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Syllabus for Grade 3

As in preceding grades, with the addition of:

(1) Compound time signatures of 8 8 ?, and the grouping of notes and rests within these
times. The demisemiquaver (32nd note) and its equivalent rest. Questions will include the
composition of a simple four-bar rhythm which may start on an up-beat.

(2) Extension of the stave beyond two ledger lines. The transposition of a simple melody
from the treble clef to the bass clef, or vice versa, at the octave.

(3) Scales and key signatures of all major and minor keys up to four sharps and flats,
including both harmonic and melodic forms of minor scales, with their tonic triads (root
position), degrees (number only), and intervals above the tonic (number and type).

(4) More terms and signs. The simple questions about a melody may include one on its
phrase structure.
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A Demisemiquavers

Exercise 1

Exercise 2

(a)

(b)

(©)

(d)

(e)

(see The AB Guide to Music Theory, 1/1, 3/1 & 5/1-2)

The shortest note used in Grades 1 and 2 was the semiquaver.
In Grade 3, a note only kalf the length of a semiquaver is introduced:

the demisemiquaver -F with its equivalent rest ‘7 .

Complete the following sentences by adding the right number on each of the dotted lines.

O

[ -

lasts as long as .
lasts as long as .
lasts as long as . .
lastsaslong as.... @
lasts as long as .
lasts as long as . . .

lasts as long as .
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Add the missing bar-lines in the following. They all begin on the first beat of the bar.

(Allegro) Vivaldi, The Four Seasons (‘Autumn’)
“ o
: : Te e o ———
A =i { i ” 2 | il I
s s/ I i , =
BNSvy 7 =
D) " = - & E
Karg-Elert, Chorale-Improvisations, Op.65
‘From Heaven above’
P Andante . /_\-ﬂ (‘From )
" Peo® P& > s g il .y S
A = o N o S ———
fas 17 17 / — 7
VA =3 14 i 1
e
Beethoven, Piano Sonata, Op.7 (4th mvt)
(Poco allegretto)
;) | o2 = I 55 =
T SlE g | (:7 L ——
{ bl oy o s el S o
—~ -
=
—
Bach, Cantata 170
4 (Adagio) - : " e ..'.]._
. o ] - - — Ic.
X7 i 7 . = i
e =
Molto vivace 3 Hasse, Violin Sonata, Op.5 No.5 (4th mvt)
- 2 3
5 L - & N
I R e T e = —— et —.
D] 3 — ] &




Exercise 3

(a)

(b)

(©

(d)

(e)

()

(8)

(h)

(1)

Add the rest or rests needed at each of the places marked *.

E
3
.

4 DRI deede LT - g
%—ob—l—)—o—c44a+L awuaufjg—j—J—ﬁ—”

Major keys with four sharps or flats

(see The AB Guide to Music Theory, 4/1)

The new major keys in this grade are E (four sharps) and A flat (four flats).

You will be expected to know their scales, key signatures and tonic triads.

You can easily work out these new scales if you keep in mind the pattern of tones
and semitones in the major scale (TTS TTTS). Remember that the semitones
always occur between the 3rd-4th and 7th-8th degrees of the scale.



Exercise 4 Write accidentals where they are needed to make the given scales. (Do not use key
signatures.) Draw — 1 over each pair of notes making a semitone.

b? r-a Y
E major ): — = = S Ty
= O <
- . (@] -
Ab major ‘Qm o —o° o
A\ v —
o
Ab major F———CO—o :
jor =) i © Ty N
= o O
3 Q [® ]
E major A © e =
arms ko 2k <3y =Y
X‘ﬂi} — [ ) =

Exercise b After each of these clefs write the given key signature, followed by the tonic triad.

() ¢
A ). A )
[ fan VA | V4
ANV et ANI P —
¢
Ab major E major E major Ab major

Exercise 6 Put the following into the given keys by writing accidentals before the notes which need them.

Andantino moderato Gershwin, Rhapsody in Blue

Yy I ] | |

() 0% & «—2 '

1 I |
I 1 | i
1 1 L <)
5 o e

S ©1024 (renewed) Chappell & Co, Inc., USA. Warner/Chappell Music Lid, London W6 8BS. RHAPSODY IN BLUE™

J
L1l

E mai or SHLTS;:;*J; 1:; %;ig:;it::::n Family Trust Reproduced by permission of International Music Publicatons Lid/
Adagio Elgar, ‘Enigma’ Variations (‘Nimrod”)
n —~ ) — | p— — 5
' T { ] { e | N S— N—; 3 J el K ”
(b) :%’F? 2 — E=ES===: o
Eb major
(Allegretto) Villa-Lobos, Guia Pratico Album 8 (‘Carambola’)
——r——
e e N
c o e
() o ! P ‘J,_ﬁ_‘_:‘
A ’ ©Consolidated Music Publishers/Dorsey Brothers Music Ltd
major
(Molto lento) Wagner, Parsifal (Prelude)
4] bl pam————
’{ + I[ J!’ -+ 1 = = T’j etc
O = S====cs==S===! %
Ab major
¢ =168 - Chopin, Etude, Op.25 No.5
€3 I[O TE' o —
(e) - 7 4 i t _-;f_a:CIL.

E major




Exercise 7

(a)

(b)

©

(d)

()

()

Name the key of each of the following. Then write them out again, but using key signatures
instead of accidentals.

Poco largamente Walton, Crown Imperial

-Q'—")—_bﬂ_ | QA e i
1 1 | o3
e +— [ v 1 - P —— - =k i
ANV — — i I - t T 1 = Lot J o
~of = ' ! ' o
BRBY woriwnowom 56 do Reproduced by permission of Oxford University Press.
Gavotte J. S. Bach, Partita No.3 for unacc. violin
1 > -
== e -
i 1 | EF o . t — i et
R L— - I I Y
e T  —
BEY civavencecsnpsrs
Quick J —132 Walford Davies, R.A.F. March Past
Q 5 f T T
- I - = ; —
S — e 1 T
¢ — <+ s
| T, . a8 wie N E ©Boosey & Hawkes Music Publishers Ltd
(Andantino) Schumann, 4lbum for the Young (‘Erinnerung’)
-~ = = 1}y #
o1 E'PJ P C—
= Ly i
| i
BEY uh s 50 ns 0 dnnse
Schubert, Imprompru, D.899/4
(Allegretto) b . bw
be o Ly " be o =
S sr=memtean
L= § I u I = = —1
JROHE o ok wmsimnns 4% w6 8
Allegro moderato Johann Strauss, Die Fledermaus (Overture)
0
¥ - -
o b ———— %'—.:#_l? : : —etc.
@FZ——:ﬁ 1 =] i | f —— :EE‘; ﬁ
d 173  — | I —— ‘r 1 ==1 nl F




C Beyond two ledger lines

Grade 3 exercises may use ledger lines beyond the two which were the limit in Grade 2.

