) W & [ 1
NV v H ¥ L~ G 1 1 1 v ¥ gl 11 1 1  §
3 Q) 1 M | v | - | D= =
e t t . t i T t et o
{','-a.". e e e e e =
Py e 8 g @ e e S
Py 1 ] e | .
'l ot 1 1 | ) ™~ S,
. S Lo oy 3
q et | —_ - . 1 4—;‘—[“‘ o &
. . - P | P
0 T { ! T — r —
1 e . I —  — €
; y ¥ i [ T T
f) ') ‘H ' | . ™ gy 3
oF w17 &) 1 [ ] 5 1 T ) ] ey 1 1
e o e e e o e S o e e e e
5 v =I 1 l\} l‘,/ I\ l\|| 'I v
. 3 | It ~
[ 1 { ¢ I ] 11 e
1] 1 1 1 I 1 I |
%—L‘_—d—_j:jj_—‘_i—r_—r ! i- i
| T e N
B ‘ 5 i - = t i * !‘ji’c
. 1
— e e
| I T 1 | | 1 | ~F
T T T [ 4

Revision of Everything So Far

-
-

1. form and H'ls’wrj

.
-

Write a paragraph comparing the differences between chamber music and orchestral
music of the 18th century._Whereas ordhestral wmusic is gu{orMLd N a larse. concert

lhall b\j a \o\rﬁg ensemble | dhombe~ music was weiten for smaller eng mbles |

\AS\Mx\\\j one «\)\a\:’ur per fmm‘ ,foc pecformance in o more iddimate Venue .

Cnomber ensumbles usually consist of %-10 ‘plo\jlrs _whereas an orche stea Mc\b(

have O -100 f’h"ﬂ‘m Y

If you heard a song on a classical radio station, how would you be able to tell it was an

example of Lieder? I n s

would be evoked hy the accompaniment as well as the vocal line .

Tthe singer and the Or(omfmm'sl‘ would sound pavuo\ll.} as importaat

as each other

2. Rudirments

Write the melodic minor scale with the key signature of six sharps

* Use semibreves

* Write one octave going up and then down
* Mark the semitones with slurs
* Complete the scale with a double bar line
QO N
., P o fo X© o s o N
r-YOR . 35 ' JEEY £ (@] heed W H o ||
I" K‘D..")Ir' j!r c (@) ~ — (@) O l
T 1
3. Insfrvmenfs
Name the stringed instruments that would play these phrases:
o | Instrument:
1 7 {-\-l 1 | 1 T [} ; eTC AL QSS
e Tghe @ T Double bas
— 1o Instrument:
2 H—e—5 11 2 1 etc
A= s — erc. Cello
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4. MEIOAJ Wr’l’dng

Write a balanced melody to this couplet:
I am standing in the trenches with the mud up fo my knees,

And I'm thinking of the bushland far away. 'Pi?'
Y
.~ P i T ot | | E— r”‘! T - Fl
S e B i EPES B S S S— p— S—"— - o——  ————
i 1 1.1 Al [ ) %3‘ [ ] [ ) hd LI | 1 L\ { 7
J T om 5+M—d\"\j in the tren-ches with the J\fr\lfxp to =y knees, Andt'm
[ — ) - | m—
A o——1 —t— I 1 3 i
G = —————=— !

Y I

y
J '\\\'\(\—Lif\ﬁ l—,o the bush - land Lor a ~ ch.

5. Harmonj

You know what to do by now!

Andante
v | | | { | | . { !
] T — ] ! | I
5, f P f l%I
NI S I S
) ared p - S——— = )
1| ) - Fd 1 1 [ ]
\ ‘ \ 1 | R i |
r |
Hu &, — | — | .l | | |
p* A ik .d P el | I ] ] ¥ 1 - 7 é (o3
0 | |
. d s d
T —p-
B I
b. Tuo"Part Wr’l’dng
You know what to do here, tool (Don't forget about 'unessential’ notes)
Allegretto
f) '] [y = ~ A  c RN N
(L ——y—o 1 e S 7 S e |3‘.=
R i i B W— i 1 | R S St | o—q %41 {
) < . ’ ¢
- — | — -» -
e T e e
l N |
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RUDIMENTS Total Marks 7

