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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 section 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 éook Grade 5 Theory - ©2002 Samantha Coates
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Scales... ALL of Them!
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For Grade 5 we have to know how to write all major and minor scales (wow). This
means there are quite a few new key signatures to learn!

By now you know of course that there are a maximum of seven sharps or seven flats
in any one key signature. Write the key signatures for the following keys, all of which
have seven sharps/flats in their key signatures: (uatch ot Eor cfeE cLanS&s)

" 0\ D44
X 3/ SN H—o P h N H g D _ — ]
i AT 18 7o R ey 4 B iﬁ%ﬁ* ***‘H
LA 4 Y vp 11BN L 11 YUL1
" D)) D)) "o
A sharp minor C flat major C sharp major A flat minor

There are three other new key signatures for this grade. Write them here in both
treble and bass clefs:

\

N>

ft Oyt

n ¥ 4
17 h o .1 W - - i
£ B \V. D V 4 1 v,
(& Yoy [ fan WL 13 | an WA ; 1 —
Vv NV A A4 L ]
() [Y)
o)V o)ty )4 lﬁﬂ # —
Hh V. D V4 1 2T V4 N -
el - LA o E—
E flat minor G sharp minor D sharp minor

The most common mistake made in scale writing is:

A:  Not using the correct key signature

B:  Not using the correct note values

C: Writing the scale in the wrong direction

D:  Marking the tones/semitones incorrectly (e.g. in a descending scale)
E:  Not raising the leading note in harmonic minor scales

F: Writing the wrong time signature

G Misreading the clef
(H) A B,C.D.E and6

The mistakes listed above occur mainly because:
A:  Scales appear at the beginning of the exam paper when people are extra nervous
Some people just don't read the question properly

C: Some people fall asleep while writing scales

5



Double Sharps in Scales

<

In minor scales we always have to _naise #he seveuth nple
Up until now we've used a _naftiralor a _sh@rp _ sign to do this, but what if the

7th note is already a sharp???
O [® ]

Yo O Look! The Tth note is
P <y ~ Z

)|
I:i. P=Y (@) ﬂ a‘feal{y an(slwarp.‘

Have a look at this scale

IMPORTANT ACT: Even though f double sharp is the same as a 0, you may NOT write
a [ as the Tth note in Jour scale — this uOU& make / 6)5, ubich s ot aﬂoued ina

“iatonic” scale. Diatonic means each note must haye a J1§§erent letter pame!

Write the scale of G sharp harmonic minor
* Use accidentals

* Use minims

* Write one octave going up

* Mark each tone with a slur

* Put a cross over the supertonic note

NN Vi

y ol X
!
I

1

TTD

TR

Write the scale of D sharp harmonic minor
* Use a key signature
* In semibreves

* Write one octave going down and then back up again
(did Jou read that care)fu“j?)

* Mark the semitones

* Complete the scale with a double bar line

Q/\ /' )(9./_\0.
N X& D/—\A N\ ya o 0
T O s Sva— LA o B—- — 2 J— T
) K0 @1 15 s - O——©0o 55 g ©
Z A g =4 ﬁ]

——

ﬂ
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The Melodic Minor Scale
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You've probably played a melodic minor scale on your instrument lots of times, so you
know that you must raise the 6#" and _7* degrees of the scale on the way up,
and you must 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
A5
Fan Nl

7 Fo O pbo 1
{ 194 o O 4O [ZASS 7, @ BEP=N —
T o5 7 O—y

D) s O ©—© \ /4' v‘\ / oo o
KEYL_Q’L'M These tuo notes will need to be raised with  These tuo need to be loyered on the uay
H(Z'/Ufﬂ/signs. doun with f/df signs.

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

b
o H & Yo Xo— O Mo
)y Eore 1 o O XO—~ T e HO O - iﬂ
ZTg Ay o O € ~_ 7 X LSS @ BN
- A @ - X {1 \‘,1 € [ @ — |

Key: H Shcz rp These notes are alrea({j 5L31Ps in the Nou, hou do we lower t'\&m? A 51n3|‘~‘
e l\ej 575n3£0r2, 50 {Lej neeJ to be ra'lsed 5"5" EOr each i g'lne. If cancels oot the JOUHO
uitLd_QuA[L s‘\arps. sLar?!

HOT TIP: When ﬂattening a dowble slwar?, some PeoPle like to put @ natural sign LEEOrE
the sLarP slgn ke thi; 97— Yy can do this 'IE Jou uant to, bot sLarP on its
oun uorlstusf as uE“... f‘we natural s'lgn Is OPUOnal. *,ls» "s"(l.‘i

Write the melodic minor scale * for one octave up and down
starting on the given note: * using accidentals

* mark the semitones with slurs (be care)ful -
the semitones EGH in dlEEerent spots on the way doun!)

e ———— T B DR o U S ——
Gttt T e, T

Can you think of the three minor scales that use double sharps???
G#’/ A# . Dﬁ vy 7




More Keys and Scales
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1. Write the scale of A sharp melodic minor &’
* Use accidentals - not a key signature JR&

* Use crotchets

* Write one octave going down and then going up lien't gt vicked n the st cctare— raie the 5th & Tih geing )

* Mark each semitone with a slur
* Complete the scale with a double bar line

A :H' ’Hl )f./—u\ i N LN 73 v o X@ ‘i ]
P A 1 ALN | HEF U@ o) NN | I M Y A PV X | AN o I |
y A\ L] { 1 ary HT" AW Hl U 1 He 11® HP 4| 1 | Ll
 an) | | LA B | HY & R A7 I 1 1 M ]
AND"4 1 ! ar | 1 T )
[

2. Write the melodic minor scale that starts on the given note

* For one octave going up and then one octave going down again

Y
o)

* Use accidentals
* Mark the tones with slurs
* Complete the scale with a double bar line

" ] )
7 ] s T Al | 1 I ]

]

G e e L o e e e
T g0 WA A A

3. 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

D
)

.
IO

D
NS
O

Q

ON

ﬂ‘ N
M P [®)
) y () L4
v b — — o"‘h a
50 % 7 o

B

—
4. Name the two keys represented by each of these key signatures
“# W
" A VAR B - ORI R
hal il LN/

) 'n i 7

v 14

1. F Sharp major 1. _G flat mar

2. E ,Q/(H minar

2. 1) Sharp minar_
* [earn Jour |<e5 signatures easilg uith the Dlit; Kej Signatwe Table! #
8

Even More Keys And Scales

Write the following key signatures

C flat major A sharp minor E flat minor G sharp minor

Name the key of this melody: gm@or‘

Write the scale of D sharp melodic minor:

* Use accidentals - not the key signature

* Use minims

* For one octave going down and then back up (did Jou read that carEEU“j?)
* Put a circle around the submediant note in the descending octave
*

Mark the semitones in the descending octave only

# b@)l'n I VAR TED PN 1s) IF f

rax T AV WAL £ A I Yo B . N " 1 A 400 O 1™ 1 I n

J O Al | I ay- A A0 HA 4170 W7 1] I 1 18}

Z A R i
T

QU.ICL Questionl Would you ever find a double flat in a melodic minor scale?
\/es/@Maybe (circle correct ansuer).

Write a 6 flat major scale:

»

In crotchets
For two octaves going down

Using a key signature

* % %

Mark the semitones with slurs

0O lq

y 1
—F & 4 | I
Gt p
LA SN S S AR L |
1 L
T

ANSY4 1/ L—
[y,

-




Intervals
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Have a look at the two different 'species’ of intervals. As the fish or spider 'grows'
it is becoming one semitone larger. Use them to help you fill in the grid below...

A
y \ ‘
%im —)M;E—)@—) VAU;E
: : , /
/

(uality of Tntenal One Jemitone Larger One Semitone Srmalle
Major cg 2, 34, i 00 Augmented Minor
Minor eg. 2, 34 B o T magjor Diminished
Perfect (g snisons, Yth, Sths and B Augmenited Oirninished

Intervals can be made larger or smaller by adding accidentals to the top or bottom
note, or even both! For example:

\ _ _—

E ,a MQlQK 6th, can become an augmented 6th like this —

or this ﬁ or this % or even this % (Ho cOr"\Phcaimm
° 0

INTERESTING FACT: If you add a sharp to the top note the interval becomes one
semitone r_, but if you add a sharp to the bottom note the interval becomes
one semitone smMA(/2r! Now have a think about what flats do...

How many ways can you find of making this E{ (a munor  3rd) into an
[
augmented 3rd? When you've done that, see how many different ways you can make

it into a diminished 3rd!
10

Naming Intervals
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Grade 5 intervals are trickier then before because we are now dealing with intervals
from all major, minor AND chromatic scales. There are lots of accidentals which make

the question harder. So the solution is... ignore the accidentals! (gooJ stllgg)
Imagine you've been asked to name this interval.

e

Most people have a complete fit when they see the double sharp. But if you take the

accidentals away, you get...

Easy! Now all we have to do is put the accidentals back in.

ﬁ/\ ”’ve tOP note ‘\as L&&n ra‘m(} two semitones
\_/ n\e LcttOm note Las °“IJ LEEn ralse& one semitone

The accidentals make the interval one semi’ron/smc”er (circle correct ansuer)
So this transforms it from a major 6th into an men 6th. Good!

Interesting fact: When you wite intenals withost accidentals, they will ALWAYY ke s,
minor or Per)cecf, excepf Eor fLese two:

and S (name these)

Adiminished st

SO u‘\at uOUH t,ﬂs 'lnferval ‘Je —5— 9 P\nt} Lou aLOUf f‘\'ls - = ')

And ubat about this one — 7 (triclxj eh?)
diminished ¢

Quick Question: Would the quality of an interval change if
you added the same accidental to both top and bottom notes?

Quick Answer: NO |

1



«D . e(r' Drau it u'lf‘wotlt I\Lame t‘;'e Degcribe uLat Nou name
[rtzs al accidental; naked the accidentals the interval!
e (undress it) interval doto it (dressed)
M lTop nogeTi*s 1 senT\iquneZ J
ajor ower, bottom note i Augmente
ot | Ssmanesioner Taeretore | g
larger
g | 9B Minor | Makes i+ a tone | Augmenkd
. — 3rol bigger 3ro
) te P Perfect |Makes it a Augmented
j%‘;hm: ?I octave |Semifone bigger Sve
. 0 Augmented| Makes i+ a Dioninished
ﬁ % @ |Hone smaller ¢h
o o Parfect | thakes i+ a Diinished
4 o 7 & sth semitone Smaller| S™
o S
. ————— Rerfeet | 1+ sta ys the Perfect
Fe= | F— | o Samo. o
Perfect |Makes i+ A Bugrrenied
E ¢ | semitone bigger gt
o 1 Porect | Makes it @ Augmentd
’ @t Semifone bigger o
) wo— | 4—6—— | Minor |MGkes i A magyor
O—fo— %ue_t 7% sesmifone bigoer | FH
Pt | fn | AT |akes £ 0| oy
";—j’n ‘g‘) And semifone Smalle 2nd
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Drawing Intervals
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In the exam you will be asked to draw intervals above complicated notes, like this one:
0
D4 '
oy — P58 ————

<V A
)

Major 3rd
Don't panic! Follow these steps:
Step It
Step 2: Draw a major 3rd above 6.

Take away the accidental.

Step 3: Put the accidental back, but now onto the top note as well!

Here's a trickier one: ,)? —
[ fanY H ~
Minor 6th
Step 1: Take away the accidental.
Step 2: Draw a minor 6th above D (hmm... interesting... it involves an accidental)
Step 3: You can put the sharp back against the bottom note (do this now). BUT... you
can't simply put the sharp back against the top note because it already has
an accidental. That accidental will need to be raised one semitone too
(hint: 8+b=1h).
Step L: Take auay Step 2: Drau the SteP J Re—apilg
Uestion the accidental intenal the accidenta
(o both notes)
S fo A bo
Mejr Gt ﬁg ) J
== | 5 == | g1
g | =2 oy=te
Minor Tth

7%% REMEMBER: In Step 2, the top note may need an accidental. This accidental
\\/“/ uill need fo be cLanged in Step )
- 13



Diminished and Augmented Intervals
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When you remove the accidentals in any given interval question, most of the time you
end up with a major, minor or perfect interval (see the ‘Interesting Fact' on page 11).
You are now pretty good at drawing these intervals, so you only need to go one step
further to draw a diminished or augmented interval.