Exercise 8 Underneath each of these notes write its letter name.

9
19

49 — O . Q
& ) = &
3% <
= D —
= =
o o <o
L3 Q — . — Q =
== A\I7 AN3 7
= o 5
~
Exercise 9 Rewrite each of the following in the given clef, but at the same pitch.
(As an illustration, the answer to the opening of the first example is shown.)
N (Andante) Delius, Appalachia
A4 | |
A 72— fE————t { S ——— i s ere.
(a) Xp—& v 1 I ——— | I <
D) — 41 & " - — + @ & oo -k
ek Z v
o2
) 4
¥
Beethoven, Pianc Sonata, Op.13 (‘Pathétique’) (2nd mvt)
Adagio cantabile - - o -
s o T g oL 2
b =1 1
o) 2HPE =
-
[ famY
ANV
e
N ( J = 100) Dvotak, Cello Concerto (st mvt)
b4 gu T ] . I i T .
te = ! — | =L ] = F—
© B S=== T S
¢ g — > P
_"\:
i
(Lento) Sibelius, Valse Triste
B Co— 9 = ~ n"LF = - o 7
e ] = o VoA F S hil 1 hafl| 1] |
&) =% 2 | — ; | g
1 T T

© Breitkopf & Hirtel

¥ 4N
| fan)
O

¢
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D Transposition

Exercise 10

0 .
(b) %ﬁgglg'?——_f. . == é“—ﬁﬁ-'_, ﬁEetc.

(see The AB Guide to Music Theory, 1/2)

The easiest kind of transposition is introduced in Grade 3: transposing notes up or down
an octave. You may be asked to write a melody in the treble clef an octave lower in

the bass clef, or to write a melody in the bass clef an octave higher in the treble clef.
There should be no difficulty, but careless mistakes sometimes occur. Apart from
miscopying individual notes, there are two common errors. The first is to transpose

the melody two octaves rather than one: for example,
O 44 i

M transposed an octave lower, using the bass clef, becomes
) =
a0t wanoT I e

The other mistake is to write the melody at the same pitch, though using the other clef:

) .. £ =
ﬁf‘}i—-—g{iﬁ_ 4: étransposed an octave higher, using the treble clef, becomes
R I e R e

T g

Write each of these melodies an octave lower in the bass clef.

(Allégro moderato) Schubert, ‘Unfinished” Symphony (1st mvt)

_% 1 i ! A f—— 1
L2 § 1 T | I N el | 1

1
L) 1 ) = |

[

J. S. Bach, 48 Preludes & Fugues, Bk II (Fugue No.17)

| . |
'

(Allegro vivace) Nicolai, The Merry Wives of Windsor (Overture)

%%iz = St
= == ; = == -+ ——etc.
© - 8 — e m— R _—) e Co— — o ——
o T 1 1 I - == | f




Exercise 11

(b)

(©

11

Werite each of these melodies an octave higher in the treble clef.

J. S. Bach, 48 Preludes & Fugues, Bk II (Fugue No.7)

) 2 = " = )]
b e o = ST P NE I F e
t I y S— I i 1 i ==t ' i 1 I 1
=Py T T o - | : |
— Beethoven, Symphony No.9 (4th mvt)
Andante maestoso - EN £
. = £ 2 g
hEF s
P LS 1 | & I
2 | } i
(Andante) Brahms, Concerto for violin & cello (2nd mvt)
. = o S n j‘li_F—'_
£ 19 — 7 o ® T )
f = ! e & g‘[ ] ][

Compound time

(see The AB Guide to Music Theory, 3/3-4)

All the time signatures which we have used so far have been examples of ‘simple time’.
This means that the beats can be divided into twos. A # beat (as in 2, iorZ), for example,
can be divided into o # . Similarly, a o beat (as in %, Bor 4) can be divided into JJ;
or a JS beat (g) into ﬁ ‘

There is another kind of time: ‘compound time’. In compound time the beats divide into threes.
: . |

When they are written down, the beats are written as dotted notes: for example, . ,

which can be divided into J e o‘ . In Grade 3, all the compound time signatures will take

a dotted crotchet (.l.) as the sign for one beat. Three time signatures will be used:

8 , meaning 2 dotted crotchet beats in a bar;
8 , meaning 3 dotted crotchet beats in a bar;

lg , meaning 4 dotted crotchet beats in a bar.

When a #- is divided into three quavers, they are joined (‘beamed’) together in threes:

Bddddddl BJldddddddl BJJAJdddIddddl

More will be said about the grouping of notes and rests in Section G.
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Exercise 12

Exercise 13

(a)

(©)

()

The first of the following sentences is given in full. Complete the others by filling the gaps.

2 means 2 beats in a bar, and the beats are crotchets.

means . . . beatsina bar,and the beatsare . . . ................

means . . . beats in a bar,and the beatsare . . .. ...............

means ... beatsinabar,andthebeatsare . .. ................

means . .. beatsinabar,andthe beatsare . . . ................

means . .. beatsinabar,and the beatsare . . . ................

OO e 000 N OO

Write the time signature at the beginning of each of the following bars, and add either
‘simple’ or ‘compound’ in the sentences below.

JJJ JJI ® dd4 |

TRIEIBIN = o5 vwa pawon 5 xvons time. &, 1% PPN time
JJdJJJ] @ ddoe daal
TREARIE - vos cunasisnewss time. T o oo vunpadanesEas time
Jddd SdJdd | © odddedddl
TRIEE W - o o5 sanvniesnsnsss time, TRISINM <o s snenpnsmmssns time.

Notice that we can describe time signatures in two ways:
1) as duple, triple or quadruple,

2) as simple or compound.
So these are the full descriptions of the time signatures we have studied so far:

ii simple duple time § compound duple time

3

% simple triple time g compound triple time

g

4
2

g simple quadruple time E compound quadruple time



Exercise 14

(a)

(d)

(©)

()

(h)

13

Add the time signature at the beginning of each of the following,
and describe the kind of time by completing the sentences below.
(The answer to (a) is given in full as an example.)

