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Syllabus for Grade 5

As in preceding grades, with the addition of:

(1) Irregular time signatures of Z Z g g , and the grouping of notes and rests within these
times. Irregular division of simple time values.

(2) Tenor clef (C clef centred on 4th line). The identification of notes in the four clefs in
any of the keys set for this grade, and the transposition at the octave of a simple melody
from any clef to another. The writing at concert pitch of a melody notated for an
instrument in Bb, A or F, and vice versa (the interval of transposition up or down will be
given). The writing in open score, using treble and bass clefs, of a passage for SATB
written on two staves, and vice versa.

(3) Scales and key signatures of all major and minor keys up to six sharps and flats. All
simple and compound intervals from any note.

(4) The identification of 3 and § chords on the tonic, supertonic, subdominant and
dominant in any of the keys set for this grade. The identification of the § chord and of the
progression § 3 on the dominant note in any of the keys set for this grade. The choice of
suitable chords using any recognised method of notation at cadential points of a simple
melody in the major keys of C, G, D or F.

(5) The composition of a simple melody of not more than eight bars, using a given opening
and writing for a specific instrument (some choice will be given) or (at candidate’s choice)
the composition of a melody to given words. Appropriate performing directions relating to
tempo, dynamics and articulation will be required.

(6) More terms and signs. The recognition of ornaments, including the replacement of
written-out ornamentation with the appropriate signs, but not vice versa. Questions about a
passage of music written for voices or instruments will include questions on the types of
voice and names of instruments, the clefs they use, instrument family groups and the basic
way by which they produce sound, as well as points of general musical observation designed
to test the candidate’s ability to apply theoretical knowledge to actual music.
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A Irregular time signatures

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

An ‘irregular’ bar is one which cannot be divided into equal groups of two or
three beats. The most common are those containing five beats (quintuple time)
and seven beats (septuple time). Examples of their time signatures are:

3 (five crotchets in a bar) 9, (seven crotchets in a bar)

g (five quavers in a bar) ;( (seven quavers in a bar)

In Grade 5, the only irregular time signatures will be those listed above.
Examples requiring the addition of bar-lines or time signatures raise
no new problems: they are simply a matter of counting.

Exercise 1 Add bar-lines to the following examples, which all begin on the first beat of the bar.

Assez vite d’Indy, Du Rythme, Op.68 No.10
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Holst, The Planets (‘Mars")

(d)

Exercise 2 Add time signatures to the following examples, which all begin on the first beat of the bar.
[Giocoso] Gliére, Skeich, Op.47 No.3
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Holst, The Planets (‘Neptune’)
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Allegretto Mussorgsky, The Nursery (No.1)
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Copyright assigned to B. Schott's S6hne 1968. Reproduced by permission.

Exercise 3 The following examples begin on the first beat of the bar, but they all contain changes
of time signature. Add time signatures where they are needed.

Shostakovich, String Quartet No.2 (2nd mvt)
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Copland, Duo for Flute and Piano (2nd mvt)
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B Tenor clef

(see The AB Guide to Music Theory, 4/7)

Both the alto and tenor clefs are C clefs ( IB ): the only difference between them
is their position on the stave. In the alto clef (which was introduced in Grade 4)

middle C is on the third line: -_E—ﬁ__——

but in the tenor clef middle C is on the fourth line:

|

Key signatures of up to five sharps or flats are arranged thus:

The tenor clef may be used by cellos, bassoons and tenor trombones; it is no longer
used in vocal music.

Exercise 4 Undemeath each of these notes write its letter name.

o

O we

Exercise 5 After each clef, write the key signature and tonic chord of the given key.

19 T2 ¥ 1D E :
- |5 2 15— do—— 5]
E major Db major Ab major Bb minor
2\ o 19 [ Y
G# minor CH# minor F minor B major
Exercise 6 Rewrite each of these passages at the same pitch, using either the treble or bass clef as indicated.

Include any given performance directions.!

Presm/\ Glinka, Ruslan and Ludmila (Overture)
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'This should always be done in similar exercises.



Prestissimo Verdi, String Quartet (3rd mvr)
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J. S. Bach, Cantata ‘Wachet auf!’
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Exercise 7 Rewrite these examples at the same pitch in the tenor clef.
(Allegro con brio) Rawsthorne, Street Corner (Overture)
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Reproduced by permission of Oxford University Press.
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Exercise 7
(continued)

(©

(d)

()

(Sehr lebhaft)

R. Strauss, Tl Eulenspiegel
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© 1895 by Josef Aibl Musikverlag. Copyright assigned
1932 to C.F. Peters. Reproduced by permission.

Andante maestoso

Wagner, Tannhduser (Overture)
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Allegro molto vivace
Beethoven, String Quartet, Op.131 (2nd mvt)
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C Major and minor keys
up to six sharps and flats

(see The AB Guide to Music Theory, 4/1-3)

Keys with up to five sharps or flats were included in Grade 4. The keys with six sharps
are F# major and D# minor; and the keys with six flats are Gb major and Eb minor.



Notice that F# major and Gb major are enharmonic equivalents:
their scales sound the same although they are wrirren differently:

Similarly, DY minor and Eb minor are enharmonic equivalents:

D# harmonic minor
n .

1@ : ﬁj‘l fo——o° ' (the descending form uses the same notes)

Q 1 '3 - Ly n
oy e —a—po—1= : (the descending form uses the same notes)
g 7°

d
9
q
o
YT

9

Composers sometimes write pieces (or, more commonly, passages within pieces) in more
complicated keys: e.g. seven sharps (C major/A# minor) or seven flats (Cb major/Ab minor).
But these extreme keys are generally avoided, because there are simpler enharmonic
equivalents. C§ major, for example, is more easily written as Db major (five flats instead

of seven sharps). D# minor, too, is rare: composers generally prefer to write in Eb minor.

Key signatures with six sharps or flats are arranged thus:



Exercise 8

Exercise 9

Add accidentals where needed to make the given scales. (Do not use key signatures.)

N o o
Gb i — S =
. 1S = Z e [®) S
major A\ o
D§ . = O <> Ty
harmonic —J= = £S) P=N
minor
F# o p— —<3 = a2
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Eb 0
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minor
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Exercise 10  After each clef write the key signature, followed by the tonic triad, in the given keys.

! 2
LAY T

yai S o)
. | Fan) (9. V.
F# major N s
0 5 §o o
F 4 = | 1A= Boli} [
B m | IASN Hie V .
D# minor \;JU r
2 B |2 o);
. ‘I"thT\ | IASN | ITW 7
Gb major %j i)
(A Y S
= o }2 oy
Eb minor —X&p 1153 s = ==
D)

Exercise 11 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.

(Poco lento e grazioso) ..
Dvorak, Humoreske, Op.101 No.7
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Exercise 11
(continued)

Allegro giusto

e
®

Tchaikovsky, Overture ‘1812
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Puccini, Madam Butterfly (‘One fine day’)
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Exercise 12 (i) Rewrite the following enharmonically, using key signatures of six sharps, but without

changing the sound.
Sousa, The High School Cadets March

0 . (Marziale) A A A A
4 1 1 I { - P’
p" AN .0~ ISP — | > o = | 1 > > > 1o @ &> F"!"
o o i 2 e e e S A . et i e e e s i s s s s
(a) a7 & P S e ) T [ ) MY [t S a1 s e ) AL A
e 1f I T ' — ™
()
)* 4
7 4
| Fan
I
D)
A Mabhler, Symphony No.2 (5th mvt)

etc.

0 1 = =~ 5 & o n e &
A .7 N N A = W | | _P_‘—r_rlil—ﬁ—t-—'——t— = P_MI‘:
b P e ESSE

¥ ' T T
P== ﬂ.}f — pP= —_—

A\

(ii) Rewrite the following enharmonically, using key signatures of six flats, but without
changing the sound. (Notice the change of clef in the second example.)

Allegro ma non troppo Beethoven, Piano Sonata, Op.78 (1st mvt)

R AT
() R et

- | S
== ==

I
dll
}i)

Schumann, Romance, Op.28 No.2
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D Transposition

(see The AB Guide to Music Theory, 7/2)

You will be asked to transpose a melody. Any of the following intervals may be required:

(1) up or down an octave;

(2) up or down a major 2nd;
(3) up or down a minor 3rd;
(4) up or down a perfect 5th,

These are the intervals most frequently used by transposing instruments in the orchestra!,
In this Section we will deal with each of them in turn.