Imagine you have been asked to draw a diminished 5th above this note:

==

Since we have been practising drawing major, minor and perfect intervals, let's draw
a perfect 5th first (which is the next one in its 'species’ - see page 10). Then we'll
do our usual steps:

Step I: Take away the accidental.

Step 2: Draw a perfect 5th.

Step 3: Put the accidental back against both notes.

And now...

Step 4. Lower the top note one semitone to make it diminished!

==

Augmented 3rd

Now try this interval:

We know it's actually easier to draw a major 3rd first, so follow steps 1-3 above for
a major 3rd, then...

Step 4: Raise the fop note one semitone to make it augmented!
OO (5. 0id Jou remember o an{jvst the top accidental uhen going ErOm step Lto step ) O‘O

Here's some more to practise - write these intervals above the given notes:

JJ) i Q fo m Q b—-o m Q b T s ”
y 4 h., ~ 11 4 I T2 By 1 4 v H= V1] —
| Fan Ve JIE Fan DO S I Hes H_Z 1994 ® ]
<V P o 1A | IANIYA Y 1T
D) [Y) 1Y) [Y)
Dim 3rd Aug 6th Dim 5th Dim 7th Aug 4th

T0P
T1P:

Aluags keep the right distance betueen the actoal potes —
fs keep the rig

let the accidentals c‘\ange the Quahtj.

14

Intervals With Key Signatures
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This is easy. All you have to do is think of the interval with accidentals instead of a
key signature, then you can work out the name of the interval in Just the way we've
been talking about over the last few pages.

. . () 4 # , . An acciJenia' will not
For instance, simply convert B o into ckange vhen Jou remose the
D) LEJ sisnaiure

Then you can name the interval by removing the accidentals first and so on - you know
the drilll

The same goes for writing intervals. Just convert the question into one with
accidentals instead of a key signature, e.g.

%ﬁt becomes ﬁ

Diminished 5th Diminished 5th

Follow steps 1-4 on page 14 to get your answer. (Jo this no) Now that you have drawn
your interval with accidentals you can re-write it with a key signature, for instance...

MYW NUST include a natoral sign,
This will become this fey—t—"—H>— & tl‘i’ note I affected by the ke
Hi 515[\3 ure

HOT TIP: IE a LEJ signature is gien, just LeeP in mind that the bottom note '
is not necesaarilj f’\e fon'lc.| LOOL at tLe l&ej signature verj carEEU”J. "

W s,ﬁl )

Name these intervals

O
0 | Nz &, e 8 o 0 :0
oD 4 I I”Jlﬂgu O H’\l Hﬁ'ﬂ e 1D AN . -
G oo 15 o G 6> ——
1A hal OV (@) I1ANDY4 a2 11 B L
[Y) [y ) [y

_EM%M _Dim Sth Mhm Rve Dim 3rd Dim 4th

P Y 1 (@) 1T Qﬁ 1174 YO - HMu #*e“m'-ﬁ“wo"”*n

e e 1 s S 1" A U T 1| 7 o =S| ¥ LI 1

) EASe P L@ | R A7 S =N o? Il ©—
Minor 6th Aug 3rd Dim 5th Aug 5th Dim 8ve



Inversions
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Let's revise what happens to inverted intervals (4th grade atvff):
* Major intervals become piiaor  and vice versa.
* Augmented intervals become diminished and vice versa.

* Perfect intervals remain_perfect.

* An interval plus its inversion always adds up to 9

Write and name the inversions of these intervals. Remember you MUST include all
accidentals or key signatures when inverting:

’/‘URCLJ one here

9 T Q T LL"O I bo o . — T |

y al 1O At 1 1 T enr— Do 2 1]

fy—o [ |4 1 7 I 1l

ANSYS o 1 il O 1 11 o 1 il

) o
Oininsshod 5% Augmenkd Augnaenied dnd
uniSon

. fo T T Q r-d T T 9 T S I |

s s W 8 I y2 5712 I 1

7 %O —XO 11les S [ © Hen? o Hh—o | I —

—#0 i \Qj/ - II\;JXI 2 LS4 o . Zm—

DID YOU KNOW.. that last interval, the augmented 7th (and its inversion the
diminished 2nd), does not actually exist in any type of scale! Can you work out why
not??? (Plus it was fun to fry it, don't you think?)

Compound Intervals

-
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Any interval that spans more than one octave is called a compound interval. It has the
same name and quality as if it were one octave smaller, so:

% ITIRERE = S ——

Name these intervals, remembering to put the word 'compound’ before each:

-
ho #— O H 1 “
o) T 1D’ 4 i . I’ 4 10.04Q ] T . P i
7 . e =7 s 7 i
O 11ANS"4 P=Y 1T sy 1T 1
e D)} © O
compound Com pound Campwnd compound compound

augmenied 2rd - ma jor 6+ Bugmgnied az%r%(zs_h_ed major 3rol

[HOT TIP: To invert comenJ lnterval move ope of the notes 2 octaves!

X .sﬂn "

Drawing Intervals BELOW The Note

-
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When drawing intervals below the given note, you must remember fo work out the
quality from the BOTTOM UP eg.

Major 6th below

The reason many people draw a D sharp by mistake is that they are thinking of a
descending B major scale. This is WRONG... what you need to do is draw the note
below, then treat the bottom note as the tonic. For example, if we were to write an
augmented 7th below this note: A
y .
BH—Fo—
e (=3

Step 1: Remove the accidental
Step 2: Draw a 7th below - what quality is this interval? Minor Jth ok it et fiom the bettor 5l
Step 3: Apply the same accidental to both notes - the quality remains the same
Step 4: Adjust the bottom accidental to make it an augmented 7th (. o it doun 2 senitone

Now complete these intervals, referring to the four steps above...

(bestion Step | Step £ Step J Step U

9 b O {7 o] £ (o) b ,‘Vi) bo
T ———— | 5——— | b——— | ¥ Y ©—%o
ANEY4 3/ 1/ hed AN v O
o) . .
Diied Sh kel | 3 J e 6th Mg oth | Y i etk
P | oy o oF
v—;}—ﬁ ,I (@] /l XD %ﬂi
. - X -&- 4o
MaJc( g{'\ LEION Min QH'\ Min GHn md\ Gﬂr\
Vi /] 7
%(i A—o—— o
% '534’“ & ’\I‘ th s
e T belos Min Wh |~ min Jth N[A
9 Il(; I{p p 70
—to— o Y =8 % Oke—
D'im'ln'ls‘\eé ‘M Lelou Per Uth Per Uth Dim Yth

17



@C@ Interesting Intervals The Tonic Key Family Tree
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1. Name these intervals by number and quality. In order to spot modulations to related keys (as you are about to do), you need to

| o) . #o o know that each key has closely related keys (in Grade 4 we only got used to

e — 7 f—_3 < RIS £ s —=—" e y—Hh——se—H1 twol). Here is the 'family tree':

| HanY Il fav W ~ 7 o ~7 ey o .7 h O | o

ANDY4 1IN 1T b 11 ANIY4 P A 11 v ~ 1

[ o [Y) [Y)
Compound Aug_3rd Ma 6th Oim 8ve Aug Sth
min  2nd . . .
Subdominant < Tonic key > Dominant
PR freoa 0
rax N T # LT O 1T . 1174 | I T 18]
il 7y 1 oo ~ 11 D N« DO Ky I 4 O {
~ T HY—"—ug =~ | = HO—4o 1
o ry) #O o T
Mgy Tth Dim Tth a“‘j Znd Aua_uncson  _Perfect Yt
J ) } | |
2. Write these intervals above the given notes.
xXQ.
49 WA i Q *S - Qﬁ e ey xo Ty bbb o5 | Relative Relative Relative

'I’\“ S H!"A\ H I’I‘\'\ DOVVE Ili 1'. = H ,l V:L)(‘; ” major/minor major/minor major/minor
SV [1ANDV XY 1T 2O 11 1 J

[ [y, e f

Perfect 5th Major 6th Minor 2nd Major 7th Dim 4th
. _ . Now try filling in these 'mini’ family trees. It's also a great idea to write in each
3. Write these intervals BELOW the given notes. tree the new accidentals you would expect to find when modulating to that key.
o) T Q IFax 1T 9 Y I 9 4H
) D I 4 O —=J- 1 [ qf »O B 4
~ Py HED— = H—po—tH—"r HE— — b ey i i #
ﬁﬂ% he Y- i i V% B (EY) ) ¢ Fmajor Y L% ¢ (8Y) Am (Fg,6#) «<¢ Eminor & Bm ((]
J J
Minor 3rd Aug 6th Major 3rd Aug 5th Dim 4th LW aw/ W &\W W
, : : o : : | | | | | |
4. Write the inversions of the following intervals and name the inversion.

0 0 ‘o b (8 (Om(e (fim & (C o) ¢6 (0 ©e
e L e e A A S
ANSY4 T I IV XY I II I 1
0Y) PO PY) ﬁ'o'

BM% 2nd |‘_\v«% Yth F\u% AniSon A bit s%diskj, eh? Noy dra Jour oun )Cam'lij trees EOr £E'at major, (m]nOr, A major and D minor!
5. Add accidentals (to top or bottom note) to make the following intervals correct. Spot at least two modulations in the following melody in B minor (hint - a LACK of
accidentals indicates a modulation to the _relative ma}ow!)

Aug 6th Diminished 5th Major 2nd Dim 6th Perfect 8ve

@M DID YOU KNOW... that a chromatic interval is one that does NOT occur in a diatonic
\S‘?J scale! There are & J'lEEeren{ c‘vomaﬁc intervals — can Jou work them 0t???

18




More Modulations
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See if you can figure out the modulations in these melodies...

. — |
o I JIl | Il
Mi’“ﬁﬁgf f%lﬁﬁj::ﬂ
Original key E![m!ﬂDC New key Eminor  Relationship:_bominant

P |
Fl o

Quick Quiz

1. Write the scale of E flat melodic minor:

Y

* Use dotted minims and use accidentals

* For one octave going up and down again
*  Mark the tones with slurs

* Complete the scale with a double bar line

H
b 4

]

)/

(@) |

TT7e
=

1T

=7 S e s—— E—

| o —

Y56 i N 7 i w— N1 N —
LR e e et e e i
I R— LA

Original key: 5bma‘LQ£ New key: Ebma’i[ar Relationship:_Subdomipant
i i Ea—
I I ! I Ny
: - - 1 —H =i |
| [ I s I | 1 1 |
DY) —r] [m————

Original key:_@m% New key: E minor  Relationship: Kolatire minpr

/,
k; Groow GUlJellnes
; * If the tonic key is major, then the dominant and subdominant 1

are also mgjor , and all the 'younger' relatives are _minor.

* If the tonic key is minor, then the dominant and subdomi.nan‘r
are also minor , and their 'younger' relatives are major.

