Sharp Keys and Scale Degrees

In Grade 3 we learned about major keys with up to 4 sharps:
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Well guess what? There are only three more major keys with sharps! (You von't actua“J be
tested on [ a‘\arp major in the exam bot Jou may as well knou it anjuaj)
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let's revise the Jcec'm'lcél, names Eor the scale Jegrees:

1 = Tonic 2 = Supertonic 3 = Mediant 4 = Subdominant

5 = Dominant 6 = Submediant 7 = Leading note
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Minor Sharp Keys

For Grade 4 we have to know minor keys with up to four sharps. Here they are:
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Werite the following key signatures:
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For each of the following, write the key signature and the named scale degree.
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dominant leading note supertonic submediant subdominant

Write the minor scale with the key signature of 4 sharps:

* use a key signature and semibreves
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* write one octave going up 5 & o ©oC

Major Flat Keys

D flat and G flat major are added for Grade 4. Now you know keys with up to six flats!
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Werite the following key signatures and the named scale degree.
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@ DID YOU HNOW... The Blitz Kej Signatore Table is the Perfect aid )c°’ memorising key signatwes.'

Write the major scale with the key signature of five flats:

* use a key signature and minims
* write one octave going down Yt ﬂ
Z b 1V e o P 1 1 1
X LN /7 A L= o c.l Dl | 1
* mark the semitones P € &
* complete the scale with a double bar line



Minor Flat Keys
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Scale Mania

<

>

Using the information on the previous page, complete the following sentences: Go to www.blitzbooks.com.au and download some FREE manuscript paper.

\ . . . . .
C minor is the relative of E flat major, therefore it has _3__ flats =%y Then write scales according to the following sets of instructions...

D minor is the relative of F major, therefore it has _1 __ flat.
B flat minor is the relative of D flat major, therefore it has _5 _ flats.

6 minor is the relative of B flat major, therefore it has _<__ flats.

Jet [: ma'j/ min, Mlat malj/ min, 0 maJ/ min (b scales)

* use the bass clef
F minor is the relative of A flat major, therefore it has 4 flats. * write the key signature
) * use crotchets
Werite their key signatures here: ' ‘
N * write two octaves going down
" ‘9‘" T 9%5 bb'u ‘-'v‘v * circle any intervals larger than a tone
(Y * complete the scale with a double bar line
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Name these key signatures: * use the treble clef
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B./fﬂi_ major _D__ minor E#GJ_ major —E. minor —( minor * mark each semitone with a slur
* complete the scale with a double bar line

C minor, F minor and B flat minor all need a natural sign to raise the leading note when

writing scales with key signatures.

Werite the scale of B flat harmonic minor

use a key signature

Jet J: fmaJ/ min, ( s‘\ar\) maJ/ min, ) maJ/ oin (5 scales)

* * use the bass clef
* use crofchets * write the key signature
* write two octaves going up * use semibreves
* mark the tones (hint: awoid b-1) * write two octaves going up
H ., . L5 a e £ * mark the tones in the lower octave
%nb b = =: "\j}\/‘ } e e e — E * complete the scale with a double bar line




Double Sharps and Double Flats

A double sharp sign looks like this: % . It raises a hote by two semitones (one tone).

A double flat sign looks like this: b). It lowers a note by two semitones (one tone).

Raise all of these notes one tone with a double sharp:
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Lower all of these notes one tone with a double flat:
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Now play all these notes on your instrument!

Double sharps and double flats enable us to write the same note 3 different ways.

50 E s vty e sme s o o E!

Find two different ways to write each of these notes. Be careful: sometimes you may
only need a single sharp or flat!
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HOT HP A Jou“e sharp or 400“6 lat cancels out a sin le sharp or flat. There is no sign to raise or louer
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To raise or lower a note ‘chromatically’ is to change the accidental only. e.g.
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To raise or lower a note ‘diatonically’ is to change the letter name (and sometimes the accidental
too). For example:
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What's the Jlfference betueen Chromatic and Diatonic?
CHROMATIC: Two notes a semitone apart with the same letter name. A chromatic
scale is a series of 12 notes moving in semitones.

DIATONIC: A semitone, interval, scale or phrase in which the notes have different
letter names. (Remember: DEOr Diatonie, Dfor DiEEerent!)
Change these notes as directed chromatically (laeeP the same letter name)
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Change these notes as directed diatonically (c'\ange the letter name and yossiug the accidental)
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Which of the following is a chromatic semitone: A, B, C, or D? _D
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Modulating Melodies

>

* A modulation is a change of key. You will be tested on melodies that modulate to
either the dominant or the relative major/minor key.

* To figure out the opening key, look at the key signature and the first few notes.

* To figure out the modulation, look for accidentals and check the last note.

Modulates to last note

Neu I&GJ

DOMINANT Scale degree no. 5 One sharp more/one flat less

RELATIVE MAJOR/MINOR |Scale degree no. 3 or 6

Same key signature, change

of tonality

—

0T ”P Minor melodies contain an accidental fw the raised Tth. IE the acck}ﬁntﬂ Jlsappears, ,5{: means |
M the relody has probably modulated to the relative major
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The above melody begins in D M&j0C  and modulates to A Ma) 0
J
It has finished in ‘rhe@/relaﬁve major /relative minor key (circle correct ansier),
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This melody has modulated from £ minor

to Alo MV\.\O 4

Y i
It has finished in the dominant /. relative minor (circle correct ansuer).

N

This melody has modulated from Fﬂ. mifor  to CﬁMi/\OF

It has finished in ‘rhr‘ela‘rive major/ relative minor (circle correct ansier).
10



Groovj Guidelines E°f Kej Relaf'lonshPs

* The dominant key of a major key remains MAJOR
* The dominant key of a minor key remains MINOR

* Only the relative major/minor key changes tonality!

In the following melodies, name the original (starting) key, the key it modulates to, and
the 'relationship’ to the original (e.g. dominant or relative major/minor).
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Original key: / New key: ¢ ¢iy in0-Relationship: Relohve minor
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Here are a couple of trickier ones...the modulation is in the middle! (bars § and D)
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Opening key: ] m_cggz Key of modulation: @ minor _ Relationship: Relahve minor

Opening key: £ puaor  Key of modulation: Eﬂaa/_m@o&elaﬁonship: Pelahve m@y
11



Intervals

- —

* Unisons, 4ths, 5ths and 8ves are PERFECT
* All other intervals are either MAJOR or MINOR

* InGrade 3 we learned that all 2nds and 7ths are major. (This is because ue only dealt with
intervals aboie the TONIC.) But in Grade 4 we deal with all sorts of intervals, and now we may
find minor 2nds and minor 7ths!

Here are some intervals above G:
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minor 2nd major 2nd minor 7th major 7th

(tone less than octave)

(sermitone) (tone)

(semitone less than octave)

(@J' > Remember: Minor intervals are one semitone smaller than major intervals!
X

Name these intervals. Some have key signatures, some have accidentals!
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minor 6th

major 2nd perfect 4th major 6th minor 7th

Inversions of Intervals

>

-

To ‘invert’ something is to turn it upside down. To write the ‘inversion’ of an interval,
you can either take the bottom note and 'flip’ it up an octave (a bit like we do to get
first inversion chords), or you can flip the top note down an octave.

For example:

i % vecomes tis % o s %
O

Easy, isn't it? Invert (flip) these intervals whichever way seems easiest. Don't forget to
include the accidentals!
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You need to be careful when inverting octaves - they become unisons (and vice versa: unisons
become octaies!)! For example:

RULE FOR INVERTING INTERVALS: Move one of the notes one octave only!

Werite the inversions of the following intervals.
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Naming Inversions

< —

When you invert an interval, the number and quality of the interval changes. To work
out the name of an inversion, follow these simple rules:

* MINOR intervals become MAJOR when inverted

* MAJOR intervals become MINOR when inverted

* PERFECT intervals remain PERFECT when inverted

»

An interval plus its inversion adds up to 9 (e.g. Perfect Oth becopes yerfect i 0+Y4 29

9 ﬂg Py |
Check this out: ey o i 3+6=9 (Woo hoo!)
U bl
major 3rd minor 6th

In the exam you are given an interval and asked to write and name the inversion.

ALWAYS NAME THE GIVEN INTERVAL FIRST!
(The exam question doesn't tell you to do this but it makes things a ot easier)

Write and name the inversion of this interval:

Step 1: Name the given interval: Josfecs ¢/
Step 2: Write the inversion.

$T
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QQ;’ND
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Step 3: Name the inversion: 7 &t
(refer {o the rules above)

Write the inversion of the following intervals, then name each inversion. Remember, it's

much easier to name the interval first, then invert it, THEN name the inversion!
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Incredible Inversions
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: DD YOU HNOW... T the exan, there are usually no lines for uriting inder the given intenal. Jon't

let this pot you off... aluays name the qiven intenal Cirst!
put § | g

Werite the inversions of the following intervals and then name the inversion.
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Write the following intervals, then invert each and rename.
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Diminished and Augmented Intervals

<

>

Until now we've learnt that all intervals are either major, minor or perfect. But in
Grade 4 we learn about two other types of 'quality’ of intervals:

* AUGMENTED: an augmented interval is one semitone larger than major or perfect.

* DIMINISHED: a diminished interval is one semitone smaller than minor or perfect.

Accidentals can change the quality of intervals.:
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major 3rd minor 3rd aug 3rd  dim 3rd  perfect 5th aug 5th  dim 5th

DID YOU KNOW... ve are concentrating on diminished (dir) and avgmenteJ (aug) intervals Eoonc} in
% scales. This means Jou uon t be tested on any intenals needlng a dosble aLarP or dosble Elat.'