(1) Transposition up or down an octave. This was introduced in Grade 3, where only the
treble and bass clefs were used. In Grade 5, the alto and tenor clefs are also required.
Provided you have become familiar with these clefs there should be no difficulty - but
make sure that you do actually transpose the passage (rather than merely rewrite it at the
same pitch in the different clef), and also that you transpose it one octave and not two.

Exercise 13  Write this passage an octave lower in each of the given clefs.

Poco adagio; cantabile Haydn, String Quartet, Op.76 No.3 (2nd mvt)

ﬁﬁ
|
[

TV

i

‘See The AB Guide to Music Theory, Part I1, 19 & 20 (especially 20/2)
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Exercise 14 Werite this passage an octave higher in each of the given clefs.

Allegro Handel, Messiah (‘He trusted in God’)
}
D e e e — - —..
A & ! I =t u '
[— — —_——

)
aric

Exercise 15

Write this passage an octave higher in the treble clef, and an octave lower in the bass clef,

Vif Dukas, The Sorcerer’s Apprentice
1 - : . K n K — .

1 PrD—3 I o > rv; =l N Y] I NI T It s I ete
SR g I / ek yA e G I A— 0 T A 4 ——1 I T 2ot
9 R L © | = P4 > a 4 g'i; o

- u—" - -
-.L 1
Reproduced by permission of Editions Durand S.A., Paris.
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Exercise 16  Write this passage an octave higher in the treble clef, and an octave lower in the bass clef.

J.S. Bach, B minor Mass (Kyrie)

& Largo

T L i — .

I, ——— = : =
DR e e ?_r ?]:f!—‘ ‘%%@?m
0

A

188

B3P

¢

)

.

(2) Transposition up or down a major second. When instruments ‘in B flat’

(e.g. clarinets in Bb, trumpets in Bb) play middle C, the B} below it is heard.
In other words, instruments in Bb produce sounds a major 2nd lower

than the written notes. For example, a melody notated thus -

e

[ Fan' A | 1 1 1 ] 1 |
"i.é]ll X W - | JI 4Lf
would actually sound -
9]
%ﬁ_ : %ﬁp—r& -
i i = 1 | A 1

And to produce these sounds -

%"——U——V—E—L—.ﬁ—:‘i— u

they would have to be written a major 2nd higher for an instrument in Bb -

— —_—
—- : i'__it.
= —— 1 i o——
I ——— I

The pitch at which the music is actually heard is called ‘concert pitch’.

As can be seen in the above examples, not only are the notes transposed but also
the key signatures.



Exercise 17

17

Care is also needed over accidentals occurring during the course of a melody. Note that:

(i) An accidental may have to be changed in the transposed version: e.g. the F natural in
the first example opposite becomes E flar in the transposed version.

(i) A chromatically altered note must be replaced by its exact equivalent and not by an
enharmonic substitute. (It is true that, for various special reasons, composers do occasionally
use enharmonic substitutes, but these are exceptions.) The F natural in the first example
opposite (flattened 7th in G major) becomes E flat in the transposed version

(flattened 7th in F major) - not D sharp.

Until the early 20th century, horn and trumpet parts were written without a key signature,
whatever the key: accidentals were added before individual notes as necessary. Later
composers have sometimes used key signatures. In the following exercises, and in
examination papers, you should assume that a key signature is to be used unless there is an
instruction to the contrary (as in Exercise 23 below).

Except where a transposed part is written without a key signature (as in Exercise 23), every
accidental in the original requires a corresponding accidental in the transposed version. Do
not ‘improve’ on the given music by omitting to include an accidental where one in the
original was not strictly necessary. (It may have been put there as a sensible precaution, e.g.
something being played by another instrument might cause confusion.)

The following exercises provide practice in these transpositions. Remember to make the
necessary changes to key signatures. As a model, the solution to the opening of the first
example in each exercise in this Section is given.

These passages are notated for instruments in Bb. Write them out at concert pitch,
i.e. a major 2nd lower.

Allegro Schubert, Octet (1st mvt)

(a) {) u

- I

b

= =
i
|
|

) gl _ p— — + i
— I T - =
Clarinet = = - = = - ———ctc.
0 ~ 1 —— ™ : i -
— .

in Bb e

= I =Y A

O Allegro
¥
4T Y ]
[ I an W 97
A3 ¥4 o0 "
e j‘> —
(Andante)
rubato Gershwin, An American in Paris
/’__....———-__‘_\ /’_\
(®) éj}: = h f ! l) i /‘\1\} 4
Trumpet s~ 2 I'_Ffﬂ | 174 [ 7
in Bb . — = 7 '
(mp o

72,1928 Chappell & Co. Inc., USA. Warner/Chappell Music Ltd, London W6 8BS.
Reproduced by permission of International Music Publications Lid/Faber Music Lid. All Rights Heserved.
AN AMERICAN IN PARIS™ is a trademark of the George Gershwin Family Trust,
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Exercise 17
(continued)

Weber, Clarinet Concerto No.1 (1st mvt)
(Allegro) o
o e e g
Clarinet —fay>—F——— — i |‘ e > — ! 3
in Bb ) = = ! g I | |
.J (dolce)
—_— - —
. Y 1 N T r 3
b — tF ST e re v
N2 i ! e — I— — — 75—
¢ ’ 3 T-’L—-"" — o

Exercise 18 Transpose these passages up a major 2nd, so that they will sound at concert pitch
when played by instruments in Bb.

Allegro amabile

|

Brahms, Clarinet Sonata No.2 (1st mvt)

i ————
S E= —
74 } - L2 4 ti
(a) oy - z St P g N1 —°F
0, p | ~—* o * 5 - =
Allegro amabile
’%— - i
Clarinet #—1—7%
in B} D— ’
E] p |
b Mozart, Divertimento, K.Anh.229 No.2
Larghetto
—T1
Ly —rT T = e
(b) ; == — . e —
d_ T : T T '
p
Clarinet
in Bb
B (Presto J - 152) Elgar, 2nd Wand of Youth Suite (‘The Wild Bears’)
F— ? | A
© o —F— : : = = 1}#', = ,_J:' ;LilzD—}—
C X 1 | — 1 I Il L - S
#_'F-OLJ- - L o T o L4 " "= > =
ff simile

JA
Trumpet —ZA
z [ fan}
in Bp A3V
e
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(3) Transposition up or down a minor 3rd. The concert pitch of instruments ‘in A’ is a minor
3rd lower than written: e.g. when a clarinet in A or a trumpet in A plays middle C, the A
below is heard. Thus music written in C major would sound in A major. Similarly, music
whose concert pitch is C major would have to be written in Eb major.

Exercise 19 These passages are notated for instruments in A. Write them out at their concert pitch,

(a)
Cornet
in A

(b)
Clarinet
in A

(©)
Clarinet
in A

i.e. a minor 3rd lower.

Molto maestoso Elgar, Pomp and Circumstance March No. |
| | —_—
¥ D T | I f T g 0 T
e s =" = | ——— ———
—
/. I T~ - ~— = -
" ——
() .
p'd ﬁ 2 I
4 A _.L
D—4——- o
L}
Zart und mit Ausdruck Schumann, Fantasiestiicke, Op.73 No.1
//—\ I m
Q t%f = 1r' , ] IS I 7 i o S
e e e ===i===E= e
F c=aa-=Sh s &= = = =t
T —————— Ll
p _— = _ = ——— —
Bliss, Clarinet Quintet (1st mvr)
Moderato o= c.96 [
” I/-_7 A " \ - ,'_ ! \x
s ' — i — 1 ae—h Ller, —— et
o e NI I T T ———— 1 .
:@?'\:l{:j & — 1 T ———

m j espressivo —_— . ’ - :
© Copyright 1933 Novello & Co. Ltd. All Rights Reserved.
International Copyright Secured. Reproduced by permission.

Exercise 20 Transpose these passages up a minor 3rd, so that they will sound at concert pitch

(a)

Clarinet
in A

when played by instruments in A.