20

2. Insert the correct clef, key signature and accidentals to make this a D sharp
harmonic minor scale.

O Yo o
N4 n o O o
VAICH AF ~F O P |
., P (Th U RO Py 1
4D AP (! ~F [@® ) Py 1
74 1 ~7 [@ ) O ]
] ~ O
3. Tnvert and re-name these intervals. (fint: When inierted, a cOmpow\J intenval becomes slmPIE)
i ¥e = Q o) ho Ao
D I 1|’ 4 T IT « L | 4 N
il I L 1 |1 YW/ 5[ @ ) | =Ne] 11
Z | X [1IN £anY 1 -7 hH 1 1 I ! 1
I | ANV I 1 L) (@] I i
.) O [@)
Oiminshed 7 Augmgnied VB el St Diminished ¢
N o) 0 Ho
LN - 2 0 W I O IaY T 1S 4 N —H# U it}
bl L3200 . 2N (@ ] 1 (@ =d =) I I L. PN —H A 1
Z T & LT | 7 2y | X HeS IR D |~ Y4 1]
hil T 1 1T I 11ANSYJ A ® ) | Hi
o O J— O kil
i o
Ihinor dnd Diminished 77

m Were Jou caregul uith Jour cONPOVnJ intenals? . @

4. Name the key these melodies modulate to, then name the relationship to the tonic.

= P

TT7e
TTe

=

L Lk P—— —
T O 2 4 —1 p——— T T m
T = === I T

Original key: &#lm'n(x New key: Q#mef Relationship:_Dommant
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Harmony Revision: Tonality of Chords

=
< >

Before filling in this grid, get ready to play some chords on the piano, or ask someone
else to play them for you.

Play or listen to a major scale in triads and decide on the tonality of each chord -
major, minor, diminished or augmented. Then do the same for the natural minor scale
(i.e. no raised 7th) and the harmonic minor scale.

Chard No. [Major Scale m-ﬂff”éiie Mﬂ:ﬁfos"cfle

* Mmajor | Minor | Minor

II minor | Diminished|Dininished

@ III Minor | major | Augmenrkd
*Pri Chord
IV* . /)’)/'/10r' mlhor‘ rimary ords

meyor

v* major | minor | major

VI Mmindr | maor | mayor

VIT  |Diminished MAJor |Diminished

Reasons Eor Comyleﬁng the (rid

* We are about fo start the harmony section in this book
* TIt's important to know the tonality of chords when deciding which note to double

* Tt's handy to see how chord IIT works in the table even though we wont be using
it just now

Quick Questions:

* Why is chord V major in minor keys (except for the natural minor)? /.ead/#g Mok

* Why do we have to be careful when using chords IT and VII? They may é-Q dlm/nmd

* Compare the prlmcry chords ina maJor scale to those in a minor scale. What do

you notice? 7h£e,jz major in the major scale and  minor /n H
n

miNdr sa 152

&cause the

Harmony Revision: 4-Part Writing

It may have been a while since you completed an example in 4-part vocal style. You
should probably revise the following things with your teacher before going on:

* Rules for writing in vocal style: vocal ranges and spacing of voices
* Guidelines for which note to double
* Basic cadence rules

(InciJEnta”g, The BlitzDook of Harmonj Rules" tells Jou everjt’v'mg Jou need to knou about q‘yart Farrwnj.‘)

Complete the following example in 4-part vocal style. It's quite short... about Grade 4
standard in fact, so try to remember all the things you learnt in Grade 4, especially:

1. Do the cadences FIRST (i.e. last two notes of each phrase)

2. Choose a good bass line for the rest of the melody)
3. Add the alto and tenor parts to the rest after the bass line is in

Repeat: Do NOT iust start harmonising each note from the beqinning!
p J g ginning

AT

== 4—% e e
d A4 g d gl 441
i = ﬁ -

CHECKLLST:

Cadences Jonejirsf o
Bass line added next o7

Passlng notes NOT ‘warNOnlseJ o

Confrarj motion used a5 much a POsslHe betueen 50prano and bass 7
Inner Parfa BKHEA last ]

Lonsecutive Oths and Bies avoided
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Choose bass notes for each of the following melody notes. Each bass note should ChOr'd Ig. (Ol" IC)

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 chord IIT) J This is a very special chord as it is in _ndl inversion, which means the sth
All of the £ I; , | . ok dthe o od . of the chord is on the bottom.
Qlwc? . Thee : qwlmg examples are in major keys, and the given melody note is not A /\ See? A 2od imersion chord s ndicated by the
4 onie: A O e musiin 6
A B— —eter o] nupbers " because o)[ the interials abowe the
(l‘x' 'hlf’ = — = — — — v S - bottor note
@ 4 D -~ e o e F
D) Write a € major chord in 4-part vocal style in the following positions:
o (@) @] Q 0
o ° : & = =
A T Té v ivé vl uié © - i
e.
g}: (@) o [o)
AR i v.4 o) -
oF & 1TT (@ ] (@] (@ ] (@ ) | =4
D} I I I4
. (double the root) (dovble the root)  (double the fTFTH uhich is the bass note)
Eg a = —
N e Interestingly, chord IS is not actually supposed to exist on its own at all! It is known
T Té a4 re as the Caden‘l’ual S’, because the main function of chord I§ is to Iead to chord _ ¥
forming an cadence. This sounds great because chord I4 and chord V have
9 9
AR the same bass note! Play this cadence or get someone to play it for you:
'I’\n (@ ] (@ ) O )
~ [ 4 | |
o i = i
1D — -
, [Y)
9t 5 5 o i i
) - . — 2
0 i v ivé ) ip 2
O 13 v
& Db
(&> b o o — y i L Ig L Notice how chord I§ sounds like it 'needs’ to go to chord V... as though it's creating
[Y) ou can t use chord [ here... suspense by having the same bass note but delaying the sound of the dominant chord.
. L no{? Because For this reason, chord I4 MUST fall on a strong beat (or at least a stronger beat
.,,:.b‘gb’b — o < you cant olowble than chord V1), to give a sense of leaning towards chord V.
N . . wor 3rdl. . .
I vi® uié a major 3rdd ther nnngs to Notice
9 * In chord Ig above, the 5+h is doubled, but in chord V the mof s doubled.
© S © © lead:
%V“ * Inthe tenor part, the 4pnic is going to the nag,y (as usual)
o * The A0 part is doubling the bass part, but since both parts are staying on
) =~ © — the same note this is NOT regarded as consecutive _oc4RUeS.

i i v o T 2



Here's another example of the 'Cadential § ' progression. The bass notes here are an Cadential 2 CheCkI is-'-

octave apart - this sounds REALLY good...

0O i/\

P >
<« >

5> % 2 o Yoo're going to add * 'Cadential’ means at a _cqdence point.
D)) (¢ .
anathe “LWJ here i a * A chord with ‘3" after it is in root position/first inver'sion(clrcfe
Y b T norent. the correct ansuer).
>4 I © 6
6 “ T * T4 MUST be followed by chord VII /@ IT6 (circle correct ansuer).
T4 Vv
* The 5% of the chord must be doubled, not the _root
. . . 6 +h
* Which note is doubled in chord 147 _9"" * Draw chord I3 of C major here (in bar 2).
*  Which note is doubled in chord V? __root A
* There are two 'parts’ staying on F in each chord. Is this OK? _Yes. 7 © 0 3 =
* Ts the tonic going to the leading note? _Yes o i
* Does chord I§ fall ona strong beat? _VYes — e £ ©
—s o o =
OK, now it's time for you to add chord I in the last bar, to make a pecfect cadence iré If" 7 T
. ¢ C g | .
WARNING: The top part has supertonic—tonic , s0 be very carEEU,. (revise Jour 3raJe 4 stug) * Chord Ig must fall on a stronger/weaker beat than chord V (cicle correct ansier).

* The Tonic must go the gaamg note .

Write I§ - V cadences in vocal style under these melody notes (all major except no.1):
* True or False (circle correct ansuer):

9 ﬁ& ,j - ﬁ > lh{ll i! j Y, ﬁﬁwﬁ Q% ,j 7 J al 1. One of the upper parts will double the bass part @ False.
bl ) | a0 M0 S 1 [ an Wilksl q e— . . . <
o P P o r’) P o P ") o 1 l"’ 2. This doubling creates consecutive octaves Tr‘ue/
\ l | I wd | & *  Now draw chord V immediately after chord I3 above, then chord I at the end.
raXE. 2| -~ 3 a = ey & I & fo) D = N,
e < 25— 22— |P5pe o 6
T B R L - | { * T4 sounds great when approached by step in the bass. This could be done with
f P chords _[1®, [v, _[Véor _ui , but it's actually chord IT6 that sounds the best.
6 Now draw chord II6 in the first bar (before chord Ig) - be sure to avoid
Work out whether the following cadential 4 progressions are for major or minor keys consecutive 5ths and 8ves.

(also in vocal style): s ¢
* You should now have the chord progression _([°- T¢- 7 - _,L Imagine this

is the 'best chord progression in the world' and use it whenever you can. You could

o>
| T
NI
N>
ol
Ea3

O S -
P (o ] - I also hqve chor‘d VI on the end instead of chord I, forming an inferrupledcadence.
) Fif DA J'i 1 D)) ,5 Try this here in F major.
L)1 J e ) o o . o
N T T o® —» 156 X A LA o) . . 1
By e —— 7 p—o1f i e —— (er 2% o -

t 1 | | ! — LU f' 1 > © © S o S—

voI I3 v oovI I3 v ovI © y e | .
L3 B : — e —

lv,! o [@) (@) o

DID YOU KNOW... There are other functions for chord I§ - that's right! But for now
we're only using it at cadence points i.e. when following it with chord V! 116 ] v VI
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t use chord I§ on a weak beat.

analyse the melody hotes and decide which chords will sound good. And remember...

These melodies MAY or MAY NOT have opportunities for I3 - V. You will need to

you can
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Puzzle

=
< >

Find the answers to each clue on the opposite page. Once you have completed the
puzzle, read down the middle column to discover the thing you must always do when
using chord I§ ...

‘kla]li|s|e
‘Llo|w]|e|r
Tl Al k|le|Alw]|aly
43/9551;,427
"ml i wlo]e|k]ely
6/)(5HH2P5
"Llelaloli [n|gln]o] T]e
plolmliIn]aln]
alulgimle(n|T|elo
vlolulslclels|ulalr
Yol v elelnlp|rpl/|nle
F?HCC/DGNTHLS,
CFllrls T n|v]elr]s]| |o|n
“YlalnNv|olel L
“clalolelnT] i8]l
“’,:o:_ksoNGSf
elelclal7lilvlielmlnlslole
rle|r|Flel<]T
plelelFlelc|Tlclalo N €
‘Fop I imi 1 | NI |S|H|E DTMH/ 0|

ﬂ\e Ansuer iss ALwAYs DouBLE THe FIFTH
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_ Clues X

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

2. Ina melodic minor scale, you must _lower them both on the way down!

3. Before naming any interval, the best thing to do is to _fake away

the accidentals (i.e. 'undress' the intervall).

4. When using 13-V, you'll find that one part will double the bass  mrt.

o

v ® N

When writing a melody (as we'll do later on), if the given words are
quite sad or ominous, you should probably choose a _minor bey .

The key signature of D sharp minor has _six __Shaups
You must always take care to ‘protect’ this note in melody writing.
Melodies often modulate to this key, especially 3 way through.

One semitone larger than major or perfect.

10. G sharp, D sharp and A sharp minor all require this sign to raise the

11

7th.
. In four-part harmony, avoid voice-crossing and voice pver/appmg

12. Always look for these when trying to work out modulations.

13.In minor keys, it is best to use chords II and VII in _finst

[NYR rsion

(hint: not root Position)

14. Great composer of opera in the Baroque period.
15. When using chord 1% at a cadence point, its called the _mg(gma/ﬁ.

16. We don't have to memorise any of these in 5th grade!

17.If the leading note is not raised in a minor melody, it may have

modulated to the __relativre. ma;yor

18. These intervals can be augmented or diminished, but never major or

minor.

19. Avoid having one of these in the middle of your harmony example.

20.Name this Q
interval: —
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Passing Notes

<
<

V'
These add interest when there is a leap ‘ -
of a 3rd from one note of a chord to another, e.g. - i —

Avoid an augmented 2nd if using a passing nhote between scale
degrees 5-7 in a minor key (use the melodic form of the scale) e.g.

NV gL+

Add passing notes after you have completed the main chord structure, and don't
harmonise passing notes in a given melody

If a passing note creates an interval of a 2nd with another voice, make sure those
two parts then move in contrary motion e.g.