Traditional, ‘Drink to me only with thine eyes’

Q 1]D f 1 I } ay i —] — ! 1 I i N |
{520 e e A e eim —
o — |
D} -
This is in compound duple time.
Allegretto ben moderato Franck, Violin Sonata (Ist mvt)
# - , ;
M = . = i ‘_' e —r '
¢ [ > | = I | W) ﬁj—&b
A3 ¥ 7 P S f— ) TS v ¥ 1
5 | . v o |
TR DG ccv s wrsnms s mumes fungs s time.
Andante Haydn, Trumpet Concerto (2nd mvt)
n I — | . - ' — I T
¥y oh I [ g I :hm_ = — —
- - =" 7 = Ft et
D) " |
TS 8 iic . concvirminnsnmpascnns time.

Largo ma non tanto

A b i l'_El:l'_P e o “ o "Tﬂ i '_Iq:%

P-etc.
-

Elgar, Cello Concerto (1st mvt)

— T = EEC.
i { r I A S— { T
TRIBAE IO « w0 s & w6 % mr @00 s 0850 time.
" 4 (Andantino) Schubert, Moment Musical, D.780/2
ﬁ#b:iq—_e:'—?—ff—% N
: - B — ™ = s ) - O
& = e £
+ } T + r—1 V T i
s R e T time.
(Andante) ) e Mendelssohn, Violin Concerto (2nd mvt)
[ fam) i i I  — I § 3 — i %etc.
ANV i i I i
— -
TER I o e an s s sonedbmsss:dhe time.
3 3 3 Mendelssohn, Hear my prayer (‘O for the wings of a dove”)
n ” —— r‘H o - i "N
:4—‘”‘_—"‘;##;@% = £ =
i I - ]
A3V f I =1 I ol .
o n ' - : 1
ThiS IS Bl s c wpmxsan s cnsassmasns . time.
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Exercise 15 Add the missing bar-lines in the following. They all begin on the first beat of the bar.

(a)

(b)

(©)

(d)

@)

()

Exercise 16

(a)

(e)

Largo alla Siciliana

Handel, Music for the Royal Fireworks (‘La Paix’)

-
T e wpree S o e PororPe
o i i e R N o S e . R P i TP L 1% ..
. [ 1 M == == =L Y - 0 2
1 = :
Mendelssohn, ‘Italian’ Symphony (Ist mvt)
- &
Allegro vivace - i ] 2
) u e - . . o =
S apt e Sy 1) 1) = ¥
P s ¢, © S S—" B v ete
s —0 & 7 & 7 7 £
=\ 7.2 19 53
D)
Fauré, Violin Sonata, Op.13 (2nd mvr)
f) Andante " se—
7 T " ” : I o i 1 —
7 % = | {_g C— I I
& e "
A~ Smetana, Pliava
Allegro) s % .
ol T e rreorn , e,
e ey
| Bt oo =3 B -2 I 2 —— Y
} ; . +—F—+
I 1 rm——
T ial Gounod, Faust (Soldiers’ Chorus)
empo marziale
a l p - P Fw gl

1 I Il

. L-dL =

(Allegro maestoso)

%

D)

At each of the places marked * add one rest (with a dot, if needed).

IS Yo 19 M R 555> 10 W
e STy o $ L ARSI

)
8

st " NIy o 4T TRy

o gl JITTy w9 AL - JT)

(i)

T 0Ly o g JFTRAZL




15

You will remember from Grade 2 that, even in simple time, a beat can be divided into
three by writing a triplet. So these examples sound exactly the same:

3 JT3) |

8§ JJJ) |

Simple time signatures are chosen when the beats normally divide into twos.
Compound time signatures are chosen when the beats normally divide into threes.
But it is always possible to write a piece of music using either a simple

or a compound time signature without altering its sound.

Exercise 17

The examples (a) and (b) below show how a melody in simple time may be written

in compound time (and vice versa) without altering its sound. In the same way,
rewrite the remaining melodies in the given time signatures.

Allegro moderato

Grieg, Svimphonic Dances, Op.64 No.l

3 !3 o &8 ‘F‘ ; 3 3
3 - . — N >
D, e prpoe £ P f f o £ 2opre
i Y m— 9 I I I 1 ¥ o | ¥ | 1
(a) @QJ o 3 : 1
Allegro moderato -
o oo £ 0 -Ip- = £ o S .
G 8 ; '
ANID 0}
i w (Andante cantabile) Tchaikovsky, Symphony No.5 (2nd mvt)
A 12 T —  E— 1 I T E i e e e ——r—= ete
{rs—T— 8 T 1 —1 - : i ? g :
&
(Andante cantabile) A~ A~
() D) 3 B 3
2 2 =
] I 4
’ 7 e[c-
L3h i — i - —e—
s % s e
(Allegro molto) 3 3 Elgar, Pomp and Circumstance March No.2
Jﬁ 5 e — @
(C) ﬂ %_ E = i I }
) { 3 3
()
"4
| 4
A\I P
(Allegro assai) e 'B.CYIIOZ, The Roman Carnival (Overture)
' : G af b
Dbt T we e PF Ll rrer e
| {an WAL ' i =i T o = | 74
(d) P f —— - - ~ | F
() 4 #
)7 A~ TPA)
S =3
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Exercise 17 Allegra Rossini, The Thicving Magpie (Overture)
(continued) 3 3 =g 3
Q 4 frieefleos,o, . it e o S, S
! ]I 1 | | +_ (28 o 24
(s e =0 [ oo™ oo ool ———=
&) =P = : o e e e e e e
[ Fan Y =
.Y P4
D)
(Allegretto) l Cui, Canzonetta, Op.20 No.9
0y — | =1 ,,
i S — | [ e I
(f) g+ .
e L.
() |
o 11 €3
y 4 [T LD )
N\ "D 7
AN V4 = 1
D)
Allegro

Brahms, Cello Sonata, Op.38 (3rd mvt)
. —a s Bl < “3 s R P T T
5 . - I i
o Tt e P For
f e = .