0 Andante moderato Brahms, Symphony No.4 (2nd mvt)
At — | Ji : |
{1 o & = - 2 i i ey | —— amE——
A3 ¥ © - ) : ot . P L | ——— a8 S i

sempre legato \ _—

Andante moderato

e

. > :

AN P 1

| 1
P sempre legato

178




20

Exercise 20
(continued)

0 Tempo di Valse Tchaikovsky, Nuzcracker Suite (‘Valse des Fleurs’)
i T .
o p—r—r e o o o o 4 T Aézil S —
DN 222s . - =
P cre - - scen - - - do
Clarinet
in A
) u — - (—-—H‘ T ] N
Gt G e v ” s ——
o -
5 — e
0 Allegretto -‘ =96 Ravel, Le Tombeau de Couperin (Forlane)
5 = i | T .
F 4l 14 | | | i | | i 1 o [ 7 (Y]
(©) & e T e e S T
R AR A = A 4G
p -!' - 4 "~ -

Reproduced by permission of Editions Durand S.A., Paris.

Clarinet
in A

(4) Transposition up or down a perfect 5th. Instruments ‘in F’ produce the note F (‘concert
F’) when C is played. The most common examples are the horn (i.e. French horn) in F,
and the cor anglais. Both sound the F below the C: their notes sound a perfect 5th lower
than the written notes, and their parts are written a perfect 5th above the concert notes.

Exercise 21  These passages are notated for instruments in F. Write them out at their concert pitch,
Le. a perfect 5th lower.

Franck, Symphony (2nd mvt)

f Allegretto -
B e I il
@ ' e

o L o |
T 1
s s . i — = e |5 P oE o 5
Cor i I ! | f T — { ! f — | | St
anglais o =—] e I ! 1 L4 I ———— —
P caniabile _
Allegretto
| |
A S T
A S 1o :

p caniabile
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Sef d P Mahler, Kindertotenlieder (“Wenn dein Miitterlein’)
Schwer, dump

! | = e B
[0 ) 1 7= AY = y = ﬁ =
Cop —@ﬁ:ﬁj i 1 1{’) = —H I e
anglais e pﬁ/ et R = Y i—:% ’:—_,; : — U S
o Britten, War Requiem (Offertorium)
(& = 96) =
©) 0 u i, : PR e >
Sy S s —_—
Ho ] 7 r
Horn = ! j? P - — ¥ :qﬁ_ B A S —
in F &= T e ¥ =
~ A cresc

S

© Boosey & Hawkes Music Publishers Ltd

Exercise 22 Transpose the following passages up a perfect 5th, so that they will sound at concert pitch

when played by instruments in F. Use treble or bass clefs, as convenient

(Sehr langsam) Wagner, Parsifal (Prelude)

(a)

| £ = f-'"\ f—-Er_-‘::; ]
ﬁﬂg:éﬁﬁﬁ? ' ESmE = LS
}) cresc. ,f ) i p

(u # =
Cr e b
anglais o v
D] pcresa
(Allegro) T e o~ Elgar, Falstaff
> W0 f o ‘_\ <|!L i #—f2
_ b= et —— —~ I — 1 i
(b) 22—+ i S 1 T :
T = I 1
-\ff —
Horn
in F
Tchaikovsky, The Sleeping Beauty (‘Rose Adagio”)
(Adagio mesto) — {-\
0 — ——— I \' i T /—T\i = —
i - I 7~ Co— & :qg- I - : - ﬁEetc'
(c) A\IP i e~ (% — . —
f. L T S — S —= a—a T s

Cor

!

anglais
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Exercise 23

Transpose the following passages up a perfect 5th, so that they will sound at concert pitch

when played by horns in F. Do not use key signatures. Add accidentals before all notes
which need them: unnecessary accidentals should not be included.

Rachmaninov, Piano Concerto No.l (3rd mvt)

Andante ma non troppo 53—
(} F : \ r_.t""-. = \
p—— ] I N T ; ] |
—1 1 - I T= . i = — I erc.
(a) o e @L‘—
mf' e § mf —_—
©Boosey & Hawkes Music Publishers Lid
Andante ma non troppo
Q a1 S —
Horn 7 al 5, Y 1 o
in F ¢ Lo i
d . 3 IM
mf
(Andante con moto)
Poco stringendo Sibelius, Symphony No.2 (2nd mvt)
0 u# ol e } r-T_-T — J | | I X
——F e i 1 = w [ [ | & e [ { |
(b) @ == - e =7 Ny
— = > = == = = > = R
mf
Horn
inF
Allegro
..\1_" i i 4 N L_-—I = ;qtk? ¥ =
v g r J ra = 7 e P ™ LB il | F.)
s — P — -~ I - = ="
f —_— === T cresc. poco a poco © Breitkopf & Hiirtel
Delius, Walk to the Paradise Garden
0 | P By
s — ! - — 7 — = I =fe—te— -
(c) {S?Ji—g & ] = = - g —T—— 1
; = ¥ Ja* " ¥ =
Pv _' == p_—
— n]p o N -
Horn
inF
O u4. 9 " ; = 9 |
e
ﬁ‘ i 177 L e “|'*;_‘___ T = I (@]
‘dl _j-. & -

4l
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Voices in score

(see The AB Guide to Music Theory, Part II, 14/2)

The most usual combination of mixed voices is soprano, alto, tenor and bass (SATB for
short). Their music is written either on two staves or on four. In a two-stave layout, the
upper voices (soprano and alto) are written on the top stave in the treble clef, with the two
lower parts (tenor and bass) on the bottom stave in the bass clef. In a four-stave layout,
each part has its own stave. When different vocal parts (e.g. soprano and alto) share a stave,
the music is said to be written in ‘short score’; and when each of them has a stave of its
own, the music is in ‘open score’. The staves are usually given separate bar-lines, both in
open and in short scores:

Open score
0 | L
Short score = —
= 0 g
44 | " AR I 1 1 L i I :
] [ e 4 ) 'I Jl'ﬁi
" s 2 L 4 ) P =
e gisS=i==—=—x==
3 =1 ;
I - —L
B (=P 5 —— ====r{
.

You may be required to transcribe into open score a passage written in short score, or vice
versa. The above examples illustrate three important points:

(1) In short score the tenor part is written in the bass clef (at its true pitch); but in open
score it is written in the treble clef, an octave higher than it actually sounds. (You should
adopt the modern practice of writing a small 8 under the tenor’s treble clef to show that the
music sounds an octave lower than written.)

(2) In short score the stems of soprano and tenor notes always go up, wherever they may lie
on the stave; similarly, the stems of alto and bass notes always go down.

(3) When two vocal lines share the same stave, an accidental before a note in one part must
be written again if the same note occurs in the other part later in the same bar. Thus the
second # (to the G) in the two-stave example is necessary although, if this had been piano
music, it would not have been.
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Exercise 24 Transcribe the following passages into short score. (As a model, the solution to the opening
of the first example is given.)

(a) Purcell, Anthem ‘Rejoice in the Lord alway’
] = t_I_R_F =
i = = — : o — ]
: e H =i+ =
d T H T B | T T [
n { 4 I 4 -
I T K ] T ! I —— — T - ,
A e |
——| o —o¢ o —| : = oo > = — =
P~ - ! ! 1 il
s a—a |l g —=F = = i ] + P —
T % 3 | Y ! — f 4‘?; r—d——“ " — Lo =
',_j T T T - — T
8
: - -
N L ey -
B &q__:—.)l_. uS—— T 1 % 3’?_4_—‘ j__f— i =
T T —f e

R
K’\"T-‘J—: -TJ-' :é
'Ig v!.:; T 7

J.S. Bach, Chorale ‘Wer weiss, wie nahe mir’ (Cantata 166)

b
<>/(‘L ! | o £
o e o o e s o e e = F L
- B S —" — R — i w2 p— e e —— T
L@ﬁ:_* = }= #:tptdj*‘;_ oo ——
n N _ N
A —] 1
— o @ & & @ S * o = v 3 _/i—d— oz ——
LL ’ 1 4 4 m S | o | e m
17 — | | | | | i —— 1 ] - 5 el | 1 | .
T |Hez (f:“\::{'_—% | __ﬁﬂq;‘:gj\:i—‘—t—\ﬁ* =—
.‘g’
e T
e — ' 1 1 e
g
-

A

=
dim
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Exercise 25  Transcribe the following passages into open score. (As a model, the solution to the opening

of the first example is given.)