Add an accidental to make each of the following intervals correct.
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aug 5th dim 4th aug 2nd dim 7th aug 4th dim 5th
Name these intervals by number and quality.
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And now write these intervals above the given notes:
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Quick Quiz

1. This melody modulates and ends in the new key.

0 p— _ i
ﬁ—j 1] — = e ——— 1 ———|

ry) = | l ! —
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New key: _E minor Relationship to the original key: _Re/atire minor

2. Complete the harmonic minor scale beginning on this note

* write one octave going down

* use accidentals

’

fede oy~

N

* mark the tones

3. Name these intervals by number and quality:

0 0 © 0 0 o H 1,
P A L. P=Y T ! I 4 1D 4 [ © ad T 10 b P=Y 1
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| £ an) O 1E £anY L IN £an) NeS AN 2 7 1
NV — TV IRANS"4 T 1N (@] 11
[ L) D) i [Y) )
—aug Sth -mayor Tth —trunor7th tunar 20d unor 6t

HOT TIP: A diminished ntenval becomes 603men£eJ uhen inverted | and an avgmenteJ interval becomes
“,P’(i’,‘('." Jlminisked ul\en inverfEJ l

4. Worite the inversion of each of these intervals and name the inversion.

o) . — A — ! y—=2° #F—
(@] 1 #'D 2 (@ ] i}
O 1 < 11
5. Write these intervals above the given notes:
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perfect 5th major 2nd augmented 2nd minor 6th
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Introducing: %

N
>

12

2 is very similar to § and §, which we studied in Grade 3 (il's a good idea to go back and revise the

rules for grovping n comPounJ time). 1§ simply has one extra dotted crotchet beat in the bar!

~ Introducing: 2 .

2 has 2 dotted MINIMS per bar ( J J.) and is another form of compound duple time.

Time signature

beafs

Pulses

Time sig Deats Palses Definition
g J J m .U] Compound Duple
% J J J ﬂ] .D] m Compound Triple
182 J J J J J:U m m m Compound Quadruple

/ DID YOU INOW... we're nou alloued to use dotted minim rests, ke this: -
\\:» A dotted minim rest uoqu“ lwalft ar in 2£ime!

Compose four bars of 1§ time including one dotted minim rest and a duplet ( D ).

’ 2
273 20 4 JIJ T3 ldu s
s .

Complete the following bars with a rest or rests:

]
|

S
E.
=

Ny

Insert the correct time signatures:

2
I — < 7 T
e e

i
JJJJJ

JJJJJ

Sww Mww

)
J.

Y |00

o« Q | —

The accents in § are the same as in §:

You may hot group two pulses together if the first pulse is weak. So within each dotted
minim beat, it's ok to group the first two crotchets, but not the second two.

Right!
2 PPPIER

Wrong
§JJ J-

Compose four bars of 2 rhythm here. Include some rests!

6ddds dptm (AJIIJ JDaz

HOT TIP: § s often cOnfuseJ uith 3 2, just ke § % OEten conEstJ ith 3 4. The grouping o fcrotcket rests
w’ s‘h Is a cloe, PIUS you should be aHe to drau a dotted e dowun the middle OE the bar in !

Insert the correct time signatures into these bars:

Z I I T N | < I I I — |
O 1 1 1 Y 2 r ] 1] J 1 I I 1 | 1
2 I A = 1 | Z Jo— om—

b ] 1 l\, 1l T 7 O L o) 11 | I - ] |
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‘Time' To Practise

.
< o

1. Complete the following bars using a rest or rests:

L A\ N \ 1 | % 1]
~ Se. 11 1|
2
0O F ol I N 1 _ A a 1]
[y 4 1 1 1 [V < - 1
I | 4 sl 1]
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2. Insert the time signature and the missing bar lines into these melodies:
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v D 1 A
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L
L)
| 188
M
Mt
—

Did Jou remember to Put dovble bars at the end?

3. Complete the following bars with quavers grouped correctly:

4. TInsert the correct time signatures into these bars:

m—ﬂ r | " | Z ] p—T i
(%7 1 I I 1 m | I N J y ] N |
Z # T T l—q P l B q’— T |
b) < 1 I 1 < 1 | 7 I I 1N |
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SYncopa’rion

- ->

'Syncopation’ is a rhythmic device which shifts the emphasis from the strong beats of
the bar to the weak beats. Syncopation is a very common type of rhythm used in jazz.

Here are some examples of syncopation. Clap them through, then tick the box
describing how the syncopation is achieved: either with grouping, ties or accents.

Sjncopaﬁon Grovping Ties Accents
) 1|y

% JoJdlJd. /
id o /
10 DI

Write four bars of rhythm using at least two different types of syncopation.

l,:J\JJ\o' ::'LM;J!?%{@A%

/

——

Put a circle around the syncopated rhythms in these melodies. (P.§. o Jou recognise the tones?)

Whea T'm 64
ﬁ — = i T
i A - —

The Entectainec _

ﬁ : , , oie owe
A ——

P

~Ne

(416

N

I
|
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Rhythmic Revision Test Introduction to Harmony

1. At each place marked with an arrow, write one note to complete the bar. Ja At this point it's a good idea to revise some stuff on harmony from your Grade 3 book.
l l l Look over four-part vocal style, pianoforte style and Perfect and Plagal cadences.

.

= e 1w b——N i i .o\ ﬁ Basically, there are two main aims when doing harmony:
1. Good voice-leading. All voices should move smoothly, without any unnecessary leaps.
2. Complete the following bars as directed. A 2. No consecutive 5ths or consecutive 8ves. (§ee boy below, this is a L'lg t0pic.)
AN AN |
1§ ]'i,E f % }l f T é 4{JI g { - P ,i1 E:, = il Consecutive 5ths and 8ves occur when two parts move in similar motion at an interval
} of a 5th or an 8ve. This sounds very 'bare’ and is not an effective way to harmonise.
4 rests and 2 notes five notes
/4 o | H 1
i Z z 7 2 |
R . . . D = = () = 7]
3. Add the missing bar lines and time signatures to these rhythms. x ) » F o r \/ D) F f
i | i5th ,j i5th
a) 2 a‘ : —G— 0 a‘ 4
e e e e e e 7 f’ f — ;
b) Consecutive 5ths and 8ves are a really big deal and you'll need lots of
p) ]  — —— K — = J practice at spotting them and learning how to fix them. There are man
< N N— N— — e < N— % < H y
L free practice pages at www.blitzbooks.com.au
A
4T e b) ab the rhvthmic device in bar 1 i All the ‘rules’ you learned for completing cadences in Grade 3 meant you could achieve
- In example b) above, name the rhythmic device in bar 1. ‘S"fm‘mm— A the two aims above: good voice-leading and avoiding consecutive 5ths and 8ves.
5. Name the heir to the English throne. _/Zna.'a.LLNLMQm(no{ strictlg (rade Y knoulnge) A It's time to learn some more 'rules’ as there are actually four principle cadences in
music. The new cadences in Grade 4 are 'imperfect’ and 'interrupted’.
6. Add the missing time signature and bar lines to this 3-bar rhythm.
3 NAME OF CADENCE CHORDS USED
4 T < - Perfect V-I
o A e, ™ ——
Imperfect (newl) Any chord - V
| 4 o duol ¢ 9 lé’} /3 Plagal IV-I
. . : . d fi +
7. Name three time signatures in which you would find a duplet. _x % _& Interrupted (newl) V- VI

T l . /25 Go to www.blitzbooks.com.au for revision of the 'rules’ for perfect and plagal
otal: Sy
\

b ——
88/ cadences. Then turn the page!
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The Imperfect Cadence

An imperfect cadence consists of any chord leading to chord V. Imperfect cadences
sound very ‘unfinished’ and they are usually found halfway through a phrase or piece.

An ]mPerEect cadence aluays ends on chord V.

Here are some imperfect cadences. Play them or get someone to play them for you:

04 . J Ok
y < < < 7\ 1L = vy
 fan — [ an WA e,
SV = (&) AND"4 A kil
) | | ) =
# Z Gl
o) — ra XX 1 =
7= i 2 E—— =
| = = 5
G major (I - V) B minor (I - V)

Writing imperfect cadences with chords I - V is easy: it's just like writing perfect
cadences, but the chords are switched around!

Step 1: Bass sings the root of the chords

Step 2: Tonic to leading note (reierse of Perfect cadences)
Step 3: Note in common

Step 4: Whatever's left!

Write imperfect cadences in the following keys (hint: raise the leaéing note in chord | of minor kejs!):

9 #nﬂ 9 .') Py

7 AW - 4 O L=J Zb =4 12

ey o) I [ o 14 A [ o)
#o <V (9 (0]

[ D))

D
)

Y2 o

Z k19
L 7

B flat major (I-V)
pianoforte style

F sharp minor (I-V)
four-part vocal style

6o to www.blitzbooks.com.au and download some FREE 'pianoforte style’

y———
24 manuscript. Now write imperfect cadences (I-V) in E, B and 6 major and minor!

More Imperfect Cadences

->

N

An imperfect cadence always ends on chord V. But the first chord does not have to be
chord I; it could be chord IT or chord IV! (or really any chord but ue'll concentrate on IT and IV for now)

To write an imperfect cadence with chords IV - V (like this one in B flat major);
()

P 4
[ Fan)
AN
)

|
7]

just remember these two steps:

!
1Y
v

1. The bass note (the root) steps UP

2. All other voices move DOWN
(extr%melj important — this avoids consecutive Iths and Bies) N

P

N
-
s

To write an imperfect cadence with chords IT - V
(like this one in G major), just remember that
all voices move to their nearest neighour

CLHN

QT 0[N

Ay

{ N

ND
2 TR R O
<o TNl < "“ﬂ:_ RNRL

=\

Write these imperfect cadences in four-part vocal style, using crotchets.

Q | | | | 1

v —  fan ) = 2

SESS f A :

__ J . J #d

Err— = e F
l T

A flat major (IT - V) B minor (IV - V)

Write these imperfect cadences in pianoforte style, using minims.

D 4 N
P AL AT TS 1
y A 2 pTs M) (@)
Y an W [ an Nl 74 (@]
Dl D} =
3
[ 4 = (@] " I
-Q—QF. i = 1 hall | 7 I |
7 1 I .4 ; T P2
1 T L4 | 74 1 7
O

C sharp minor (IV - V) E flat major (IT - V)

_ 6o to www.blitzbooks.com.au and download some FREE 'vocal style’ manuscript.
Then write perfect (V-I), plagal (IV-I) and three types of imperfect (I-V,

/ TII-V and IV-V) cadences in F, D and A major! (That's 10 cadences in total — hae Eun!)




An interrupted cadence consists of chords V - VI. As the name suggests, this cadence

The Interrupted Cadence

sounds like it has been ‘interrupted’ on the way to chord I.

