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Preface

Many teachers have said that it would be useful for students to
have a grade-by-grade presentation of the basic facts of music
Iheory, particularly one in a pocket-size format. First Steps in
Music Theory has been written in response to this need.

First Steps in Music Theory is meant as a support for the
olher Associated Board theory publications — The AB Guide to
Music Theory and Grades 1 to 5 of Music Theory in Practice

- not as a substitute for them. It deals simply with things which
must be known. Matters such as clefs, scales, key signatures,
intervals, time values, time signatures, and the grouping of
notes and rests need to be known and understood because they
are essential elements of music. It is, of course, for this reason
Ihat the majority of questions in the Associated Board Grades 1
lo 5 theory examinations deal with these elements. Questions
which require greater musical creativity and insight, such as
composing answering rhythms, recognising phrase patterns
and setting words to music, are dealt with extensively at the
appropriate places in Music Theory in Practice and are not
covered here.

It is important to note how this book complements both The
AB Guide to Music Theory and Grades 1 to 5 of Music Theory
in Practice. Although The AB Guide includes all the information
required for the Associated Board’s theory examinations, it was
not intended for examination candidates alone, and it is not
broken up into grades. Music Theory in Practice, on the other
hand, was specifically designed as a series of workbooks leading
lo the various grades of the theory examinations. It assumes that
students will have studied the relevant sections of The AB Guide,
and is mainly concerned with advice on how to set about
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answering the types of questions set in the examinations, and
with providing exercises for practice.

First Steps in Music Theory will, I hope, prove to be
invaluable to music students of all ages and abilities while fulfilling
its primary function of providing support for the preparation of
the first five grades of music theory examinations.

Eric Taylor

Grade 1

1 Time Values: Crotchets, Minims and Semibreves

I’cople often tap their feet ‘in time’ when they are listening to a
picce of music, especially if it is a march or a dance. They are
lapping the steady beats of the music. In Grade 1, beats are
shown like this: J J J J J J J J . These signs are called
crotchets or ‘quarter notes’. A slightly different sign, d , is used
lor a sound which lasts as long as two crotchets. It is called a
minim or ‘half note’. A sound which lasts as long as four
crotchets is written o : this is a semibreve or ‘whole note’. Here
crotchets, minims and semibreves are lined up together:

crotchets (quarter notes) J J J J J J J J J J J J
minims (half notes) J J J GI J J

wemibreves (whole notes) o o o

A semibreve lasts as long as two minims or four crotchets, or we
can say that a semibreve has the same ‘time value’ as two
minims or four crotchets. Therefore a minim has the same
lime value as two crotchets, but only half the time value of a
semibreve.

2 Bars and Time Signatures

Beats in music form groups — most commonly, groups of two,
ihree or four. The first beat in each group is felt to be a little
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stronger than the others. When they are written down, an
upright line is placed at the end of each group:

JJIII a1 J1 ]
SRR VIV PN PR
JJJJIldJla)l]

The groups are bars or ‘measures’, and the upright lines are bar
lines. Remember that it is the first beat in each bar, the beat after
the bar line, which is felt to be a little stronger than the others.
At the beginning of a piece of music there is a time signa-
ture. In Grade 1, three time signatures are used: % , and % . In
each case, the top figure shows how many beats there will be in
a bar. The bottom figure shows what kind of beats they will be.
Crotchet {quarter note) beats are shown by the figure %, so:

% means two crotchet beats in a bar
14 010 01J 01

# means three crotchet beats in a bar

I I R R O A

% means four crotchet beats in a bar

1dJdJJ10130104010]1

%4 is often called ‘common time’, and instead of % the sign € may
be used. However, C is not a capital C: it is a sign which has
survived from an early and different system of writing time
signatures.!

1 See The AB Guide to Music Theory, Part I, 1/2.

Section 3 3

A bar may include notes longer or shorter than one-beat
notes, provided they all add up to the number of beats given in
the time signature. These bars use all the time values which we

have seen so far:
14 J1J | 10 JJ1d J1Jd |

1dJJJ d 1 JllJdd le |

3 Time Values: Quavers and Semiquavers

Grade 1 also uses time values shorter than crotchets. The
quaver or ‘eighth note’, ), lasts only half the length of a
crotchet. The semiquaver or ‘sixteenth note’, D, lasts only a
quarter of the length of a crotchet. In other words, two quavers
last as long as a crotchet, and so do four semiquavers.

1d J1J Mol |
A I I I A P A P P W
14 ) 1 DADMD NS SIS

A different way of writing quavers is normally used when there
are two or more of them together in a bar. For example,

1d DIIDDD

would usually be written

1 JIITTT]]
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Semiquavers too may be written differently: for example,

24 DIRN mavvecome § ) JTTII

Notes which are joined together in this way are said to be
‘beamed’ together. We shall go into more detail about this later
on (see Section 18).

4 Letter Names of Notes

Music is made out of fixed sounds like those produced by the
keys on a keyboard. Each key produces its own sound — a sound
which is higher or lower than the sounds produced by any of the
other keys — and it always produces the same sound. Different
types of instrument produce their sounds in different ways but it
is easiest to understand how musical notes are arranged and
named by looking at a keyboard. This is because on a keyboard
the keys produce notes in ascending order, starting with the
lowest note on the left and finishing with the highest note on the
right. The notes are named after the first seven letters of the
alphabet: A, B, C, D, E, Fand G. All keyboards have a mixture
of black and white notes. The black notes are fitted in between
the white notes, in alternate groups of two and three. A white
note between the second and third of a group of three black
notes is called A:

lower notes — higher notes

The following white notes are B, C, D, E, F and G. After G we
start again (A, B, C etc.):

Section 5 5

5 The Stave and Clefs

When music is written down, these notes (A, B, C etc.) are
shown on five lines called a stave or ‘staff’. Each line or space
represents one note:

iy

o}

o a

or o [ ]

Notice that when musicians say that a note is ‘on’ a line they
mean that the line runs through it. The lines or spaces of a stave
are counted from the bottom: ‘the second line of the stave’ is the
second line from the bottom, and ‘the fourth space’ is the top
space.

To show which note is A and which is B etc., a sign called a
clef is placed at the beginning of each stave. In Grade 1 you will
find only the two most common clefs: the treble clef @ for the
higher notes, and the bass clef 9 for lower notes. The treble
clef is also called the ‘G’ clef because it curls around a line, the
second line, which then represents the note G:

From this we can tell the names of the notes represented by all
the lines and the spaces in a stave with the treble clef:

= [ 8 ]
iy —
= iy
PN —

e ©O
B E F G A B e D E F G

[

0
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The bass clef is usually written 9 (as shown above), but it can
also be written . Notice that both of these signs have two dots
at the end. They go on either side of a line, the fourth line, which
then represents the note F:

Fo— , To—

That is why the bass clef is also called the ‘F’ clef. Here are the
names of all the notes represented by the lines and spaces in a
stave with a bass clef:

: =S X 2
v = [ ) <
F=Y Y o

6 Writing on a Stave

So far we have used only semibreves to show notes on a stave.
The shorter notes (minims, crotchets etc.) all have a note-head
(o or e )and a stem (| ). Quavers and semiquavers also have
flags at the end of their stems: one for quavers ( ) and two for
semiquavers ( ﬁ ). It is the note-head which goes on the line or
in the space wanted:

Flags are sometimes called ‘tails’.

If a note is below the middle line, the stem should go up on
the right, like those in the example above. If it is above the
middle line, the stem should go down — from the left of the
note-head:

Section 7 7

Notice also that when stems go down the flags still point to the
right ( D g , not Q’ Q’ ). The stem of a note on the middle line
can go up or down.

The time signature is put in at the beginning of the music,
after the clef. The clef goes in again at the beginning of every
new stave, but the time signature does not. Bar lines stretch
across the stave from the top line to the bottom:

==

At the end of a piece there is always a double bar line:

—

7 Ledger Lines

Whichever clef is used, it is sometimes necessary to write notes
higher or lower than those on the stave. When this happens,
short extra lines are added below or above the stave:

» »
— i ;

| |
4 @

These extra lines are called ledger lines. Notice that they are
only long enough for the notes which need them, and that they
are not joined together:

not %

In Grade 1 the only ledger lines used are the one below a
treble clef stave and the one above a bass clef stave:
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Both of these notes are C. They are particularly important
because they are both the same C, so we have two different
ways of writing the same note. The C they both represent is the
C nearest the middle of the keyboard on a piano. Because of
this, it is always called middle C. Now we can put together all
the white notes used in Grade 1, and see where they are on a
keyboard:

1l

FLY
5y <
Iy <
€

e U
CDEFGABCDEEG
-

o)

b

o |

B PN
9 e

i

FGABCDEFGABZC

8 Sharps, Flats and Naturals

The black notes on a keyboard take their names from the white
notes. A black note to the right of a white note has the same
letter name but with ‘sharp’ added. The music sign for ‘sharp’
is §. The black note to the right of C is therefore C sharp (C}),
the black note to the right of D is D sharp (D#), and so on:

Ct D¥  F# Gh At

C|DIE|F|G|A|B

Section 9 9

There is also another way of naming the black notes. A black
note to the left of a white note has the same name as the white
note but with ‘flat’ added. The music sign for ‘flat’ is b {notice that
it is not quite the same as the letter b). The black note to the left
of D is therefore D flat (D}), the black note to the left of E is
E flat (Eb), and so on:

Db Eb Gb' Al Bb

Although every black note can have two names, usually only
one of them would be correct. We shall begin to see why this is
so in Section 10.

A letter name by itself {e.g. ‘C’) is always understood to mean
the white note, but if it is necessary to make quite sure that it is
the white note which is meant, ‘natural” is added. The music sign
for ‘natural’ is i , so the full name of a white note C is C natural

(Ch).

9 Semitones, Tones, and the Scale of C Major

The distance from one note to another is called the interval
between them. The smallest interval on a keyboard is the one
between any note and the note immediately next to it: this
interval is a semitone. The interval between the white note B
and the white note C is a semitone, and so is the interval
between Ef and Fh. All other semitones include a black note, for
example Ck-C§, C§-Db, Dt-D4¢ (or D-Eb). Two semitones
together make a tone, for example Ci-Db, Dh-Eh, Ef-F4.
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If you play all the white notes from C to the next C to the
right, one after the other, you will have played a scale:

- P | & S
h=d

This particular scale is the scale of C major: ‘C’ because that is
the note it begins and ends on, and ‘major’ because of the way
its semitones and tones are arranged. Here is the same scale (C
major) with the semitones marked ™ :

o]

]

_G — |

j% o < = = =
T =3 o =

1 2 3 4 8 6 7 8

All the other intervals are tones.

10 The Scales of G, D and F Major

Two things about the C major scale above are very important

and need to be remembered:

e Between the bottom and top notes there is a note on every
line and in every space.

e There is a semitone between the 3rd and 4th notes, and
another between the 7th and 8th notes; all the other intervals
are tones.