- Alternatively, give the second voice a passing note too, e.g. fix This%

by doing this . Of course you can't actually do this if the melody
is given, so in that case you would avoid a passing note in the alto part.

Passing notes CANNOT get rid of consecutive 5ths or 8ves, i.e.
will not work! —o

Passing notes can sometimes create problems,
especially with consecutive 5ths, so be very careful to avoid this: %

Auxiliary Notes

=
=

These are also called ‘neighbour’ notes
/upper aux.

e
Auxiliary notes add interest to a part —
that has repeated notes or a long note. lower aux.
They are the perfect way to make the | ] < uper aux.
alto and tenor parts more interesting e s
to sing. e

i o
r | l |

Choose carefully between an upper or lower auxiliary note - watch the other parts.

A lower auxiliary note should generally be raised a semitone, especially if the main
note is the root of the chord in use, or if it is the dominant note of the key.

Auxiliary notes can sometimes create consecutive 5ths, e.g.% or
é 32

Voice Exchange (use of VII®)

In the harmony question, the given part often ascends or descends by step - for
instance, a treble line may begin with scale degrees 1-2-3. This is a great opportunity
to use 'voice exchange'. Voice exchange is the fancy tferm for two parts mirroring
each other, like this:

—\Uy (In l4—Part lwamwnj the Imirrorins‘ sounds
especia“j 3004 betueen bass and scyranO)

The best way to harmonise this passage is with I¢-VII6-I. Normally we would make
sure the fifth of a diminished chord falls, but in voice exchange we can suspend this
rule for the sake of smooth part writing...

C major A minor
N ] L muajs EOHOu this pattern:
>8> 3 I T
)Vf 3 e

"f One part goes w_—
L dads i J Do o e IOV~~~
24— \}f’\’f’ -"; , Tuo parts qo DOWN then UP \/
l a=>o—>F parts \/

I

! |

I6 VII®

(PS You may be {Linldng there are consecutive 5%5 betueen 3“0 3n«1 fenor Tn those examples, bot there aren‘t.| Conaecviive 5“\5
OnIJ apylj to PERMELT Oths... a diminished Oth next to a PerEEc{ oth 5 0K.)

Now you can harmonise all of these examples using either I6-VIIé-I or I-VITI6-I¢! The
first three are major, the next three are minor. (fini: What il yor hase to remember to do in the evinor ones?)

ngl — O — #ﬁ#ﬁﬂ
T 9= =
Tt |
lTJ JT1 444
gy s v ¢ DR SR FEr
7 i — oW y i /A i —
5 L ; P— L
\\r T
H 1 L () I
B —— p A T /S ——
L4 ——F - L 3 'O
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Harmony Hints

=
<

When using chord IT in minor keys, you need to take special care because it is a
diminished chord. If following it with chord V make sure you avoid that awkward
interval of an auAmented 2nd . The 5th of chord II MUST FALL to the root of

chord V eg. v
wor R o R
) N\ o ]
Aug 2nd, yuk!

Avoid using the same type of chord from a weak beat to a strong beat, and always
change the harmony over a bar line.

Keep the tenor and bass parts well apart, especially if the bass part is low.

Chord I3 is new on the syllabus and the aim is to show how clever you are at using
it, but ONLY if you can follow it with chord V!

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 Swll‘on?«f beat than chord V:

)\ | | 0 [ | !
D4 NGV 3 N —
@) [Y)
Ic % ITb Ic Vv IV  Ic v
orrect Correct [ncorrect!
* Hidden/exposed consecutives occur when the outer parts approach an interval of

a 5th or 8ve by leap and in similar motion, e.g.

= D5+ o
<> o — P'aj or listen to these examples. The e
[y , Z
l 5 ]J 5 consecutive Oths and Bues are 'hidden' E(om ]:f ?Jfgg
> the 4fe, but {Lej are ‘exPOseJ' o the ear! et el
1 f 9t 7”‘%*77;

To avoid consecutives, try not to have more than 2 parts moving in similar motion.

Be patient and use a "trial and error’ approach - sometimes your initial choice of
chords will not work so well and you'll have to change it.

Passing notes and auxiliary notes are also called 'unessential' notes. Circle the
correct answers to these questions:

1. They must fall on a s‘rrongmedium beat

2. They should be added before/during the main harmonisation

3. They can sometimes get rid of consecutive fifths and octaves.
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Revision of Things We've Done So Far

=
< >

1. The following melody has two modulations before returning to the tonic key..

0 # p— P
p

- I I 1

Tonic key: Gm%/or

1st Modulation: _D ma jor Relationship: _Opomimant

2nd Modulation: 4 minor

2. Write an F sharp major scale
* Use accidentals

* Use crotchets

* For two octaves going down
* Mark the tones

Relationship: _Lelative of subdominant

) O
Z

3. Write three different types of cadences in vocal style, using I wherever possible
(either for the approach chord or the cadence).

O | |

| n R I
2 A —  — e e —
h\ = | .- ) Ho Vou (D H o _—
o p D S G 0 (5 A B . <
|
£ 2 4L
B Erin ) s DR/ = =
Z % ,l I‘b b"l - ——
et e SN

Key: Bminor Key: ﬁlkuaaL
Cadence: Tnie.rrupled Cadence: Ko Q& cf

38

Key: QM)Q( (major)
Cadence: _Imperfoct

i

4. Write the following intervals either above or below the notes as directed:

op

4 I
1

F—Phoo —§ = = S ——

fo

Major 2nd above Augmented 4th below Compound min 3rd above

Now invert those three intervals and rename them:

vo 1 4: —jﬁ & f-—‘téﬂ

Minor T14h Diminished 5t MQ%o(‘ N

5. Harmonise the following example in four-part vocal style

%
L)
o
[o}0]

Allegretto

( = - Li**'@‘ Jj;
Ry A P I A N I ¢
93 e : ':J J‘f:(. . ?L% 4.]_ .D’”’L-
e O R R L
) | :kji.‘bjjézﬁ\ —
St |f N T S b
s ST N VT
iﬁj?—ﬁ% 5; i‘ ‘}' ‘17 f e i E—

6. Name the two keys represented by these key signatures:

1 B major
)G —
< ,JTLfﬁ_, — 2. H* minor
v
K 1. = Major
— g2 T J
oL — 2 A’ minor

39



Harmonising Cadences
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Compared to all the harmony you've just been doing, this stuff will seem like a cinch!
First of all, let's revise the four principal cadences:

H

&) Name o( ﬁa&ence uworéa Uset}
| | © porfoct ’ -7
2. TImperfect anything - 7
). Plaga! w - T
U, TInte rrupted - vi

In the following exercise in 4-part vocal style, see if you can use one of each of the
four cadences. The whole example is in A major.

Qﬁu# 7 m{| l‘!! —
C—F o FF | P | ¢
J 4 J ) 4 I d
: 7 — D — =
e —f — —T—

— I T

I |

Now do the same with this example in 6 minor, but use pianoforte style. Remember,
don't use the same cadence twice!

o e e —
o—— b § e ==
| | 19
D) I I A ‘jfg i 1t =
| |
I}:I() 0 % IC‘*_ Py 2 ] > 1
e e = — &
— L - ! I
!

oo ‘ﬂ:——yl r v v
Here's something a bit trickier... this one starts in C major, but then it modulates to
related keys! (oh dear — you'll need to use accidentals for the cadences in dfferent keys!)

9 4 t } ] o }’(’{' B I
o4 — # ¢ #4 o e {m—i b
> > binA _&I e [ — )
. W Py n ‘b. o ®
WW—, & 4 S ——— i s B s e
| | I I I T = | | | — 1 |
11 1  I— % I I i 1  S— — [
L", l—‘——l L 1. L
3. 16 7 Y. v Znaid v
C major A’minor major F major
Imperfect Interrupted Perfect Plagal
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Harmonising Cadences...that Modulatel!
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In this question there will be a given melody or bass line consisting of four 2-bar
phrases. Each phrase will have brackets indicating the cadence points. You will

be asked to use one example of each of the four cadences (we practised this on

the previous page), as well as write a suitable chord to precede each cadence (an
‘approach’ chord). But here's the cafch... not all of the phrases are in the tonic key!

Have a look at this pianoforte style example:

;%Hgﬁ;:~ { f o — —
w o IAY o’ : %k**'
| o WA [@] . ht | .

AN (&) 4 JPE~

* : ¥

%
@
¥

[

YrES S ——
y aimias: o v)_—_aj { N—1
NV
: <
< ﬁ B 1{ i X ﬁ } i }\) T ~ f
7 - L L—"t%’/ % ¥ %
Quick questions:
* How many notes are under each bracket? 3
* Which two notes will form the cadence? The |ast 7
* Which note will be the ‘approach chord?’ The. irsk 0

Step 1:  Work out the tonic key, and on some spare paper draw a family tree based
on that key (see p.19). This will cover all possibilities for modulations.

Step 2. Work out the key of each 2-bar phrase, and write the key above the
cadence. ({fint: The Elrst and last pkraaes are Iikefg to be in the tonic lr\ej) Make a note that you
may need to include extra accidentals for cadences in related keys

Step 3: Decide which cadences are indicated by the notes under the brackets. Be
very careful to remember which key the phrase is in, and remember that you
may only use each type of cadence once! (nother hint: The Elnal cadence can Onlj be perfect
or PIBSHD

Step 4: Decide on the approach chord for each cadence - if you can't use 15,
remember that first inversion chords work really well before cadences.
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TOP TIPT: You haye yite a bit °E Eree dor with the a . Proaclw chord. There Practice Makes Perfect « imperfect or plagal or nterrpted)
COUH Le several correct ansuers. Allegretto g
1
: . . D E s e
TOP TIPII: Trj to use chord Iq uhenever there is an opportunity. It could be @-§o—° ?—ﬁ: ESs—————
Part og an imPerEecf cadence or it could be the aPProacL chord to an inferrupted l 3G -f— -‘2 ’) Er-u F g
cadence or a perfect cadence. 85 P % F—
1 —
This next example is in vocal style, and consists of a melody line rather than a bass 4 ‘} J _f‘; — i J—.L_‘J—dh,__lr J
line. It can be a little trickier to work out which cadences are indicated when the D Y — he—tie: . | P
melody is given. Once you've worked out the key of each phrase, it helps to keep in o bl r vl :
mind that the LAST note under the bracket can only belong to chord I, V or VI! ~ ) + ,D e /.
(S P —
A [ o I 2 o .
1 D) 1 P 2 2
‘ g D ; g I ¥ f P r
14 ol & # H
e———trrr— L1t 6+ FEmm— S 4l
idd L4 o |® AT a4l
% { . LW | 6‘ | ‘J“ A
251 == === DIrEs = =
1 " | o i i ® 2 — P ——— i { n—
! I I T [ N
]
[ R — - | e,
% P —— " v — = o ! i p ' o — : : ]
6 =L - e & =——— PESEES
2 rrr o 2 A s
s | T \ | %f" 2 4 4 Al
9= e s 1 & 8 ! e i e S
)5 e < B e s
R i \ F I — \ ‘ | l
| J
Follow the same steps... \ |
Step L: Decide the key and draw a family free g‘ Qg’ I;rgl ‘ék —
Step 2:  Work out where the modulation/s are 3 A 1 J J ’é
Step 3:  Allocate the cadences (use each type of cadence only once) ) I__P e T', F "F T;-;,Jqli;
Step 4: Decide on the approach chords IRl = I I
%

(8% . . T S S
T REMENBER to e scietals o the cadenes i diffent o oy pd g
9.y i + f1°
- E e 14 oW e

Now try the examples on the next two pages. Watch out for no.4 - it's the only one in T IJ—.} i - j777 o

pianoforte style!
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All About Harmony
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There may be more than one correct answer to some of these questions....