(Molto allegro)

[P I

Mendelssohn, String Quartet, Op.12 (4th mvt)
m K I i f

o s | |

7 i

Y .
i‘, = r :'9:@5[(:.
S—

L

o~ Suppé, Poer and Peasant (Overture)
- £ o o
(Andane) - ey =R £ e b - oo
"Q—gn———'ggf WA I / i ) 7
_H‘ .(J._:g— = ;I ] 1 | | (4 -
(l) A\X D4 = ? Y Y o @ - o Q nl €
0] T e T3 8 RN
3
AN P4 (0]
D)
N (Poco agitato) Schumann, Fanmtasy, Op.17
l 1 i - % : e B‘
(') ‘{ | N =N o
] | | L3 : s

YT
hh

a@iPJb
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F Minor keys with four sharps or flats

Exercise 18

(see The AB Guide to Music Theory, 4/2-3)

In Grade 2 you were given the choice of using either the harmonic or the melodic form
of the minor scales. In Grade 3, however, you will be expected to know both forms of
the minor scales set for the grade, including those which were set in Grade 2 (A minor,
E minor, D minor). The next two exercises, therefore, provide practice in using both
forms of these three Grade 2 scales before the new keys for Grade 3 are introduced.

Werite in accidentals where they are needed to make the scales named. (Do not use key
signatures.) Draw ~——— over each pair of notes making a semitone.

)
F
s
a

hadll O} ~ [6 ) >
A harmonic minor =—=o © —
()
"IL D - [®] &>
E melodic minor ? — o S
)
D melodic minor £ = = O - - o (S =
& % 4 -
(4}
. : 7!]‘\ = 2t © [ -
D harmonic minor —p o <y
d o O
Q <y
7\ = Ty L=
E melodic minor (S‘u = o o
o< (@ =
. > ) O 5 ————
A melodic minor — © O
.
- minor 03 e
D harmonic minor DS — o ©
o
E harmonic minor == = S — =

W
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Exercise 19

but do not use any unnecessary accidentals.

A harmonic minor,
descending

D melodic minor,
descending

E harmonic minor,
ascending

A melodic minor,
ascending

§J J 1 J D

Write the scales named below, using the given rhythms. Add the appropriate key signatures,

) > |

0
-

(7
5

3 d JJ Il

> I

\_X;

Bd 424

dJd i

e 5
~2

9

VAW
fan)
ANI V4

3

D

To

1d  JT)

14 J

s

B 4

—

The new minor keys for Grade 3 are: B minor (two sharps in the key signature),
F# minor (three sharps) and C# minor (four sharps); G minor (two flats),

C minor (three flats) and F minor (four flats). The scales of these keys are
shown in both the harmonic and melodic forms in Exercise 20 below. Remember
that the harmonic form always uses the same notes descending as ascending.

Exercise 20 In these scales, draw —— above any pairs of notes which are a semitone apart.

B harmonic minor B melodic minor (ascending) (descending)
0 0
—x
B ——— v 1 S . il (- ot Ot v =1
o - L\ P 7 o4 49 SHo o v
d offer © Y o © 7 " Cre o
F# harmonic minor F# melodic minor (ascending) (descending)
() BT - gr‘
%v o = © D:gg%—;_
C# harmonic minor C# melodic minor (ascending) (descending)
() [4)
h )4 e 3y -
/e —— . 7 ¥ 2 | S | R SO B | | P ——
&> b

! .

< > T
d ﬁe ﬂv



G harmonic minor G melodic minor (ascending) (descending)
4 o o & 0 fo O O ol ——
| £ a0 M= © Bl o ve PO—y
A P2 b4 B2 i
), D)
C harmonic minor C melodic minor (ascending) (descending)
() ()
— ) 4 |
BDY A [ ® ] y 4 P ® ] € he~s |
| Fan) o Y [FanY P - VET S ~ 1
L3V 4 [®] b3 P J lyen €Y =7 b © 2P
!) - ¥y Q] - [®] Sy PO—
F harmonic minor F melodic minor (ascending) (descending)
4] : 0 i}
o i ey & o [ & TR = Y o ]
F A hey £ F 4 ey €Y VT LY e |
oS o> ey | Fan - LY VT oS P ] >
N [ D I A3V < e
e e

Exercise 21 Write in accidentals where they are needed to make the scales named below. (Do not use key

signatures.) Draw 1 over each pair of notes making a semitone.

i ) —Cfl: = = o © O
B melodic minor <
0
— g
: : = © [®) —=
C harmonic minor —Xp © o =
°) < =
ey = S (@)
G harmonic minor ==& o o o =
A
P et [®] >
: . s i © ()
F harmonic minor !]11 © -
e O =
> [®] st
o U F
C melodic minor —
i s ﬁl' o < r=S =
C# melodic minor
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Exercise 22  After each of these clefs write the given key signature, followed by the tonic triad.

- 9

— (&3] A
D)
F# minor C minor G minor
ng ) —Qﬁ
| Fan) y .4
b P il AN V4
e
C# minor F minor B minor

Exercise 23  After each of the following clefs write the given key signature. Then write the scale
in the form shown, using the given rhythm. Do not use any unnecessary accidentals.

g, & 4 4 4 d > J

G melodic minor, 4’?
ascending '\;j""u
8 13 JTJ 1) !
C# harmonic minor, %Y
descending ==
F# harmonic minor, }O
ascending D
D
2o S P N A
B harmonic minor, —¢Ys
descending A
. I R P )
C melodic minor, <Y
7

descending

2 4 Jdd 414 J 4

F melodic minor,

ascending

@Eiiéa
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G Grouping notes and rests in compound time

(see The AB Guide to Music Theory, 5/1-2)

In Section E we saw how notes making up a beat in compound time are beamed together:

§JJAJJ1 8JJJJ | 8. JJTJ|

A single , beat may be divided into J "\ or jJ (not J;U or o J_J a ).

» T T :
Notice that g .’ do o > (above) was not written ] j J a3 ] . (Six quavers beamed

together would imply 2 .) However, since the beaming of the notes shows where the beats
|

begin, ties sometimes have to be used: 8 J\_/ ﬂ—d | (not ¢ .‘j I , again implying Z).

Semiquavers as well as quavers (and mixtures of the two) are also beamed together in beats:

} TR TA 003034l 8 J33d3d) | B J I

g I
But in 8, 3 and la%, notes lasting two full beats are written a[- (not J o).

o- ’in 182.

A note lasting a full bar is written U\_/J l in g, and

A one-beat rest in g, 8 or E may be written either ¢ or ¢ v . As in simple time,
a new beat needs a new rest. For example, there are no correct alternatives to these:

‘ST B I . P
(except that & in every case may be replaced by & 7). However, in lg a = rest is used

for the first two beats or for the last two: 52 = J J lJ J - I "

In all compound time signatures, a completely silent bar is shown l e I (without a dot).