(Allegretto con spirito)

Sullivan, Mikado (Madrigal)

(a) 0 = ey — | =
S s S S
F "q:t Fi] -I[J. |- #ZJ‘ _J- J-—A ?‘ # ?: -J._ J.. --J' f_g—;'—
B :LPJ: == : %gl— Ii H A— : — ;; :lr' gﬁE |
r 0
S fas 2 I
NIV —
o
0
A y 4 Jl,Tn
{2 — I=
E pa—y
()
x ‘;\U | |
i T T
> .
(et
Iy |
Beethoven, Symphony No.9 (4th mvt)
(b) s
F v AN
A = ==
T —
| ‘ l
T 20 Ly
B : | ! l[ 4_,?4__
_
S
A
T
B S
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F More irregular time divisions

(see The AB Guide to Music Theory, 5/5a)

The most common irregular time divisions have already been considered: triplets
(in Grade 2) and duplets (in Grade 4). The next two exercises provide practice in
the use of some more elaborate groups. Notice that, in all of them, the irregular
group replaces a ‘simple time’ unit (i.e. one which would normally divide into

2, 4, 8 etc.). A group of 5, 6 or 7 uses the same time values as a group of 4;

and a group of 9 uses the same values as a group of 8.

Exercise 26 Complete the following sentences by adding J\ or J or J at the end of each.

5
m is performed in the time of a ..

7

dﬁﬁ is performed in the time of a ....

5

ﬁ is performed in the time of a ....

6

m is performed in the time of a ....

6

ﬁ is performed in the time of a ....

9

dﬁ is performed in the time of a ....

Exercise 27 Add bar-lines to the following examples, which all begin on the first beat of the bar.

(Allegro deciso)

Heller, Prelude, Op.119 No.30

ﬂ 11 5 : A A
¥ 0 h T i T — —
hrme S | .+ .
(a) A\I¥ 77 7z = Lb_i (@] Ao
!J , “““‘--_--/ 1 4
(fdmh) reeen, fmbz'zo a tempo
Vaughan Williams, Symphony No.4 (1st mvt)
(Allegro) /__\ﬁ'——-g-—-—-_.‘
; o ) ool ]E P J—
n ‘-E T “ﬁ- ] T— T 1 e
= — e e 1 i
) 2 = =L ==
O] ' 2
f appass. sost. Reproduced by permission of Oxford University Press.
" (Vivace) 6 Liszt, Hungarian Folksong No.4
b4 ‘j&rﬂnn 3 | r— : - - -
y 4T T - I i ! R | YY) ™ '_|‘. D e
! A O - [Y] p -
(©) Cd I — Y RS ==
. : -
Tchaikovsky, Nutcracker Suite (‘Danse Arabe’)
(Allegretto) 5
n I j._‘\' m r"‘\ n - < f P\
d e e e e e e
(& =P e _— = — =
?ﬂf——-ij e — p
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(Andante) - Haydn, Variations (for piano), Hob.XVII/6
0 . —_ — —— | |

@ %5_«—&4—? e L e
S

I A = —

Alla marcia grave Britten, Serenade for tenor, horn & strings (‘Dirge’)
T s B e ol — — — — [ O
grivL = = I S S 0 o i 2 o ==
() b7 il — : —7 i— ! n;ﬁj ‘J:v-—vwv - —yete.
4 5 i ) ¢ Ve = cresc v 5 _.——_——V——_
m- erlrc.\v-’ ’ B T T fm
©Boosey & Hawkes Music Publishers Ltd
0 Allegro assai 3 Walton, Symphony No.l (1st mvt)
¥ O | T ! 1 i T - . —t———————
a— e I e
(g) XpP=a—g LT ge® T i e 2 " ¢
g S gepe s o T 2 fg g 2 I _hete -

fr T
Reproduced by permission of Oxford University Press.

(Assez lent) Lili Boulanger, Nocturne

Un peu plu: animé 3 /-_5]'?95 h}a_ - h
" S — . ——
) MJE T

(nf.) —_— - p —

G Intervals

(see The AB Guide to Music Theory, 7/1 & 3)

The intervals to be described in Grade 5 may be between any two notes, including notes
which are more than an octave apart.

With regard to intervals of less than an octave, the fact that any two notes may be used
raises no new problems. The intervals can still be analysed in the ways described in
Grade 4. This, for example, is always a diminished 5th -

% whatever the key signature (if there is one) -

L

¢
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Exercise 28

Exercise 29

Intervals of more than one octave are ‘compound’ intervals, described in two ways, €.g.

n o P=\ £ =
P4 S <3
o <>
im
NI
e F=3 = - - o e
major 9th major 10th perfect 11th perfect 12th major 13th major 14th perfect 15th
or or or or or or
compound compound compound compound compound compound compound
major 2nd major 3rd perfect 4th perfect 5th major 6th major 7th perfect 8Bve

For various reasons, some of these descriptions are used more frequently than
others. Musicians generally refer to a ‘9th’, ‘10th’, ‘12th’ and ‘15th’ rather than to a
‘compound 2nd’ or a ‘compound 3rd’ etc. However, in the examination both types of

description are acceptable.

Above each of these notes write the note needed to produce the given interval.

0 )" i .

E 't M D
[ fanY s
=

AN [®] —
g ¢

e o
augmented 6th compound diminished 8ve minor 10th major 9th
perfect 5th
! g == IEE—=
&3 ¥ )’ 4 L]
Al ol F 4l
= =P D D (D == hal o
(= o) bo ;j #U =
augmented 5th compound compound augmented 2nd compound
minor 7th minor 6th diminished 3rd

Describe fully each of these intervals, e.g. augmented 4th, minor 10th (or compound
minor 3rd) etc. Remember always to note the key signature, in case it affects either

of the notes forming the interval.

() B (4] H"EP ﬂ@" {0
* 1 )4 o )" 4 . = P
= AN F=Y
e = D) e ko2
_ HJQ Q re) £ fal

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

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

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

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

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

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

(] q(_)

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

......................................................
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Exercise 30  Describe fully each of the intervals marked ™ 1 1 ™ 2 1 etc. in the following passages.

(b)

(c)

(d)

(Keep in mind the key signature and any accidentals which may have occurred earlier in

the bar. Remember, too, that an interval in a melody is still calculated from the lower note,
even if the higher note happens to come first.)

]J.S. Bach, 48 Preludes & Fugues, Bk I (Fugue No.24)

6 —

r i
Q ﬁu Tt 1 J 5 b i . — K
FL ”‘F‘r{‘ 7 { 1 # oy Il qt‘ - | B | T | 1Y ste
LN . I t
el >

>/L e 3 =0Tz _ rT‘ Gﬁershwin, Three Preludes (No.1)
L ML ez WL beZ N o ;
" A Z 1|[' = !' — ? : — 1"‘-‘_“
T e ""‘"'-—.J \./'

© 1927 Chappell & Co. Inc., USA. Warner/ Chappell Musie Lid, London W6 6BS
Reproduced by permission of International Music Publications Lid/Faber Music Lud. All Rights Reserved

(4) teeeereere e eeeeeeerenens " 0B s meomrm ot ntemeimn e nsensa e (6) weeeeeeeeeeeeeeereeeeereeeneareeans ;
Messiaen, Préludes pour Piano (‘Un reflet dans le vent . . ")
a1
(Modére) 1 ———>— 2 4
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BE> — e Se—r—
(a1 — 1 —— e — 1
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Exercise 31 Below is a passage for alto and bass soloists, taken from Purcell’s 7¢ Deum in D. Name the
intervals between the two voices at the points indicated by dotted lines.

m @ ¢ @ 5) ©)
Q ﬁu [ — I l ‘ l I__I-l {
RASSESSSsE e EEES=rs
hE A E s e rs ca e

|
| i :
|

“:4
i
(i
h
1

. T
e — : : =L e e
—_— L
(1) ceeniiieiiriie e enreeareanaeaaas (2) e (3) e
() sooeeoeeeeeeee e eere s er et (5) trereeeereeerereees e s et en e, G YR

H Naming chords

(see The AB Guide to Music Theory, 8/2)

The chords to be identified in Grade 4 were the tonic (I), subdominant (IV) and dominant
(V): all in root position. Grade 5 adds the supertonic (II). You will also be asked which note
is in the bass (root, 3rd or 5th) or, to put it another way, which inversion the chord is in.
There are various ways of showing this. The most economical is to add ‘a’, ‘b’ or ‘¢’
(meaning root position, first inversion and second inversion respectively) to the roman

figure denoting the chord. Thus -

Ia = tonic chord in root position;
Ib = tonic chord in first inversion;
Ic = tonic chord in second inversion.