*  Chord 14 should always be:
A.  On a weaker beat than chord V
B. Preceded by chord V
@ On a stronger beat than chord V

*  The best way to approach a harmony example is:
A.  Start harmonising each note in order from the start
Do the cadences and bass line first
C. PutI% chords everywhere because the examiners love them

In minor keys, use chords II and VII mostly in:
A. Root position

First inversion

C. Second inversion

*  Passing and auxiliary notes are useful because:
A. They get rid of consecutive 5ths and 8ves
B. They keep Altos and Tenors happy
@ They create interest

*  Hidden or exposed octaves occur when the outer parts approach a 5th or 8ve:

By leap and in similar motion
B. By step and in similar motion
C. By leap and in contrary motion

*  When doing harmony examples in minor keys, be careful to:
Raise all the leading notes
Avoid a leap of an augmented 2nd in any one part
@ Use the melodic form of the scale where necessary

*  When you write a cadence in a modulating phrase, you must:
A.  Panic

Add the necessary accidentals
C. Transpose it back to the tonic key
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Melody Writing
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In Grade 4 you got pretty good at writing four bar melodies either to a given rhythm
or to a rhythm you composed for a couplet.

In Grade 5 you will need to use those same skills ... but for a longer melody. Most of
the time it will be 8 bars, very occasionally 16 bars (only if the poetry has really long
lines) but ALWAYS four phmses

Here is a balanced 8-bar melody with four phrases to a stanza of poetry:

O 1 A , ﬁ, —
. N | 7 p—
et i
] i @1 7 ———; i —
;ﬁ v = | 4 [ [

A trav-el-ler crossed a  fro - zenstream In  tremb - ling fear_ one day:

Liil]

la-ter a team - ster drove a-cross And  whist - led all the  way

Which phrases use a dotted rhythm? Phmses |, 2 + 3
Are there any rhythmic ideas that occur only once? Alo.
Which 2 phrases have the ending J D)o phrases | 83
Which 2 phrases finish on long notes? Phrases X ¥ 4
(SO, its ke P"\rases l Llaea 'Pa'ir. anJ yLraae 2 dUaea 'Pa'lr‘)
Before composing a melody, the best thing to do is invent a balanced rhythm on

which your melody will be based. ‘Balanced’ there should be just two or three main
rhythmic ideas that form the basis of the whole rhythm. Here's a verse to try:

* % % *»

Over the hills we went one day

Far away where we could play

Mother was not impressed they say

She's not too pleased when we're far away

Try making up an 8 bar rhythm based on this opening phrase, then write your melody
on spare manuscript. Phrases 2 and 4 should end with a similar rhythm to get a mostly
good balcnce

%MHMM

- ver the hills we went one day Far a- uayw‘\wm coutd play

" m — pressed Sha's 4¢ hot 150 pleased ar a- w
o —ther was not im - — pressed iy ay Sias 4 0plu§kmw{)t1c oy

Skip ahead to page 53 and read up on melody writing hints. Then come back and write
melodies for each of the following verses. Remember to...

* Compose a balanced rhythm first and make sure it suits the words
* Choose a suitable key

*  Try to keep within a particular vocal range e.g. soprano (or even bass — see the [ast verse!)

1. As I was going up the stair
I met a man who wasn't there
He wasn't there again today
Gee, T wish he'd go away.
Anon
2. When your money is low and your luck has gone down
There's no place so lone as the streets of a town,
There's nothing but worry and dread and unrest,
So we'll over the ranges and into the West
H&nrj [auson
3. Green and amber and gold it grows
When the sun sinks late in the west
And the breeze sweeps over the rippling rows
Where the quail and the skylark nest.
Ab Paterson
4. Not a sound disturbs the air,
There is quiet everywhere;
Over plains and over woods
What a mighty stillness broods!
U\ar,eﬁ Har?t/r
5. You're off away to London now,
Where no one dare ignore you,
With Southern laurels on your brow,

And all the world before you.
Henrj lauwn

6. The chorus frogs in the big lagoon
Would sing their songs to the silvery moon.
Tenor singers were out of place,

For every frog was a double bass.
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continue each of these openings to make a balanced 8-bar melody. Mark all the
phrasing, and don't forget to think in 'questions' and 'answers'|

f.%f ConfiHUing A Mo.‘.if Go ‘rg page 53 and read up on some great melody writing hints, then come back and

The exam question gives you a choice between setting a verse to music OR continuing

a given motif. The advantages of continuing a motif over setting poetry to music are: N l L
—] - I A PN e I N N |
w | 1 NP I ] S I B | % lhe # T 1
You are not restricted by words/mood of poetry 1 — % i — Ee e
* Tt is not necessary to keep within a particular vocal range ‘ ! —_— !
*  The first phrase is all done for you! The rhythmic and melodic idea has been A . —
established and it's up to you to continue in the same style. i e e S — o — —
A 9°°d way to approach this is to think of the motif as a 'question’. So now we need Lj == M\:{ S L B — —
an ‘answer' - someThmg that will contrast mcely perhaps introducing a new idea, but
one that fits in with the style of the 'question'. . m— S 1
ohyt—a——v 11—
f » Presto N \d’ = H
Here is a ‘question’ in B minor: (it eorte 21l Prei, e \
R S B o
. . . . . 9 gu.'rﬁT P s et X T I — T f f
Here are 3 possible ‘answers’. Comment on why each one is not really suitable: 2. - — . N S S = S W B et o )
[ & (Y - . =
L gy bt el o Comment: Lnmuch doffed thythn. — | : P R
=T Sale of 5 potes restricis flow of e P e —— T e ,
muSsIc. . s S e S S S S s S o {
ety R =

2. q%#;l T‘ o mee Comment: Tnapprnpriale rhythm
o %ﬂi for thus dempn. £0.r2 bocing rhythm. /—\ o
| |

)
p 4
‘)# o 2 o # o C t Nice Qb ord Efq;MS:!’QQ 3. {\L'D I 11 1
: ]
3. Ao T I ] - 1 I Ommen. I e — ——
by i T I T I ' bt bDrmg Crotchods. //__\
N x—_‘\ _l_,_r—;' . 0 “

oY
P] a2 " T 1 1 Ll ° ]
| | Y et . oty e R %
Now see if you can write a better one! L |y B s e Se— I | R e e — {
SV 1.3 NI A oAy &,
.) 1 ~J H
0 4 | —
The question (Q) and answer (A) can form the basis of your melody. You could bring A e s e et s — ]
. . . . . 14N el N ) \ 1 I o 1 [\ i [ ]
back a slightly varied question in phrase 3 (Q2) and use ideas from the answer to Lumy) e ga o hd I
form phrase 4 (A2). This makes Q - A - Q2 - A2. Now try composing the whole 3
melody based on this 'formula'! T
- et e e S S |

ot P ~ 4 I e o e e —

U —p | He o —P T 211 13 ’ N S N S S - ] b 1 s
s 9 PN o 9 g | | ] I Y T " — &
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ot 1+ 1 t—H#2 s B S . N R 0 A B i | NV, . S — — e e o S— e e o :
SV L fv.r llg'f hi l'l" | LAY S A S = ¥ O —J —~ — 1
Here are some different combinations... try them on some spare paper! - y m“

T — S —— — N — D N W
*Q - Q2 - A - A2x *Q - A - A2 - Q2% *Q - Q2 - A - Q3w j/ - It N S S S——
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Modulating is Easy
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In the exam, the melody writing question will say 'modulation is optional'. There is
nothing wrong with using an 8-bar chord progression in the tonic key, but modulations
make melodies more interesting... and it's easy to do. It sounds good to modulate to
any of the keys on the "family tree’ for your chosen tonic key (see p.19)

Thinking about modulations in a melody works much better if you imagine your melody
is to be accompanied. When a piece of music modulates, two things happen:

1. There are often accidentals to show a new key has been entered.
2. There is a PERFECT CADENCE in the new key. (No. 2 incredibly important)

Here is a modulating 8-bar melody in G minor:

. i 1 S . B
® g T
S Ii k" — i —— R T S — & 1
C(M\ \ ! Cw: | vV |
Y U
4D i N E——— - - — —
& j&q e e

Phrase 1: This establishes the tonic key of G _minoc . Tt has 1 bar on chord I, ¥
bar on chord V, then back to chord I.

Phrase 2: This phrase modulates to C minor , using chords _|_and V_ of this key

Phrase 3: This modulates to RY majoc  which is the relative Majo/ . All of bar 5
is based on chord _\V_ of this new key: bar 6 is based on chord _| .

Phrase 4 The return of the F sharp brings it back to the toniC  key.

Now write the chord indications under the notes of the melody - perhaps try playing
them or get someone else to play the chords on the piano while you play the melody!

Doing Your oun modulations

As mentioned above, a modulation occurs when there is a U et cadence in the

new key. This means using the notes from chords \V_and _L_of the new key in your
melody. BUT... there is an even better way to get good modulahons Instead of using

plain old chord V, use the notes from...

This is chord \ﬂ OE (maljor.
It s'implj chord U with a
einor Tth on top. Easj!

CHORD V7 oy excing

50

There are two good things about using V7 as opposed to chord V:
1. It gives you four notes to choose from instead of just three

2. Chord V7 will always contain the accidental that belongs to the new key (see
example on previous page)

As long as you modulate to a r‘ela’red key, there will be no problem launching straight
into the notes from chords V7 and I of the new key. For instance:

0 //\-—1

= ™ - _ ~—
= e TS s S e
Q) I S t t

Phrase | establishes the tonic Leg of Phrase 2 modslates to the key oE major . It simplg uses the

F mq']g)f notes oE chords Uj and [ in this new Lejl he natural sign is needed

{o show that it has modulated

Let's say you wanted to modulate to the subdominant...

SEE? Nofes grom cl\OvJ W anJ I OE b Ela{ maJOr

How about the relative minor? The same applies:

: t[‘ N — i E ﬂ
g ] ——
\Use the me‘ ch orm OE the acale

o) ~—= ™

(uick Questions:

Which are the best phrases in which to modulate? Phrases 2 oc 2

Which are the best keys to modulate to? _Close reladives ie .Qn\i\le\UQ on family

What must appear in the melody to show it has modulated?_Acc identals frea

FODULATION = Use notes of chords U and I of e ke, and nclde ay
accidentals that may be needed
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Here is a 4-bar beginning in D major, which has modulated to the dominant:
e P T

o

- !
4

Finish this melody in 3 different ways, modulating again in phrase 3 to another key on
the 'family tree' for D major:

Hint: At the Leginnlng 0§ P‘wrase 3 spend LEIE a bar on chord [ 0§ the tonic kej ~ this sounds rea”J 300J.