When a o beat includes rests, they are arranged like this:

was written in the past
J 7 7 J )‘/ ¥ ¢ J) L ¥ § oh but is not normal now).
Remember that (with the exceptions mentioned above) a new beat needs a new rest:

§ J oy | (Jt $wou1dimp1y2)gJ‘/$' O I 0 MR O S

Semiquaver rests are used the same way as in simple time. In other words, a semiquaver
rest is needed to ‘finish off” the quaver before any other rest follows:

g ﬁ‘7 v J l (not ﬁ‘/' v o | ). In this next example, the semiquaver rest also
follows the general rule that a new beat needs a new rest: g D v 9 J.iJj‘ ’

Beams may be used across rests. For instance, & 7 jj shows clearly that the group

makes up one compound time beat: db‘;"ﬁjj and J)'7 ﬂ are not so clear.
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Exercise 24  Rewrite the following melodies, grouping the notes and rests correctly.

(Moderato) Schumann, Album for the Young (‘Rundgesang’)
(l uft A |

[ . Y N—x } E —
b1 ot
@ T e e e g e

Swift MacDowell, Woodland Sketches (‘Will o’ the Wisp")
04t , g
——k——— Iy K | Y —7 | L 1 L
(b) A\I 2 ) | ——— s T I 5 1 Iy
7 7 7 .‘. ’J il

Hook, Pastorale, Op.25

0 & Y A bk
b A" NY  Cu— e v : P W T 1 L " .
: Y —f—% LN by
:ﬁ i3 L g 5 D i 2 A o o b ] Ty —etc.
& ' : e e e * ¥ )
Hummel, Gigue
Allegro non troppo » JIg

19 I \
FL " 1A 1 A N . -

T 1] 13T I‘\
(d) ) = Ci v —

1

|

A

Liszt, Les Préludes
(Andante maestoso) SRR
yal K { T = K i f N 4
[ fan) - P ) | f 1S 1 I T &
e "3 1~ r - Z T | - 0
( ) %“—G———ﬁ < = [ - = i‘L
) e Tchaikovsky, The Sleeping Beauty (‘Rose Adagio”)
(Adagio maestoso) = > o * 9
4 = e o -
0 = e e A e G o = .
) T ¢ Y, i T —r ) = i ] I Y \ -
AT A K - V P V 7 Wi i et
o2 b "= 7 I
(f) ‘:ju O g — 1
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H Scales and key signatures (further practice)

The following exercises are for general revision in scales and key signatures:

they are based on all the work in scales and keys (both major and minor) covered so far,
including those set in the earlier grades.

Exercise 25 Add the clefs and key signatures needed to make the given scales. In the case of minor scales,
remember to add those accidentals which are necessary, but do not add any which are not.

B melodic minor

Bb major

F harmonic minor

E major

Ab major

F# harmonic minor

G melodic minor

E harmonic minor

-.- -
3 : = 1l
™ =
y A ] H
S 3
‘ o O
{l® H
A = i
&
) !_‘_i
- L2 e
A
3 [®)
9]
P
3 R f ] n
o - _‘._i_ ) J -
- 1l
1! 1
o " fl
l) Il
r® )
') L% ﬂ
& -
G " T -
S z
G_%t ® X &
o) - — = -] & 7
o) [ i = €
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Exercise 26

Name the key of each of the following. Then rewrite them, using the correct key signatures.

Remove any accidentals which become unnecessary, but remember also to add any that may

be needed.
Beethoven, Piano Concerto No.3 (3rd mvt)
Allegro
+ I l! -
e W - - - — f | i ﬁ etc.
(a) =P g — e v
BB o wivn w4 Rachimn 4 69 4
Weber, Euryanthe (Overture)
Assai moderato ]_?* —
" 34 | e—
v I~ 3 I - | e
e = === el e e L
" [ w ' T T
| R 0 e % 8 e g
Moderato Chopin, Ballade, Op.23 No.1
IQ 6 5 — ’ - 77 D 'L‘.i = } | f
(© do a1 mpt el R P e A s e O
N e) o i T = =g 1
Key ooviviiiiiinininnn.
Telemann, Violin Sonata (3rd mvt)
N Cantabile — bt hy-om )
’{ N HF i | | T il — CY] = = - i
7S i Tt I ™ o ]
(d) A3 { T j T —t
| — I
REY «con v s b wms mwmss wiw s v .
i ‘ A 1
n Adagio, ma nob troppo lBeethoven, String Quartet, Op.131 (Ist mvt)
f T I i T 1 |

i
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J. S. Bach, Passacaglia for organ

| L~ : |
: 1l et | T 1 .
0 e e oL
‘i ¥ ¥ | 1 4& - —f
=
o PO PR B v 305§
Elgar, Symphony No.1 (Ist mvt)
Andant
() il | P . | ! — 'Y
K5 —r E—h— 2= i P———] — Hi— -
@ et ot iwye F T - Fh e
o 1 T =1 ' T I I
| T R T e
J. S. Bach, Anna Magdalena Bach Notebook (Minuet)
Q L1 { i 1 m——

-l
»

1
]
]
-

e
N
-
S
N

(h)iggiij }[1

KBY an s in s s os e
0 Alla breve moderato Handel, Messiah (‘And with his stripes’)
| ! '
- e | el o
(1) A3 ¥ A { e { © /JJ a - VJ
IREY wies wio on we oz o
Allegretto pomposo Saint-Saéns, The Carnival of Animals (‘The Elephant’)
‘-—r—1 ! R b

. =t
j l i ' ; =

9T
A
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Four-bar rhythms

(b)

(©)

(®)

()

(8)

The four-bar rhythms studied in Grade 2 all started on the first beat of a bar.
Here are some which start before the first beat on bar | (remembering that bars are
numbered from the first complete bar). This kind of opening is called an ‘anacrusis’.

(Allegro ritmico) Britten, Stmple Symphony (1st mvt)

2 :
i = - - T _ it~
: I | 0 I 3 -
e 5 > A e

Reproduced by permission of Oxford University Press.