Alternatively, you may write 3 instead of ‘a’, & instead of ‘b’, and § instead of ‘@
after the roman figure. The figures here refer to intervals from the bass note: IVg 5
for example, = the first inversion of the subdominant chord.

It is very common to indicate a root-position chord by the roman figure alone -
e.g. just II (without either ‘a’ or g 7). If you add nothing to the roman figure, therefore,
it will be assumed that you mean a root-position chord.



Exercise 32

(a)

(b)

(©

Here is an example of what is required in Exercise 32 below:

0 | | t | | | |
ANIV s B Yo 77
D l ! lJ | [
s | ) IJ ; ‘é — ‘i[ A
B ===

Key: Bb major

i

ITb

<
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Any equivalent of the above chord symbols is acceptable, provided it is clear what
is meant and fully describes the function of the chord in the key.

Name the keys of the following passages. Identify the chords marked with *,
and indicate which of the notes is in the bass (or which position the chord is in).

Mendelssohn, Song without Words, Op.102 No.3

Presto
ﬂ y ' Y —— [
4 ‘ : - ] aerF e £
(R— s e —= ===
T O 3 o a s — 1
P2 S
E s s
[ = & | Y 4= %] L]
-t 7t B — ¥i — i
= T I | — — e
* * m — *
KBV (i v ovsninimmiiness: -
P Andante Mozart, The Magic Flute (Act 11, March)
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z _——— e e
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S04 ] i
= o i /A » I J' — =
£1_’H1 S e 7 f - t z - &
P = r _’ :k P‘ 1 | r |
2 T 3 1 1 | | |
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TCEY axaenos svammemioiecons

].8. Bach, Chorale ‘“Wer nur den lieben Gott ldssen’ (Cantata 88)
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Exercise 32

(continued)
Beethoven, Piano Sonata, Op.10 No.3 (Menuetto)

Allegro
s N
R ] N -
§ (== = e e e : ‘
@\ 1 | l ( T ﬁ:% —— =
dolce f- f- etc
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Handel, Air, from HWV 434
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Allegro Purcell, Dido and Aeneas (*When monarchs unite’)
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Allegretto (2- = 80) Shostakovich, 24 Preludes & Fugues, No.19 (Prelude)
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I Composing a melody

In Grade 5 you will be asked to compose a short melody, lasting not more than eight bars.
There will be a choice between composing for an instrument or for voice. If you choose the
former, you will have the option of selecting one from a number of specified instruments
(e.g. violin, cello, clarinet, trumpet). They will all be capable of playing melodies of the type
to be discussed below, and you will not need a detailed knowledge of any of them.
Nevertheless, you should keep in mind the basic characteristics of the instrument you

choose. If you write for the violin, for example, you may wish to include some pizzicato
notes, assuming that they are appropriate to the style of the melody. It is particularly
important to keep in mind the lowest note which the instrument can play. (See The AB Guide
to Music Theory Part 1I, Chapters 19-20 for this information.)

A melody for an instrument will have a given opening. One for voice will have given words
but not a given opening. Bear in mind that voices usually have much smaller ranges than
instruments: it would be sensible to keep within a range of a 12th.

Irrespective of whether it is written for an instrument or for voice, some general advice can
be given about the type of melody required:

(1) Notice that the syllabus says ‘not more than eight bars’ (these include the given opening
in an instrumental melody). In the early stages at least, there is much to be said for aiming
at exactly eight bars, since eight-bar melodies are very common and the easiest to compose.

Many well-known songs, old and new, provide examples, but others are to be found in
purely instrumental music.

(2) Your melody should be self-contained: it should not be left at a point where something
more is required to finish it.

(3) Performance directions should be included (although a simple eight-bar melody is
unlikely to need many). The following points are a guide:

(1) Start by deciding how fast you want the melody to be performed, and add a tempo
direction (e.g. Allegro, Andante or a metronome mark).

(i) Show the dynamic level (mf, p etc.) which you think suitable. If, during the course of
the melody, you want to vary the speed or the dynamic level, give the necessary
instructions (e.g. rit.,, —————— etc.).

(iii) Add phrasing (articulation) marks, e.g. legato slurs and staccato dots. Care is needed in
drawing slurs. It must always be clear which note they start from, and at which note
they end: vague sweeps will not do. If (as in these melodies) there is only one voice or
instrument on the stave, a slur is normally placed on the same side as the note-heads
when these all go in the same direction. Where there is a mixture of upward and
downward stems, the slur usually goes above the notes. Ties and staccato marks go
within or below the slur - never above it.
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Perhaps the most important point to stress in these preliminary remarks is the necessity of
trying to hear in your mind what you have written. In the examination room, of course,
you will not have access to an instrument. However, you may find it helpful to use one
when practising, particularly in the early stages; and it is always a good idea to try over a
melody when you have finished it, to see whether you have actually written the sounds you
intended.

This test is more than a matter of working out patterns of notes on paper: it is a challenge
to your inventiveness and imagination. The hints given below can do no more than provide
a stimulus and a help in giving shape to your ideas.

The most important features in a melody are (i) its rhythmic organisation and (ii) the

shapes produced by the pitches of its notes. Both may be illustrated by reference to some
well-known melodies -

Este’s Psalter, 1592

0 1 2 | | 3 4
" I A— t i i T T === f i " f
| | 1 =i =] | 1 | Farl i BN =Y [ 1D |
(@) 2= T o  ip e
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While shep-herds watched their flocks by night, All seat-ed on the ground, The
N 5 6 7 8
X e e e —— —-
[ Fan W 1 | = 7 =] 1 | o A = | | = 1
an - gel of the Lord came down,And glo - ry shone a - round.
- Stravinsky, Petrouchka (‘The Shrove-Tide Fair’)
o 2 3 4 = 5 6 (P
o) g i—rgl i e A
AAI V) = 1 — | T N O Jo ) | 17 S T T . I ] L s ¥
d mf e ! ! I - [—
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© Boosey & Hawkes Music Publishers Ltd
5 Traditional, ‘Barb’ra Allen’
1 3 4
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In Scar-let town, where I wasborn, There was a fair maid dwellin’, __ Made
5 i p— 6 e — 7 Y | I 8
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ev'—ry youth cry___  ‘well- a —way!” Her name was Barb’ - ra Al - len.
J. Clarke, The Prince of Denmark’s March
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Andante 3 Haydn, Trumpet Concerto (2nd mvt)
1 2 - 4
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Handel, Scipione (March)
Q # r— : 2xg' F : 5 : ! >
(f) ﬁﬁjj F r ! s —— | ! i| s t
5 | ' e '
5 6“ 77 7.!__ 'l | s - {
| | ‘| J| | == = [ L o : =
\;JU ™l | 1 _]l =
Traditional
1 2
= — T | ——
= SsE=S==¢
Sing a song of  six - pence, A poc-ket-ful of rye, Four-and-twen-ty
3 4 5
0 - I |
j\é-_}:?. =| = il_;l ?!— _?—F IP_ET [
i . P — f f
black - birds baked in a pie, When the pie was o - pened the birds be-gan to
0 6 7 8
{ o Q | | | —
@ i e e = ===t
T T 4 o ———— | # I
sing O  wasn't that a dain -ty dish to set be-fore a king!
Allegro 2 3 Z‘lozart, Piano C.onsccrto, K.595 (3rd mvt)
N | 1 L "‘H\’i\, —~ 25 —
- = [ ] | [v] Y] ’1# V] -
h) L& o i T ol 7 { fr—— {
( S i i i f I —F l 1
\%
6. =g 7 8
0 b e ILE - —
r\h$ bl : ? :{ r l' ? I._ 1 : I}
J * M 1 ¥
Purcell
,Qi‘,._,._li[ Y. = 3r ——t 4; =
o) = e T J T e —
of ~ — I
Nymphs and shep - herds come a - way, come a - way; Nymphs and shep - herds
() 4 5/—& 6 ol 7 I l-__ 8 ,
3 | %ﬂ — ” 1 = i—d ,5 etc.
<P =1 j a—— i ea 1 =
come a - way, come a - way, come, come, come, come a - Wway.
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In planning the rhythm of the melody, you may find it useful to revise what was said about
four-bar rhythms in Grade 2 (Section H) and Grade 3 (Section I) of Music Theory in
Practice. The principles outlined there apply equally to the rhythms of eight-bar melodies
(allowing for the fact that, in any references to the numbers of bars, the numbers now have
to be doubled). In the melodies quoted on the previous pages, for example, you can see
instances where:

(1) the rhythm of bars 14 is repeated exactly in bars 5-8 -

w2d 1L JJJ ) a0
S J) ) )t

<b>zi.:uum D1T7310,

DT 1573310,

(2) the two halves are very nearly but not exactly the same -

© %D

MNIIL 3 M) 1dI D

NI 33N3L N30 100 41

(3) the two halves start the same but finish differently -

wed 4 1L DI III1I1)0]
4 uwmu
(e)gJ.JJJJJ’ J JWMJaa_\_/JJJ\_LJJﬁJ -
RS M) FRI70UT3 00

(4) the two halves start differently but finish the same, or very nearly so -
oeddld J W JIJTTId JIIJ
| . , ; =
e lod e ¢ o0 < ddees o oo
7)) 4 1T T3l

Ly H

1

(5) the opening rhythm is used again in the second quarter of the tune -

(g)ZJJJ]U DR T30 )0 31
<h>3J_.m\.e TN da
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(6) the melody does not divide into equal sections: ‘Nymphs and shepherds’ consists
of 3 + 5 bars, with the opening rhythm occurring again in bar 4 -

¢d DDJITJ )N ) )
DIRVIE) )N I TTT

When an opening rhythm occurs again later in a melody, its notes too may occur again,

i.e. the repetition of the music is exact, as in Examples (d) and (i). There is always a danger,
however, that an absolutely exact repetition will sound boring. To avoid this, the pattern of
the notes may be modified, e.g. in Example (b) where the notes are all moved down one
degree -

Notice also that each half of this tune contains another rhythmic repetition -

ST T30, 3T 3 T30,

Here, the notes in the second half (bars 6-8) do not follow those in the first half (bars 2-4);
however, the three descending quavers at the start of bar 3 are matched by three
descending quavers at the start of bar 7 -

1 2 N | 5 6 e
25 _d T | I"f 1 1 L1 1 | J:frl ) — B I 1 ] T} AL‘_HI | N |I'./

Exact or modified repetitions of the opening music occur most frequently at the start of the
second half of the melody, as in Example (d). They are also common at the beginning of
the second quarter, as in Example (g) -

Repetitions of whatever kind help to make a melody hold together, but they are not
essential. What is always important, though, is the overall shape produced by the notes.

In this connection, two points may usefully be made. The first is that a melody should have
a sense of direction. ‘While shepherds watched’, for example, gradually moves upwards
until it reaches the D, and then gradually comes down again. Very approximately one can
say that the first half of the melody is an ascent, and the second half a descent: upward
movement is balanced by downward movement. But neither half goes straight up or
straight down. Both halves contain smaller ascents and descents. This is but one possible
shape, however: there is no necessity to reach a high point half-way through a melody, and
the particular ways in which ascending and descending movement may be balanced and
contrasted are infinitely varied. The only thing which is always poor is an aimless circling
around the same few notes.

The second point concerns cadences, and the chords which they imply. Apart from some
folksongs and other special cases, most melodies are inseparably connected with their
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supporting harmonies, and nowhere more so than at the cadence points. Thus, the final
note of a melody will belong to the tonic chord (the chord with which most compositions
almost always end), and will usually be the tonic note itself. The chord most commonly
found at a cadence during the course of a melody (generally half-way through) will be the
dominant. Notice that, in most of the melodies (a) to (i) above, the note at the half-way
point belongs to the dominant chord - though it is not necessarily the dominant note itself.
(These points have been shown by a ‘V’ printed below the melody.)

A melody set to words needs to be shaped in the same way as a purely instrumental
melody. Nevertheless, there are both advantages and disadvantages in choosing to compose
a melody to words. The big advantage is that the words themselves may suggest musical
ideas - mood, rhythmic patterns, pitch shape, and so on. The disadvantage is that the
melody must fit the words, and it will be partly judged by its suitability as a setting of
them. This is a matter which goes beyond the problems of setting words to suitable
rhythms, which were discussed in Section G of Music Theory in Practice, Grade 4.

For example, the character of the melody must be suitable to the mood of the words:

a bright and cheerful melody would clearly be unsuitable for sad words. Similarly,

the shape of the melody should help to highlight the important words.

As illustrations, two settings are given below of a verse by Allan Cunningham. Its rhythmic
aspect was discussed in Music Theory in Practice, Grade 4 (Section I). ‘Version 4’ given
there is used in both the following settings: i.e. their rhythms are identical. The first setting
adds emphasis to certain words (cold, snow, sleep, prim[roses]), by placing them at the tops
of curves in the melody, with ‘sleep’ as the highest note of all. The second setting is poor
because there is no such match: the shape of the melody does nothing to bring out the
meaning of the words; and its high point (the top G) is particularly inappropriate on a weak
syllable.

Andante
() p —:-—____'—'_'ﬁ{, P ———r F =l e
,  — T ! t T —i = -
i —— I D R o ' %o
A3 £ > 4 - > d - 7 ]
—;ju—‘—i‘“ & 2 ] |
Gone were but the win-ter cold, And gone were butthe snow, I could
—— e _—
0 [ |
b 4 o SO | I - | | L
F | | fad | | | N
| | | Tl | I3
| | & i -
!J T I - '. -
sleep in the wild woods Where prim - ro - ses Dblow.
Andante
H P . [r—p——
1 _,QTP—
s — & = = ol 1
\J ] = ! I | | e e 1 B! 1 ]
Aeju_k —] | , — ] 7 v
Gone were but the win-ter cold, And gone were but the  snow, I could
cresc. f
( — = - ..
1 T = - =4 |
F 4 ] - -l oo [ = | i | r [ 9]
i Fan Y o O - hoe! | | | 1 | |
AN 4 | T 1 T
! } 4
sleep in the wild woods Where prim - ro - ses blow.

Both of these settings are entirely ‘syllabic’: i.e. each syllable has only one note. However,
syllables may of course be set to two or more notes -
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J=9
p — T T —_— T
ﬁ | Y T — A | =
S —) ] ] NCTE— . il\ﬁjl T _i—LEﬁ_ _
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Gone were but the win-ter  cold, And  gone_ were but the snow, I could
" —
N —
D" A A, 1 I T\) - == N f [ R
Y 4 Y S | = M I -k 1 L4
{&y— : ] A ! i &
. e — — 17 I P S
e SN—— — ; A I ”
sleep _ im the wild woods__ Where prim-ro - ses  blow.

This can help to bring out the meaning of the words - but be warned: it can also do
precisely the opposite! Here, as always, it is important to try and hear what you write.

There is nothing worse than pointless complications.

When you work the next two exercises, remember that only the clef and the key signature
should be shown at the beginning of the second and later staves — nor the time signature.
The only exception is when there is a change of time signature at the start of a new stave -
and then the time signature should also be shown after the bar-line at the end of the

previous stave.

Exercise 33 Compose melodies of not more than eight bars, using the following openings and writing
for one of the given instruments in each case. You may substitute a different clef for the one
given, provided it is appropriate to the selected instrument. Performance directions (tempo,

phrasing, dynamics etc.) should be included.