! . T o
VAR : 3" [Sl — 1 | | é 1 1| 1 - I [AR] — . ]
J5 ks 11 1 1 )] | T ae ol { o 1 | { ) — | ' Ins )] 1
1 Oy P | | [ ] \ I | o I Y o A ® | 1 1 1 \ 1y | 1 1
N N > 1 [ A [ | T | - T o" 4 1 Py | | 4 | 1]
J ® = 3 e -
Modulation to G _maie”
Ao S
L >\ [ |
| N —T ] el | 1 ol i Y Y 1 11}
A T 1 1 A [ | | [ ] Py o | ¥ | | 1 ] ] ¢ il H
2 70N a4 | 1 1y 1 | P | 17 e r 1 1 9 )| L 1 1 | 1 11
QA v 4 | g- & ¥ T 1 | VA | 1 Y e 1 | { LI
j LJ v l v v o L)
. . N—
Modulation to nor”
{4 - |
A g N T J—— | T | 1 N1 =1 1 E 1 T T T
1 H [ 1 1 I . = 1 1 | 1 o 11 | A | 1 1 ] I <> |
[/anY a | { 1 1 I 1 | 1 1 P el S T 8 e o 0 g I . | C |
3 <V v 1 & 4 1 . o [ ] P @ | hd e 4 1 {
e fte * * L e

Modulation to _E minor

Moévlaﬁng Jith "vords

Always try to create the mood with your melody. For instance, a modulation from a
minor key to its relative major sounds wonderful, but don't do it if the mood of the
poem is dark and full of sorrow! Try setting this verse o a melody with a modulation:

White are the faces of scary ghosts
We do fry not to appear

Dark are the houses with sleeping folks
Who barely know we're here

e

/p 1 } [l | 1 1 177 - y ) Y 1 13 (e 1 \ 1 |
AW . 1 1 1 o AY 9 Jd | @ 1 [ ] P | g & 1 1 d i< I
|FANY AN o P X [ ] re o / > 11 1 1 1 e o ¥ 1 | 1
SV s ol = e : L3 ‘ I l T 1 Vi | ~ % o )Y :
J ﬁ’ White ace dhe La-ces  of  sco-ry Sb\os\s \,Yn, do  not Ay 1o aP-peas
J — I — — |
17 1 ~— —1 Al J 1 4 3 i 1
JANE %) 1 | 3 1 | AYJ AN Il [ 9 1 | I ] P 11
[.a\L4 P P [ 1 1 J 1 1 1 1 JA| 1 1 hd e |
ST hrd = r ) P _‘ T é 1 i\ ; .l L) | 400 I | ! . 1
J bm(\_ are the how-ses with S\(‘L _443;,\5 '{o\\LS W\I\O bace '\ﬂ koW We' re

Rigkt! Yoi're Joing ue“, bot ve need more practice in mOJUIating. So nou g0 back to page U7 and
use those couP]ets to compose mOJv[ating melodies! And then g0 to page U9 and urite mOJu]ating
melodies to those mot'lfs! (You didn't think JOU'J get oot og it that ey, did Jou?)
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 Doetrysetting

* Choose a flat key to convey a sense
of calm and a sharp key for a bright
or exciting mood

*Look for opportunities for word
painting
* Leaps of 4ths or 5ths should be

followed by a step ideally in the
opposite direction of the leap

* Avoid repeated notes

*Don't hover around the same 5 or
6 notes - you've only got 8 bars to
show your creativity! Create a good
melodic shape

*Reserve leaps of a 6th or 8ve for
climactic points, and never use big
leaps on small note values

*Try to start and end phrases on
different notes

*Complete each phrase with a long
note or rest.

Contlnuing a Moti)f

*Here are some ideas for varying
the 'question’:

78 Repeat it at a higher or lower
pitch and perhaps modulate

7N Invert it i.e. invert the intervals
so that the motif sounds like it's
going in the opposite direction

78 Alter the rhythm with dotted
notes or repeated notes
7% Add or remove passing notes

* These techniques can also be used
to vary the 'answer’

*Remember that your answer should
contrast to the question but should
still relate to it rhythmically and
melodically

*Use a maximum range of about 2

octaves
el

key for half a bar or so first.

Modulation

*Modulating to the dominant is a bit like landing on chord V of the original key,
which is like having an jmper fect cadence. It works best in major keys in Phrase 2.

*Even if you choose not to modulate, just landing on scale degree no.5 at the
halfway point can SOUND like a modulation to the dominant!

*If you decide to modulate in phrase 3 as well as phrase 2, go back to the tonic

*Remember to imagine your melody has accompaniment. Base the melody on a
good chord progression and write chord indications under the notes.

* Although you can modulate to anywhere on the family tree, the most effective
modulations are to the dominant, subdominant, and relative major/minor keys.




The Woodwind Family
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There are many different instruments in the woodwind family, but we only need fo
concentrate on five (two of them are the same instrument pitched differently):

1. Flute

2. Oboe

3. Clacinet in B
4 Claciatk in A
5. Bassoon

Try to listen to some recordings that feature these instruments; if you have access
to woodwind instruments this will really help in your woodwind "research”.

Most of the examination style questions on this topic require you to write a lengthy
description of a particular woodwind instrument. It is important you read quite a bit
and try to 'experience’ woodwinds as much as possible, otherwise whoever reads your
answers will not get the impression that you know what you are talking abouft!

The table on the next page is to be filled in as you do your research. Try to include
the following information:

TONE - tone colours in the different registers.
BLOWING TECHNIQUE - how the sound is produced, system of fingering etc.
FEATURES - double/single reed, fransposing or not etc.

Name one solo, chamber or orchestral work that features each of these instruments.

Lnstroment Work
ﬂute Dance of the Reed PI'PCS‘ ~Tdr\0\kkows\tj (N\r\cracku Su{\*t)
Oboe ‘Drei bomanzen' - Sdhumann

Duo Concertante. -  Weber

uar'lnef

Basaoon The Soccerec's APPNAJHUV~ Dukas
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Terms and Things
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1. Rewrite this motif as it would appear on the score for clarinets in A and B flat:

. o #.1 : { !
Concert Pitch i ate
oJ - —_
/\ﬂ .| '.3 J DS B T {
uar'lnet 'ln {\ H\j/\_biv\\% T —
Aoﬂ..vun » B B i i
(lainet in  flat GRS S Sl

2. What is meant by 'transposing instrument'?_The instcument does not sound gt
the “p(‘h)/\ weitben on dhe music. Tn order 4o gound at “concect! ‘pihj\r\,%kt
pacts must be &ranslposul.

3. Write a short description of the bassoon. Mention its construction, shape, tone,

technique used and any other relevant information.
. fube
The bassoon is a con‘\co\\\\j bored inskrument made of  roSewood. ,is

B 4 \o(\g but is doubled up indo @ 4\{3\/\’( U‘S\/\Q‘og o allow aciss 4o all
\LUJ)S- The lower r‘es'\shr has o v‘e,ec\j sound . and as it rises hos a
J‘zu\v\m%(r\q buk often  Ccomic! fone. The bassoon g cefurced 4o as the

J
‘down' of the occhestra . Ths wide range necessitotes the use of both

bass and 4enor C\Qfs. "5 a nor\-J(rar\seosir\J nstrumant 'p\aj{d with o
doubl e (‘cu\.mo\k.il\S it a rlative of the dboe -

4. Write a paragraph comparing the differences between the flute and the oboe.

The flude 15 held pecpendiculac o Hre bod\j whereas the oboe is held
V&rhu\\j. The fluke has no ceed: the oboe lhas o double reed. The flutes
cleac ond somekimes sheill fone Condrasts with the oboe's reedy and

— ) . J
?O\'M\M\* 4one . The two inskcumends  oce based on O\If{g(‘u\{- -Fl'r\auir\j

J
<ustems: flute = Rothm  ohoe = Plateaux. The obot's range is
sma\\er thon e flude's but it can adn g botom note one 4one lovwer
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9.

Woodwind Wordsearch

Most woodwinds are at concert pitch,

but the clarinet is a E&DSM[Qj

instrument.
Ttalian word for bassoon.

A particular type of tongueing on the
flute involving rolling the tongue.

This device on a clarinet assists playing
in the upper register (2 words).

Another name for a speaker key is an

octave key or a m key.

Shape of the oboe.

Woodwind players are excellent at
blowing out birthday candles on one of
thesel!

Material (often from Africa) used to
make most oboes and clarinets.

When a French horn joins the 4

woodwinds it forms a wind qﬂg"nlel' .

10. Close relative of the oboe (larger).

11.

12.

13.

14

15.

16.

17.

18.

19.

20

Close relative of the flute (smaller).

French sounding name for lower register
of the clarinet.

The oboe and bassoon both use a dowble
reed (2 words).

Ring-shaped clamp for fastening the
reed to a clarinet mouth piece.

French term for the positioning of the
mouth.

Orchestral work by Stravinsky with a
famous solo bassoon passage (3 words).

Changing registers on the clarinet is
known as going over the _b/rQ

All woodwind players have to do this to
get air info their instruments.

Transposing instrument.

Inventor of system of fingering for flute
and clarinet.

. Something you don't want to do in your

exam (Hint: opposite of pass).
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Lets Revise a Few Things

=
< >

1. In pianoforte style, harmonise the notes under each bracket. Use one example of
each of the four principal cadences.

Andante
0« | | t
| FanY J i !7
SV k> 3 N
[ - =
T 7 e S ———1
L e s . i L.Il A - S a—
0 4 | | E
o = I 1 0
Y A\ 1
| HanY "N
"g 1 | I | 4
[ B ol
W"F_#'P_F — _1 I E— — et e i
: e e s

- :
I 1
[Y) [ Bb . f = ==
ma : :
) Gmin (rel. min)
“ H | Ay |
l 4 Il I N1 I —T 1 1]
17| Y J 1 I | ——] | | i__'_x__H
. I | I- % ﬂJ } 'I } S I 1)
I R = I

EY ma) (subdom ) BY ma) (fonic)

3. Imagine the above melody was transposed for clarinet in A. Now rewrite this
melody at concert pitch (or, as they say in the exam, 'sounding pitch’):

174 In ' T > o | 7413 [ D A Y

A ad 1 N 1 | A A X2 | I A ol I | 1 ~
S pu| P E | T | ] | Pl o | g @ | 1 & e g | T
L O A 9 J 1 ‘Nl o ¢ T - A ‘w
j GM(») EMA/\

/e |
- ar:d I 1 ~ T
/- = | 1 T Y —3 1

[ ANY ) 1 1 1 [ 3 7 —Z 1

Anvj | g e | b e e — |

‘) T [ I | T -

-
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4. Continue this motif to make an eight-bar melody. Add phrasing.
T -

B i e e e
hdl | | 0 = ] 1 I I 1 1 1 I I 1
e e e e s =
l b= = -
. /N
£, e a, 0 .
1 1 | 1 r 1 | I o 8" 1 | A Pl | 1 5 1 PN
hadil Y | | 1 | 1 | [ T 1 1 I ] 1 T 1 1 1 o 5 1
/ ——d 1 | ) I 1 { I 174 12 1 J I I 1 1 [
A=A ! 1 [ - DR e T | 1 1
7 =
5. Write an eight-bar melody to the following stanza:
Half waking and half dreaming,
While starry lamps hung low,
I saw a vision splendid
Upon the darkness glow. Victor Daleg
)] . e
T | T 1 ] { | I | m— — I AY
Z Le) 1 | S D B | { o { 1 | | 1 [ | I Ty @ o
LA 2 \ N 4 o | | 4 IAY hd [ ] o LI 1 | P | I J J 1 7
A (0] [ ] \! hal ] | 1! ®__7 [ ] .I l‘ LI 77 11
U - -— R . - B
HorE wo-kingand  hilf dea-mingWhle stac-ry [ hang low, T
p T ° |
Wl I - W | L Py - Py | .| 1| 1 1 1 1
71 K { |V & 4 I | o ol 1 d | & ] | P 1 I P
Wy v Al 1 P o 1 | | | 1 — [} o hd | ] Wl
A § ¥ LI 174 174 1 74 :‘ & ~
J Saw @  Vi- Sien g‘,\u\ - did Us- on e dork -ness S\OW
1

6. Harmonise the following melody in 4-part vocal style. Include some passing and
auxiliary notes.

Moderato =
cpud N | A ) JJ]

)

| |
T |
= Il P___é—
by S FO) I‘ r F - I' ‘: r o M r ‘.’ T !
. [ ] pal ) 9 ] ) o o ] Py
. P [ ] | Ty o 1 o b [ ud { [
V4 U #l F A [ e | | 11 [nd 1! | | ) | { | I
ha L=x P 1 1| 11 1 ] 1 I 1] 1’4
1 l i ~ ! |

I
|

[ an WAL ) =4 P &
Dl P ’ ‘
s youlh T T eTn
T (o) o o I o o a
hel} -3V .4 [@) Py P ] e 2 [ i e ~
4 bR VI | [ ) o [ A | I . 4 1 | Py
bl % \' 1 1 L ud 1 I } I\} I l' L) | el
U ) r |
7. Write the scale of C melodic minor in minims
* use accidentals A
. p 4 f T :
* descending only for one octave o " s S— { ‘. P—
. AND"4 % 1 \ ~ o b d )| 1
* mark the semitones ) { _° &
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Handel, Mozart and their Stuff

Now that we're into the higher grades of theory, it's important to know something
of music history. In 4th grade we concentrated on the 'Baroque' era, which began
more than 300 years ago. We learnt about the form and style of Baroque dances. In
5th grade we move to the late Baroque and Classical periods and study the forms of
music that became fashionable at this time. Some of these are instrumental forms,
others vocal or operatic. Depending on which instrument you play, you may find you
are already familiar with some of these forms.