These things are important because they are true of all major

scales: they are what makes a scale ‘major’. (There are also other

types of scale, but the scales used in Grade 1 are all major.) So
to write a major scale beginning on, say, G, we start by writing

a note on every line and in every space between the two Gs:

Section 10 11

Then we check the intervals. All the intervals are correct,
including the semitone between the 3rd and 4th notes (B and C),
until we get to the last two notes: F and G. Here the interval
between the 6th and 7th notes (E-F) is a semitone, and the
interval between the 7th and 8th notes (F-G) is a tone. This is
wrong: the semitone is in the wrong place. The interval between
the 6th and 7th notes should be a tone, and the interval between
the 7th and 8th notes should be a semitone. But it is easy to put
matters right. All that is needed is to raise the 7th note a semi-
tone — in other words, to change the F to F#:

I % L — he o

a ' = r=N (8] riacd
G major %4-, O ©

1 2 3 4 5 6 7 8

Notice that F# cannot be written as Gb because there would then
be a gap in the scale, with no note on the top line:

o = Yba h.“

Every major scale except C needs at least one black note on
the keyboard. If we try to write a major scale beginning on D, we
shall find that we need two: to keep the correct pattern of semi-
tones and tones we shall need to raise (‘sharpen’) not only the
7th note but also the 3rd:

fn — ———
; a I °
D major % T = o = —
© WOy -~
O bl b

1 2 3 4 b 6 7 8
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Sometimes it is necessary to lower (‘flatten’) one or more
notes in order to keep the correct pattern. In Grade 1 there is
only one example, the scale of F major, in which the 4th note,
B, has to be changed to B}:

Py —— °
. - = 1y AS4 - —

F major % — — —
1 2 3 4 5 6 7 a8

There is more about these scales in Section 13.

11 Restis

Moments of silence in music have to be measured exactly, just as
the sounds do. Signs which show the length of silences are called
rests. And just as there are signs showing the time values of
notes, so there are signs showing the time values of rests. Those
used in Grade 1 are set out here side by side:

Notes Rests
semibreve or whole note

minim or half note
crotchet or quarter note

quaver or eighth note

\‘73\_0_0

semiquaver or sixteenth note

The semibreve and minim rests look nearly the same, but the
semibreve rest hangs underneath a line and the minim rest sits
on top of a line. Normally, the semibreve rest hangs underneath
the fourth line of a stave

Section 12 13

and the minim rest sits on top of the middle line

"

The other rests are placed like this (unless there is a reason why
(hey should be higher or lower?2):

) 7] 172
hW —

Allhough the crotchet rest can be written in either of two ways,
t is the standard form used in printed music, including examina-
lion papers.

A bar which is completely silent is marked with a semibreve
rest — not only in % but also in% and ¥ .

12 Tied and Dotted Notes

A tie (™ or — ) joins notes which are next to each other and
which have the same pitch, meaning that one note must not be
higher or lower than another. Tied notes become one continuous
sound, their time values being added together. For example,

o
sounds the same as

" See The AB Guide to Music Theory, Part 1, 3/1.
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Notice that a tie goes from the head of the first note to the head
of the next, on the outside:

Any number of notes can be joined in this way, provided they are
next to each other and have the same pitch. (There is more
about ties in Section 18.)

A dot after a note makes it longer by half its value:

J-d+l L-l+d M- Dbed

So there are two ways of making a note longer: it can be tied or
it can be dotted. For example:

= =FE-E F=HEIE

However, you cannot always choose which to use. One impor-
tant difference between them is that a tie can be used across a
bar line, e.g.

==

but a dot cannot.

If the note is in a space, the dot goes in the same space (as in
the examples above). If the note is on a line, the dot normally
goes in the space above:

= =

= o = == ot e

Section 13 15

13 Keys and Key Signatures

A piece of music made from the notes of a scale is said to be in
the key of that scale, and the first note of the scale is the
keynote of the music. This, for instance, is in the key of D major
because it uses the notes of the scale of D major:

1 i1 4
1

frees

] —

Usually, however, the necessary sharps or flats are not put in
individually before all the notes which need them. Instead, they
are shown at the beginning of each line of the music, after the
clef. This makes the music easier to read. The above melody, for
example, would normally be written like this:

#" - T — o e e

Sharp or flat signs after the clef are the key signature of the
music. In the example above, notice that only one F has been
marked with a # in the key signature: the one on the top line.
Also, only one C has been marked with a §: the one in the third
space. This is because a sharp or a flat in a key signature
always applies to all notes with the same letter name; so all three
I's in the melody are to become FY, and both the Cs are to
become C4.

The music examples printed on the next two pages show all
Ihe scales set for Grade 1. They are printed here in semibreves,
both going up (ascending) and coming down (descending), and in
both the treble and the bass clefs. The semitones are marked
I~ . There are no sharps or flats in the first scale, C major,
and therefore it has no key signature. The other scales are
printed both without and with key signatures.
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endin . descendin
asc g C major g
A 1 1 h [ — | —
L’ & 1’
P ¢ ] O o
=y [ & ] ~ e [6 ] O
[ & B ~ 13 P=Y
% e U - gg O o
1 1
o O © © o0 o
Q o O e P=Y
%0 — } o
. . G major
without key signatures:
| —
0 o O ) OHo
1’ o L3 #7 L’ i [. A= & BN
o < O o
=== = ===
| L 1 1
a Y ey
0 =Y 0 F . e © ] o
oL © e : — © (8] ©
with key signatures:
1
He PR « N HHd O o
u“n PoY [ ] ~ - hdi ® 1 o O =
E=—=—— & ==
o
| P | | m—| . L] | ]
O . 0O o
D = E"H ~ 13 o
— e oo — o ) Py
. . D major
without key signatures:
A [ a— — 1 h [ a—| [ —
. to—o— {—ofo o
iy PN & 1t 0o o4&
on b=l 1 & BEP=Y
S——3 &= o
1 1
o offe @ nﬂe o o
. = -~ L X1 A=A S I . PN
o L — #O—o 5
with key signatures:
) — s —— —
g el ©O- i il O
Rl o O 7 o ~ 0
oL il 0 o
O < A=A O BN
o © :% o«
i 1
— o oL 2 e o o rl‘_l

Section 13 17
) . F major
without key signatures:
0 — ! o —
17 4 l o4O 1’ & ~ 0O o 1
. hey O3 7 ho A & V=Y
@ O % Peo—r—
[ & B4 ~ 1
oJ
— — — —
o2 T oo U SFeue g
o OV LA"ANN & EEP=N
O hadN @ J
with key signatures:
0 — = o —
25 soe o Hpoueo
(= % e
o o
[ | L L T
&Ih 7 & M — ﬁL — o
v o O Ld 0O o
LS B haadi ©

Note carefully how the key signatures were arranged above:
Ihe sharps and flats must always be on exactly the right lines or
in the right spaces according to the clef:

G5 major (one sharp: F#)

1) major (two sharps: F4 and C§)

I major (one flat: Bb)

o
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14 Accidentals

Individual notes can be raised or lowered a semitone by using a
sharp, flat or natural sign. For example, the second note here is
F sharp (because of the key signature), but the §in front of the
last note in bar 1 changes the note to F natural:

4 | — I I I ..-_1 P-l [_|
% g 1 1 — 1 | =: 3 .‘ |
(F}) (F) (GH#) (Gh)

Similarly, in bar 1 both the Gs are G naturals, but in bar 2 the §
sign raises the first G to G sharp. The § sign then changes the
last G back to G natural again: in other words, the k ‘cancels’
the #. Sharps, flats and naturals such as these are called
accidentals.

An accidental also applies to all repetitions of the note in the
same bar:

G
or until it is replaced by another accidental:

ST

(F#) (Fh)

Thus these flats marked # are unnecessary, and should be
regarded as incorrect:

Section 15 19

Unlike a sharp or a flat in a key signature, however, an accidental
applies only to notes on the same line or in the same space.
Therefore the top G here is G natural, in spite of the § before the
second note:

A pr—— o o
i e |
(€] (Gh)

An accidental stays in force throughout a note tied over a bar
line:

1 T “not T T
1 1 11

Eb —)

But if the same accidental is required again after the tied note, it
must be written in again. The § marked * here is an example:

]
AW
= —

15 The Degrees of a Scale

The various notes of a scale (1st, 2nd, 3rd etc.) are also known
as degrees of the scale: the 1st note is the 1st degree, the 2nd
note is the 2nd degree, and so on. Therefore we can say that
every major scale has a semitone between the 3rd and 4th
degrees of the scale, and between the 7th and 8th degrees. For
example:
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in D major (ascending)

f — ——
===

Ist  2nd 3rd 4th 5th  6th  7th (8th)

in D major (descending)

f !

1 = Ty = i
=y _!fn P
m - (8]

(8th) 7th  6th 5th  4th  3rd 2nd  1st

in F major (descending)

— —
g’- =N
"] ~ (8] P
Y hsd [® ] O
v b (8] o

O
(8th) 7th  6th 5th  4th 3rd 2nd  1st

Note that in descending scales, we still count the degrees from
the bottom up. Normally, however, the term ‘8th degree’ is not
used, because the ‘8th’ degree has the same letter name as the
1st degree. So the top note of the scale is the 1st degree again,
as in these examples:

D major (ascending)
Y .o

P=Y Ty o =
O o

E==

o [@ ] ~
©

O
1st 2nd 3rd 4th 5th 6th 7th 1st 2nd 3rd 4th etc.

C major (descending)

h=d o

o
0 e [@ ] O
0 =5 (8] O
hd iy Py

L — —-—

Ist 7th 6th 5th 4th 3rd 2nd 1st 7th 6th 5thetc.

Section 16 21

{Ihe black note-heads show how the numbering continues il ihe
woale goes on further.)

I'he next example is the same as the melody printed on p. |h,
il with the degree of the scale added underneath each note:

R ====2 =

3rd  1st 2nd  5th 6th7thlst 3rd 2nd 3rd4th5th 7th  lsl

16 Tonic Triads

As well as numbers, the various degrees of a scale also have
names. In Grade 1, the only one you will need to know is lhe
name of the 1st degree, which is called the tonic. When the 1sl,
3rd and 5th degrees of a major scale are played together they
are called a tonic triad. All of these, for example, are loni
friads in the key of C major:

b= = =

Below are the tonic triads of all the other Grade 1 keys in the
Ireble and bass clefs, printed with their key signatures. The
bottom note of each triad is the keynote:

{0 .
G major ﬁ e
— =
0 . =
Dmajor fetg— X8 —
.) O

o]

n
I* major W ) b
o

e

or
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If the tonic triad of D major is written without a key signature it
will of course need an accidental — a # before the F:

17 Intervals (Number)

‘Semitone’ and ‘tone’ are words which apply only to notes which
are next to each other on the keyboard, or next-but-one. But
intervals can also be described as numbers, and in this way you
can describe the interval between any two notes. The ‘number’
of an interval is the number of scale-degrees which it contains or,
to put it another way, the number of letter names which are
included in it. For example:

D E

(two letter names) is a 2nd,

(G
& — ¥
C-E fis— < (three letter names) is a 3rd;
cC ) E
e
C-F %‘ (four letter names) is a 4th;
¢ i B F

C-G ﬁ (five letter names) is a 5th;
and so on.