Allegro marziale Sullivan, The Pirates of Penzance (‘With cat-like tread”)
1 2
= : - e e !
Lt P F ni = : e T,
QJ ' ¥ 1 : 1 =
Traditional, Londonderry Auwr
0 1 2 - 3 I 4
o M e e il i e v e =1 : ‘ E——h
¥ | Y g & P | | ‘_é 7 ‘_H
§ ; - e | S
N’
Andante, con moto Schubert, Symphony No.5 (2nd mvt)
1 2 3 4
Q 5 = k K T =
(v & ———NH e L __—— i O
4\61/ O P E— i | w = o =
P
Sousa, The Stars and Stripes Forever March
(} | 5 ! 3 2 3 f 4 i
- I f
= ——
U [ r 4 == ?I.J..
Miniietto Mozart, Symphony No.29 (3rd mvt)
I 2 3 4
1 r—
72— _F’F’:J - P
: = A W v . -P—:‘g
R ' = =i s =
Andante Beethoven, Piano Sonata, Op.26 (1st mvt)
n £y l 2 3 —+
25 S ) [ ) £ = f -
(> — ———— - C = i o
e ¥
p

Notice in the examples above that the number of beats in bar 4, plus those before
the first bar-line, add up to a full bar. A four-bar rhythm in 2 , for example,
contains a total of 12 beats, irrespective of which beat it starts on.

Similarly, one in 2 contains 16 beats. This is by no means a rule,

but it happens very often - particularly in simple songs, dances and marches.



(a)

(b)

©

(d)

(e)

()

(8)
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Four-bar rhythms which start before the first bar-line are in all other ways
similar to those studied in Grade 2. For instance, the examples on the opposite page
show that the second half may be an exact repetition of the first half:

e J 1L D)) D)L D)) 1) b)

e D) J L MITIILN L) NI

or the second half may be very nearly the same as the first -

$ T DITT0) JIT10 D3T3 )

or the two halves may just start similarly -

¢ NJTIJ M) By NI By

or there may be rhythmic repetitions used in other ways -

ed M Lod) ) 1 U 1)

3 FI31) » FI3 » FI 31333310 2

or there may be no repetitions at all -

2 )lm JJJ 30314 .M..;.b

Example (f) above shows a very common device, sometimes called the ‘ready-steady-go’
principle: a pattern is played three times, but with the third continuing.
Here is another example, from the slow movement of Beethoven’s Violin Concerto:

Larghetto
0 u I I r i "
¥ 1 = —— x : = :

In the following exercises, experiment in composing four-bar rhythms in different ways:
some including repetitions of various kinds, and some without any.,
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Exercise 27 Compose four-bar rhythms beginning as follows.

()

i

(b)

NS
F

()

q
L

(d) Bl

(e)

2L
R

(8)

Fad)
() M}J

(i) Jg—ﬂ-}-ﬂj

o 3-ddtd

0 9-dd 13



Exercise 28

(a)

(b)

(©)

(e)

®)

(8)

29

Include each of the following in a four-bar rhythm, though not necessarily at the beginning.

2 I

BN

) .
LA
e
; I |J D
2
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J Intervals

Exercise 29

(see The AB Guide to Music Theory, 7/1)

When you are asked to name an interval, you will have to give not only its number
but also its type (‘quality’). In Grade 3, the lower note of the interval will always be
the key-note (tonic) of one of the major or minor scales set for this grade.

Remember that, in major scales, the interval between the key-note and the 4th and 5th
degrees above is always ‘perfect’. The key-note to its octave is also a perfect interval.
The interval between the key-note and all other degrees is ‘major’: major 2nd, 3rd, 6th, 7th.

In minor keys, the situation is a little more complicated. The 4th and 5th degrees are
the same as in the major scale, so these still produce perfect intervals, as does the

octave. However, the interval between the key-note and the 3rd degree is different:

it is a ‘minor’ 3rd. The 6th and 7th degrees of minor scales vary according to which
kind of minor scale is being used (harmonic or melodic), and also whether it is ascending
or descending. If the 6th and 7th degrees in a minor scale are the same as in a major
scale, they still produce major intervals from the key-note. Otherwise they are minor.

This illustrates all the possibilities, with C as the key-note.

—X 1 17 o e— P re)
(S I | i == L@ 0o L ng =
AN VA b TPy (8] © Y T
e & "o - - > o © k== - ==
major  minor major perfect  perfect  minor major minor major  perfect
2nd 3rd 3rd 4th 5th 6th 6th 7th 7th octave

It does not matter which of the two notes of an interval is played first, or whether
they are played together: the name of the interval remains the same.

Underneath each of these intervals write its full name (e.g. minor 3rd, perfect 5th).
In each case the lower note is the key-note - the 1st degree of the scale.

Ab major D minor E major F minor A major
D, ), =5 0]
G minor C minor G major F# minor C minor
0 | () 4 o 0 1
T P & - bl
- D] - o) L8 v
D minor A minor Eb major C# minor Bb major
4
it S R e e S—
7 S— A —o— FH— b =

......................................................................



Exercise 30

(a)

(b)

(©)

(d)

(e)

31

o D) o
E minor B minor C# minor E minor F major
D i A T T ‘Q Ty F A b —
— e e s o

Name the intervals between each pair of notes marked in the following. In each case,
the lower note is the key-note of the melody.

Handel, Water Music (Air)

: | - e o - —
L t= : + 1 | !
O] 7 :
Lo 2,

Traditional, ‘Lavender’s Blue’

S = T Ee
1 i I 1 1 1
| : | }
| civiiinnnunns D eehmans iR il s
(Vivace) Gluck, Orpheus and Eurydice (‘Dance of the Furies’)
9 L [ 2 |
o —T——F — e
3 E | =1 v | — & Py |
;! [ J L [ 4
P fe ] ot
B o s o w0 e 2 s ramemes
r/,,_l Vivaldi, The Four Seasons (‘Spring’)
1
g (T~  — 1l
f i f 1z i i
.‘ ) — i l | i “Eem
A\ P4 > 3 1 1 ' i L ! | I } .ﬁ— 1
p
L oo s vwin s w0 wok s 2l v m s s ws o b B i i wn e e 9% i e b
D. Scarlatti, Sonata, Kp.25
(Attegro) [~ ER Em i
’ [m—
i ol f
S e T L
D)

.............
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K Simple phrase structure

(see The AB Guide to Music Theory, 9/1)

If you look carefully at the sentence you are reading now, you will see that it consists of
two parts. The division into two parts is shown by the comma. Similarly, a poem is divided
into verses, and the verses are divided into lines. A melody, too, can be divided up:

it consists of sections called phrases.