Two of the most famous composers of this time were - you guessed it - Handel and
Mozart. You'll need to do some research about these composers and it's also great to
listen to recordings of some of their works, many of which you may find you already
recognisel!

The following pages provide outlines for you to write about the forms you need to
study and examples of compositions. Try to get your information from at least three
different places - there is no single book that tells you everything you need to know!
You will even be able to look up these forms and composers on the Internet.

The forms of music set for study are:
* Minuet and Trio

* Scherzo

* Air with Variations

*

Recitative and Aria

You will need to read a little about opera in order to fully understand Recitative and
Aria, but the best learning tool is to listen to examples.

Remerber: You're notJUst stUinng to pass t‘»eoq exam — JOU)rB
stUJy'lng all this to be a 3004 musician!!!

Now write Joun Jour informaﬂon sources here (J'lscvss this with Jour teac!\er, OE coursel):
L Oxford Companion o Music - chcj Scholes
L A H‘\s\'onj of Wesken Music - Grouwt
). The Tnternet
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Minuet And Trio

< =
< o

The minuet originated as a dance form in the BQPoq W era. It was a
stately French dance in Jrf‘i@k time. In the Classical era, the Minuet
continued as a popular instrumental form. It maintained its bmar%a form and
was usually repeated.

Minuets were often played in pairs, and the second minuet was usually only
scored for 4hree instruments. It then became known as the Tr Q.

The form of the Trio was also bir\ar% and was also repeated. It was then

usual to see a_Du Capo _ sign which meant to go back to the lot_ainnir\g . This
time the minuet was played without Pe‘guﬁs .

The Minuet and Trio movement became popular for all instruments and
ensembles. It is now known as ‘Minuet and Trio Form' and mostly appears as
the 4nicd  movement of sonatas and symphonies. Mozart also wrote many
Minuet and Trio pieces for the solo clavichocd

Quick Questions:

* What key is usually reached halfway through the Minuet? Dominant
* How is the Trio usually contrasted from the Minuet? Qften in relative

Minoc kej . Ocmsior\a\(j a_different tempo Mar‘L{(\j
* What is the overall form of the Minuet and Trio? Tunqr‘%
* What keys would be used for the Minuet and Trio if it were the 3rd

movement of a sonata in B flat? RY % { G mun

* Name 3 examples of a Minuet and Trio, the instument/s for which they were
written and the composer of each

Name Eomposer Insirument/s

Minuet Kk V. | Mozacrt Plano
o0 | Haghe | NIRMIRD

. SO“.;‘%‘L ?A?;V%M"\i'*l Beethoven Piano
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Scherzo

- =
< >

'Scherzo' is the Italian word for _ . A Scherzo is in 4ci (glm time
and binacy form, and is usually followed by a trio. So actually a Scherzo

is very much like a _miauet , but it is _£foste~  and brighter. The Trio
was usually faster as well, o match the tempo of the Scherzo.

Towards the end of the Classical Period, 'Scherzo and Trio Form' began
to overtake the minuet and trio in popularity. The two composers who
were mostly responsible for this were _Schubert and _Beethoven .

Towards the end of the Classical period and into the Romaatic  period,
Scherzos were used not only as movements of large works but also as
independent pieces. The changes of _key were not necessarily related
and the mood was not necessarily bright . The four Scherzi written by

opin _ show quite a break away from the traditional form of a Scherzo.

It became more of a descriptive title.

(uick Questions:

* What is the main difference between a minuet and a scherzo? A
scherzo s foster ond bri\o}w\'d

* What was the overall form of scherzo and trio? Tcmomg;
* Which composers favoured scherzo and trio form? Schubert - Becthoven

* Which composers extended the scherzo to a slightly different style?
(name 3)

1. Mendelssonn
2. C\/\ogi(\
3. Rrahm &

* Name 2 examples of Scherzi (and their composers) from each of these
periods

Air With Variations

.
< >

An air is a_melod to be sung or played. In instrumental music it can

form the basis of a set of _vaciations _, in which the melody would be

presented differently in each variation. This form can also be called theme
ond _yaciationS

In 'Air with Variations Form', the Air (or theme) is usually accompanied
with a very simple. harmonic progression. The melody itself is
traditionally quite basic, to allow for the development of different ideas
in the _NaciaXionS  that follow. There is no limit to the number of
variations in a composition in this form.

See if you can describe six ways a composer might vary a simple melody
with chords:

1. ﬂ\r\g’(\l\miu\uj —de\!e\o‘p Me ideas in bothh theme ond a((om‘pa(\imud'

2. (V\dod\\'ax[\j ~ exkend the fange o the 'aic’, decorate | ornament

3. Tonally - dhange key | ¢ .q. major = minol

4. R%as&of ~ dhe Melod\j could be jn the bass L0LOMp . Lp Jrofo

5. Time - dnar\je the time Siy\o\hre w\o(l/or JY’(.MIPO

6. Cow\‘\Lr‘poi/d’» ‘aic’_presentdin pther .‘par’fs Q‘*f)“\ freatment

Name 3 'Air with Variations' (or Theme and Variations) in each of these
categories:

Kejboaré ('lnc]. Organ) Uvamter Mus'lc Orclwes_‘@_(al

lsk movt. Skang Quarted L wovt. Sum ko/\j no. Y

Goldberg Vacy ah g~ Bach

QQ~7L no.b - “atjdr\

(Passacasliay Bralvma <

late uass'lcal Romaniic

Isk movk K331 —Mogart

Slow mut. ‘Death and the
Moiden' quartet - Schubert

Briften - Young Pgon’s
Gudeto tae Orchestro

Stheero fom Soncka Op 2\ 0.3~ beehn Stherzo no.| - Clr\olom

Reathoven -3 vaciakions in
C minolr

Final mvt. Clacinct quintet
Ksgl - Mozgr&

Last mvk CEroica
Symphony - Beethoven

2_ Sdeczo v Teio from Sjmp\mmj 0.5 - beedhoven Scherzo in Eb — Brahms
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Recitative and Aria

Jg———— Fo—h e
< > B s ===
. - S
" " ’
Sing this Recitative and Aria to learn about this form - and get somebody to o M A mra—— An A -ri-a which has re-gu-lar phra - sing and me - lo - dic  shape. The
0 T . — ) - T T T T
accompany YOU' o D H— I I - 1 J’ - — .i j - .’ -L‘ < e
5 : ;: i: i: -ﬁr o i—: b3 > k-3 - 3 3
(PS You sLoUH ?(o a Lj read pa bit on opera and oratorio LeEore qoing on) | | | | i | 0 | \ .
— — — = - 5 o r.o o T ]
Qﬂ e = = = - - — - = o T -
O 'l. 'l' .T & & & - # .f T -
Ad libitum/very freely . =
i 3 3 - —3— 3 F_‘_l 39
P s e o e Y
-7 L ™ s e ™ S R IS bttt E) _  —— | — —
o - b = frfr e aiow o —F KT — —
Re-ci-ta-tive wasa ve-ryim-por-tantpartof o-per-a ando-ra - o -ri-0 Itwasusedas a mu-si-calway of v' t i } T — H T H 1 T 7 —— e
A T | - ‘F*' = — sto - ry was told in the Re-ci-ta- tve_ But now we re - flect on the mood
3T = —— {5 £ Chpe = —
—(-m o {3 — - {i — — ’Qh j } j ]‘ ] } T { T { ;' P77
P———— ' &ig - = e T
— — ~ B 3 1
ey 1 4G e S > s = s
e i it = if g—if s s iz : | : —
] Z 5l o > T I 20 & r 4 T T T .
e » et 2 - )y’ i A T - T f
3 —3— faster 4 | =2 § 3
‘ —_— = e = &
AT =< s e S S o S " o — T ——— ) —
| for Nl 1 o ¥ w & T & & & & o W &L 1T T b T ¥ T T P ]
%j‘/ - 1 & I ¥ g '1 _JI. ‘.[ ]
tel - ling the sto - ry It was ve - ry free in rhy - thm to try to im -i- tate speech
At e 1 = Quick Questions:
0 5 B—"1s % —— vick Yuestiops:
o (0] . . . .
S on e f — * What was the most popular form for an Aria in the late Baroque period? Describe
T T T
ot =

this form. ’\/Uv\o\rﬂ Lorm_i.e. ‘Da Co\{)o\ acias . pO‘Du\rJ‘ unll abouk

slower P 5
o) - 3 3 m 5 3 ) . . . . .
e e e e L, O 1750. Two Seckions | Contrasting  with o Da Cago sign_ofty sechion
by .Y .1 '] “ i r A - & 'l 4_.(.] & & I A T .Jl ) .

The occ - a - sion - al chord kept the sing - er in tune this was called re -ci-ta-ti-vo sec - co! but 4& INAAY 4‘@”\3 \'\' +e-rf\5\r3 ‘QOFN\ .
i | | ~ "
e =" ————
[ )
i . * What was the objective of more virtuosic arias? Name an example. _The

Yot ¥ P S—"; - y S— ot — FRVRA (/

2 = — — +< == ‘Queen of ¥ N\q\r\’(‘( oYal ‘QP’OM Hae N\c\o\m Flute \Wwa¢ o VirtuoSic Gria .
5. Y I N . g or\j\r\«\ G was o Show tae (‘cmge and_technigue of 4L
i ! e e e e e e e g g g T T )

F—=——= e < ES e e e e S\naec e it was supposed to be o ‘<how skopee )
some - times there was a - ccom - pan -i- ment, and i > Y \\ ALl
/RSN e S s B
> Name three examples of arias and the operas or oratorios from which they come:
555 % % 3 p p Y
:' [I‘IFl l' I' T' l‘ T. :
S —— j S e
D Arla (rom Opera/OratOrlo {Lomposer
(r——5 1 —1
') ¥ A r A .L r 4 -
. , . ) ( ) .
Acc - om-pag-na - to' or 'Stro - men - tat- to' A re-ci-ta-tive  wasnear-ly al-ways foll - owed by l MLSS &\/\ H(A(\AQ(

N s B e B e B e PR ~ , . E\’Uﬂ valle y !

=SS ==S8EET EE ST — ]
e ” ¥ v- - G- — - — ( . . )
v - = = P 2 forgi Amor’ The Marriage of Fryaro Mozart
el L LLLLl o ~o8 8 o :
e e e e e s s o s B S s —F — . ) 79
E=s=SSSESSSss= 3| ‘Where i Eucidice Orfeo Cluck
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Tiny Test

- A
« >

* Briefly describe the way you would write an 'Air with Variations' based on the
theme from Sesame Street.

- Theme  with s.Mo chord accompaniment
Noc 1: Mtlodq in_bass  chords in rthle
Nor T 0 Mel Odj in_hidls msis)rcf with FW&& ndtes . chords \m'\@‘mr 400
sNee T © Minor ond slowe —l'xm,po

- Vo T Tima S\M\aku& d\w\qg(_ *o ?{— . wedte - like &(comprU\J
«Noc V: Finale - ﬂ'\QMQJ/\ od"w% st#ef {w\lu Q(LON\QGJ\«IMU\:{'

* What is meant by 'Minuet and Trio'? Describe a typical example and name the
composer.