In Grade 1, the lower note of an interval will always be the
keynote of one of your scales (C, G, D, F). So if the upper note
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is, say, the 5th degree of the scale, the interval also will be a 5th.
You will only be asked about intervals up to an 8th. The 8th itself
is called an octave (written as ‘8ve’). These are examples of all
Ihe Grade 1 intervals, shown here in the treble clef:

[@ ]

[@ ]

-
C major #
& 8

2nd 3rd 4th 5th  6th  7th 8ve

1=
Ll
¢
ol (o
b

i o x;
G major ()

2nd 3rd 4th 5th 6th  7th  8ve

. '_lnl ﬁu. F=
D major b3 = o e ) =
s o4 3] (8] O O O (8]
2nd 3rd 4th 5th  6th  7th 8we
. e T = [ ] ©
F major @ ————qy = o =
i [ % ] [ % ] [ % ] (&} L) LY

2nd 3rd 4th 5th  6th  7th  8ve

If the two notes of an interval are played together (as above)
it is a ‘harmonic’ interval. If they are played one after the other,

e.g.

it is a ‘melodic’ interval.
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18 The Grouping of Notes Within a Bar

There are some conventions about the ways in which notes are
grouped together. They help the performer to read the music
more easily and quickly. Below are some which you may need to
remember in Grade 1, particularly when you write the answering
two-bar rhythm.

1 Beam together
(a) two quavers which could be replaced by a crotchet:

17301 1001 1341 137001 & )l

(b) four quavers which could be replaced by a minim:

17350 1J73) | 3) J7 2 JJ3) 73701

{c) six quavers filling a complete bar of 3:
AEEEEE]
(d) four semiquavers which could be replaced by a crotchet:

(e) and these groups which could be replaced by a crotchet:

Jod Jddd Ld Sl LD

(Notice how single semiquavers are beamed: ﬁ J\ ﬁ , for

example, becomes )
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There is an important exception to (b): in % do not beam
quavers across the middle of a bar (between the 2nd and 3rd
beats):

1 JT730 | swrong,
$J 30 | srg

2 Avoid ties where possible
Do not write tied notes within a bar if you can use a single note
(or a dotted note) instead. So write:

1. Y VP
S S SRR
104 Ietg) 4 )
£ U et JdJ |

1 Imedd JJ
1)) el ) J |
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i

3 Mgl [
10 M3 e g ST

However, a tie must be used between beats if one of the notes
is a semiquaver. For example, write:

A nvﬁﬁ I not 'l oy |

3 Choices
Two or more groups of beamed notes may often be beamed
together. For example,

RT3 [mabeveaned § 7T |

Both of these are clear, and therefore acceptable: it is not the
case that one is ‘right’ and the other ‘wrong’. On the other hand,
these two groups of beamed notes

z J—'ﬁﬁj ' — because it is not nearly so easy to
: see where the second beat begins.

This last example, therefore, is unsatisfactory.

| become very unclear if they are beamed
together —

Sometimes you may notice in your music a place where a
convention is broken. If this happens, a likely explanation could
be that the composer is indicating something special about the
way in which the music is to be played.?

3 For more information see The AB Guide to Music Theory, Part I, 5/1,
6/1,6/3,11/2.
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19 Performance Directions (Terms and Signs)

Below is a list of Italian words and their meanings which you
should know in Grade 1. (It is the same as the list printed in

Music Theory in Practice, Grade 1.)

accelerando (or accel.)
adagio
allegretto

allegro

andante

cantabile

crescendo (or cresc.)
da capo (or D.C.)

dal segno {or D.S.)
decrescendo (or decresc.)
diminuendo (or dim.)
fine

f (= forte)

ff (= fortissimo)
legato

lento

mezzo

mf (= mezzo forte)

mp (= mezzo piano)
moderato

p (= piano)

pp (= pianissimo)

poco
rallentando (or rall.)

gradually getting quicker

slow

fairly quick (but not as quick as
allegro)

quick (literally ‘cheerful’)

at a medium (‘walking’) speed
in a singing style

gradually getting louder

repeat from the beginning
repeat from the sign %
gradually getting quieter
gradually getting quieter

the end

loud

very loud

smoothly

slow

half

moderately loud (literally ‘half’
loud)

moderately quiet (literally ‘half’
quiet)

moderately (allegro moderato:
moderately quick)

quiet

very quiet

a little

gradually getting slower
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ritardando (or ritard. or rit.) gradually getting slower

ritenuto (or riten. or rit.) held back
staccato {or stacc.) detached
tempo speed, time (a tempo: in time)

You should also know these signs, printed in Music Theory in
Practice, Grade 1:

— = crescendo (gradually getting louder)
— = diminuendo (gradually getting quieter)
- - over two different notes (not to be confused
with a tie) or over a group of notes is called
a ‘slur’: perform the notes smoothly
Sva = ottava (octave)
Sya T 1 (over a note or notes):
g ! perform an octave higher
8va ... i (under a note or notes):
Bonororramed perform an octave lower
a dot over or under a note r J = staccato
> over or under anote | = accent the note
~ over a note or rest
pause on the note or rest
7 under a note or rest

= and = repeat marks — at the second sign, go back to
the first sign and repeat the music from there
(the first sign is left out if the music is repeated
from the beginning)

M.M.J =72 72 crotchet beats in a minute
{or just J =72) (M.M. is short for Maelzel’s Metronome)

Grade 2

1 Time Signatures: 3,3,3 and 3

The time signatures in Grade 1 all had 4 as their lower figure: §,
% and 4. Grade 2 adds some time signatures with 2 or 8 as the
lower figure: §, 8, 4 and . The 2 shows that the beats are
written as minims (half notes), and the 8 shows that the beats are
written as quavers (eighth notes). So:

% means two minim beats in a bar

80 41001 J]

3 means three minim beats in a bar
3 J JI1JJdI1dd ]
% means four minim beats in a bar

P R R FAV A

£ means three quaver beats in a bar

8J I J T3]

On paper, music in % looks exactly the same as music in § if
you ignore their time signatures. For example, this could be
in either % or §:
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If there is a time signature of %, the music will be felt to have four
beats in a bar, as marked 4 here:

L A N B R R

But if there is a time signature of § it will be felt to have two beats
in a bar:

Music with two beats in a bar is said to be in duple time.
Music with three beats in a bar is in triple time, and music with
four beats is in quadruple time. Therefore in Grade 2:

* the duple time signatures are g and §;
* the triple time signatures are §, 3 and § ;

¢ the quadruple time signatures are 4and .

A triplet is a group of three notes performed in the time of two.
For example:
3

performed in the time of

—3—

J J J performed in the time of J J

The sign for a triplet is the figure 3 written either above or below
the middle note. A curved line (like a slur) or a square bracket
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may be added. This is not really necessary if the notes are
beamed together, but it is usual in all other circumstances:

——

Joeer

Vs Moy, s
I T 7T 1T 17 ]
ﬁ#ﬁj—‘—FM P +—r—T T 11 = ]
| 1 L= 2| N — 1
D) = T

i

==

l
L J

A BB
L.TAN

T

These are examples of minims and semiquavers forming triplet
groups:

—3—

J J J performed in the time of J J

/3‘\I
:4: [‘_“,‘I L
I

3
ﬁﬁ performed in the time of ﬁ

TESSes

A triplet group can include rests, as can be seen in Section 3.
It can also include notes with different values provided they add
up to the equivalent of three equal notes:
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—3— —3—

Dol TRl TN CITh

Jh Nommo Imoeih

g 8 5

3 The Grouping of Notes

There are only a few points to add to what was said in Grade 1
about avoiding ties and about beaming notes:

1 Avoid ties where possible

In§and 4, write o- not o J

—

2 Beam together
{a) in &, six semiquavers filling a complete bar of g:

8J73774l

(b) in % , g and %, eight semiquavers which could be replaced by
a minim:

Prprrrrrrrrrprpl

Compare the last example with:

PPFP PR EEER ]

The explanation for the different beaming is that in both
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examples the notes are beamed in beats: two minim beats in §,
and four crotchet beats in % .

Rests may be included amongst groups of notes which are
beamed together:

4 The Grouping of Rests

In 3,3 and §, a completely silent bar is shown by a semibreve
rest:1

When bars contain both notes and rests, it is a general rule
that a new rest should be used at the start of every silent beat:

ot )~ )]0

ot §= J 1= |
o FNE 6 )]
or § 0 7|7k D

! The same is true of all time signatures except %, which requires a breve
rest. However, you will not be asked about this in Grade 2. (Questions
involving the use of breve notes and rests are not set until Grade 4.)

with crotchet beats:

gdr e )|V
Ber e

AR ER AT
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with quaver beats:

g7 v DD 7I ot 8 DI he |

with minim beats:

%“JlJ“lmt J1d= |
it = 1=t S g0 |- J]
nor%J‘glllJl

g
3

But otherwise there should be as few rests as possible:

with crotchet beats:

RN

with minim beats:

8 = |= J | nt ) 22| )|

There is an important exception to the rule that ‘a new rest
should be used at the start of every silent beat’. When there are
four beats in a bar, a two-beat rest should be used for the first
two beats, or for the last two, but not in the middle:

not ZJ ‘/‘/l'/‘/JlM

with crotchet beats:

) = |- J |ownegd= J|

g == 2 J|Tount g )= |- ]
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with minim beats:

° |Hbut not % J hl J '
=4
but not %J - |' J |

Notice that two-beat rests in the middle of a four-beat bar are
treated differently from two-beat notes:

ZJ 3 { J |w’iscorrect
ot §J = ) |7

84 11V
but ZJ U J | x would be incorrect

%J - = J | ’i;correct
but % J

% J o J |/”His correct
but % J J J J | ‘\INOU]d be incorrect

When a silence lasts for less than a full beat, each subdivision
of the beat must start with a new rest. Here, ‘subdivision” of the
beat means each half beat or even each quarter beat. Below are
examples of half-beat rests. To make them clearer, the full beats
are marked 1.

1; - lt

e

would be incorrect

is correct

J | A would be incorrect
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a J beat can be divided into ﬂ or ﬂ :

not %J

a 4 beat can be divided into F or U 3

3 N1 e MY o R D D]

a J) beat can be divided into y 7 or 3 §:

BN N7y MY e BN N A

A silence which lasts for more than a number of full beats is
shown by as few rests as possible, but they still follow the rules
explained above. The best way of understanding this is to see
how the beats are arranged in a bar which contains only a single
note, either at the end or at the beginning of the bar. For
example, in a bar of 4 ending with a semiquaver:

; |
the rests are arranged

=+ 1

N

first,  a minim rest (for the first two crotchet beats),
second, a crotchet rest {for the third crotchet beat);

third, a quaver rest (for the first half of the fourth crotchet
beat);

last, a semiquaver rest (to make up the second half of the
beat).
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(Notice that it is not standard practice to write the bar as

even though you may sometimes see this, and it is certainly
simpler.)