A. Write the scale of A sharp melodic minor I 5
. Us not (&U s j
L ] U -
dminmsy ~ »
U Write one octave going down and then up again
. Complete the scale with a double bar line
N §
A(Lia‘\w\%ois \No‘\\j \t] ™~
Iy o J /// | > FaY
X 1F 11 - SR O 1=y He ) ~ 1)
halll L 2 20050 l[f ) D N < [&) Lo N /) 1 1]
VA H‘Lt’l i [5) PN - o [e] A 1]!
B. Write the key signature of C flat major ?/ >
“l: |‘D h 1 /
i
vy

INSTRUMENTS Total Marks 5

A. Write the range of the viola using an appropriate clef. o)
. 3
— s
Thes 2 UYL 7
6 — ) :
*U\p(_ O‘ Qf Y
T
B. For which instruments are these the lowest ntoes? :
2
0
) p° 4
) %
= © -
N L \/lelwf\/ .....

er (Q /\3 3
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MELODY WRITING

Write a melody in F major to the following stanza of poetry

. Write the words clearly under the notes
. Use hyphens for words with more than one syliable

. Mark the phrasing

The perfect verses to the tune of woodland music set,

As beautiful as afternoon, remain unwritten yet.

Total Marks 10

\ \cwa) Henrj Kem}a”
‘\k_/Q‘"
O
|,\\AJ“,4 (e Xz ‘bc aaag b goake ""*‘vc\,\‘f
) ; N ../x ~ \ I~
A - i pr— | v —1 < } | T } T 1
4 W W | i fud [} . Py 1 e O ud o ] ] 1 1 < |
QPE— H— e e
\) V t — i T
“The per- Lack Ve — ses Yo the Aum »( wood -laad  mu- 5\‘ < Sd‘,
o‘i\b e /l
' 1 . gl / 1’) b o
y —1 P 1 1 T Y { ©
i h 1| 1 [ ] ] ¥ 1 - 1 P | ¥ ] T 1 Vi \ 1
VK4 1) [ ) | 1 & hd V4 1} 1 1 N l 1 1 1]
t}u L | - ~ i 1 ! i}
As Lgo\x—‘\v £\ XS o& -\-:L(‘ - AOOA, - Main, WA ,\A,‘r'\"‘- ke \39;{. ot
’\U\l’\ﬂ( M‘t LY()Q@( )L, l@f rat U)-’\\/."\U!Z /\MSN'\B

Y Ak ot > fiont iy choice.

F No phasing
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BN 1 rvoNY AND TWO PART WRITING  [EERIDUCEERE 7

A. In four-part vocal style, harmonise

. the first note
. the cadence at the end of each phrase
. the chord preceding the cadence

Then add an appropriate harmonic bass to the rest of the example.

3

8

pobily VeV
Andante & 9 J ™y — |
H ] ; | | ! ! m ] h t |
y ,’ P Not X yz
e | 1 €y ygrp\ l} . i Re— (‘}mfta([‘ A hj -é;lld
e
ERNUN SR A
[ Nws
ris% — |
H 1. | | l\ — _J J J a! J ,,i
) ‘ g t e
g ! Y,
T //% /) C‘/OOA 3\ l (\, gd
'}.bl’})b [.9) <I!: p r [8] ‘|§ [o N
l | ‘ ' | |
masSef

4 gportenty

B. Add a simple melody to this bass Iine@

(ﬁ()k,s indfees ‘{'

Andante
Hu B, , i . \
e e e e S e e o Y e
e e — * '3\\ S'\ , T ‘ 2y i\ "5' Y
o) '5/ 37 7 7 3) 3) 3 7) 3% \;6
i » | —® 7
== =
I T T
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The Aural Exam

The written paper only makes up 62% of your final mark - the other 38% is devoted
to the aural component - so it is very important to practice your aural skills as
regularly as possible. The tasks are quite similar to those we practised in Grade 4,
however there are no folk songs this year (hooray!). Instead, the set works will be
tested in the written and aural exams. You will be asked to identify a short passage
from any or all of the set works, naming the work, composer and section of the work.

There is a Blitz aural CD which has some tips on preparing for the aural exam. The
€D goes through all the different types of questions and how to go about answering
them. It then has a recording of three aural exams; the papers for these are printed
on pages 62 - 69 of this workbook.