Phrases are of many different kinds, and the phrase structure of a piece of music can be
very complicated. In Grade 3, however, questions will be asked on only the most basic
types of phrase. A particularly common type of melody is one consisting of four phrases:
either four 2-bar phrases (making an 8-bar melody) or four 4-bar phrases (a 16-bar melody).
Here, for example, is a familiar 16-bar passage (although not in this case the complete
melody) consisting of four 4-bar phrases. To show them, square brackets ——— have

been added above the stave:

Largamente Elgar, Pomp and Circumstance March No.l
T 1T !
Q o F— — 1 77 + !
)
{es—2— e -+ = =fi o 7  P—
\!\Ju = 3 e I ! ] 1 =
f 1 ]
() &

e
i

TTT
B
T

VA
-
W

-

Regular phrase patterns of this kind arise naturally when a verse is set to music:

Melody from Este’s Psalter (1592)
Words by Nahum Tate

4(1 ' | I \ | | } = 1 ] 1 |
7 I ] T i T I 1 I I T " T
R e e e D s Py S S ™ At i - s z
< =7 1= — i
e T I
While shep - herds watched their  flocks by night, All seat - ed on the ground. The
) b | 1
o —— e e e % —— s
= 7z = T I 77 =) | I I
\;JU | I | = 77 = = = z7 = 1T
an - gel of the Lord came down, And glo - ry shone a - round.

In the Elgar melody above, all the phrases begin on the first beat of a bar.
In “While shepherds watched’, however, they all begin on a minim before the bar-line.
Phrases can begin at any point in a bar. But wherever they begin, the phrases in a melody
often start with the same rhythm, or with rhythms which are nearly the same.
For example, the Elgar phrases not only all begin on the first beat of a bar, they also start

with a minim. Moreover, both of the first two phrases begin J |’[j J l B

while both of the last two phrases begin rJ

|2d .
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Repetitions or similarities of this kind provide a valuable clue in spotting how a melody is
divided into phrases. Another clue, which may sometimes be found, is the use of longer notes
at the ends of phrases. The endings of all the phrases in this melody provide examples.

Traditional, “The Miller of Dee’

[
| + |

e_és#Lo

Y

& _
i

! P% .
[ | | i A | ' > > A
'%E F g i !; | 0 | Lys ] [ ! j
o Ej}‘- ~ I | I I 71
] ¥ ¥ il — j=—] P 1 r i

;
:
%,_
ﬁ%
%?’

In this last example, the first, second and fourth phrases are almost identical in notes as
well as in rhythm. This makes the division of the melody into phrases particularly easy to see.
The best guide, however, is not what the music Jooks like on paper but how it sounds, so it
is important to try and ‘hear’ the melody in your head. When you are practising, of course,
you can actually play it, or sing it aloud. In the examination room, even if you cannot be
sure of ‘hearing’ the exact pitch of the notes, try at least to imagine the rhythm correctly.
Fortunately, rhythm is nearly always the best single guide to phrase structure.

Two more introductory points need to be made:

(1) Although 2-, 4- and 8-bar phrases are by far the most common, others may be found.
The Minuet in Mozart’s Symphony No0.40 (in G minor), for example, begins with two
3-bar phrases:

Allegretto
f 1T |
| , | : P — N
P A ML f 1 + T — } i —
T e g Fe—PH o
AN\ S 3 = ~ Yo & 1 I i I et
D] ” n C i ; I

7

(2) In all the above examples, phrases have been shown by —— signs. They are
deliberately used here because they are not used in real music: thus it is easy to see what
the composer wrote and what has been added simply for study purposes. In real music,
signs are used not to show where phrases begin and end, but how they are to be performed
- in detail. Thus composers may use staccato dots (to show that the notes are to be
detached), slurs (to show that they are to be played smoothly), and other such signs.
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Exercise 31

(a)

(b)

Here, for example, are the first eight bars of a piece for piano as the composer wrote them:

Allegretto Beethoven, Rondo, WoO 49

g iﬂ )] —_— I % —"'-] frm— A > - pe— |
i ﬁ ﬁ ﬁ —— 1 1 1 | P N
=r _— e =

. s -

Here they are again, with square brackets added to show the phrases:

Allegretto

| T’
i
[
I

1 > 1
e o
. . 1 | | |
J > ——

That is why it is misleading to describe slurs, staccato dots, etc. as ‘phrasing marks’,
although the expression is commonly used. They are better called ‘articulation marks’.

Add — marks to show the phrases in each of the following. (The first phrase is already
marked in (a), (b) and (c); in the remaining examples other phrases are marked.)

Waltz tempo

Oscar Straus, ‘Love’s Roundabout’

0O _u : I ) I i |
e e o s o o e e s e e o e e
= | B
:Mijalid ] e C—a %#ﬁa =
Q £ S P ! B e i =t . ] i e i}
= e g———1 1 o e e |
3 ] i = P— : #__‘ﬂ__ﬂ
© Copyright 1950 Editions Choudens, France >
Used by permission of Cinephonic Music Co. Lid, 8/9 Frith Street, London W1. All Rights Reserved.
EATATES Mozart, The Magic Flute (‘Der Vogelfdanger’)
' 5 - e &
S e e e d Tud S S e e o
-  — W I L I~ 1 — 1 F =) |
oK —— —l— ] i i | — —

——
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(d)

(e)

(f)

(8)
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Purcell, ‘Rejoice in the Lord alway’

_0 J Ve
A —3 | h— ] ] — EL f T T
—@_4__1—1 _‘L F- Ji— 1 0 T T i
i.‘___t — L zZ »— & [ 1 I
D) A z s ——
N 4 S 1
A e ——F—
1 7 Comm— i | 17 I = ||
) = ® P~ C—_S T ]
o z » z =
Lento molto espressivo Walford Davies, Solemn Melody
F—P—p I e o
- U > I I = =
oy ® S —_— T f f - E=h i >
75 i 7 I 3 i) =1 I o —_—— i
g |l = 4! l ! — | T I { ] T ]
[ 1
.-y £ »
5 | T —
S e ; f I | 1 —F = = IP’ :ﬂ
T —— I —T , ,
Reproduced by permission of Novello & Co. Lid.
J. S. Bach, French Suite No.6 (Gavotte)
r‘f——w‘? 1 lcitﬁg'%:h?m =
5 s ) i ) ——
%U ms m— — T R E— e
T
| | b ] i i[ﬁ! '
— > ' 1 Tt T T
SEL == e
Folksong, ‘The Coasts of High Barbary’
(Allegro)
% i , N | ! i | | — — A
. 1 — 52— ;&# .
D f L — —:bﬁi’ jﬁ E;] . T  r— b e .
® L& 1 T
n - 1 " ) ‘
] I
< 1 1Y
——r e Z O e e o o7 H—% Y
717 1] | T A | R .
o 41 ¥ | M G ——— i -
0 b—t ~+—= - e
A T - S 5 I —
" o o9 @ 5 — i
DR T
Mozart, Concerto for two pianos (3rd mvt
0 Allegro - > # ( )
| - o1 |
b - | el , 5= 1 - I
a7 P I | e P | 7] =
=7 | e —= =1 1f i thﬁ:
A3V fd | e ] 1 T — =i I
d i — R I 1
T —
. 0 = — f I } } — % S : = ;
Y 1 [
ﬁ@ 7~ =T I
: S = [ 2 s o s o =
e =
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L Performance directions