Here are some interrupted cadences. Play them or get someone to play them for you:

Let's Practise Cadences

< >

1. Fill in the missing words for these interrupted cadence rules:

1. Double the thimd in chord VI (not the root)
2. Leading note to _fonic
3. 2 parts move up , 2 parts move olown

2. Write interrupted cadences in pianoforte style (don't forget to raise the leading note in evinor kes!):

[« | H

P’ AR Y =i P’ A

V A\ 1L (o) = y ANCY

[ & an WL o2z =

A4 1 7 [,

D) l | =

[ : i

e — ) T =
b 17} = . —— =

| | 1
D major V - VI F major V - VI

Hv'lngs To Notice

* The root of the chord is in the bass
* In chord VI, the root is NOT doubled, the third is doubled instead! This is the

* % % %

simplest way to avoid consecutive 5ths and 8ves

The leading note goes to the tonic (of course))

2 parts move up, 2 parts move down

The bass part always steps up, it NEVER leaps down a 7th

Two parts will often share the same note (a; in the fmﬁjor examP]e)

HOT TIP: In an interrupted cadence, you rost dasble the raot of chord U, but doble the THIRD of chord VL.

"»p’;i’,‘flq" This 1s the Onlj uay to avoid consecutive Dths and Bues.

Werite an interrupted cadence in vocal style in the key of E major. Follow these steps:

> w =

26

Bass sings the root of the chords %ﬁtﬁ——e =
[ & .an WL

Double the third in chord VI (ot the root) D} = e

Leading note to fonic ey O .

2 parts move up, 2 parts move down 7 o

i : e - i :
B2 og g ¥ e £
) o) © » i
o | i, e P i — J
bH—¢€ — H—j I H— —
v Vi v VI v Vi
E flat major B minor F sharp minor

3. Invocal style, write three different types of imperfect cadences in B major.

Hu 4 o
1 () @) (o) )
i = = o 2 o
Il o O o 0 Q
&)ty =S L B o) ©
Z 0 HI & (@)
L 1'1 e
| V 1 \V4 \Y) A%

HERE'S A
THOUGHT:

Sometimes the exam question asks Jou to write an impErEect cadence, bt 1t does not

fell Jou ubich fJPe. IE his 'vaPpens, Jou can choose!

O & ] \ R o #, | ,
7= F=Y 17 I | P3P | I
y 4 < P=Y 121 [ = 0 & = I
[ fan p=4 v <& k! < =
" O t'l J L L ‘A' -_—

ra XX A4 (@) ] Zz 7 < 2 S

hill X =Y <y T = 1 AT
v4 © 12) I I T - 7

4 T I kil r ;
T
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Supertonic-Tonic Endings

R
< >

Sometimes a given melody ends with scale degrees 2-1, which is ‘supertonic-tonic'.
When this happens, the perfect cadence will need some special treatment.
Here is an 'ending’ in C major. Harmonise chord V only, then read the points below:

o)
y o (@)
The soprano potes %"“ © =
given are sca]e o -
degrees 2 - | °) -
©
v I

* The bass part has no choice, it must go to the tonic

* The leading note has no choice, it must go up to the fonic

* The top part already goes to the tonic

* This means you will have 3 tonics - this is also called "tripling the root'!

* Normally the G would be the 'note in common’. But then chord I would have 3 C's
and a G - it will sound awful. This brings us to a very important rule:

NEVER LEAVE OUT THE THIRD OF THE CHORD!
(P.S. The third tells you uhether it's major or minor = very important)

* Therefore, the G will have to fall to the E. Fill in chord T now!

Here is a 'supertonic-tonic' cadence in ,lj'?\ 7
pianoforte style. There are only 2 notes D} B <
in the treble of chord I. This is because |
there are two 'parts’ on the C! ) ia =

HOT TIP: In pranoforte style, you will ALWAYS end up vith @ 2=note chord uben you triple the root. Don't
“1’»"’,"':‘} worry, everfone knous that ? parts are s‘»arlng the tOP note!

Write perfect cadences for each of these ‘supertonic-tonic’ endings. Do not write any

notes above the given notes. Also:

You will need to have 3 parts on the tonic chord I (i.e ‘triple the root’)

There will be no ‘note in common' in the cadence

*
* The remaining part must have the third of the chord
*
*

In pianoforte style, there will only be 2 notes in the treble of chord T

P’ A
V AWCY
[ Fan N P
SV b =4 (@ ‘@)
y) <
O
O CJ
hdl LN
AN [&]
v
O

four-part vocal style

Hu t ]
o & LTT 1
Y 4 =Y 1
& B8 z!
D) =
'l: £ 1
2 1 1
! (@)

pianoforte style

- Remember: Yoo must NEVER urite any notes above the given notes, only belou!
J J g J

Using four-part vocal style, harmonise all of these ‘endings’ with perfect cadences.
Some of them are 'supertonic-tonic', some are not! Check the key carefully and do not

write any notes above the given part.

These are all major keys:

And these are all minor keys. Don't forget to raise the leading note in chord V!

f) 4 u | | | |
p’ A1 1 oLl () = ) |
M =Y 1L A 1 = =
Fan [® ] - v kil (@] v A
NV s P [@ ] 1 [ @] J )
(Y © o = - ' \I ll [ |
FanY b
o O {J (@] Pt Fod 1
hll KX”J = 1 el oL ~ ) [o]
2 ~ oY (@) 1L ) B 1 ~ 1)
=Y L hal [ @) 1 v 17 | = 1
I \Y% I \' | |

) “ . 1 | ] .

p’ AN o 1 | 1 17 | 1

y A\ 1L > I | 2% 1 |

| O an WL TS o O 1 =i v () =

ANS74 (@] (@) S ” < G

o o a - . d d ! | |

x4 Pt . 4 o4 1 {7
hdll X200 hd ) - | &) 1 7
Z 1 =Y 1 | 2Y

il ~ [®) ! L oy

\'% I A% I A% I \'% r
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Timed Test [ime:

- >

Time yourself doing this quiz. Do it as fast as you can, then record your finishing time
above. But... guess what? Your teacher will ADD ON 10 SECONDS for every mistake
you make! It's fun to go fast, but more important to be accurate. Start the clock!

1. Name these cadences. Each one is in a minor key.

an )
7 aimias o O A+
| € an YA | Fan N
-V <) (@] ANS"4 -
[Y) [Y) [’ F
. O H ﬁ-; A—
e} & S = i
y_ A O V.4 }l-) - =
N N ]
Cadence: ‘N‘{)Q Mfet Cadence: | nte ffw‘pful
S b

2. Name two compound duple time signatures. _%+  and _§

= — Lo
3. Write the inversion of this interval and name it. ) %3 S
o) .
Dian Y1

o)

4. Which two keys share . 5 b
| . G— A -

this key signature? o

and F ' Mu gl

5. Complete these perfect cadences in major keys. Both are in four-part vocal style.

E # ) lr) 5
A1 S © © 5P S
(e i =S (e’ © (@)
\\SY4 o \S) \\SY 5
) [Y) ~o-
L O o e
L - 2 A O ] Al
R O @) ‘C)oi_‘r)] 5 @
i =) S [®]
N\ \

STOP THE CLOCK - FILL IN YOUR TIME AT THE TOP!

After marking this with your teacher, tick one of the following:

[ made no mistakes! [ L] maJe m!s‘calses.
eep {ime og ‘ Mj new time Is




Fix These!

ij is it urOng?

fix it UP.'

et Perfect cadence: e
- H = erfect cadence: :@Fq:’ -
D)) Leading note does not D) -
o go to tonic. The root of "
v T >
ﬂzﬁgbl = chord I is not tripled. ﬁzsﬁkr =
] !
7 () .
T — ] — :
- - ]a' Perfect cadence: P —
J J The third of chord I is g .J_i
s = missing. o
= o
I
@ Perfect cadence: ﬁ —
o - s The chord in the treble of > , "
— . chord V spans more than
T £ one octave L xS >
i ' — F
Y e 0
O—8 (8] Interrupted cadence: H— —
AND"4 ~ . | Fan Y 5
[ otc Consecutive 5ths and & ©
| 8ves, bass note leaps down efc.
(}: [ @ ] X (@) o
Z — a 7th. H=
s | |
—-d = Interrupted cadence: ,;? & dl !
——p 2 i s =
o | u The root of chord VI is 3 lf’ I
tc. .
| 2 |““ | doubled instead of the 1 | etc.
E—— 7 ; S E— %
y 4 1= ! third. e ? "a
1 T 1
ﬁfE’ Imperfect cadence (II-V): #’ &
8 P ‘ o
D} 1 = Too much leaping in treble D
etc. . efc.
| parts, consecutive 5ths and |
r O 1 © O T ©
e — 8ves Z 5=
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Puzzle

a >
- —_—

Find the answers to each clue on the opposite page. Once you have filled them all in,
you will discover the Golden Rule of all melody and harmony writing...

The Golden Rule 1s:

Leading Note To Tanic | |

plolulelcle|T|ule|T| |1 |RD
‘s|Tlels|slulp
ploluls]c]|elelale|c] /|n]e
‘Llelalol/|N|e|INjo]| TlE
slolplelelT|onllc|T|o|n]|1 |C
pl1 \m| 1INl 1|8 |1 elD
alulelmlen|T|e|D
Elnlalrlolelale
plilalnlolFlole|7lels|T|v]L]E
m| | ~o|r|T K] |R|D
Dlolulelelels|wlalrlr
vlele|Fle|c|Tlc|alp|e|n|cle
rwlolnlo]Tlels|clo|o|o|a|N
el el |n|elz]m|ele]|o|o]|T
clulelolmlalr]/]|c
¥y olm|t! |IN|AR|N|T
BlFlc|alTImli~nlo]e
plele|Flelc]|TIFll |FlT|H

10.

11.

12.

13.

14,

15.

16.

17.

18.

Clues

< -

You must do this to chord VI in an interrupted cadence.

When using chords IV - V, the bass note sfeps _up (Hint: check P~25)
Scale questions usually have an instruction to place one of these at the end.
Technical name for scale degree number 7.

A special type of perfect cadence is required if the last two melody notes are the

Swuperfonic and the _40n/'c . (Hint: scale Jegrees -1

The quality of an interval that is one semitone smaller than minor or perfect.

The quality of an interval that is one semitone larger than major or perfect.
Leading note of F minor. (Hfnt: letter name plis accidental)

You must write cadences in both four-part vocal style and Ql.gnoforr‘e

Name of this interval: —F—g

This accidental is used to raise a note one tone without changing its letter name.
Most pieces of music end with this type of chord progression.