‘Minvet ced Trio' is the noma TVU\ ‘o the overall Jmmw {orm OoMQ(:S:
the two sectiong Foc instence  in Mozard's N\w\uu&

KV the Miawet is in G Mmoﬁ is ia \o\/\anj form (H maduleres o the

Apmuxr./\k ok the vy pov\U \kt Tio 15 in C mayol end is elso In

\ow\umj form - There 15 oo Da (04)0 S i4n ot the U\o\ - e Minwd s plwu
oq\))o./\f\ \A\)\\r\o\fd Rfu)cs MAkANf] ‘Hr\Q, D\IU‘(»” {;arM TQ(‘V\@(‘ﬁ

“Maued’ c\f\d rio’

* Discuss the different uses of the form 'Scherzo'.
The Scfo (MuMM \O\UL) W3S OFnQnM\\j a Vacied &)r‘M og the
Miouek. Sk preqadsd %Lq, oo bud was £oster and lomq\/du‘ 1t then
bu\cx\ Yo wolWe ko o Ck\@(vfux* \Corr\/\ one that du\i not reloke 4o
‘t\»g_ Lodkures of th minued . Compogers S.ud/\ as UMQI/\ Brodag
ued  Cererzo’ o6 o d&su\p’(\vt fitle of_thair p\uLs

(&

& J
N
h/\( W AS Veru ‘{(‘QL in fkuﬁ(l/\vv\ ‘(Or H\S’(GJ\LL. 6%\/\0\6‘ 1 ‘\'t\\ wou\ 'QPOM f\/\L

Messialh - Lukdwo c\(,(,otv\pmf\ddto WGS  Mare rkvﬁ\r\rmc aad \/\M a S%m(u
QLo M ponimens . Loc u\skmoL in Ak T of Do/\ Gioveans - The \CW\LJg\o,\o\t

Leiblive Was fo lead in 4o o more ALSU(Q&NL\J w—\q“
ond U\I\O‘*\ov\oq

* Briefly describe the different types and functions of Recitative.
Name examples of two works.

Rocibakive was o device for ackvw\(,‘ms +he (J\ok n o\é){ra or

Lo R . ' m .
0('(11(0(‘\0. &C\‘\(A\VO Secco’ \g;\u\ \‘xﬂ\v‘. Qcmﬂ\uur\mgﬁ ond ’(L\L Volal
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Crossword

NADHG
g o

([0 uIR[F [L]A[T]5)
o

il (ool |

BE O.I

ACFO\S\S

1. A work or group of works

5. Operatic device for advancing the storyline

8. Flautists do not use these

9. _NenJ& double the leading note (it eppesite o ‘ahayy’

10. An opera with no scenery, costumes or action
13. Key signature of F minor

15. Use this form of the minor scale in melodies.
17. Italian word for “air"

21. Hidden/exposed consecutives are hidden from the
but exposed to the ear!

22. -8

24. Magical subject of a famous Mozart opera
26.2 means 2ad__inversion

28. English meaning of Scherzo

29. Other name for 'Air' with variations

30. If you do this into a woodwind instrument you'll
get a higher note

33. Interval spanning more than an octave
34. Meaning "at a cadence point”
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14,
15.
16.
17.
18.
19.
23.
25.
27.

31

32.

A musical play

The five lines of manuscript

Bassoon players often have to read this

Name of section after minuet

Da 0 arias were a popular form from 1650-1730
A minor minuet will offen have a trio in this key

. Number of keys belonging to any one key signature
. Unisons, 4ths, 5ths and 8ves are not necessarily

always this quality

Chords IT and VII in minor keys are diminiShad
Composer who lived from 1756-1791

The clarinet overblows at this interval
One semitone larger than major or perfect
English word for "Aria’

Ttalian spelling of minuet

Composer of 'The Messiah'

Recitativo without accompagnato!
Composer of 4 non-scherzo-like Scherzi
Woodwind instrument with shortest name

Orchestral parts for clarinets in B flat need to be
fransposed a tone in this direction



Mad Multiple Choice

=
” o

Once again, there could be more than one correct answer to these questions...

1.

w

The instruments used in a wind quintet are:

A: 2 flutes, oboe, clarinet, bassoon
B:  Flute, oboe, cor anglais, clarinet, bassoon
@ Flute, oboe, clarinet, bassoon and french horn

The most common mistake when writing minor scales is:

not raising the leading note
B: missing accidentals

C:.  writing it in the wrong direction

If you forget to use Ic -V in your harmony, you will:

A:  be marked wrong

be marked down

C:  be in frouble from your teacher

When answering questions about musical forms, include:

A:

examples from relevant composers

as much information as possible

C:

A Da Capo aria has:

sentences that make it seem like you've read about them more than once

3 sections
B:

4 sections
C: theme and 3 variations
D: 2 sections

The best way to avoid consecutive fifths or octaves is to:

A:  use similar motion
B:  not do the harmony example
@ use contrary motion

68

7. For the cadences with modulation question, you must:
decide on the modulations first
B: decide on the cadence first

C:  do the approach chord first

8. The bassoon uses:
A: the alto clef

the tenor clef
@ the bass clef

9. A tenor clef looks like:

A:) a fancy K
@ an alto clef on helium
@ a C clef

10. Most woodwinds are tuned:
A:  one tone up
B:  one tone down
@ to concert pitch

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

12. When using Ic-V, 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

13. Perfect intervals, when made one semitone larger, become:
A:  major
B:  minor

@ augmented

69
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14.

o@®>

17.

18.

If you are looking for a modulation in a minor melody and there are no
accidentals, it means:

A:  the melody has not modulated
it has modulated to the relative major
C: it has modulated to the dominant /

An inversion of a compound major 7th is a:
simple minor 2nd
B:  compound minor 2nd
C:  simple major 2nd

To decide between writing a melody to a couplet or continuing a motif, you
should:

do them both to ftry fo get extra marks
read the poetry and sing the motif, then see which one you get better ideas for
flip a coin

The trio in a Minuet and Trio movement got its name because:
A: it was originally played three times
three instruments originally played it
C: it was named after three great composers

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

A good way to approach the exam is to:

allocate a certain amount of time for each section
according to your strengths

rip through it as quickly as you can and then go back
and check it fen times

not turn up
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FIFTH GRADE THEORY

KEYS AND SCALES

Total Marks 10

A. Write the scale of A sharp melodic minor

e Use a key signature x 5
« Use crotchets””
¢ Write one octave going down and then up again-~
e Mark each semitone with a slurx 0(1 Tr (‘,SMIU Y V{LQU/\AJ'j
e Complete the scale with a double bar line—
m -/\ 4 ) N Py

- X» ] ol Y X&® ., o | 1 I L] B/ ) [ |
) DYAqi PLAAL 3 1 1 AN\ I ] ° l 1 1 1 1 ° ) Pl ud bl | { 1

Z ] 4.4 " # 1 \ 1 1 = < \ o [ L 1 I 1 1 |

4 y'3 1 { 1 v l 1 | L] ’ !

2 MJJ oy »JDU
B. Write the major scale that starts on the given note
1
e Use accidentals 5
e Use minims
e Write two octaves going up
«  Mark the tones with slurs ¥ Seviforen bl
¢ Complete the scale with a double bar line—
/_\

Q T t < i 1t +o i
7\ I | T 1T Taa 4 O H# =~ Il 1
[ fanY 1 1 1 I H A g0 T HY | I | I
i t EE TS TALG A !

i 1 X
INTERVALS Total Marks 12
A. Name these intervals by number and quality [ 3
o) to //\ ﬁ()

—a L 7 - ': | \ N > ;_—;ﬁ_‘” ;;,,,,ﬂ
\v‘ &) - 1I1 LA A S © ) i 2O i
) % N2

e
Anamented b Pacfack Tl B ed Tl
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B. Write these interv&belﬁhe given notes O
5
(GASw{rs correct Tﬁ"r dhove Mh&)
, H

g 40 A xo
0 A b o e ho—— it 5 Pt —1
15 HY—bo——7—Ho— il wg— |7 i
e) o) D)}
minor 7th perfect 5th  diminished 4th minor 3rd major 6th
C. Write the inversions of these intervals and name the inversions 3
X 4
s fﬁ'};m I Gite—— Y&
M Fan) I 1 1 7 O I 1
NV ho I 11 hal | 11}
o o
e _—
Augmented. unison Augoeded. 30d

Each of these melodies modulates and ends in the new key. For each melody, name the
new key and state its relationship to the original key.

A | — | |
e — ——— | — S ——— " A
= SEESS L i
Key of modulation: & aor Relationship to original key: Su‘bdomz\ar\’r/
.'.'
WW o] | ﬁq}
T | I | 1 - 1
L - e — —— —1
= ’ 3 -
3 3 3
Key of modulation: % M{f X Relationship to original key: _ Dominant /-
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HARMONY

A. Harmonise the following melody in four-part vocal style.

Include somedunaccent

i

passing notes and auxilliary notes.

Total Marks 32

B. In four-part vocal style, harmonise the notes under each of the four brackets with 3
a cadence and an appropriate approach chord. The passage includes modulation to 16
related keys. Show one example of each of the four principle cadences.

M(Al Mwl,( WSS“I\é’

Moderato ’_%
1
P — e
D8 — '_‘ ya——
‘ A Tt
DR S ~ = - A = —
! £ e ! e m&
L] i — ] 28
 ——— 1
lng ll T\ l 1 I
y 4\ L | 1 I JAY |
o) r—f——¢ P N
) { [' ¢ rf’
| i\fﬁ I'J % :"NQ}A
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CRIATIVE
Answer onlart of this question.

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

Total Marks 14

. Write the words clearly under the notes
. Use for words with more than one syllable
. Modulation is optional

She sits beside the tinted tide,

That's reddened by the tortured sand;
And thro’ the East, to ocean wide,

A vessel sails from light of land.

v

Continue this given opening to make a balanced eight-bar melody.

. Modulatien is optional

o |

r T TN S I Y L I T " —

oo T T [ [N T %+ T v I — — 1
/72 W 74N TN A R W SN W R W N — . | P I R P2 b 1
Y A — | S——— p————— M —— {

. \
She sits be -side the  Hin - 4ed tide  Thal's d-Aencd L\J e For-dured 5;4\&) Ad
7
[A¢F/)rvrr:410 5”""‘“'0 wdnce /—\‘}ﬁsa‘h——’m\ﬁdﬁ
’ I | S | Fl ° ~ L
7 T I I S— — P S T M rt—w~ 71—
S e e e e e e e e et
B = o
\} Jr\«ro‘ujh Hhe Lot do O- Cean wide, A VRS S (G fomn l\‘s‘A of lond.
9 Yot P A
7/ O A W P B A PR S P S S S W - 1] I
Y31 | 7T Pt LI R O % {
\j/ 4 1 [ 1 N P—r \/, v ) L) S — 1
eg( Na s
Sk My 't
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~— !
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A. Briefly describe the flute. Mention its shape, construction, embouchure and tonal

INSTRUMENTS Total Marks 12

qualities. Write the range using an appropriate clef. _e§k/loo h&‘-@{
= u
= gii\vx

32

[

—
R

D)) — N
Ni o i ~
e e e e e N
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J \\\ ﬂ‘ A J I\] T Aol
Jt U
Clarinet in A Clarinet in B flat -
hros i
. Uj N (f ?
/‘MFOS
dxr(()‘\?)/\-'
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Forvs Total Mark 16

A.What is meant by 'Recitative and Aria' . Refer to examples by Handel or Mozart 3

in your answer. 8
...... A.4.Y.?g.t,.t‘&?\..‘\f.".y.o:“.:!S..,..(.\..“\,'f‘“c’f.j.A“Q{..3.&&\?\3....‘&[’\6@&43\(\....ﬂ'\g.,..Sk(.)..r..j.....‘,\\fﬂ%qq.j
e vecy long opecal. Tt ofken has no chufm and 1o adom .cmmm?
4o hak the notes and words can 0. fast. I Hhece s actompanisent

(7 (AP
B called o Accompaanato . An examale. 15 Ahe ReCitakive bibare

B. Describe in detail the possibilities of a piece written as an 'Air with Variations'. 3
Name at least two examples and their composers. 8
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