(see The AB Guide to Music Theory, 10 and 11)

Here are some words (in addition to those in earlier grades) — all Italian — which you will be

expected to know in Grade 3.

adagietto
ad libitum, ad lib.
agitato

alla breve

amore

anima

ammato

ben

brio

comodo

deciso

delicato

energico

forza

largamente
leggiero

marcato, marc.
marziale

mesto

pesante

prima, primo
risoluto

rirmico

rubato, tempo rubato
scherzando, scherzoso
seconda, secondo
semplice

sempre
stringendo

subito

tanto

tranguillo

triste, tristamente

volta

rather slow (but faster than adagio)
at choice, meaning that a passage may be played freely
agitated

with a minim beat, equivalent to ¢* ( % ), implying a faster
tempo than the note values might otherwise suggest

love (amoroso: loving)

soul, spirit (con amima can mean ‘with feeling’ or ‘spirited’)
animated, lively (amimando: becoming more lively)
well

vigour (con brio: with vigour, lively)

convenient (zempo comodo: at a comfortable speed)
with determination

delicate

energetic

force

broadly

light, nimble

emphatic, accented

in a military style

sad

heavy

first

bold, strong

rhythmically

with some freedom of time

playful, joking

second

simple, plain

always

gradually getting faster

suddenly

so much

calm

sad, sorrowful

time (prima volta: first time; seconda volta: second time)
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M General exercises

Exercise 32 This melody is played by cellos at the opening of the second movement of Beethoven’s
Fifth Symphony. Answer the questions below.

Andante con moto ( J3= 92)

T
™

P doice
= 7 8
S, 2
S S SV LA 3 .
Sl S, =
* S P

(@) The key is Ab major. Add the key signature where required.
(b) Add the time signature where required.

(c) Which is the loudest note? ........ in bar ........

(d) In which bar are notes tied? .................

() What do you notice about the highest and the lowest note?

--------------------------------------------------------------------------------------------------------------

) Give the meaning of:
) ARt - COTLTADID .. voupvamis toviianasmonsimmmas s s s essneTRiRIEobasemstsessnniiss yessnvnssins
(ii) -b O vnans s o R R R AR SRS AR e s s e BTN VE RS S
(0 LR, ssussuimnavissnsmosmsnssmassannssmmsssiaeananes SR T AR RIS SRRSO R RS R

(g8) Name the interval between the last two notes in bar 6 ..........ccovvvveiiiiiiiiiiiiinniennnn,
(h) Draw a circle round three notes next to each other which belong to the tonic triad.

(i) Transpose the first four bars (as far as the note marked *) up an octave, writing in
the treble clef,

)

[ Fan)
b 74

® N NS
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Exercise 33 Look at this passage, which is the opening of a Violin Sonata by Geminiani, and then
answer the questions below.

Largo (l) 4 (ii)
1 2" ey . 3. role- =4 @ 15
0 1 i ——— | - lgf s =  —
& B —T o ]
7 1 1
| ¥ - = : ]
8 9

i
i

i

(@) Give the meaning of Largo ..................
(b) What key is the first line of the music in? ..........ccccuvvne.
(c) What key is the second line of the music in? ..........cccceuvnns

(d) Describe the time (simple or compound; duple, triple or quadruple)

----------------------------------------------------

(e) Give the numbers of two bars which have the same rhythm ......ccoovvvviiiiiiiiiiininnnnn..

(f) Name the two intervals marked (i) and (ii).

(8) Draw a circle round the 5th degree of the scale whenever it appears in bars 1-5.
(h) Give the number of a bar in which the melody jumps an octave ........

(i) What do you notice about the notes forming the semiquaver group in bar 3?

..............................................................................................................

(G) Which note is held for two full beats? ........ in bars ............

(k) Rewrite bars 1-5 without using a key signature. Write in accidentals which are needed
but do not use any which are unnecessary.
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Exercise 34  Look at this melody, which is the theme (composed by Henry Purcell) of Benjamin Britten’s

Young Person’s Guide to the Orchestra, and then answer the questions below.

Allegro maestoso ¢ largamente 3 -
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© Boosey & Hawkes Music Publishers Ltd
(a) Add the time signature where required.

(b) Describe the time (simple or compound; duple, triple or quadruple)

----------------------------------------------------

(eF Name the KBY .uscaisissisasaissainssssans
(d) Draw a circle round three notes next to each other which form the tonic triad.
(e) Which is the highest note? ........ in bar ........

(f) What do you notice about bars 3, 4, 5 and 6?

(g8) Give the meaning of the following:

(1) Allegro maestoso € IArZAMENLE ....ccvveveeintsnisrressinissnesspissssasssssssssssaseninss

{fil) = BPNEADOVE 6F DEIOW DOIES . cviiiisirevnnivevesssnssssnnsisosspsoissibranvoassoaisnivessis
(W) = IBRTADOVE BTSS! vxevassnumensrsnasshnesimius s aveammnsbsisisss e iee vetassusmsssss P—

(V) .~ over the 1ast tWO MINIMS ....evvvurerrrnneeranserrsnnressssssssssesasarsssssssssssesans

(h) Rewrite bars 1-3 in notes which are half as long (the first note is given). Remember
to add the new time signature.

ol
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Exercise 35 This is the beginning of a melody from a piano piece (‘Last Saturday Evening’) by Grieg.
Look at it and then answer the questions below.

: i
Andame:1 2 #3 (4)
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(a) 'What i1s'the Key? wousnacaiinsivessvinaisag
(b) Add the time signature where required.

(c) Name the two intervals marked (i) and (i1).

(g) There are two long slurs over the notes: from the beginning to bar 4, and from bar 4
to the end. What do thEY MeaN? . usssmamisssmsmannmmasins sonrsvmvarsesssarasd sisansessvossenses

(h) What do the two sections of the melody, marked by these two slurs, have in common?

..............................................................................................................
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