Complete this sentence: In an interrupted cadence, two notes go up, Awo norfes
Qo qown
LV

Having three tonics in the final chord is also called fw/)o//hy the roo

(H'lnt 3 uOsz, see page 26)

Two notes a semitone apart in which both notes have the same letter name make a
Chromaré  semitone.

Melodies often modulate to this key.
Relative of D flat major.

The inversion of a perfect fourth.
33



First Inversion (%) Chords

-
> e

Y

The three notes of a triad are always referred to as follows:

%m
Third
—

Root

Up until now, in four-part writing, we have always put the root of the chord in the bass.

This means that the chord is in root position.
But if we put the third of the chord in the bass, it will be in first inversion! (Ho, exciting)

. . . 6 . .
Here are some first inversion chords - called 3 chords - in C major:

1 2. 3. 4, 5. J 6.

o) | 7) . |

&) Il I |

Y Al Ay (o] e 1 o 2 (]
[  an YW /) = =i = 1
AN 3 = = i T

) [ ‘F = I ]9

r-a YO > } (o) 'l

Y A/ [ 7 L [o) [o] (Ll
Z I/ 1 1 1 1 1
= | i i :

nw'lngs to notice

* The bass has the third of the chord, not the root.

* The third of the chord (the bass note) IS NOT THE NOTE THAT IS DOUBLED.
* Examples 2 and 4 are in pianoforte style, the others are 4-part vocal style.

* Inexamples 2 & 3, the fifth of the chord is doubled (we haven't done this Before, bot it 15 qite a
SooJ option — more about, this later)

First inversion chords are called 2 chords because of the intervals in the triad:

)
P 4 )
V AN O O

%g:mgw

Root position  1st inversion 2nd inversion

So chord I in first inversion is actually chord Ig , but usually the three is left out and
it's known as I6. Chords IT, IV V and VI in first inversion are IT6, IV®, Vé and VI®.

34

Werite root position and first inversion chords in these major keys. Remember:

* Root position means the 7007 of the chord is in the bass

* First inversion (e.g. I¢) means the 7ZA/rd of the chord is in the bass

* Don't double the bass note in 5’ chords - double the root or the fifth of the chord

u . \
o LT e [ &) 1
Gt " 3 g
= AND74 7Y —&
=) P = | @
Qs‘ﬂ M) 4+
3 O - 00 % a 1 | T 1|
< Ml X IINAE - T T 1 : } I o)
e~ Z "1 & | I @) 1 1 (@) {
b 1 (@] o| @) |l
I I6 v Ve 11 116 VI VI6
) f) | 1 | 1 N ( ] 1
= p’ A - [ 1 t } ry T T
e e e g o
% | P P P § f i f
‘; 'l:l }) i\ =Y c ~ p r’
E | =P | '
l' | | [ [
I 16 v Iveé 1I 116 VI VIé

To identify whether a chord is in root position or first inversion, follow these steps:

Step 1: The four notes used hereare £ A C F_

P’ A I
D) f» Step 2: Cross out the doubled note.
| !
§y——2=—— Step 3: Arrange the remaining o—a——
i 77 D)

three notes in a root position friad:
(Remermber: root, position triads look lke a set of ﬁrag'lc ]ig'\ts!)

Now you know that F is the root of the chord. However, the bass note is A. So that

means that this chord is in root position (Cirle correct ansuer) Well done!

Find the position of these chords by 'transforming’ them into triads first:

#
#

P’ AN/

QC;’&»
B[
E N

Position: _Eirst inversion Position: Lot pasihon

S == ==
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More about g Chords

Just like we discussed on the previous page, in the exam you have to work out the key
and position of a given chord. Usually you are told the chord number, for instance:

A |

This chord is the subdominant of its key

e
P

N

AN

First, find the root of the chord by transforming it into a
root position triad: (Remember to ignore the dovbled note)

b=—

Now you know that the root is D? . and we know that this is the subdominant (no.4 ).

This means the key must be ﬁfmaf'm.

Now look at the the bass note of the original chord - is it the root or the third? 7hsrd
So the position of the chord is _Fiixt Inversion . Good work!

Identify the key and position of these subdominant chords:

4 # | I L m

o & 1TT 117 1 17 -l 2
7\ 11 > | 2Y 7 B [V
| & an WL ~ v v 4
ANA"4 =
D) o f

Lk |

- XX . Y > 1 1 1 Pod 1

Jo o 11T ~ 1 7 o) [P A2 = ” Il
Z 1l > | 2Y 1 h [V | el 7

hil -~ v i v 1 i
Key: £ sharpminor Key: G minor = Key: Aflatmajor Key: £ tninor

Position: _Rogot Position: _3

One last thing... sometimes you are given accidentals instead of a key signature; this
means you will have to think a bit harder about the key!

0
(‘my :: ”v'ls C"OHJ cov“ LE
e —_— E chord I Of [ winor or
y———o—— chord [V OE [ minor

36

1. Identify the key and position of each of these subdominant chords:

yai 72 74 S t

[ fan ) p= 1o, e s

AN3"4 1. s (7,

) P= # bz
,

0 T = 1 L2 =) 1
) 912) 124 I 71 5=
y.4 { 1 = i P

T 1 < 1 i
T ' |

Key: _Gminor C minar

E#’“f'” 2 major
Laat g

6
Position: __3 Koot

2. Name the key and position of the following dominant chords.

HOT TIP: I€ you are given a dorvinant chord with accidentals, you won't be able to tell uhether the

Position: _Raoo#  Position: g

‘n"ﬁ,‘h’ tonic ]xej Is major or minor. But the 3004 news Is, either ansuer Ts correct!

J

P’ A lf) l o~ ﬁu A >
y AWV = Y- Dol 1L 1 ~
H=72 7 5O - 7 Y ©
[ l [ "
J Mo HA‘ hes £
- YO LTy Fod Pl |
J KXWV = hil p- A I
i = o f O ©
|
Key: Eé m%‘g/’ (# minor B runor —'meelm Cmg{or
. é ¢ é 6
Position: __ 3 Roof 3 3 3

3. For each of these tonic chords, name the key, the style (four-part vocal or
pianoforte) and the position:

0 4 # [
p’ AN I Ll 1 17 h
y AVNREANY 1 1L h 1V
| O v WAL 1 il v_17 [P=
AND"4 (o) |29 =4
) -F- 2
J -©-
XXl - =N 1 1 Il
— Je 1l =y -] 117 1
V4 1L = 1 B [V | [ @ ]
bl i ! V1 [}
Key: B minor E¥ pinor E mmnor C rpunor

Style: __vocal _plancforte _praroforte —vocal
Position: g Root § Roar-

37
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% Chords in Cadences

< >

Any chord leading to chord V forms an imperfect cadence, including first inversion
. g .6 . .

chords! There are no specific rules when using 3 chords in cadences; just make sure

there are no big leaps in any of the voices and no consecutive 5ths or 8ves.

Chord II¢ is one of the nicest chords to lead to chord V, although for now we can only
use this in major keys. Here are two guidelines for the cadence II6- V:

* You may double the third of chord IT® (uhich means Jou may double the bass note)
* The three upper parts should move in contrary motion to the bass part

1. Complete the following imperfect cadences in pianoforte style (all major keys):

-

1. Complete each bar with a rest or rests.

Take a Break From Harmony ..

. a3 I I N | Z. [ ] Jr— -

o i

2. Name these intervals by number and quality.

b A I 4 T ¥ #.1 11 0 P lIFaY] Il i
y A\ 1. €Y 1V 4% 1 11 AW (@ ) 11T~ Je [ © M 11V 1P= 1
[ an) 76> HEEY 7Y I & an WAL 1.4 1 Z v == )
AND"4 11ANS"4 [IANS4 11 11 11
) g © ) o o
mejor 3rd  _dum Sth  magor T —oubor2nd Lunor Gt

4. Circle the syncopated rhythms in this passage.

[~

=

NS

S~—_

A L 1 ) |
P’ A = | 1 1L  J
V AWEECY = (@] 1L = B 1
|  an W b | g hal [ v 17
AND"4 ~
[
| N o
0 1 Il o [®) [ 1
hell N | Il -3y 1 1 )
AR = () 1L 1 1 1
s S 1 P ‘r_) f
s v g v e v
2. Write these imperfect cadences in A major using four-part vocal style.
Du ¥
o O o~
y A b3 O O ~ Py A4
155 =4 R S b=y
ANS"4 [®) — [ &) O (@) ~
.) 7
e > (o) O (o) (o]
P T s ' 2 ~ (@]
el K- TN [®] O J PN (@]
—¥—o ~ =
I \ v v i v

3. Try all of these in four-part vocal style. Double the third in chord II®, but double
the root in I® and IV6. And remember: avoid consecutive 5ths and 8ves!

C major E minor A flat major
) *
p A ~ =Y
y AV A4 O O ~ L 1 v =~ O
Yany O < O /4 (@] =
AN [®) =Y (&) ~
[ o ~
~ = #0 Q. =
r-axd ~ (@) v M O
) O w | /AN Y ~ [a»)
Z o o 1,7
. ~ e LA /4
O L4 A4
Jiig v I6 " I v
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6. Add a time signature and bar lines to this 3-bar rhythm.
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7. Write the inversions of these intervals and name the inversions.
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Cadence Points

< -

In the exam you will be given a melody to harmonise in four parts, and it's extremely
important to harmonise the cadence points first.

The cadence points in a melody are the last two notes of each phrase. They must
be harmonised using one of the four principal cadences: perfect (V-I), imperfect
(anything-V), plagal (IV-I) or interrupted (V-VI). Your job is to ‘analyse’ the melody
notes to see which cadence fits best.

HOT TIP: itk Perfct and plagal cadences sound best at the fnal cadence poin (. the end of the
example). Tmperfect and interrupted cadences shoold be used at the other cadence points. The melody notes
are lke ‘cloes’ uhich tell Jou uhich chords to use!