] for violin, oboe
or trumpet

j—_ | |
— 1 or oboe

v s i | for violin, flute
I -
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Exercise 33

(continued)
e e e for flute, oboe
© T _®——#—— ] o clarinet

by ; =1 =1 f iols ]
1 o= H : : or viola, clarinet
(d) % S et O

, e .;‘__J‘? for violin, oboe
| [ B A o H - T J
(e) %&7_‘;1 =1 —— e —® ®3»—— or clarinet

H@ I,._F_( ———7 for cello, bassoon

) =—=A1—1 - or trombone




e —] for violin, oboe
—t or clarinet

41

for oboe, horn

N R —
(h) _@:‘* — j_UJ "‘,’—"—_k‘:':1 or trumpet

ﬁi: = 1 | for viola, clarinet
(1) = = ' . r or bassoon

. = &Iﬁ ‘W—IF f.p - +— for violin, flute
(1) m:g?gﬁ H——==— or oboe
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Exercise 33

(continued)
=
B & #® | - for cello, horn
k) =% ' I e or trombone

P
o —_— L]

Dn = for vilin,
. = — or violin, flute
D é g == — | # 1 or trumpet

%%EIT_%;F_ 2 —1 for violin, viola
S ¢ s ® " or trumpet

(m)

s - — 7 # — for cello, bassoon
(n) :%b‘}zl = F = or trombone
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Exercise 34 Compose melodies of not more than eight bars to the following words. Make sure
that each syllable is clearly placed under the note or notes to which it belongs.
Indicate the appropriate speed and other necessary performance directions.

(a) But slumber hold me tightly till I waken in the dawn,
And hear the thrushes singing in the lilacs round the lawn. Robert Louis Stevenson

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

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

(b) For I dipt into the future, far as human eye could see,
Saw the Vision of the world, and all the wonder that would be. Alfred Tennyson

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

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

(c) I shall remember while the light lives yet,
And in the night time I shall not forget.  Algernon Swinburne

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

........................................................................................................................................
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Exercise 34
(continued)

(d) The day begins to droop,
Its course 1s done:
But nothing tells the place

Of the setting sun. Robert Bridges

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

(¢) Who has seen the wind?
Neither you nor I:

But when the trees bow down their heads

The wind is passing by. Christina Rossetti

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

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

(f) The Camel’s hump is an ugly lump
Which well you may see at the Zoo;
But uglier yet is the Hump we get

From having too little to do. Rudyard Kipling

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

.........................................................................................................................................
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(8) A flea met a fly in a flue,
Said the flea let us fly,
Said the fly let us flee,

So they flew through a flaw in the flue. Nursery Rhyme

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

(h) Young Ben he was a nice young man,
A carpenter by trade;
And he fell in love with Sally Brown,
That was a lady’s maid. Thomas Hood

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

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

(i) April, April,
Laugh thy golden laughter;
Then, the moment after
Weep thy golden tears! William Watson

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



46

Exercise 34
(continued)

(j)  Only a man harrowing clods
In a slow, silent walk,
With an old horse that stumbles and nods
Half asleep as they stalk. Thomas Hardy

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

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

(k) Wee folk, good folk,
Trooping all together;
Green jacket, red cap,
And white owl’s feather! William Allingham

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

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

() This is
Where the river
Runs down to the sea,

Listen to its music, hear this mystery! Sacheverell Sitwell
® From ‘Grande Sicilienne’ published by Duckworth & Co.

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

.........................................................................................................................................
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J Ornaments

(see The AB Guide 1o Music Theory, 12/1-2)

The new requirement in Grade 5 is to replace written-out ornaments by ornament signs.

¥
For example, @ would become #ﬁﬁ .
=
3

Do not be confused by the fact that there may be other possible interpretations of the
appropriate ornament apart from the one given: e.g. the above turn might also be played

ﬁ% . Remember to add any necessary accidentals.

Exercise 35 Rewrite the following passages using ornament signs to replace the notes in brackets.

(Andante) Liszt, Romance Qubliée (Presto) Haydn, Keyboard Sonata, Hob. XVI/14
e et fran g
= o = i 5 11 P
(a) : . = ete. (b) oy ! — |—£—‘“ =
] ——H _&.jL ﬂ’—lﬁ—# ~ ==
Schubert, Scherzo, 1).593/1 L Bach, Clavier Concerto, BWV 1056
(Allegretto) arTgo
0 1 —— 5 o

(Allegretto) Mozart, Violin Sonata, K.496

e "

0 — _
© G —trtrrn =
P I ==

Allegro cantabile Widor, Organ Symphony No.5
- -
= Em o — 3
D e = e e
() =2 —— = e Ca e
o 3 3 | |

Reproduced by permission of Editions Hamelle, Paris/United Music Publishers Ltd
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K Chords at cadential points

(see The AB Guide to Music Theory, 9/2)

You will be asked to choose chords for a simple melody in C, G, D or F major.
Only the chords on the tonic, supertonic, subdominant and dominant (I, II, IV and V)
will be needed. They will be used at points in the melody where there is a cadence.

The chords most commonly used at cadences are:

V followed by I (making a ‘perfect’ cadence);

IV followed by I (a ‘plagal’ cadence);

any chord followed by V (an ‘imperfect’ cadence).

In Grade 5, therefore, an imperfect cadence may be I-V, II-V or IV-V,

You may also have to choose a chord to go before the two cadence chords.
There are various ways in which you can indicate a chord in this question. You can:

(1) use roman numerals (‘I’, ‘V’ etc.) or

(2) show how it might appear in jazz and other popular music (e.g. ‘Dm”), or
(3) add a figured bass, or
(4) write out the notes in full on the staves.

Any way will be acceptable, provided it is clear what you mean.
Using the chords listed above, most degrees of the major scale can be harmonised

in two ways, but for two notes (the 3rd and the 7th degrees) there are no alternatives.
These are the possibilities in C major:

0

)’

F AN

o)

Esd

Vels

NN AANANA
o *—or T e =

19

L]

0

I v II \Y 1 v II Vv I v II

In selecting your chords, it will help you to notice these points:

(1) It is not always suitable to give every melody note one chord. A long melody note
may have two chords -




or one chord may be fitted to two or more melody notes -

Generally, chords change less often than melody notes.

(2) Sometimes there are notes in a melody which do not belong to the chords
underneath. For example, two melody notes which belong to the chords may be linked
by a note which does not fit the harmony. The notes marked * here are examples -

*
e e
e f =
o = £ —
- ==F —

! 1 )
I v A

Such notes are called ‘passing’ notes. There must not be a gap between a passing
note and the harmony note on either side of it.

(3) A similar situation occurs when a harmony note in the melody is played twice,
with the next note above or below it played in between. Again, the notes marked *
are examples -

* *
{) —— »
o I Fal 1 1 | 1 I
M_:Fz_%ﬂ
- -
3 e
= -
L 1I| J
I A"

Notes of this kind are called ‘auxiliary’ notes.

Exercise 36 Choose suitable chords for the places marked .l )12 1 etc. in the following
melodies. You may indicate the chords in any of the ways described above.

Traditional, ‘Here we go round the mulberry bush’

n /‘—F.-—.-_ L | N A } e —
e e e e e e e e e e
@ (a2 —Jo——we—3F' 2
2 : :
b i i —
= g == 72 ]
II Il 2 il
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Exercise 36
(continued)

Allegro

&

Ay

P ¥ 4
I S

_—

(b)

Ijlj -
] ]
b
[ .
ik}
|
T
i e/l
o] U o~
I8
| 1] ‘|A|_
w m
:
2 T[N® A
M b~
e :
NEe =
_
R .
©

Traditional, ‘Baa baa black sheep’

'S

g

L3

e

Con moto

0.

g
e —
z ,‘C.), i‘

Traditional, ‘“Where are you going to, my pretty maid?’