If a bar of % starts with a semiquaver, the same rests are used
to complete the bar, but they have to be arranged in reverse
order:

.:l':t
F

« the semiquaver rest completes the first (quaver) subdivision of
the first beat;

e the quaver rest provides the second (quaver) subdivision of the
first beat;

e the crotchet rest completes the first half of the bar;

¢ the minim rest provides the second half of the bar.
The rests are arranged the same way in §, except that the

minim rests become crotchet rests:

In # and 4, of course, the beat is a minim. The subdivisions of

the minim beat at the end/beginning of a bar are shown by the
brackets above these examples:

[ 1 r

HE—=— :

2
Riiad

n

1
il

In 8 the notes and rests would be exactly the same as in the
% examples.
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5 Ledger Lines ——— de fa ©

You may be asked to name or write notes needing up to two

LIz =N
o]
L4
o
o)

ledger lines above or below the stave. Below is the complete F———
range of the Grade 2 notes. The new notes are written as black D = o P —— oo ©
note-heads: o =

,nea=Z® These three sharps form the key signature of A major:

BCDEFGABCDEFGABCDEFGABCDEFGABCD
naa - E
&> o2l = =_———— When the scale is written with its key signature, the sharps are,
¥ = . P
= of course, not needed before the individual notes:

e
&

As you can see, some of these notes can be written either in the

A —3 . 5o ©
treble clef or in the bass clef. These two passages sound exactly oo
the same: %
I I =
s —

il o (8]

]

— —] .
7 The Scales of B Flat and E Flat Major

All the scales we have had so far started on a white note of the
keyboard. But these two scales — Bb and Eb major — both start

6 The Scale of A Major on a black note. This is the scale of Bb major:

Remember that in every major scale there is a semitone between A e —
the 3rd and 4th degrees, and another between the 7th and 8th %‘27 — = =  —
(=1st) degrees. All the other intervals are tones. So if we start a bo e 0 © 7

major scale on A, the notes C, F and G all have to become C#, L

F# and G# ﬂ:_lh_ﬁ_ht; = ¥
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Notice that it needs an Eb as well as the Bb to keep the semitones

in the right places. These two flats form the key signature of Bb:

major:

Here is the scale of Bb major written with its key signature:

o ) Ll' -
o ==
¥ = B —
= ¥ o B = N —
ks £= 4 s
| i
% (%]
= o
g:; 114 = ¥ & —
1Y P=Y [ %] —
i € —

The scale of Eb major needs an Ab as well as Bb and Eb:

iy

[ 8]

e
am
0
o]
L
=)
|
28
]
Y
=

The three flats form the key signature of Eb major:
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IHere is the descending scale of Eb major written with its key
signature:

| L 1
A ¥ =
ol =% (% ] Py
L. e i3 =
= i¥ 1=
— r—
Ly
Dl L% ] Py
bl bt L% ] o3
L) [ ] =
b= o =3

8 Key Signatures

The key signatures of the major scales in Grade 2 contain up to
three sharps or up to three flats. Key signatures never mix sharps
and flats: they contain either sharps or flats. Every new key
signature adds one more sharp (or one more flat):

Sharps:
1 sharp (F#) = G maijor
2 sharps (F# C#) = D major

3 sharps (F§ C§ GH) = A major

Flats:
1 flat (Bb) = F major
2 flats  (Bb Eb) = B} major

3 flats (Bb Eb Ab) = Eb major

mHTHEE
AR oH R E R
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The sharps or flats in a key signature are always written in the
order shown above. In the key of A major, for instance, the F# is
written first, then the Ct, and lastly the GY. Notice, too, where
the sharps or flats are placed on the stave. Any other arrange-
ment would be incorrect. (Here are some WRONG ways of
writing these key signatures —

ﬁ % i % ﬁ

— but there are plenty more!)

9 Harmonic and Melodic Forms of the Minor Scale

As well as the major scale there is another type of scale with
seven notes: the minor scale. But unlike the major scale, the
minor scale exists in two different forms. These are the
harmonic minor scale and the melodic minor scale.

To illustrate the similarities and differences between harmonic
and melodic minor scales, here is the scale of A minor in both
forms. The semitones are marked ™1 , and the degrees of
the scale are shown underneath.

ascendin L descendin
8 A harmonic minor g
| — | —
n oo © A oo o
\J O O [ 6 ] il L1 17 At r [®] Py
o= —=x

17654321

A melodic minor

h=d A © o0 o

=y
~ {3

17654321
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Notice that:

e there is always a semitone between the 2nd and 3rd degrees
of the scale;

e the harmonic minor scale (like the major scale) is the same
both ascending and descending;

e the melodic minor scale is not the same coming down as
going up. In the ascending scale the 6th and 7th degrees are
raised by a sharp (F4 and G¥), but in the descending scale the
7th and 6th degrees are unaltered (the notes are G natural
and F natural);

e the harmonic minor scale includes three intervals of a semi-
tone, and it also has an extra-wide interval (equal to three
semitones) between the 6th and 7th degrees.

The good news is that in Grade 2 you will not be expected to
know about both forms of the minor scales. You may choose
which form you want to answer questions on — either harmonic
or melodic. But you must know which form you are using; and
you must stick to your chosen form, not chop and change
between the two. The minor scales for this Grade are set out in
full in the next two Sections. The harmonic scales are in Section
10 and the melodic scales in Section 11, so you will need to
study only one of these sections.

In both sections the scales are printed without and with their
key signatures except for the scale of A minor, which has no key
signature (like the scale of C major). The A minor scales are
given only in the bass clef since we have already had them in the
treble clef.
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10 The Harmonic Scales of A, E and D Minor D harmonic minor

without key signatures:

A | — | — 1 h T 1 r 1 r 1
7 A 1 ny © g~ 1l I
di descendi %;o s ovoRT — T
ascendin o escendin P S —=
g A harmonic minor g b

— e — — T —1
—— c#l'l_e_ :cﬁ.‘u o — nbnﬂﬁ o nﬁ@bn O n'—‘

= —=
e — S an oo =¥ T rews
) E harmonic minor with key signatures:
without key signatures: n — — —— g —— —)
T 1 T 1 1 A T —— — Y o4 P=1
. o Ho— 5 O © = = T o
§ Y o O © Oy o1 o © hadi o
oLy =7 bl & HP=Y
o T L= — —
— C afe o ofe o - b
= 04 o =
— — — — — = %- P B T — g
#: ﬂ'e 8 ﬂ D Ho :b" = ﬁb
PN g ¥
e PoY [ & B4 =1 cll
o0 7O e
with key signatures:
o — —— Ay 1 —— —
iy o 1 8] 1 ¥
oLy 7 M A 0 o
[ | IV o
=— % =

— = =t —— — — 11 The Melodic Scales of A, E and D Minor

y‘ n X J n
ax . oy (¥ "# L8 ] ge ———————
o— X a4 =
i ©

o O 7 0 o
e U U e
ascendin L descending
g A melodic minor
‘ — MU o g —— —
——0g© i — e 5=
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» . E melodic minor 12 Relative Major and Minor Keys
without key signatures:

A L

) . . . .
¥ The words ‘harmonic’ and ‘melodic’ describe minor scales, not

hed — U ok 0 0. g q - R g

o % o minor keys. This is because a piece of music in a minor key may

use notes taken from both forms of the minor scale. Therefore a

=== 3 . k) ts b 1]
=¥ o I T piece is simply ‘in E minor’ or ‘in D minor’ etc., not ‘in E
stoo——— —Tefo 5 harmonic minor’ or ‘D melodic minor’ etc.
You can see in the minor scales printed in Sections 10 and 11
above that:
e the key signatures of minor keys do not contain all the sharps
m:h”key signatures: na or flats which may be needed;
1 1
i —ofaio - H o oo e the key of A minor, like the key of C major, has no key
% o—— @ s signature;
s the key of E minor, like the key of G major, has a key
—  — | . — — K
—————— e u- o — signature of one sharp: F#;

o 0 © R ¢ the key of D minor, like the key of F major, has a key
signature of one flat: Bb.

When a minor key has the same key signature as a major key
D melodic minor it is the ‘relative minor’ of the major key. Similarly, a major key
is the ‘relative major’ of the minor key with the same key signa-
ture. The same is true of the keys of A minor and C major, which

without key signatures:
A — — fH
© 1’ i

1”
o1 ©
@ oo have no key signatures. Therefore:
o Qo o oo I o the key of A minor is the relative minor of the key of C major,

P oo o T — — and

the key of C major is the relative major of the key of A minor;

]
]

=y

1
O 7 =~ T hey
LA 8 ]

Exx

¢
d?

)
]

0
o

s the key of E minor is the relative minor of the key of G major,

| and
with key signatures: the key of G major is the relative major of the key of E minor;
9 - | — u.'—ﬂ‘ 9 S | — —
W @b:v S o = s the key of D minor is the relative minor of the key of F major,
and
— ko fo O 2654 — the key of F major is the relative major of the key of D minor.

0

3:, et S g (8]
= 5 O o

<P
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Although a major key and a minor key may have the same
key signature, they are different keys. They have different
keynotes (tonic notes) and different tonic triads. Compare the
tonic notes (in brackets) and tonic triads of these keys:

C major % and A minor gjnj_;ﬁ___
G major and E minor ﬁ: a

A —_§'ﬂ - o
F major ﬁ and D minor _é—l’

You will see in later Grades that every major key has a rela-
tive minor key and, similarly, every minor key has a relative
major key.

&

13 Intervals

The questions on intervals in Grade 2 will include questions using
the new scales in this Grade — both major and minor. As in
Grade 1, the lower note of the interval will always be the keynote
of the scale, and you will have to know only the number of the
interval. The number of an interval is the number of letter names
which it contains, and this stays the same whether the scale is
major or minor. For example, both of these are intervals of a
3rd, since they both include three letter names:

A@®B) Ct A B) Ch
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[t makes no difference to the number of the interval that C is C#
in the first example but Cf in the second example.

Remember that if the two notes forming an interval are
played together (as above) the interval is ‘harmonic’. If they are
played one after the other, they make a ‘melodic’ interval, and it
does not matter which of the two is played first: both of the
intervals marked 1 here are a 5th:

|
/

14 Performance Directions (Terms and Signs)

Below is a list of Italian words and their meanings which, in addi-
tion to those in Grade 1, you should know in Grade 2. (It is the
same as the list printed in Music Theory in Practice, Grade 2.)

a at, to, by, for, in, in the style of

al, alla to the, in the manner of (alla marcia:
in the style of a march)

allargando broadening (getting a little slower and
probably a little louder)

andantino slightly faster than andante (but may
also mean slightly slower)

assai very (allegro assai: very quick)

con, col with

dolce sweet, soft

e, ed and

espressivo

(or espress. or espr.)  expressive
fp (= fortepiano) loud, then immediately soft
giocoso playful, merry
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grave
grazioso
larghetto
largo

ma

maestoso
meno

molto
mosso, moto

non

piu

presto

senza

sf, sfz (= sforzando
or sforzato)

simile (or sim.)

sostenuto

tenuto

troppo

vivace, vivo
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very slow, solemn A wedge sign ¥ indicates a super-

—u-
| N

graceful . staccato (staccatissimo): the note is to
rather slow (but not as slow as largo) be played as briefly as possible and
slow, stately perhaps accented as well.

but

maijestic f J The sign - means that the note is to be
less o

given a slight pressure (and generally
very, much slightly separated).
movement (meno mosso: slower; con

moto: with movement)
not

more

fast (faster than allegro)
without

forced, accented

in the same way

sustained

held

too much (non troppo: not too much)
lively, quick

You should also know these signs:

Faf

rrfrdld

d 5 .