Imperfect cadences can be a little tricky to complete because you must be very careful
when choosing which chord will lead to chord V. The chord you choose may create
consecutive 5ths and/or 8ves. If this happens, you'll need to use a different chord!
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Another type of cadence is a 'variation’ of a perfect cadence: V6 - T or V - Ié. These
sound less ‘final' and can be used in the middle of a harmony example. Just be careful
not to double the bass note of chord I® - it doesn't sound good to double a major 3rd.
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These three cadence points (shown with brackets) all contain ‘leading note-tonic' in the
melody. Harmonise them as directed. Notice how each one is different!

| 4 | 4 | |
bt o == =
¥ ] s F
Jld PR) J 4.
P ——F> =T =
\'% I16 vV VI {/ [I

These cadence points each have two possible chord progessions written underneath.
Revise all the tips on the previous page, then choose the cadence that fits the best!
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Now it's time to try one on your own. Harmonise these cadence points (i.e. the last two
notes of each phrase) in four-part vocal style.
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More Practice

< >

Harmonise these cadence points in four-part vocal style. Here are some important
things to keep in mind:

* The end of a phrase sounds best when it uses one of the four principal cadences.
* Do not write any notes above the given melody note.

* Don't use V-I in root position except at the end - it sounds too ‘final'. Other options
are V-I¢, Vé-TI or V-VI.

* Remember that the final cadence may be perfect or plagal - check the melody!
*  Watch out for 'supertonic-tonic' endings; you'll need to triple the root in chord I.

6
* Take care when using 3 chords: don't use them if the bass note doubles the melody
note. (The only exception to this is chord II¢ in major keys.)

* If you discover consecutive 5ths or 8ves, choose a different chord!!
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You can download more FREE practice examples from www.blitzbooks.com.aul
ST
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Timed Test II Tione:

Once again, time yourself doing this quiz. Do it as fast as you can, but remember your
teacher will ADD ON 10 SECONDS for every mistake. Start the clock!

1. Werite an interrupted cadence in F minor in pianoforte style. Use the rhythms shown.

. ’

@ = ZR
¢
[
Ch— :

2
2. Add the correct time signature: %‘" ] ’—‘! !! 7 ]

3. Define 'syncopation’: A rﬁcﬁkmic device which shifts the accends fo the

Jd_u\(u/' beads of the Bar; oﬂen used in via\‘l_‘L Mu§yC .

4. Using four-part vocal style, harmonise this note (in B flat major) in six different
ways using three different chords. (Hint: gou'” need to use some f’lrst inversion chords!)

P’ A
 an 02 © © © L o ©
ANA"4 (@) P2 A4
[ <4 bt O (2]
=~
1 O o (@] o)
halll WY ~ F2Y (8] -
5> © = ©
J
| 16 v Ivé N1 vib

5. Name three minor scales which require a natural o raise the leading note.

C_minor F minor Bbmi/wf‘

STOP THE CLOCK - FILL IN YOUR TIME AT THE TOP!

[ 1T made no mistakes! [ [ 1T made  mistakes.
LeeP y time of ! My new time s
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Harmonising The Whole Melody

Here are 2 most important things to remember when harmonising a melody:

1. Do the cadences FIRST (ibich ue'se been practicing)

2. Add the BASS LINE ONLY fto the rest - leave the alto and tenor parts to the end.

This is because the choice of chords has to be very well planned. Once the chords have

been decided and the bass line is in, it will be much easier to add the inner parts.

REPEAT: Do not try to harmonise each chord in four parts from the beginning!

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

_)

| 188

I 1 1 | t t " t | l
P e
Rl i T
. 4 g | o |
< = ® 77 { i r o i —
. ——Ff+1 =ta
I I8,V VI v I6 Vv VI I6 IV I \V I

Another possibility
here would be
VE-VIS-IT® , but a
string of 3 chords
sounds weak.

Bass and soprano
are moving in
3rds, this will
sound great

Contrary motion
works well; it's also
good to ‘establish
the tonic’

Look! A minim works
well instead of a
repeated bass note

HERE'S A THOUGHT: first inversion chords are great. leey are a variation on the root Pos'lt'lon chord.
Trj to use at Ieasf one per Lar!

[N , : e |
— 1 I T I i f —o— 7
4+—4 s o = o ~ _h—
L1 | 4 | I | LT 1T
Cadencge Cadence f Cadence
V-VI V-VIL V-1
CH> S 4 V4 - 7 .} Y
o917 V4 7 7 | \
H?/ y // f ‘\\ \

These two
notes belong to
chord I, so it's
nice to start
off with I - I®

This note belongs to
chords II, IV and VI,
but since we just had
chord VI, we won't use
that. It could also be
II6 or IV® - oh dear!

The Gs come from
chords I and V, I6
and V8. We can't
use chord V though
because it is in the
cadence!

AAARGHH

This note comes from

Same options
as last time we
had this note chord IT: remember

Can't use chord I here
because that would
make consecutive 5ths
after chord VI in the
cadence.

o

that II®-V-Iisa
very nice cadence.

As you can see, it's rather tricky to choose a bass line! There are lots of chord
possibilities for each note. Your job is to compose a bass line with a nice mixture of
root position and first inversion chords that does not create consecutive 5ths or 8ves

with the melody.

Let's have a look at one possible solution on the next page where the cadences have
been done and the bass line added in...

44

In the following examples, harmonise the cadence points first, then compose a bass line
by choosing from the chords listed. Remember:

% Contrary motion is very effective; similar motion is nice in 3rds or 6ths
* Aim for a nice mixture of root position and first inversion chords

* Check for consecutive 5ths and 8ves and change the bass line where necessary!
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Now for a challenge... go back to page 41 and 42 and add bass lines to those melodies!




Adding The Inner Parts

Here is the example from p.45, this time with the alto and tenor parts added in:

T

v

Figure out the chord progressions for these examples and add the alto and tenor parts.
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* The alto and tenor parts are quite boring - but this is good! The outer parts should
be the more interesting parts. This helps to avoid consecutive 5ths and 8ves.

* The inner parts move in contrary motion to other parts where possible.

* Bar 3: The alto doubles the soprano on the fifth of the chord - this is much better

than jumping down to the root (C). Doubling the fifth is often a good option.

* Ingeneral the alto is kept quite low and the tenor is kept quite high. This helps to
avoid spacing problems between the parts.

Ot!‘ef ‘”\]ns-S to AVOIA (uhen will it siop?)

Uoice

cross'lng

Uoice
0verlaPP'lng

(

The tenor is not allowed to sing higher than the
alto! Usually it works simply to switch these
around, but always check that this does not
create consecutive 5ths and/or 8ves.

Voices may not 'overlap' each other's paths.
Here the bass moves to a note higher than the
tenor sang the note before. This example can be
fixed by putting the bass down an octave. (Wach
out Eor voice over]apying in treble parts {oo.)

=== Go to www.blitzbooks.com.au for the 'Find the Mistakes' harmony worksheet!
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HOT TIP Don't forget. that you can doble the fifth of the chord instead of the raot. [t can be a great uay
ﬂ” " fw O)f getting rid f consecutive ths and Bues!
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Now go back to page 45 and add inner parts to those examples!

Find at least 10 mistakes in the following harmony example. (Hint: There's voice crossing/overlapping,

consecutive ths and Bies, incorrect Jouuing, incorrect spacing, all sorts °)[ t’\ings!) d‘f.“hl-“ /"00 lmrj o 3rd

Db | T B

=i < - M (&) d II

) f* fZ
S
—
A\ I
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General Harmony Rules

- >

DOU“ing (Yoo aliays need to dovble one of the notes, that's how we get ¥ parts!)

* For major chords, double the root or the fifth.

*

For minor chords, any note may be doubled, but the third is often the nicest.

If you have two $ chords ina row, double different notes in each - this helps to
avoid consecutive 5ths or 8ves.

NEVER double the leading notel!

If you are having trouble making chords fit, try doubling a different note - don't
change the bass note unless you are totally stumped.

You can always triple the root - but don't leave out the 3rd of the chord!

Other LBIPEUJ ﬂvings

*» % % % % »

Try to use contrary motion between the outer parts wherever possible.
Try to use repeated notes for inner parts - this is called ‘oblique motion'.
3rds and 6ths always sound good, especially between bass and soprano.

If your alto and tenor parts seem boring, that's good!

If you can't seem to get rid of consecutive 5ths or 8ves, try changing the chord.

THE LEADING NOTE MUST ALWAYS RISE TO THE TONIC!

The ﬁmazing U 0§ the Chord

*
*
*
*

You SHOULDN"T double it in a major chord.

You MAY double it in a minor chord.

You MUST double it in chord VI of an interrupted cadence.
You may NEVER leave it out of a chord!

DID YOU KNOW.... You can E'lnd more 3nE0rmaf30n in The DlitzBook OE Harmonj Roles. [t's a
Eanfasf'lc uay to Pracﬁse and Per)tect Jour Larmonj skills!

Let's Practise Harmony

<

Harmonise these examples in four-part vocal style. Think carefully about the key of

each example, and remember: 1. Cadence points

2. Bass line

3. Inner parts!
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6. Harmonise the following in four-part vocal style.
Use root position and first inversion chords.

Revision Of Heaps Of Stuff Az

/4

1. Write the following cadences in pianoforte style with key signatures: a4t | | . i !/I‘_—j!\}
R f 7 J‘l 1Y 1 ':’f t t W I fl fl é — f 2=
‘ i - 4 —= ®© ¥ [ f A A '
S A ST F——% N T A I I 11
'L.: zﬁ‘% 3& = r ] P i. 1 l!' ? [ =
oy h—— ! 7 . ——0 f f f — : ¥ -
s S— a e — = — . ¢ 6 N v
) I I v v I
E major F minor B minor
. . 7. Which of the following is a diatonic semitone: A, B, C or D? C A
interrupted imperfect plagal

B C D
OAI I |

7= e
/ :F. e it - e T i
5 1) I

Lva
T

2. Insert the time signature and missing bar lines into this four-bar melody.

O | p— N
! 1 1 il 1 1 I T ﬁ- !’mﬂ
T I — W — I 174 W A T . .
[ b ! ~ 1 S 8. Complete the following bars using rests A
8
O 355 = a1
3. Explain in full the following time signatures: A - ’ : = ' 8
182 4 dofted crokheds per bat, Compmd clmadrulola
- -~ - ]

4 2 dotted minins per bar, Compound o(uralm

4. Identify the number and position of each chord in these passages. (Use [, [Fete) /{1
1

NI

Qﬂn J J !I ,-ll 9.’[}0 ! ! t — T
@ ii p ; ;. W A\ 9 ] d :l 1 | 1 a}
o I I I v I # i
I 5 VIS U I
e e e e e e e e e
I I T I I l I' I 1 |

® v _vi Vv I vi I bV

5. Name each of the cadences marked with brackets above:

Cadence 1:

’ lmlcrru{ol-(d

Cadence 2:

Plagal
v

s

a) Which bar has syncopated rhythm?

of this key to the opening key?