-
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4
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L Performance directions

In Grade 5 you will be expected to know the meaning of the following Italian terms.

attacca

dolente

dolore

doppio movimento
estinto

ncalzando
lacrimoso

loco

lunga

lusingando

misura

ossia

piacevole
prangevole
pochettino, poch.
rinforzando, rf, rfz
segue

smorzando, smorz.
teneramente, lenerezza
tosto

volante

go straight on to the next section of music

sad, mournful

grief (doloroso: sorrowful)

twice as fast

as soft as possible, lifeless

getting quicker

sad

at the normal pitch (used to cancel an 8va direction)
long (lunga pausa: long pause)

coaxing, in a sweet and persuasive style

measure (alla misura: in strict time; senza misura: in free time)
or, alternatively

pleasant

plaintive, in the style of a lament

rather little

reinforcing

go straight on

dying away in tone and speed

tenderly, tenderness

swift, rapid (but often used in the same sense as troppo)
flying, fast




52

You will also be expected to know the meaning of the following German terms.

aber but

Ausdruck expression

bewegt with movement, agitated
breit broad, expansive
ein a, one

emfach simple

erwas somewhat, rather
frohlich cheerful, joyful
immer always

langsam slow

lebhaft lively

mdssig at a moderate speed
mit with

nicht not

ohne without

ruhig peaceful

schnell fast

sehr very

stiss sweet

traurig sad

und and

voll full

wenig little

wieder again

zart tender, delicate
2u to, too

You should also understand the signs used to show reiterations and repeats
(see The AB Guide to Music, 13)

Instruments and voices

In Grade 5 you will be expected to know the names of instruments, the clefs they use,
instrument family groups and the basic way by which they produce sound. Section L in
Music Theory in Practice, Grade 4, provides some basic facts; and Chapters 19-21 in The
AB Guide to Music Theory, Part 11, gives further information, although more than you will
need to know at this stage.

The questions about a passage of music may include questions on voices and the clefs
they use. See Section E of this book for some basic facts and Chapter 14 in The AB Guide
to Music Theory, Part 11, for more detailed information.
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N General exercises

Exercise 37 The following passage is the opening of a piece, Berceuse, by the Russian composer, Ilynsky.
Look at it, and then answer the questions below.

Poco andante

{ | 1 2 3
1
" R 0~ < >~
1y . L_J - 1
= » 7

inpPEPEPliawrPBEP L]

Fo CEEE —Z r Z 7 77
O 0 - 3 < = {
07,48 ™ DL T T i
i T — — — i t

-
)

P | P | P |

e 7] = ' S—
P —— " —® i 1 ]
|  — H [ ] =l =
EF \‘-—_-—-"/ e — — o I ;
/, /’_ //-—\ p/—j‘etc
P o :D Z:_ ;D 'E:_ 0:— :g
— §e | ¥ | R | 1
Z 5 [ ¥ ¥ L | I
"IZ‘EI; rg I f 1 f [ —

(a) Underline one of the following, to show which you think the music is meant to be
played by: organ; harp; piano; string trio; harpsichord. Explain your reasons.

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

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

(b) What key is the passage in? ...........ccvuenene.

(c) Which degrees of the scale are nor used in the melody (treble clef)? .....cvvvviiiiiiniians

(d) Underline any of the following intervals which can be found between adjacent notes
in the melody: minor 2nd; major 2nd; minor 3rd; major 3rd; perfect 4th; perfect 5th.

(e) Name the chord at the beginning of bar 3. .....ccciviiiiiiininiiiiiiiiiriiiiirreaaans

(F} What doesispsgle i DA 2HOPITD coiciciisonissveivininvnsssmmer s mmesisstecenanpenens sansnes
(g) Suggest a suitable metronome mark for this PieCe. ...vvvvvvriiiiniiieiiiiiiiiiiiiiieeeaens

(h) Write out bars 3 and 4 of the melody (treble clef), using a key signature of
six sharps, but without changing the effect.
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Exercise 38 The following passage is the opening of the second movement of Beethoven’s Trio

Oboe |
Oboe 2

Cor
anglais

for 2 oboes and cor anglais. Look at it, and then answer the questions below.

Adagio cantabile

——
0 1’ e e e
S —F—— - / -
D] JD\“"/Y ¢ N 4 —V\W '\_/ A
| ———
:’Q;} L3 I pl L . | N
%T | B 4 Jl> 7 7 ] q J_-__| —— —+ Jﬁ :\
D=4 ——— <] 1 e [N ) B
e = e TP P
=
5 7 =6 H7 o 8 T
— () [N . # | S — - J : ;}; B
7] ] uy 2]
1D A . — I — F—— t
D) ‘\‘—"/Y : 4 e’ \\__..../‘ L ‘
S E]‘.:_—:-' p - S ete
0 | f=—|P
A ‘E B—F—% -]tjlz_—'f il [Jr_t_d — =
\@:\_/df T .—‘[\/ O——— = _‘t

(a) Assuming that the key is F major, give a full description of the first chord in
DAY, o corremmmeacenmonsnonsmnssssantsoioinsiessxassesosiuasitsmieinos

(b) What is the interval between the two oboes on the first beat of each of these bars?
Bar 2 ....coccovvvinieniieee.. Bar 3 i,
Bar 4 ccvsiaeiiisiiiiviian,

(c) What musical effect is implied by sf (bar 6)? ......ccoevviiriiiiiiiiiriiiiiiiiins
(d) What is this sign o (bar 7) called? ....c..ccooovirivrnnrivnnicnenns

(e) What do you notice about the passage for Oboe | marked —— ?

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

(g) What do these two woodwind instruments have in COMMON? ......ccevvvvinineirriecnennrnens

(h) As printed above, the cor anglais part (lower stave) is at concert pitch.
Transpose bars 1-4 of its music up a perfect 5th, to show the notation
required by the player,

{)
—
{os—
)
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Exercise 39 The following passage is for 4-part choir. It comes at the end of a motet, Ave verum,
by Mozart (the words are not shown.) Look at it, and then answer the questions below.

/—-‘--\
S a =i ! 1 "‘-___“'E‘Jf pﬁl & { i L JJ‘ ﬁ ..! f 2 — °
5 © — 1 i 1 A L - ——
s e — L R =
- p=s o : O
o | T e i N f
o b g did ]S =
s 5 )_/ 3 sl = ’
e e e e £
17 - - ! I 1 1 | : r
~ : | | {
® @)
(a) Explain the meaning of SATB. .....coviiiiiiiiiiieieiiiiiiiiiiii i isesssass s ernenes

(b) The key of the motet is D major. Draw a ring round any notes in the passage
which are chromatic in this key. (Note that some of the accidentals are not
strictly necessary.)

(c) What is the interval between the highest note and the lowest note in the melody
(top line of the MuSIC)? ....ccovveevrernreiirnnas

(d) What is the largest interval between the two upper VOICes? ........ccoeerersniens
(e) What is the smallest interval between the two lower voices? .........ccccevrvinnnan.

(f) Name the chords above the bass notes marked (i), (ii) and (iii).

6 N 1) G oerreeeerersesresenenns

(g) Which note is sung in unison by two of the voices? ........cccciviveviiiiiiiiiiiiiiniininnn.

(h) Name two orchestral instruments which could play the bass part of this passage.

(i) Write out bars 5-6 in open score, using the appropriate clefs. Remember to put in
the key signatures.




Exercise 40 The following passage is from the last movement of Ravel’s String Quartet,

printed here on two staves (i.e. in short score). Look at it, and then answer the
questions below.

(Vif et agité)
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Reproduced by permission of Editions Durand S.A., Paris.
(@) What kind of time is the music in (duple etc.)? ...covvviiiiiiiiiiiiiiiiiiiir e,

(b) What are the four instruments which form a string quartet? ..........ccccviviveiiiianiiiinnns

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

(c) ‘Beplain! { Hotf caiaasaninnissai

GHIBIZE s

(d) Explain what is meant by this notation —J 3 3 e 3

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

(e) In the lower part of the bass clef of bar 3, name the intervals between:
(i) quavers 1 & 2

(i) quavers 2 &3 s
(i) quavers 3 & 4 c.oooceviviiiininieiieene

(f) Why do you think brackets have been put around three accidentals in the upper
pazt Of The eDIE SUAVER .vvernornmmsrmrmrssrsnbnnsans s dzotsssdos Sdeesnss yiasassspieaiisineses svimaois

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

(g) Rewrite the upper part of the bass clef of bars 3 and 4 in the alto clef.