The sign > over or under a note means
that it is to be accented. A (over) and v
(under) mean the same, or even
stronger accents.

Dots inside a slur mean that the notes
should be slightly separated (semi-
staccato), but less so than notes with
ordinary staccato dots.
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1 Simple and Compound Time

Music is in simple time when the beats divide into two equal
notes. The time signatures used in Grades 1 and 2 were all
examples of simple time signatures:

in§,3and % the ] beat divides into ) ) (n )
ing,§and % the ] beat divides into J J
in g the ) beat divides into N J) (ﬁ)

Grade 3 introduces time signatures of a different kind:
compound time. In compound time the beats divide into three
equal notes, and the beats are written as dotted notes. The
compound time signatures in Grade 3 all use a dotted crotchet
(dotted quarter note) as the sign for a single beat. Here, for
instance, there are two dotted crotchet beats in a bar:

14 T3 773

The time signature for two dotted crotchet beats in a bar is §,
meaning that there are six quavers in a bar. This can be
confusing, because there are also six quavers in a bar of § ; but
in § the six quavers would be the equivalent of three crotchet
beats. Compare

§JIJJTII). Jo fwe
10001000
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We saw in Grade 2 that it is possible to divide a simple time
beat into three equal notes by writing the three notes as a triplet.
So these two rhythms, for example, sound exactly the same,
even though they are written differently:

Serrr]V PR
§ STIJTI 4|

Nevertheless, a triplet is an exception to the general rule that
simple time beats divide into two, not three.
The compound time signatures in Grade 3 are § , § and 8.
¢ has two (dotted crotchet) beats in a bar, so it is in compound
duple time.
g has three (dotted crotchet) beats in a bar, so it is in compound
triple time.
12 has four {dotted crotchet) beats in a bar, so it is in compound
quadruple time.
Here you can compare these compound time signatures with
the simple duple, triple and quadruple time signatures which you
studied in Grade 1:

Simple duple time

2 ']L-r JLr | (two crotchet beats in a bar)

Compound duple time

g J: : . J: : r | (two dotted crotchet beats in a bar)
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Simple triple time

2 JLr JLr JLr I (three crotchet beats in a bar)

Compound triple time

(three dotted crotchet beats in

gl o d |
dddddgdddmys

Simple quadruple time

g J J J J | (four crotchet beats in

CrerLrer’ ava

Compound quadruple time

(four dotted crotchet

L4
SPerfrrfrrtrr! voemen

2 The Grouping of Notes in §, 2 and 12

Two full beats in compound time are written 4. 1:10t . J
Therefore J. should not be replaced by J. J. in any of these
bars: o

§4.1 8401 8JJ1 %) 4] %.JJI
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In§ and !§ a note lasting three full beats is written thus:

8 J

.

Y B SR

BLJ ) | e BLL

In 2 a note lasting four full beats is written thus:

‘E/J
Groups of notes adding up to complete beats are beamed
together in single beats, thus:

$ ST ST e 8T T

8) NJT I\ §) JTTI
8 T o § STTT5559 0701
Ties within a beat should be avoided:

8. J MlWw8s T3
g H) I 8) T3
s T ) e 85T L |

oot 80 J T B
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but when a note is tied across a beat a tie has to be used:
g J. JJ ) | ot §) JJ
= =

The tie between notes makes it easier for a player to see at a
glance where the beat comes. Notice the position of the beat
marked 4 in these further examples where ties are necessary:

S PN LN Yl |
g, JL;TTIHO‘SJ I
PP RN LS P

gl J DTN Nm 80 J U 2|

3 The Grouping of Restsin §, 2 and 12

In all these time signatures a completely silent bar is shown by a
semibreve rest (without a dot):

A silent beat may be shown in two ways: either by a dotted
crotchet rest (') or by a crotchet rest followed by a quaver rest
(¢ v). Both of these examples are correct and mean the same
thing:

6 v v J|Twa 8Lt 12 v |
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You are free to use whichever of the two ways you prefer, but
¢ is generally clearer (and is used in the examples given later in
this section). Notice that the following arrangements of rests are

WRONG:

§ ) vt vt J e § vv|roal |

In compound time, as in simple time, every new beat in a
silence needs a new rest, except in the first or second half of a
four-beat bar. Compare these examples in simple time with the
compound time versions underneath:

Simple triple time

$2 02 J )tk |t gm J|) - |

Compound triple time

gr v J ) v v |t §= J|) =~ |

Simple quadruple time

- v e |

Compound quadruple time

S PR

Simple quadruple time

I L S T Y

Compound quadruple time

B ) = | ot Ber ) ]
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Simple quadruple time

Py ]

Compound quadruple time

¥lrvr | not ) =~ |

Notice that in compound time, as in simple time, two-beat rests
in the middle of a four-beat bar are treated differently from two-
beat notes:

¥

R VN

v,

lg J # % J | ’iscon"ect

but lg J J J J | ’“’\’NOUld be incorrect
182 J J J |’is correct
g )

When you are dealing with silences of less than a full beat,
you have to remember that a beat in compound time has three
main divisions (J. = J J J), not two as in simple time
(4 = JJ). Quaver and crotchet rests within a J. beat are
arranged as follows {the I 1 marks have been added as a
reminder that each group is in the time of a J. beat):

J_ | ﬂi&/ould be incorrect

| (This is now standard, althoughy v J\ was often
¢ ﬁ written in earlier days.)
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Again, compare these examples in simple time with the
compound time examples underneath:

Simple duple time !21 ¢ J | J ¢ |

Compound duple time g S J | J v '

(N NI S S
(SN B R ACAE SN S

Simple triple time 2 4 ¢
Compound triple time g vt

Simple 2 - 2
quadruple time

BINEEEE
t bl - |

Compound
quadruple time

13 - 2

Each ) in the examples above can be divided into gy Nor
E as usual (see Grade 2, p. 36). For example:

Simple duple time z 14 vy ﬁl ﬁq v 2 |

S | EARE I S

Below are some examples of semiquaver rests in complete bars.
Notice that beaming helps to make the rhythmic grouping clear:

8733~y v | g8 Ny ST
8 9 ) le§r FJ |
870 1 33737970 |

Compound duple time g 8
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4 Demisemiquaver Notes and Rests

Grade 3 introduces a note with half the time value of a semi-
quaver: the demisemiquaver or ‘32nd note’. The note has
three flagsﬁ , and the rest has three hooks § . When demisemi-
quavers are beamed together they have three beams ﬁ . So:

a ﬁ has the same time value as E

a Jj has the same time value as ﬁ
a J has the same time value as 'ﬁ

Demisemiquavers are beamed together when they could be
replacedbya N, a ), a J ,orbya . in compound time.
Compare each of these examples with the rhythm in brackets
underneath:

1) SR 15
erof

F crr) (

E{Fﬁ%#) |

AN
ST,

(f* )

However, eight or twelve ﬁ s may also be beamed in groups of
four:

PrrrPrrrl N
(0t A

y

Srrrprr i
(AR NN 2D

and beaming them in this way often makes the music easier to
read.
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More complicated patterns of ﬁ s are certainly easier to read
if the notes are beamed in subdivisions of a J or (in compound
time) a J. beat. For instance, these examples are best written:

VRS, 1 e Tl
c_r
SR, | e 8RR

Demisemiquaver rests are arranged in the same way as quaver
and semiquaver rests. These two examples follow the same
pattern as the examples on page 60:

Simple duple time 23 A “7ﬁ| ﬁ-‘zq v ¢ I

Compound duple time

6 vy yiNMyr e |

5 Upbeat Starts

A piece of music may begin with a note or a group of notes
before the first bar line:

Schumann: ‘The Merry Peasant’, from Album for the Young
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This kind of opening is called an ‘upbeat’ start, because a
conductor’s baton or hand moves upwards before the downbeat
at the beginning of a bar. It is also known as an ‘anacrusis’. Many
examples of upbeat starts are given in Grade 3 of Music Theory
in Practice, particularly in Section I, which explains how to use
an upbeat start in the four-bar rhythm which you may be asked
to compose.

Upbeat starts often set a pattern for an entire piece, as in this
simple example:

Traditional: ‘The British Grenadiers’

Here the opening four-bar rhythm (marked A1l )
is immediately repeated (A2). Then there is a different four-bar
rhythm (B), although it too starts with an upbeat. Finally A1 is
repeated again (A3).!

Notice that A1 does not finish at the end of bar 4: it finishes
with the quaver rest. Similarly, A2 finishes with the quaver rest
in bar 8, and A3 with the quaver rest in the last bar. As a result,
the last bar is not a full bar (a full bar would have a crotchet rest).
The upbeat quaver at the beginning makes up for the ‘missing’
quaver at the end.

This explains something which you will often find in pieces
which start with an upbeat: the value of the note or notes before
the bar line at the beginning is deducted from the last bar. In

! A3 has become better known in a varied form.



64 Grade 3

other words, the time values of the upbeat opening plus the time
values of the incomplete bar at the end ‘add up’ to a full bar.
Therefore:

a piece beginning z J | could end | J |I

a piece beginning 2 J | could end | J |I
a piece beginning g J\ I could end | J J |I

a piece beginning Z J | could end | J |I

Of course, an incomplete bar at the end can include more
than one note, or a mixture of notes and rests, provided their
total value is correct. But they must be grouped in the usual way
up to the point where the bar stops short. What this means in
practice is that they must be grouped as though they were
followed by the upbeat notes at the beginning. For instance:

2B 4] Jooudend] J & [[butnot | ) = |
compare J # & J vt )= J I}
20 & [ coudend| J 7 7 [bwtnot | J 2
compare | ) 77 [F ot 14 2 J3N
LD 4 T3 |coidend| | ¥ 5]
compare| ) & 3 TN
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If a section of music beginning with an upbeat is repeated, the
repeat can be shown by the usual repeat sign (see Grade 1,
p. 28). ‘The British Grenadiers’, quoted above, is an example.
A2 is exactly the same as Al, so it does not have to be written
out again: it could be shown by a repeat mark instead. However,
the repeat mark must be in exactly the right place, which is after
the quaver rest in bar 4. Note that it is followed by a double bar
line, and that the passage marked r—*—1 ‘adds up’ to a full bar:

Al & A2 1 B

The sections marked Al, A2 etc. in ‘The British Grenadiers’
are examples of musical ‘phrases’. For further examples and

more information about phrases see Music Theory in Practice,
Grade 3 and The AB Guide to Music Theory, Part [, 9/1.

6 Ledger Lines and Octave Signs

In this Grade you may be asked to name or write notes with
more than two ledger lines. These, of course, simply continue
from where we left off in Grade 2 (p. 38):

[
e
14

e O

etc. etc.