Total:

2

b) Inwhat key does it begin? _C minol
c¢) To which key does it modulate at the end? E £lat %'or What is the relationship

Relative Majol”

/60
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Guidelines for Great Melodies

- >

Here is a summary of the melody writing skills you learned in Grade 3:

* The first and last bars must be based on chord I. The melody may begin on any note
of chord I, but the last note must be the tonic.

* Make sure you reach chord V at the halfway point.

* If you include an anacrusis, use notes from chord V. For a 2-note anacrusis, use
scale degrees 5-4 (going to the mediant) or 3-2 (going to the tonic).

* Never leap to or from the leading note, unless it is from another note of chord V.

* The leading note must go up to the tonic. It's OK if it leaps to another note of
chord V first... but even so, it must eventually go up to the tonic, e.g.

) T )
kj{' B a0 :'\ h} 2a) - ?\
o) —— - o) .
7
This i incorrect — the leaJins note This 1s the correct tonic — the
Las not resolvetJ UP to t‘\e tonic lea(}'lng note Las resolve(} UP'

* If you are in a minor key, remember to raise the leading note, BUT... (see net Point)

* Avoid the augmented 2nd between scale degrees 6 and 7 in minor keys. You can do
this by raising scale degree no. 6. (i.c. use the melodic minor scale)

« AN W =i
[Y) ()

_

\5_//

* A leap of a 6th or 8ve can sound really good. (Bt don't use too manj.) The notes
immediately following the leap should move in the opposite direction to the leap.

* Always use chord notes on the strong and medium beats of the bar.
* Passing notes do not belong to the chord. Never leap to or from a passing note.

* Your melody should have a nice shape to it, with some sense of a climax either
halfway or at the end. Make sure it covers a range of at least one octave.
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Setting Words to Music

In Grade 3 we had lots of practice setting verse to a rhythm... now we just need to go a
step further, and set that rhythm to a melody! This means your melody will only be four
bars long. (Great neus since ue also got prety good at that in Jrd grade.)

Here is a simple couplet:

Ring out the bells, start up the fun, J
Show all the beauty around. :"7

9

(A it comnp, but this s the kind o)r stu)f)c Jou get in the exam) ’?J

Step 1: Mark the accents and decide on a time signature.

Step 2: Compose an interesting rhythm and write it here:

¢ T | Tl ITL A
Ring owt the bals,  start up the fun,  Chow all the bau-dy a- roud——

Good! Now you have your rhythm, you can compose a melody. Let's revise a few tips:

Begin and end with chord T
Aim for chord V at the end of the first phrase (i.. at the end of the first line of poery).
Be careful with passing notes and the leading note, especially in minor keys.

Try to make the music suit the words

* % % % »

Add phrasing

Write your melody here in F major, writing the words clearly underneath the notes:

N — A g | —

174 L 1 1 B—1 ~_1 T [l r Py - | 1 1
A W D L] | - | r ] > 1 1 1 1 [ ol y Py N 1 I
F/awW A r ] 8- 1 1 [ | 1 | 1 1 1 T 1 o 11
\al [4) v r'] l 1 e~ P | : 1 1 J )}

a\‘[ﬂ OM '“\Q' Iotus, s+ﬂr* “P ‘\‘\Q, {\41\' skoq ““ -{k{ Lw—-‘v a-

) o
A [ I~ N 11
A S 1 ] 1 1 1
[VanYl’4 1] [ ) 1 1]

Ny [ e [ 11}

J S~——

round
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Write a melody in 6 major to this couplet. (Remember to coMpose the r'\jt‘\m Elrst on s0me spare manUscriPt.)

\Happily, lme.r'r'ily, lglor'iouslly,
The (childr'en were kham‘ing and lsinging to ,me.

[ 4 e il — T | -
A -I'J'f | | | ~— | 1 I | [ ] P
== s
I i
J coa\- 1y e \o - €\ - ows |
o -V 1 meco i - 1y, g NE
»  ——
= i — o
AN ) ~—— \ | .I
-
Wi - dfen Wt Ww\k Sing ~ ing to me.

Write a melody in B minor fo the following couplet.

Ma‘rilda \rold such ‘dr‘eadfulllies

It ‘made one [gasp and }s‘rretch one'sleyes (H Delloc)
0 4 A
P e — —— P =

f~

~
1=
LA
P~
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»- \

/

|

N

[~

M - 11l - da dol sucAe duedo B lies b

A . P |
| - 17 l\ 7 \ 1
et = e
S~ \
3 Mede  OnL 30~$ e ond SKkdn  one ¢ LUQS

Write a melody in B flat major to the following couplet.

\While you'r‘e(se‘r‘ring these

lcouple‘rs o (song

Relmember There'slno such \‘rhing as kwrong'
O ‘U 2 I \
{ 0 4' { (\' 1 l\ £
L/ "r ‘&' l‘ ) C l|
J While ‘30\} R Sk - 4\"“) Iheg (_;Xe ~ \e*s Yo SQI\% e —
)\ N
1 §
U Mveres MO swN My g <w«~o,\3'

Go to www.blitzbooks.com.au for more couplets to set to music!
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1. Name this scale. fo—F—Fbo—F P
1}

Tiny Test
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I I T I
I J '

2. Write the following cadences with key signatures. Use minims.

i | I
T 1t I 1
W HIETT d [ |
(e o | p=
A4 L) (o4 =4
D) bl
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hll 13 JIPZ 30 ¢ % | 4 ¥
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1 {

F sharp major
imperfect cadence
pianoforte style

/2

/6

-

o=

SRRV

b
78/
L 7

N

AR N'(b QL

€ minor
interrupted cadence
four-part vocal style

3. Harmonise the cadence points marked with brackets in four-part vocal style.

Az

1 I e— 1
9 D>} 1 Y t‘ l /-ll i }
@———f Hat = — o
- Jid | 1 d 1l
J;Z—-_P_P ID [:' — 1 T T 1 77
| ‘ I I  — | I ' | I I
LRV \VARRY( e v
4. Werite the inversions of these intervals and name the inversions. A
° h o fo
6): ' ] = TA— 1 o= ~—————
[@ ] 1 IRV J O ” i l "ﬂ’_I)\J %
mf; th 22 ﬁEE! f[”” @ ‘2 2»0/

5. Who wrote Tchaikowsky's Nutcracker Suite? (e hee) _Z'&h_adazw&%_

6. How many duplets are there in two dotted minims? _4

Total:

/30



Form Transposition
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< >

N
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The great news about this section is that there is nothing new to learn - you did it all in Transposition is easy, because it is no different from Grade 3! (Hox comenient). Let's quickly
Grade 3 (w0 hoo!). Binary (AB), Ternary (ABA) and Rondo (ABACA) are the three types of revise a few important points:
form you are expected to recognise. Name the form of the following melodies and mark * Read the question: check whether you must transpose the melody up or down

the sections with the letters A, B, C efc. . . ) )
* Write the new key signature and add the time signature

* Think hard about the function of the accidentals - they may or may not need to be

o) ™ | .M ! M ! .
£ ~ T | EE— e ] '| —— 1‘ - — changed in your tranposed melody
& 1 | IAY
7 =i
- 7 ™ T o - * Make sure the transposed melody has the same 'shape’ as the original '
Form:  Binar * Go to www.blitzbooks.com.au for more practice on transposition!

1. Transpose this melody down into F sharp major
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1 1 FII 1
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A Bit More Revision

1. Study this melody and then complete the exercises below.

a) Add the missing time signature

b) The melody opens in the key of D flat Majo¢_ and modulates to B flat minor

¢) Name the relationship of the new key to the original key. Relative minor

d) What interval exists between the two notes in bar 4? Majof 3rd

e) Mark any sequences with square brackets like this: | i 1

f) Transpose the entire melody up to E major.

3 3

1 1

Q12 b
2. Name four compound time signatures. _$ < g Y
3. Complete the following bars as directed.
- I 1 S ~, 1} (oY | % t + 1|
A9 ] 1 I < < mam o 1 [v 4 1N 4 A1 1 1 i
e —— il B e —p— »- i
3 rests 2 rests and 2 notes

o)
4. Name the key and position of this tonic chord: i !
SV 7
. D]
Key: _B £ lat Major b';g
Position: st iavecrgion ¥ 5
|

5. In which year did Sydney host the Olympics? (ok this is not really revision) 2000

60

Italian Terms
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There are LOTS of terms to learn for Grade 4 (s'lglv). These are in
b———
Ry

addition to the terms for Grades 1, 2 and 3, which you can download from
www.blitzbooks.com.au. Also try the BlitzBook of Theory Games!

Tempo commodo
Tempo giusto
L’istesso tempo
Non troppo
Grave

Rubato
Stringendo
Perdendosi
Smorzando
Rinforzando (rfz or rf)
Pesante
Cantando
Tenuto (ten.)
Piacevole

Portamento

Dolente
Doloroso
Sotto voce
Giocoso
Grazioso
Assai

Quasi
Scherzando
Subito (sub.)
Sul ponticello (sul pont.)
Sul tasto

Tremolo

Pizzicato (pizz.)

Arco

at a comfortable speed

at a consistent speed

at the same speed

not too much

slow and solemn

with some freedom in the time
pressing on faster

fading away

dying away

reinforcing the tone

heavily

in a singing style

held

pleasant, agreeable

a smooth gliding from one note to
another (as in singing or string playing)
sadly, plaintively

sadly, plaintively

softly in an undertone

gay, merry

gracefully

very

as if, as it were

playfully

suddenly

bow on or near the bridge

bow on or near the finger board
bowing very rapidly to pfoduce a
shimmering or waverin:‘q effect
pluck the string with the finger
with the bow (used after a pizz. sign)
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Other Terms and Signs

These terms and signs are also in addition to the terms and signs for Grades

b ————

&5 1 - 3, which you can download from www.blitzbooks.com.au.

\ ign/ Term

Name/ Definit'lon

Upper mordent

TV | TN

Lower mordent

Trill

—Y| e

Acciaccatura

—

Appoggiatura

—2

Turn

L1l

Tenuto: Hold for full value of note

Counterpoint

A compositional technique in which two or more
independent melodies are combined

Contrapuntal

The adjective used to describe music which combines
two or more indepedent melodies (counterpoint)

Chromatic

(semitone or scale)

1. Two notes a semitone apart with the same letter
name; 2. A series of 12 notes moving in semitones.

Diatonic
(semitone or scale)

An interval or scale in which each note has a different
letter name

Quick Quiz

Explain ‘counterpoint’ _4 ,2‘%[5 of muSIC in which to 0r more
g,aaqamgeﬂi medoclies _are combined or sounded ﬂ'azuét&ﬂﬁow\/y.