These aural papers are set out in similar fashion to AMEB papers, however there is
no 'Set Works' section at the end. This is due to the problems associated with the
reproduction of published recordings on the aural CD. As a result the 'Set Works'
section has been omitted and the maximum mark for each paper is 32 rather than 38.

The extra six marks in the exam are allocated to the recognition of excerpts

from the set works for the grade. The best way to prepare for this is to purchase
recordings and scores of the works and study them with your teacher, analysing
form, instrumentation and poetry. It is also beneficial to listen to related works, such
as those of the same genre or composer to get a broad perspective on the period
studied.

The examples and quality of the aural exams on the CD are as close as possible to the
AMEB examinations. It is available from all music retailers.

Time Signatures

A

.
=

One of the things you have to do in the aural exam involves knowing which time
signatures apply o which beat values. Fill in the correct time signatures below: if the
beat value does not apply to a particular time signature, just write 'N/A" in the box.

Beat value/ Time Simple DUP]e Simple Triple CompounJ Dup]e EONPOUnJ Tr'lple
2 3
(rotchet 4 4 VA v/
Quaver % % NIA NlA
. . 2 3
Minis 2 2 N[ A N A
Doted Lrotchet| | A N| A g 3
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AURAL TEST PAPER 1 BEEEEE VE nd RHYTHM
FIFTH GRADE MUSICIANSHIP
A. TIME

PITCH Total Marks 19 - 4

Name the time of this melody as either:

» Simple duple;
A SCALE FORMS « Simple triple; or
A » Compound duple, or
Name each scale as either: * major ,or « Compound triple

« harmonic minor,or
* melodic minor

Then write the time signature

() ...harmoniG..miner ... (i) ....meledic  miner i
Beat value: dotted crotchet
9
B.  SCALE NOTES Time ....Compound.... Triple ... Time SIgature ... Buevvvveveeevecereeesseesereee
Key: C major 3
i) ii) i)
)
% o ii o —
o © i 1l = b B. RHYTHM DICTATION
9
Number of bars: 4 Time signature: 2
C. TRIADS 4
Name each triad as either major or minor - root position, first or second inversion. -
. - ) . . 1 — 1  a— —— A S S — 2 (8 —Tf
() ..major..=.cach. position. .. (i) ... RRLC.. 5. SeLend inVErSIeN. ... ~—— ¥ Pt =t i —pH

D. MELODY DICTATION

6
Key: F major
Starting Note
o) [ o

A A { P 1 = —® = i
H——» DT T E— < i { 1 il

Y] [} |
E. CADENCES f

Name each cadence as either ¢ Perfect, or

* Imperfect, or
* interrupted

@ dmpecfeet (i) ... nterrupted
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AURAL TEST PAPER II
FIFTH GRADE MUSICIANSHIP

Total Marks 19 -
2

PITCH

A.

TIME and RHYTHM

TIME

Name the time of this melody as either:

* Simple duple;

* Simple triple; or

e Compound duple, or
e Compound triple

Then write the time signature

Beat value: quaver

. Z
Time ....2 imple.... dM.P.!.E. .................... Time Signature .....! r OSSO

A. SCALE FORMS
Name each scale as either: * major ,or
¢ harmonic minor,or
* melodic minor
(i) ...onelodic .. N0 . o, (Y. ST R
B. SCALE NOTES
Key: C major 3
i) ii) iii})
0
ya o it (e i o) i
A5 = it it - i
v -
C. TRIADS 4
Name each triad as either major or minor - root position, first or second inversion.
() ..minac.z. ficst inversion .. (i) ..mayer.=. first. invecsion ...
D. MELODY DICTATION /
6
Key: E flat major
Starting Note
0
p° 4 D’ 4 v & > | 1 B
 fan) ooV —1 { . il & H
7 - SV & 2 | ] - n
e v [Y) v !
E.