]
o
m
-
(®]

C@:a
O ¢ #

w dl
> ol
o dll
T oH |

However, another way of writing very high or very low notes
is by using octave signs above or below the notes to show that



66 Grade 3

they are to be played an octave higher or lower (see Grade 1,
p. 28). For example,

oJ

can be written as

R 1
& _-
1 — 'E i 1
and
1 T '? T 1
B S — —— 1 |
P 2 é .t 1 #I#I T —
3 33 =
‘L_;F %
can be written as
3 ]
& - I t —— e I ]
i\ AR Y T T ) | | d [#] I 1
S’
Sva . 1

7 Octave Transposition

These two melodies are the same, except that the notes in (b) are
all an octave lower than the notes in (a):

T
Z;
Ll

i

e
ol

l
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The second melody is a transposition of the first. Music is
‘transposed’ when it is rewritten so that it will sound higher or
lower (or when it is simply performed higher or lower, without
being written out again).

At (b) the melody of (a) was transposed ‘down an octave’. The
transposed version could of course be written in the bass clef,
thus:

1L

|

£FEe . o

Fi.
1

T

0> .l" 17
(0 EF—F

1
)

but that would not change the transposition. The melody of (a)
has still been transposed down an octave in (c).

In the examination you may be asked to write a melody an
octave higher or lower, and using a bass clef instead of a treble
clef {or a treble clef instead of a bass clef). For example, if you
had been asked to write melody (a) ‘an octave lower in the bass
clef’ the correct answer would have been (c). Similarly, if you
were asked to write this melody:

%%—uﬂd_.ﬁﬁ_,_:

‘an octave higher in the treble clef’ the answer would be:

%}ﬁ] — — |
L :
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8 The Major Scales of E and A Flat

In Grade 3 you will be expected to know the scales and key
signatures using up to four sharps or four flats. The new major
scales are E major (four sharps) and Ab major (four flats). In
E major the new sharp is D$, and in Ab major the new flat is Db.
Here are their key signatures and tonic chords:

E major #@% ﬁ} ijv g - =
Ab rmajor % S —

These are the scales:

ascendin . descendin
g E major S
without key signatures:
H n O
m& %j“*c oo
il Ao O X . P2 §
© - b= & EP=Y
o hete sy
— P —
h‘_—fﬁ#nﬁﬁ e o fo—s
e RO 7 3o o
with key signatures:
04 — — p4d, — —
1f ot 1T (8] O
i oI © =y
P=Y [ & B4 hdil 6 ] P=Y
i | oam— | | H r | s |
0 h1q
%ﬁ———nn—e—u_ ﬁ"ﬁ"'g s
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thout kev sianat Ab maijor
without key signatures: ——
o IR e e a .
% — . mas ﬁﬁg
S bo —
0 1 1 = | & BAC L [ & ] = 1
S e T R F vh"'be_“_"_'_v{:-pn
with key signatures: — -

o]

o
q
[«
D
NS el
i
o
o]
|

9 The Minor Scales of B, F Sharp and C Sharp

The new minor scales with sharp key signatures are:

e B minor, with two sharps (F#and C#

e F¥ minor, with three sharps (F§, Ck and G¥)

e C#minor, with four sharps (F§, C%, G# and D3)

You will be expected to know both the harmonic and the melodic
forms of these scales (and of the minor scales set in Grade 2).

Notice that B minor has the same key signature as D major.
Therefore:
¢ B minor is the relative minor of D major. Similarly,
e F# minor is the relative minor of A major, and
o C# minor is the relative minor of E major.
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But the minor keys of course have different tonic chords from
their relative majors. Here are the key signatures and tonic
chords together:

— % = —

PR -
Ff minor Gyt—F—  Dp—m—
Y] g

Ci minor % St

Below is a representative selection of the scales of all the above
keys:

ascendin L descendin
% B harmonic minor g
without key signatures:
n 1 1 L — A 1 1 | —
¥ 4 4
ot S % © &u oW
= 10 Bl # 8 ]
oie @ 7 " Cfe o
with key signatures:
m — . A M | — | — | —
| ” A 7Y
e o
h FaRiie ] o =
o 13 = - L — .u_9_
oce Y Ueo

B melodic minor
without key signatures:

— 0O o
v = O ~ o
v I=) . #O o1
o RO o
o 1T

with key signatures: —

s O o
. T o
0 = X . N ~ 0 o
o =~
il ~ il

o]
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F# harmonic minor

without key signatures:
- 1

H TR PN 0 o
P=N S i
o ¥ 700 Ll =~ I w1l
.J b1{ S . ASd [ A=d _I'I_JI.(_)

I lodic mi
with key signatures: # melodic minor

PN L h
HF ——sfao Sif oo —
h 1 o b = 10 o
o © S0
. . C# harmonic minor
with key signatures:
— o Aud, — — —

fHan,
A7 LT3 it
o 2

3 o)
o 1Y il 2 P
- o ORe 7 S & P
P o . — (8 P
a U - Ua

C# melodic minor

| et |
e o T

T

1"

without key signatures:

10 The Minor Scalesof G, Cand F

The new minor scales with flat key signatures are:
e G minor, with two flats (Bb and Eb)

e C minor, with three flats (Bb, Eb and Ab)

e F minor, with four flats (Bb, Eb, Ab and Db)

Therefore:

¢ G minor is the relative minor of Bb major,

¢ C minor is the relative minor of Eb major, and
¢ F minor is the relative minor of Ab major.
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These are the key signatures and tonic chords of the minor keys
with flats:

O | .
Gminor B — Fprg—
& 8

C minor # ﬁ?ﬁz
A | =
F minor m %
O

Below are examples of the scales in all these keys:

ascending o descending
. . G harmonic minor
without key signatures:
1 1 1 T PR T 1
———Ssbofe - & Ofein g
b 13 <7 T ~ Ty hey
O [o HA 4 L= § ] o
with key signatures:
| e N . L)
& B o oo, ———
e 1 1 P S X - ASd s T ©
1Y o h. hedil & NPy
v © [ B i ~ P=Y
. . G melodic minor
without key signatures:
9 #9 o l O o1
b0 © i %—*—Um—e—n—!ﬂi
%—e LoD~ — U o
Dj
with key signatures:
N |l O o
P o O -© i O—
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. . C harmonic minor
without key signatures:
| ra—

b o © ° oy
: Ir}n P=Y [ HA"d : v=13 o })u
& O © ﬁ A= |
. - C melodic minor
with key signatures:
N1 — — .l — —
17 B g 1
h 1 | P V= 6 ) b I 1T
v O LLY =7 v r ~ 3 _
o O Y L Y
e U™ % T 0e
) . F harmonic minor
with key signatures:
— — T 1 — —
ﬁ | L. P _q_ | - S
X h oy ¥ 17 h U0 o
h |V oL >~ 1 Z K 1V | ~ 1T
L 1] o 3 vy hodill @ PN
LS Ead haudll © J
. ; F melodic minor
without key signatures:
1 1 1

N o N ol
Oo—© ©

1” 4 I O
I hog 3 7
o2 VT
[ 8 =4

11 Intervals

In earlier Grades you were asked to name only the ‘number’ of
an interval. But the number of an interval is not a full description
of it. For example, both of these are a 3rd:

1)

%m@g
o

yet they are not exactly the same. Grade 3 makes a start at
naming intervals exactly, although both notes of the interval will
belong to one of the scales you have studied, and the lower note
will still be the keynote (tonic).

In every major and minor scale, the intervals produced by the
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4th and 5th degrees above the tonic, and by the octave, are all
described as ‘perfect’:

N fn 1
\’ i )”
= — and % s = o
(8] © O o
=Y =) =3 k=S =3 =
perfect perfect perfect perfect perfect perfect
4th 5th 8ve 4th 5th 8ve

Note that these intervals are always the same both in major and
in minor keys. The 2nd degree also remains the same, and the
interval it produces is always a ‘major’ 2nd (even in minor keys):

major major
2nd 2nd
However, the other intervals (3rd, 6th and 7th) are not always
the same. The 3rd is a ‘major’ 3rd in a major key:

b

major

3rd

but a ‘minor’ 3rd in a minor key:

==

minar

3rd

In a major key the 6th and 7th degrees make major intervals with
the tonic:

g o
= -

major major
6th 7th
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But in a minor key there are two different forms of the 6th
degree and two different forms of the 7th degree (compare the
ascending and descending forms of a melodic minor scale).
When they are the same as in a major key, the intervals they
produce are still major:

© ©
major major

6th 7th

But when the lower forms of the 6th and 7th degrees are used,
the intervals become minor:

|
I

f

iF 7
il =
@vﬂ ¥ =
L= =

minor minor

6th 7th

Putting all these together, we get the following intervals above
C, the keynote of the scales of C major and C minor:

(4}
174
= 1% ]
. F= 8] =
O g
8‘ L= L= - © ©

major major perfect perfect major major perfect
2nd  3rd 4th 5th 6th 7th 8ve

A
I . n
1
% i roe ' Sm— 1 S E—— L
[ & ] b 22 1 +
& £ =3 = - =) - =) =
major minor perfect perfect minor major minor major perfect

2nd  3rd 4th 5th 6th 6th 7th 7th  8ve
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This pattern of intervals is unchanged in all other keys, even
though they may require different accidentals, for example, in E
major and E minor:

i i
LF LT = i¥
HE o o =
% ! r= S — = o =3 -ex =
major major perfect perfect major major perfect
2nd  3rd 4th 5th 6th 7th 8ve
4 p
. o T — S E— L ————
8] = ol i = 2

—a——————a—0——
major minor perfect perfect minor major minor major perfect

2nd 3rd 4th 5th  6th 6th  7th 7t Bve

The words major, minor and perfect (and others which we
shall meet in Grade 4) describe the ‘quality’ of an interval. Thus
the ‘number’ of this interval:

% is a 2nd, and its quality is major.

12 Performance Directions

Below is a list of [talian words and their meanings (in addition to
those in earlier Grades) which you should know in Grade 3. (It
is the same as the list printed in Music Theory in Practice,
Grade 3.)

rather slow (but faster than adagio)

at choice, meaning that a passage may
be played freely

agitated

with a minim beat, equivalent to¢( 3 ),
implying a faster tempo than the note

values might otherwise suggest

adagietto
ad libitum, ad lib.

agitato
alla breve

amore
anima

animato

ben
brio
comodo

deciso

delicato

energico

forza

largamente
leggiero

marcato, marc.
marziale

mesto

pesante

prima, primo
risoluto

ritmico

rubato, tempo rubato
scherzando, scherzoso
seconda, secondo
semplice

sempre
stringendo

subito

tanto

tranquillo

triste, tristamente
volta
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love ({amoroso: loving)

soul, spirit (con anima can mean
‘with feeling’ or ‘spirited’)
animated, lively (animando: becoming
more lively)

well

vigour (con brio: with vigour, lively)
convenient (tempo 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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1 Breves

A breve or ‘double whole note’ is a note with the time value of
two semibreves (= four minims or eight crotchets etc.). Therefore
it fills an entire bar of 4. It may be written in two ways: either as
lol or as = . A silent bar in % is shown by a breve rest:

==

Notice that it completely fills the space between the third and
fourth stave lines. 4 is the only time signature in which a silent
bar is not shown by a semibreve rest.