List two Italian words that mean to play ‘sadly’: oo /0.mSO and _glefen 1€

List two Italian words that mean 'very' _snolto and __gsSas
.S‘uo/a’en/Z neavil /
Translate the Italian words in this sentence: Subito the teacher trudged pesantéinto

ot a consistent speed
the classroom. "You must work tempo giusto if you want to do well. At the moment you

are assai grave. I need you to be stringendo!"
vews slow pressing on fustev

Is this semitone diatonic or chromatic? ﬁ DicfoniC

. Explain MM J= 84 s Me me ) 7a3

pPEer minure.

Give the Ttalian and English meaning of rfz : “Run foczondo’: ret pe :“ﬂ?

tnhe toné.

Which Ttalian term is used to describe playing with freedom in the rhythm (Pariicular]g
in rejerence to awop'lu's piano wsic)? _Rubaro

11. True or false: Stringendo refers to string playing. _Fou/te

12.

13.

14.

=

/’_

f?l'- ==
ya

[)

Write the range of the tenor voice.

~
Add an upper mordent to this note: r

Give the meanings of these terms associated with stringed instruments.

Sul tasto _jpotw _on 0Or nllr the (/:hoafy botrred

Tremolo WM@W@&%&M
effect. 63




The Baroque Suite

In Bach's time, there was a very fashionable way of writing music: small pieces called
‘dances’ were grouped together to form a 'Suite’. Each movement of the suite is in the
same key and the same form.

By researching the keyboard suites of Bach with your teacher, you will be able to fill
in the missing words in the following pages. Occasionally there are ‘multiple choice'’
answers to help you. Try to listen to as many recordings of Baroque Suites as you can
- not just for harpsichord, but other instruments as well.

It's important to research this topic and gather knowledge from at least three
different areas. There is no single book which contains all the information you need!

The ALLEMANDE

* The Allemande originates from Gt (Many (Jpan/Germany) as its title is the French word
for __German (German/ S‘)anbl\).

first

* It is often the (first/ last) dance of the Baroque Suite; the only movement

Pedude  (Bouree/Prelide).

which would go before it is the

Yy
The time signature is usually % or _C

*

* The main rhythm value used is the Sv.Ml'a‘wxve/ (ewinie/semiguaver)

* Tt begins with an anacrusis, which is usually a _sem (a\uqve/ (.Laave,/;emi.luaver/minim),
* Ttisin_binary  form

* The tempo is _moderate (fast/slo/moderate)

* The styleis __SecvouS  (funny/serions/graceful

Werite a short paragraph here about the Allemande:

The Allemande is o Serious dance in 'i time .

[ is of German ori;n'/\

ond Uwa“\j CoMes {irer in the Baroqy\l swite  unless there is a

Prelude . 4 consists Mmlq of StMiquavch iAcludea s anacrusis.

The Allemande is a moder <, -Fad dance in bm«ru form .

64

The COURANTE (2 types: french and Ltalran)

% The French verb 'courir’ or Italian ‘correre’ means: ‘fo cun

* The Courante is the S(’.cond (second/third) dance of the suite, unless there is a
Prelude, in which case it would be thicd  (econd/thind).

* Tt begins with an _Qanacrusis (anacrusis/ Falf—bar vpkeat)

* It is always in simple triple time: §- «3}« or g

* Ttisin_biaoc form

* The speed is usually __fast (Fast/sloul moderate).

[talian Courante

* Running passages

frenc'\ COUrante

* Dotted notes

* Cross accents * Free flowing

* Great variety of rhythm * Faster than French Courante

Now write a paragraph about...

The French Courante

Thi¢_dance or‘faf/\a\'l'(f f"mm Fronce. and the word ‘Courante’ means

It has an_gaaccusis and s in 1‘mplo. time_. (¢ is_a fast dance
o(‘fm -&a&wu\q n\o}rwj \/amn‘u of r‘\uﬂw\ //\cluo(mq dofled note¢ and
The French Courm‘f& :S in bmary ‘éfM.

ruan

cross acceats.

The Italian Courante

This_dance originates from Haly. As fhe word ‘Courante’ (meaning running')
_S_\%qesﬁ it features ‘fl‘u flowm} passages and_is uswd(u fastr '{'AM
the freach Courante . The time q.uw(ure is um«(lu i or 3. 14 hag an
anacrusis Gad 1S in bu\anj {0/‘44
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The SARABANDE

* This is the only slow (Fast/sloulmoderate) movement of the Suite

* Ttisof _Sponish  (Eaglib/Spanish/fiench) origin

* It always comes after the Courante , which means it is usually
the _third  dance of the suite.

Itisin Biv\ary form and the character is very df?nf:fftd (dignified/playful)

It does not  (Joes/does not) begin with an anacrusis.

The time signature is simple __triple.  (Jile/iriple/quadruple)
9 — 07 \dwplefiriple/ quadrup

The main feature is the emphasis on the Second (Eirgi/secoml/ last) beat of each bar.
* It hasa homopkor\ic (Poljykonic/komop'\onic) texture (i.e. based on chords) and often

features _ornamendts (ormaments/glissandos)

Now write a paragraph here about the 'Sarabande’

The Sarabande contragds with its Surrow\qu movemends due fo its slow
+uv\po An deam‘f and olnsm-(»(d dance, it oﬂu\ \Qo&uras a_chorda(
+QX+ul‘e. and an cm,phas.s on the 2nd beat of the bac [t also condains

olpaments. |t orign\m‘zs -ﬁvv\ glpodn ond IS A B:Mrg {orM-

The MINUET

* This dance comes after the gcnlagaa(o, and before the G:#A . It does
not have an _anacrusis  (introduction/anacrisis/ enng)
* Ttisavery _Simple  (imple/complicated) and __statel (solemn /stately) dance. It is

always in Simple -\riglt (simple dople/simple triple) time and is played at a _moderate.
(Fast/slou/ moderate) speed.

* The Minuet originates from __Frante (Syain/ﬁance) and is in b[nacy form.

Now - as usual - write a paragraph here about the Minuet:
The Minuet is pact of the ‘Galanderion’ i.c. mh movements befiten Sarabands
aul CIJ\AL [t is q S{‘adrc(q Freach dance in & dime. [t has no anacrusis,

s :ofayeo( ot o Mod((m Slpc.w{ ond S _ia 6I/\anJ4 form.
66

The GAVOTTE

* The Gavotte also comes between the _Sar a/omJ Q
(Eng]am}/ france/ Spa'ln).

. ¢ 2
The time signature is usually _4 _or _2

It often features a l’\alf— bar_ (half-bar/1 beat) anacrusis.
It has a _moderate (Fast/slou/moderate) tempo and a steady sense of rkyth (key/rhythe).

Itisin b{l\ary form.

Now write a paragraph here about the Gavotte:

and the G;?uc .

It originates from ___France

* % % % »

¢
The Gavotle is a Shady French dancs usual(% in 4 or 3 dime. B has

0 ka(f—(mr onacrusi's and IS plggﬂgd of a moderate 4€M'po- [t is also ‘par+

o( the (G'o\lat\'('trl'o\n,. Tt\t CTQVOH(_ 1S _in bMAnj ‘(:)FM.

fnd finally — The GI6UE

* Pronounced 'jig', this dance originates from England, Ireland or ,ScaHaM( .
* Tt isa light and _Q_‘Zj_d_ (sing/raPiJ) dance, and usually has {ugd (semitive/fosal/

chordal) treatment of the main theme.

* Tt is usually in Comgou\/td (simple/compounJ) time, and therefore has continuous
division of its beats into _threes

* Itis the f[l\gl (sixtl\/flnal) dance of the suite.

* It usually begins with an _gnacrusis

* TItisin bil\ar{; form.

And now, of course - write a paragraph about the 'Gigue':

The CT\'TAQ_, iS a lfsk’r and fﬁfid dance uSuall\\; in % or _other COM’nouAﬁ(
ture (o0casionall % 4t is du in Style wadl S
0 _anacrugi¢. (4 or.gnmjru fom El\gfov\d, [reland or Scotlarnd ond is

in_bin ary form.
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=S| & A5 35 | £ |o |202”
it e . . . £ v .
Now it's time to do some research about the string family. Remember, there is no © = = o £ 2 %’w N FORS S - L
) i ] =<| = - = Y £ o 2 v 4 3 £
single book that has all the information you need! Gather your facts from at least three =° g = S 2% % § 3 _é w e |83
) I 2 o 0 = vl Ol w
different sources, and make sure you ask your teacher for help. -2 T g £ 9 ) = -E? 8 E’ o| +
o 3 L s 0+ ol 3 O = % e <
et T + = < R S| = > S ©

. . . . = o > o o ire)

Name the four instruments in the string family, from smallest to largest: 2 2 w= S £ 5 2 o 5 -3 2 E¥ £

— S = s+ 18 s EH S g £ &

o 229 o £ 9 2 23T E

F* FE3TS | g2* Fgeg s

Cl - = £ 20

1, \iolin

—_ 1
2. VI,0,0‘ :"? 0 fe o) o -l
. = (
3. Violoncello (Cello) 5 X I ) ol
= |
4. Double Bass 5 ‘
= o . [0} S
- .
== ° {
| . N . ‘= b b I ¢
Try to listen to some recordings of string music: if you have access to stringed = | 2
— <P i qi G <

instruments this will really help in your strings 'research’.

Write a brief description of stringed instruments here (you may even like to include a -
diagram): / , = ‘¢“ ¢ qm
S&m// / g ST(F 1ngs$ I8 ‘;‘f ‘3 4)” N
Tuning pegs J 1/’/ r 5 S N
& RER \
SOW\A \OOM‘d :: N
() 6(‘//3@ ——6ow ? IP \lo |¢ ) ‘
oe -
£ hnole g J( == <& N G Al =
hin cest s (|
(\Ho\il\[ Viola M\j) ne ) —
“‘mi«g P(.JS ﬂ - #«,{

NSP““ (can and double bass or\\j)

Instrumenf

Now complete the table on the following page. Also,
take special note of the last five Italian terms on

page 61, as these relate to string playing!