CADENCES /
4

Name each cadence as either

* Perfect, or
 Imperfect, or
¢ Interrupted

() ....infecrupted ... (i) ......Lerfect

Page 1 / Musicianship Aural Grade 5

B. RHYTHM DICTATION

Total Marks 13 -

Number of bars: 4 Time signature: 2
- | I
7 1 1 = ) 1 P 2 3 X 7 £ 2
T [ 1 = [4 T 1 4 [4 { 4 { { i { [
1 1 Li 1 1 1 I 1 1] 1 1 1} 1 1 1 ]
i v - 1 V1 1 vV \ !
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AURAL TEST PAPER III TIME and RHYTHM
FIFTH GRADE MUSICIANSHIP
A, TIME

PITCH Toul Marks 15 [ 4

Name the time of this melody as either:

* Simple duple;
A SCALE FORMS  Simple triple; or
. . A « Compound duple, or
Name each scale as either: * major ,or

. = Compound triple
¢ harmonic minor,or

* melodic minor

; : o h . - Then write the time signature
() POALRI e (i) ...NOACMONC. MMINQ e,
Beat value: minim
2
B. SCALE NOTES Simple d . . 4
Key: C major 3 Time ...2N P KP\Q ........................ Time Signature ... ...
i) ii) iii)
H
p 4 11 1] H
e — I — S i — i
SV 1 b 1l P 11
[ o ~ B. RHYTHM DICTATION
A 9
C. TRIADS A Number of bars: 4 Time signature: 4
Name each triad as either major or minor - root position, first or second
inversion. in T _
T —r7+(—— 1 { 4 a ——(—1—F —{—©
. . . . ha o ] 1 1 1 1 A1 1) 1 1) 1 T H 1 1 1 1 131
(i) ...mayor.- ficst inversion .. (i) ...miner.z. sesond  invecsion ... UL B A v v
D. MELODY DICTATION 6
Key: A major
Starting Note
9 I 9 ,J'ba-"\ i | -
:P_{'&‘H - — £ . i
| N4 ‘ r ! = 1] H
[ [y} ! | 1
E. CADENCES 4
Name each cadence as either * Perfect, or

¢ Imperfect, or
* Interrupted

Q) fecfect (i) .....|mperfect
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H H 7. The key of the Roadside Fire is:
Mad Multiple Choice X e o

-
-

«”‘ L ) | B: D major
ere may be more than one correct ansuer Lo some OE these! ¢ E major
1. The instruments used in a string quartet are: 8. The best way to avoid consecutive fifths or octaves is to:
A:  Violin, viola, cello, double bass A: use similar motion
B: Violin, viola, cello B: not do the harmony example
@ Violin I, Violin II, viola, cello @ use contrary motion
2. The most common mistake when writing scales is: 9. For the two part writing question, your freble part must:
(4) not raising the leading note . stay within soprano range ( { (e)nUQ)
B:) missing accidentals B:  stay within alto range
@ writing it in the wrong direction ? C:  have unlimited range 4
FINISH
3. If you forget to use Ic -V in your harmony, you will: 10. Chamber music was meant for: 5
A:  be marked wrong A:  small instruments
be marked down B: large ensembies
C: be in trouble from your teacher @ small venues
4.  When answering questions about the set works, include: 11. InLieder, the piano part is: W START
as much information as possible A:  more important than the voice
details about keys and form B: less important than the voice
sentences that make it seem like you've listened to it more than once @ equally as important as the voice
5. All your set songs/lieder are in: 12. The cello uses:
A:  strophic form A:  the alto clef
modified strophic form the tenor clef
C:  through composed form (C) the bass clef
6. The string quartet movement you have studied consists of: 13. A fenor clef looks like:
A: 3 variations a fancy K
‘ 4 variations @ an alto clef on helium

C. theme and 3 variations @ a C clef
3 variations plus a fugue
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14. The strings on most stringed instruments are funed:
in 5ths
B: in4ths
C: in8ves

15. The third section of 'On Wings of Song' is varied through:
different words and melody
B: different accompaniment
@ different bass line and harmony

16. To achieve full marks in the harmony question, you need to:
learn all your harmony rules
@ apply all your harmony rules
C: bribe the examiner

17. When completing a Ic-V cadence, make sure the bass part:
has the same note for each chord, even if it's an octave apart

@ is doubled in one other part
leads to chord VI, I or Ib

18. In the holidays if is best tfo:
do as much homework as possible
B: sleep
@ listen to the set works

19. A really great thing about fifth grade musicianship is:
there are no folk songs to learn
@ there are no Italian Terms to learn
C:  the workbook is pink

20. A good way to approach the exam is to:

allocate a certain amount of time for each section according to your strengths
B: rip through it as quickly as you can and then check it 10 times

C: not turn up
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