2 Double Dots

We saw in Grade 1 that a dot after a note makes it longer by half
its value:

I P N S Y

A second dot after a note makes it even longer, by adding half
the value which was added by the first dot:

SR I RPN . W Y

~——

Examples:

1M iloNM I 81311 |
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Similarly, a second dot after a dotted rest lengthens it by half
the value which was added by the first dot. Strictly speaking, of
course, a second dot breaks the convention that each subdivision
of a beat should start with a new rest (see Grade 2, pp. 35-6,
and Grade 3, p. 60). For instance, it would be standard practice
to write

RIRED S

rather than

AN

Nevertheless, you may see double-dotted rests used in situations
such as this last example, which is certainly clear.

3 Regular Time Signatures

Regular time signatures are those which indicate duple, triple or
quadruple time — either simple or compound in each case. The
regular time signatures which we have used in earlier grades are:
in simple time

3 {three quaver beats in a bar)
% Z % (two, three or four crotchet beats in a bar)
,% 8 % (two, three or four minim beats in a bar)
in compound time

2 12 (two, three or four dotted crotchet beats in a bar)

Grade 4 examinations may include questions on all regular
time signatures. In practice, some of these are rare (e.g. §— two
quaver beats in a bar), or almost never used (e.g.1? — four dotted
minim beats in a bar). However, all of these are common:
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in simple time
& (four quaver beats in a bar)
in compound time
$ 2 {two or three dotted minim beats in a bar)

3 & J&8 (two, three or four dotted quaver beats in a bar)

In % the notes and rests are grouped just as they would be in %,
e.g.

ES S =T
===

R NE |
He
i

i

The difference between the two is that 2 indicates two (crotchet)

beats in a bar, while & indicates four {quaver) beats in a bar.
The grouping of notes and rests in the new compound time

signatures is the same as in §, 8 and 1§ (see Grade 3, Sections 2

and 3) except that:

in § and % the time values are doubled, and

in 4%, 1% and {3 the time values are halved. You can see this by

comparing the following examples:
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4 Duplets

In compound time (where the beats are dotted notes) a beat may
be divided into two equal notes instead of the usual three. The
two notes are called a duplet. A duplet, therefore, is a group of
two equal notes which are performed in the time normally taken
by three of them. It is shown by a figure 2 above or below the
notes:

SITI 3 8JJJ 0T

A different way of writing the same thing is to add a dot after
each of the two notes:

§J700 tJJJ 4 )|

By using duplets in compound time or triplets in simple time,
it is possible to write a rhythm in either a compound time
signature or a simple time signature. For instance, all the exam-
ples below sound exactly the same — provided that the speed
of the beat (J J. J or J.)remains the same in all the
examples.

o 373773
G § ST o 857370
Aot 30 )0 J |
ot §J 0000 1 §0000 )1

!
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5 Double Sharps and Flats; Enharmonic Equivalents

This sign = is called a double sharp. It raises a note by two
semitones, for example:

£
| | I
F Ff Fx (= G)
+

The sign which lowers a note by two semitones is a double flat.
This is simply two flats together, bb, for example:
%ﬁ

Abb (I= G) Alb Alh
+

You can see from these examples that the note ‘G’ on the
keyboard can also be called and written as Fx or Abb. In fact,
except for Ab/GE, every note on the keyboard can have three
names. For instance:

C = B = Dbb
Ct = Bx = Db
D = Cx = Ebb
Eb = D# = Fbb

E = D= = Fb ...and so on.
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Notes which sound the same but have different names are some-
times said to be ‘spelt’ differently. They are also described as
enharmonic equivalents: Bf is an enharmonic equivalent of
C; so is Dbb; and all three notes are enharmonic equivalents of
each other.

6 The Scales of B Major and G Sharp Minor

The new scales in this Grade are those with five sharps or five
flats, namely:

e B major and its relative minor, G# minor;

e Db major and its relative minor, Bb minor.

The key signatures of the two ‘sharp’ keys (B major and G
minor) are:

?%amd%

Scales in each of these keys are given below. You will see that
a double sharp (Fx) is required in G§ minor scales. The Fx cannot
be replaced by G}, its enharmonic equivalent, because there
would then be no F of any kind in the scale.

ascending i descending
. . B major
without key signatures:
fH Oy
f Q_—’iﬁu—ﬂe—u—ﬂﬁ—
- e P=% 0 =4
hd " R0
e

with key signatures:
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G# harmonic minor
without key signatures:

with key signatures:

b

O © &W—F
Py =Y
© © —

be§
h Ul il O
©

S #

G# melodic minor
without key signatures:
I

o
Ot a

with key signatures:

o]

P
o1 — i

L
Ll by
T

7 The Scales of D Flat Major and B Flat Minor

The key signatures of the new ‘flat’ keys (D} major and B}, minor)
are:

ﬁamﬂfﬁmﬁ

Here are examples of scales in these keys:

ascending ) descending
! . Db major
without key signatures:

ebo

with key signatures:

|
i 17 by S
14

. "
L - r= Il
0 12 M4 e ¥ T I
LAl % re Yo 1
L d ¥ e T
L= 7l =

>
)
0
q

q

) (9]
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Bb harmonic minor
without key signatures:

A T 0 —9_'!711_9_11@.9—
- 5 e o o VY by

T oY
by L3 VT

bU abu'

with key signatures:

Ol
DN A Y
ﬁﬁ' N4

T
Ly

o © |

P
T o O
O
g

Bb melodic minor
without key signatures: 1
o210

A
T T o 1= 7 -
m' ]}E&I{I‘l_i @hﬂ'; T
> LiaZ W77 IU'U

with key signatures:

8 The Technical Names of Notes in Diatonic Scales

All major and minor scales are described as ‘diatonic’ scales. The
various degrees of a diatonic scale (1st, 2nd, 3rd etc.) are known
by names as well as by numbers. We have already used one of
these names — the tonic, which is the technical name of the
first degree of the scale. Here is a complete list:

1st degree:  tonic

2nd degree:  supertonic

3rd degree:  mediant

4th degree:  subdominant
5th degree:  dominant
6th degree:  submediant
7th degree:  leading note

8th degree:  (upper) tonic
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The tonic is of course the ‘keynote’ — the basic pitch of a
piece, the bass note on which the music ends. But the 5th degree
of the scale, the dominant, can be said to ‘dominate’ the music
since it has a special relationship with the tonic which gives it a
particular importance in harmony. Another influential note is the
7th degree, the leading note, so called because when it
appears in a melody it is often followed by the note above it (the
tonic). In other words, the leading note ‘leads’ up to the tonic.
Notice that the leading note is always the major 7th of the scale:
it is always a semitone below the keynote, not only in major keys
but also in minor keys. (When a minor 7th is used, as in the
descending form of the melodic minor scale —

N1 +
|7 A
§0E7 O —o—3ps

— it can be described as the ‘lowered leading note’ or ‘flattened
leading note’.)

The 2nd degree of the scale is called the supertonic because
it is the note above (‘super’ in Latin) the tonic. The 3rd degree is
the mediant (from a Latin word meaning ‘in the middle’)
because it is the middle note between the tonic and the domi-
nant. For example, in C major:

0 o
1’ 4 [ @ ]
[ @ ]

tonic  mediant dominant

The 4th degree did not become known as the subdominant
because it is the note below (‘sub’) the dominant — although it
is! — but for a more complicated reason. The subdominant is the
same distance below the tonic as the dominant is above it:

fH O

iy
(% ]

[ 8]

subdominant tonic  dominant
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Similarly, the 6th degree, the submediant, is the same distance
below the tonic as the mediant is above it:

f
17

[@ ]

L8 ]

submediant  tonic mediant

The lower note of the intervals used in earlier Grades was always
the tonic: the keynote of the scale. In Grade 4 you will be
expected to know the interval between any two notes, provided
that they both belong to one of the scales you have studied, and
are not more than an octave apart.

At the end of the section on intervals in Grade 3, there were
examples of all the intervals produced by the notes of the major
and minor scales above the tonic (see pp. 75-6). What you need
to know now is that the name of an interval does not change
if the same two notes are written with a different key
signature. For instance, all of these are perfect Sths:

and all of these are minor 6ths:

Likewise, all these intervals are major 3rds:

b B 4

—
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(because Gi is the 3rd degree of the major scale of E} even
though none of them has a key signature of E major.
Consequently there should be no difficulty about naming an
interval if its lower note is the keynote of a major or minor scale
which includes the upper note. The following examples name
and explain the intervals marked 1.

(Key: F major)

bt =l

a major 3rd, because E is the 3rd degree of the scale of C major;

(Key: C minor)

a minor 3rd, because D is the 3rd degree of the scale of B minor;

(Key: C major)

T |
} L }

a perfect 5th, because A is the 5th degree of the scale of D major;

{Key: G major)

—

b=l ] -

T 'i ) B = - 1

a minor 7th, because C is the 7th degree of the scale of D minor
(melodic form, descending).
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Naming an interval is more complicated when its lower note
is not the keynote of a scale containing the upper note. For
example, neither the scale of Eb major nor the scale of Eb minor
includes the Al in this interval:

fl

The interval must be a 4th (because it includes four letter names),
but it is not a perfect 4th. It is a semitone larger than a perfect

dth on Eb:

|

and a semitone larger than a perfect 4th below Ak

|

What, then, are we to call:

fl

In Grade 3 we needed only three words to describe the quality
of intervals: major, minor and perfect. Now we need two more:
intervals may also be diminished or augmented. The ways in
which intervals change their names when they are made a semi-
tone smaller or larger (but keep the same letter names) can be
summed up as follows:

o If the top note of an interval is lowered a semitone or the
bottom note is raised a semitone —
major intervals become minor,
minor and perfect intervals become diminished.
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¢ If the bottom note of an interval is lowered a semitone or the
top note is raised a semitone —
minor intervals become major,
major and perfect intervals become augmented.

It may help you to remember these name changes if you think of
them like this:

major ﬂ

minor

minor and perfect —;

diminished

major

minor —f

We can now see that

=

is an augmented 4th, because it is a semitone larger than a

perfect 4th. It is the interval between the 4th and 7th degrees of
the scale of Bb major:

==

or Bb (harmonic) minor:

S

augmented

major and perfect J
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Here are two more examples:

(Key: Eb major)

f | = |

1 1 1 Ii._t._,l y i

The interval

=

is a 2nd. D-Ef would be a major 2nd (because E is the 2nd
degree of the scale of D major); but D-Eb is a semitone smaller
so the interval is a minor 2nd.

(Key: B minor)

The interval

Fo—

is a 5th. Ck—G would be a perfect 5th (because G is the 5th
degree of the scale of C major); but C§-G is a semitone smaller
so the interval is a diminished 5th.

10 Triads on the Tonic, Subdominant and Dominant

A triad may be built on any note of a scale, not just the tonic.
Grade 4 includes triads on the subdominant and dominant of the
scales you have studied, as well as on the tonic. For example, in
C major:
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>

-

®

tonic subdominant dominant

In minor keys the notes of triads are those of the harmonic form
of the scale. Here are the same three triads in C minor:

N L

17 S

Il 1
5 (9] b
P S (0] |
%; 4 ] '
RS

tonic subdominant dominant

[row)

The note on which a triad is built is called the root of the
triad, so:
* the root of a tonic triad in C major or C minor is C;
e the root of a subdominant triad in C major or C minor is F;
» the root of a dominant triad in C major or C minor is G.