Absolute Final Revision Test

- -

1. Write a melody in B minor to this couplet. Mark the phrasing.

O‘/er the ;:r'ash of The[waves

Came atiny but (s‘rur'dy lboaT.

—

o

At - —
bj — ) + i * t—p
Q -~ V¢ Ahe CCasW of Ahe WS ol &
7 u - \
VAN - | ~ -~
[ 17 o N o P [
SeEL te : Z ,
+— * = <
Kooy ok sag - 4y boat-
2. Write the open string tunings of the 3z — o)
double bass, using an appropriate clef. = = U — A
Wb - - - - -~
3. Name these intervals by humber and quality. /4
;Q o) bo
1o —): © -
H £ an) il V4 Py [ an) (@)
Y o = Y
[y, h [Y)
major G b S W din T4,

4. Harmonise this melody in four-part vocal style.

7 & = 77

y 4V

[ an A

ﬂ’,‘/

%ﬁ e N /I_\.

!,,‘/

o P

Iy

vwv

N
N <

S ch-

N
—+o| o—

o T
(TN

o= N
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4. Transpose this melody up into E flat major using the treble clef. /8

, ° # ®-
D T S | 1y >y 1
e
! 1
il L& B 17— |19 | | ] ] T | ¥ I
4 ! y w I
| N
P’ A/ B ] = S~ 1 1 ~ — 1 1
g\ hi & ] 1 N 1 1AY 1 1 1 1N
YL e ¢ { N 1 -~ 1 n P 9 | 1 > { | -
SV 0 ¢ 1 I 17 1] 1 = " ® Lo hd @ b ¢!
[ - <+ == > - 7 -

1
y i i — } ] f A —
LSS M o — — T —— 44—
S d - o 4 =
© \a - t‘, \_'/J‘ 1*: - ~— I~ _.E
5. Briefly describe the form, time and character of the Sarabande. A

The Socabarde is in binary form. I is the only slow movement of the
Suite. It is ga elegont and d;’aaiﬁ'cd donce  which offen features

ornaments ond an w,ntmﬁs on the 2nd beat of the bar.

6. Complete each of these bars with rests before the given note or notes. /6
2
[> ) . I A N ¥ |
_.l_.-_.__- A - ;- /? & ; . T 1
&) ~ -— 192 i i
7. Write the open string tunings of the  Z (o] /
double bass, using an appropriate clef. =2 = =) 2
B = - o m e = = e e - - -~ ~
8. Write the scale of B flat minor /5
* use a key signature and minims Y —~ . L
. e — T —f—f—p— —
* write one octave going down R A A S— B | f —7 ¢
? T
* mark the semitones
*

complete the scale with a double bar line To-'-a| . /50 .
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Crossword

Y

.

HI'S I C |

IIIIII N
|
4 |

T
R |
N |

AC!OSS

1
5.

9.

10.
13.
14,
15.
17.
19.
20.
24,
26.
27.
28.
29.
30.

3L

‘Sul ponticello’ means to play on or Atar the be *(3 yards)
All strings except the double bass are tuned to
these intervals

The only dance apart from the Gavotte in 4
All dances of the suite are in this form
French abbreviation for 'right hand'
Treatment of a Gigue (fint: bhe a fugee)

The suite comes from this period of music
The art of combining independent melodies
Final dance of the suite

Ttalian for heavy or heavily

Type of note values used in the Allemande
Viola uses this clef

Rugby players want to score this

Ttalian for 'with a strong accent’

Dance beginning on the half bar

A type of courante with dotted notes and cross
accents

Inventor of the metronome {simane)

time

Down

1. English meaning of 'non troppo’

2. Abbreviated Italian term for 'gradually slower’
3. Name this ornament:

4. A dance that sometimes precedes an

22.
23.
25.
26.

Allemande

The only slow dance in a suite

The 'tenor’ of the string family

Stately French dance

Sarabande and Minuet do not begin with this

. Person with no magical powers (a la Hary Potter)

English meaning of 'subito’
A Sarabande features these

. Phrase in which each note has a different

letter name

Female vampire slayer
Ttalian for 'medium’
Italian for 'without'
Ttalian for 'with the bow'



Test Paper... sort of

- >

All theory books end with a test paper, but this one is DIFFERENT. It already has the
answers in it (mOstLY urong ansuers!) and your job is to be the teacher - you have to mark it.

When you've found all the mistakes, go to www.blitzbooks.com.au and download the
EXACT SAME PAPER - this time with no answers already in it. See if you can get 100%!

CREATIVE Total Marks 10

Write a melody in B minor to the following couplet:

For the most part we wept, so sad were we,
We thought we would never again have glee.

(|l -acnted She »
\P 7N e d’crw
# ™ _?} ih " - = ;\". i ig
. 'L : . -
For  the most gart ug,\"/h/n-g-’f ,50  Scd ware We
SEE R = =
‘M\;\Tj\& we uw\éj\; -ver/(®- ver) - 3:3;\ Py ﬁ"—
lacks Shape hare 1 P (N
! ,'! 3 el ATy Fr
mast not ;
insut exim wordls

'ﬂJS % Z:‘luj*.fo?(wn [wdlqu‘ TAL I.-\Nﬂ{g)
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DEEDISERNN S and SCALES " uions INTERVALS ol Marks 1

A. Write the minor scale with the key signature of four sharps 2 A. Name these intervals by number and quality
6 3
/s Usea key signature C /
\,.u‘hm
v'» Use minims M { .
« Mark any intervals larger thap a tone M”“&j w ——
/- Write one octave going and the@ again a'(‘ >3 —1 1
» Complete the scale with adouble bar line . .
/Wo\ .Mingc. ot Peclect. 4t ngm...:uh/
% A | 1 A | Il"—d\\ \l \/ ll { 1 1 1 0
— .\ T e .7 B——— — t —t+t
o © © S ~—F . Q_H‘
X7 gl naes o for frebl chf / . : . 7
' B. Write these intervals above the given notes 5
B. Write the following notes with key signatures [
/ N minor 7th perfect 5th diminished 4th minor 3rd major 6th
F minor ajor F sharp minor B major
leading note dominant supertonic submediant
|
C. For each of these modulating melodies, name: 2 C. Write the inversions of these intervals and name the inversions 4
4
« The key in which it ends = L
¢ The relationship of that key to the opening key } < il ‘l}: L I ]

Mwmf\'\*\n ......... 3rd.......
At\ }/b(:rwf + ils iaversion

$ o -
New key: Lﬁgg{_ .
Relationship to the original key: 5 ‘|’L\ NWWL 7 (7

AL Aabe AL ot

of\i«y)

(st o

TT®
7%

T8

New key: _C minor
Relationship to the original key: Subdbq{\a at
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U T CHORDS s HARSONY

. A. Name the key of these subdominant chords and state the position Py
A. Complete the following bars with a rest or rests: auld be @) ; as either root position or first inversion: f
17 - SMioteret st
)\ (/ ‘\ 1l ‘ A\
&Fg:;:j“ : e — ’ﬁ' X
\ \ # — E
6m) = o) . >(
03"&}‘ NN Key:_A major
[ e — Position: _R&Sot

B. Insert the correct time signature to these bars 2 . 1t

/ /Gfrm\é

z . /s
C. Add a time signature and the missing bar lines to this four bar melody Z v Key: AL%
5 Position: _ Roo+t

/ 6
Would net hve Such a (wzc, eatusis ! B. Write these cadences with key signatures &
@i LN. Nde ey e
D. Name this rhythmic device ’ 0 - v
1 = —7@15 &t e
%‘Q_“‘C}‘_ e
T D] I |
e e e T e e e d Jv\l“:’("
—Sadd e ipewwl At — e
gELS : ===

Is
/] Bflat major .. .

( .
‘A C sharp minor
Sj“("’(’u Ve imperfect cadence plagal cadence “"3
four-part vocal style pianoforte style
Dowbed Sth

W\wussw\j
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C. Harmonise the following melody in four-part vocal style. Q

Use root position and first inversion chords. . . X
. 12 B. Transpose this melody down into B flat minor (A durtels 4
(/0 {\SL(‘\A*\
-7 9

[ |/.’|—_I—\I|

)’ A fjﬁf

>

i

=
- Tre n_é 3
X
o
r
1]
LT

e le—" M
0
-1
e
MTTeb— "lu
»
b *——"" [ Y

T
4 ) # J
0 [ ] 1 b 4 \
: : — 3 ]
1 L h | } - AP
\ T I\\'] Vv | v e opk v J
(A e . [
Iy ?)wx d““mb x pMswv 4 mcofmd‘
o ﬁ {— fr— T T ! n
1 1 1 L 1 1 1 1 1 1 |
FOLK SONG and TRANSPOSITION [t | = : 5 1
0 1 [l — — -
- i AN | P | 1 1 1 D > 1 11

d
4
Il

“

4

A. Give the English meaning of the following terms

i)  tempo commodo Convenieativ X

1” 7 = —A— T — . ii) calando ..... %kﬂ"\ﬂ 59‘?&" s slevees / ............
g+ +—t+—T—"1T— S o i S’ B A — 1 b Y.
1 T [ S W S S ] 1 | 1 T {\ C— A 1 lll) sul pontlceIIo on Du ~ \ML 2

J /7( iv) largamente ...... bf‘Qﬁ*\\j ‘/ ..............
N4 ) / .

NS v) dolente WL, “\j

NV

[
vi) listesso tempo of.o. simi\ar ‘\'&Mf,o /2

FOLK SONGS NOT REQUIRED
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B. Briefly describe the Gavotte 400 l

sulb dive 3

f) o— ;7* 19)
i) cello © ii) viola - ——=o
z= ]
4
D. ) Is this semitone diatonic or chromatic? A
............... Coromabic...X....... £ f——to
i) Is this phrase diatonic or chromatic? 9
1’L® ] DO 1§
................ Diakonic.. L. s
iii) Name these ornaments % E
o« Ay
/ ?
laen Ty Sock of thing o
(tom CoMect
0(16,\41‘1'0/\{
E. i) Explain the meaning of ‘counterpoint’ {
2
s when there arcs -\wo...e&sf.lc....sg...&qwm\....XM.FM.tM&.-z .......................

r‘A\J'ﬂ\o at the samme timms - atdh g T r+M*
i) Define § ... Lamncs o s Red . b BT
(Compond Aripl )
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