The tonic, subdominant and dominant triads are the primary
triads of a key. In major keys, all three triads are ‘major triads’
because they all contain an interval of a major 3rd above the
root. In minor keys the dominant triad is also a major triad.
However, in minor keys the tonic and subdominant triads are
‘minor triads’, because they both contain an interval of a minor
3rd above the root.

The roman numerals I, IV and V are often used as ‘short-
hand’ signs for the tonic, subdominant and dominant triads
respectively, for example {(in C major):

f
7 =

==

I Y \Y%

You may find these shorthand signs useful in your own work, but
you will not be required to use them in the Grade 4 examination:
you will be able to use just words if you prefer.
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Originally, the roman numerals were always written as capital
letters, and did not indicate whether the triads were major or
minor. But a useful development has been to use capital letters
for major triads only, and small (‘lower case’) letters for minor
triads, for example (in C minor):

i v v
This later method — known as ‘extended roman’ — is used in the
present book, although you should note that it is not used in
Grades 1 to 5 of Music Theory in Practice. If you do wish to use
roman figures in the examination, either method will be accept-
able: you will not be penalised for using capital letters only. Here
is a list of the primary triads in all the keys set for Grade 4:

N N
Cmajor Pg—f—8— Aminor ot —pgg—

f
G major ﬁ E minor m
T~ e—
D major @ B minor M
O

1 See Appendix D in Part Il of The AB Guide to Music Theory.
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H
Fioior GEFEBt=" D iner TSE=EE
A1 A |
Bb major m G minor %:
& =

Eb major 5 —  C minor W

Al
Ab maijor %ﬁ:ﬁ—_gzg F minor @

11 Chords on the Tonic, Subdominant and Dominant

A chord is a group of three or more notes which are played or

sung together. In conventional harmony the basic chords consist

of notes belonging to a triad. A triad is, in fact, the simplest type

of chord. However, it is also a special type, because in a chord:

¢ the notes may be used more than once, at any number of
octaves higher or lower; and

¢ the notes are usually spaced out, with gaps between them.

These, for instance, are all chords made from the tonic triad of
C major:




96 Grade 4

Because the bottom note (the ‘bass note’) of each of these chords
is the root of the triad they are all said to be ‘in root position’.
In Grade 4 you will not be asked to write chords, but you may
be asked to name certain chords in a few bars of music. The
chords will be tonic, dominant or subdominant chords only; and
they will always be in root position. All you need to know, there-
fore, is the key, and which degree of its scale the bottom note of
the chord is on. In this passage, for instance, the key is E minor:

il 2
t —-g——_r__l_ l : t I
e
. 5 » P

¢ The bottom note of the chord marked 1 is A, the 4th degree
of the scale of E minor, so the chord is a subdominant chord
(iv).

¢ The bottom note of the chord marked 2 is B, the 5th degree
of the scale of E minor, so the chord is a dominant chord (V).

Here is another example, this time in Ab major:

1 2 3

A L ; N
o —
Elz. :‘ .,j: f

T i A

I

#

o The bottom note of the chord marked 1 is Ab, the 1st degree
of the scale of Ab major, so the chord is a tonic chord (I).

¢ The bottom note of the chord marked 2 is Db, the 4th degree
of the scale of Ab major, so the chord is a subdominant chord
(V).
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¢ The bottom note of the chord marked 3 is Ab, so this is
another tonic chord (I).

Again, if you wish to indicate chords by roman numerals in
the examination you may do so, but you will not be required to
do so; and if you do use them you will not be penalised for using
capital letters only.

12 The Chromatic Scale

A chromatic scale is a scale consisting entirely of semitones.
Therefore a one-octave chromatic scale contains all the notes
within an octave, e.g.:

0 ,
- W =
n i =y [ @ BT S ] O HO
Iy P=Y [ F= [ @ NS ) hd il !
4%” o349 <t

However, the same scale could be written in many different
ways. This is one of them:

ViB
]

Jxwr
¢
=
=
O
[

fH

i ] 1
1 ¥ ] I ney 1 P=Y [ @]
hey 1ZP=Y P48 ] Is[ @] LA Ao

of & A= a1 | +

So the problem of writing a chromatic scale is not so much ‘what
are the notes?” as ‘what are we to call them?’. For instance, do
we write F-F$-G-G$-A or F-Gb-G-Ab-A}?

Chromatic scales are sometimes divided into two types: the
‘harmonic’ chromatic scale and variable forms of the ‘melodic’
chromatic scale.? In the examination you will not be required to
use either of these types. What you must remember, however, is

2 See The AB Guide to Music Theory, Part 1, 4/6.
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that there must be at least one note on every line and in every
space, but not more than two. This succession of notes is
wrong, therefore, for two reasons:

It is easier for a performer to read a chromatic scale (or a part
of it) if it is written with no more accidentals than are necessary,

e.g.:

4 f
% 5 is simpler than %ﬂgﬁt

Unnecessary accidentals can be avoided by remembering the
sharps and flats in the key signature, if there is one, for example:

0N N

M is simpler than FL-‘—EG—EO—W—
and

f =
7

o
%Qtﬁe—_ni is simpler than %ﬁm@i

Also, it can be confusing when a note which is affected by the
key signature is not actually used. For instance, if the first scale
given in this section were to be written with an F major key
signature it would be better with a Bb instead of an A:

L% ]

o)

Y
& BN ] —

&@:{:
o
i

o]

Ly

[

43
=
[}
a8
o]
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And if the same scale were written with a Bb major key signature
it would be better with an Eb rather than a D#:

A | L o
7 . Y P 0 E—

T
B 4 3 My i¥ LAF ~ 1
L3 O 2oy iy o - bl b L]
iy ¥ S5O i

13 Ornament Signs

You may be asked to recognise and name some commonly-used
‘ornament’ signs which indicate various decorations of a note.
The decorations are shown in two ways, either:

e by one or more small-size notes written immediately before
the full-size note which they decorate: t 7 S 5 )
and J, or

e by special symbols written above the stave: tr, ., v
and & .

None of these symbols or small-size notes counts towards the
number of beats in a bar: the time values of the full-size notes in
a bar would be exactly the same without any symbols or small-
size notes which may be included in it.

The names which you should use in the examination for the
ornament signs are given below. (More will be said about their
names in the Grade 5 section of this book, where there will also
be an explanation of how the signs are interpreted.)

and flag of the small quaver): an acciaccatura
(the Italian name) or a ‘crushed’ note, or a
‘grace note’. Like all the following small-size
notes it is often linked to the full-size note by
a slur, but this is not essential.

¥ % (notice the diagonal stroke through the stem
e.g.
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groups of two or more
8 50 ea E, ﬁ acciaccature (note the

plural spelling) / crushed

notes / grace notes. The

number of beams has no
significance.

(notice that the

ND] eqa ﬁ% % % small quaver is
without a diagonal
stroke): each of
these is an appog-
giatura (plural
appoggiature).
There is no
commonly-used
English alternative
for these Italian
words.

dr e
tr (or tr~~~) e.g. E E a ‘trill’ or ‘shake’

7 g

an ‘upper mordent
g 2

a ‘lower mordent

a ‘turn’

T

Section 14 101

14 The Alto Clef

As well as the G clef ( @ } and the F clef { 9) there is also a C

clef. It is printed thus: |B. (The two upright lines at the left are
not bar lines; they are part of the clef.) When the C clef is
centred on the middle line of the stave it is called the alto clef,?
and the middle line then represents middle C:

=

Therefore these three examples all sound exactly the same, even
though they are written in different clefs:

fa]
F o
5 v 'i;l- =3
:.‘ —J_—J—i—?—i
5 b :
gf PR T e

In the alto clef, the key signatures of the keys you have studied
so far are arranged like this:

B B

The only instrument which regularly uses the alto clef now is the
viola, but in earlier times it was more widely used, particularly in
vocal music.

3 We shall see in the next Grade that a C clef can also be centred on the
4th line, and is then known as the ‘tenor clef’.
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15 General Questions

You may have to answer some simple questions requiring a little
knowledge of standard orchestral instruments. Orchestral instru-
ments are divided into four main groups: string, woodwind, brass
and percussion instruments. The standard string, woodwind and
brass instruments are listed below. In each column, the instru-
ment which can produce the highest notes is at the top, and the
instrument which produces the deepest notes is at the bottom.
When a clef is underlined it means that the instrument’s music is
always written in this clef. Clefs which are not underlined are the
clefs which the instruments normally use, but others may be
used instead if the music goes particularly high or low.

Strings Woodwind Brass
violin {treble clef) flute (treble clef) trumpet (treble clef)

oboe (treble clef) horn (treble clef)
cello (bass clef) clarinet (treble clef) trombone (bass clef)
double bass (bass clef) bassoon (bass clef) tuba (bass clef)

viola (alto clef)

String and brass instruments may use mutes — devices which
soften the sound. The direction con sordini (or con sord.) means
‘with mutes’; senza sordini (or senza sord.) means ‘without
mutes’. Pizzicato (or pizz.) is a direction to string players to
pluck the strings with the fingers instead of playing them with the
bow; arco means that the bow is to be used again. In string music
the signs m and v are bowing marks, indicating a ‘down’ bow
and an ‘up’ bow respectively. A slur over or under two or more
notes ( — or ._ ) means that they are to be played in a single
bow-stroke, either up or down. Sul G means play ‘on the G
string” and sul ponticello means play ‘near the bridge’.

Traditionally, the standard percussion instruments in the
orchestra are timpani (‘kettle drums’), the side drum, bass drum
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and cymbals.* Of these, only the timpani produce notes of defi-
nite pitch: thus at least two of them are included, tuned to
different notes (e.g. the tonic and dominant).

Below is a list of Italian and French words and their meanings
which you should know in Grade 4. (It is the same as the list
printed in Music Theory in Practice, Grade 4.)

affettuoso tenderly

affrettando hurrying

amabile amiable, pleasant

appassionato with passion

calando getting softer, dying away (and usually
slowing down)

cantando singing

come as, similar to (come prima: as before; come
sopra: as above)

facile easy

fuoco fire

giusto proper, exact (tempo giusto: in strict time)

Iistesso the same (/’istesso tempo: at the same
speed)

morendo dying away

niente nothing

nobilmente nobly

perdendosi dying away

possibile possible (presto possibile: as fast as possible)

quasi as if, resembling

sonoro resonant, with rich tone

sopra above

sotto below {sotto voce: in an undertone)

4 Many others, of course, may also be required, including some which are
often used in school music classes, such as the triangle and the xylophone.
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veloce
voce

a

animé
assez
avec
cédez
douce

en dehors

et
légérement
lent
mais
moins
modéré
non
peu
plus
presser
ralentir
retenu

sans
trés
un, une
vif

vite

Grade 4

swift
voice

to, at

animated, lively
enough, sufficiently
with

vield, relax the speed
sweet

prominent (a direction to make a melody

stand out)

and

light

slow

but

less

at a moderate speed

not

little

more

hurry (en pressant: hurrying on)
slow down

held back (en retenant: holding back,
slowing a little}

without

very

one

lively

quick

Grade 5

1 Irregular Time Signatures

Time signatures which do not indicate duple, triple or quadruple
time (either simple or compound) are described as ‘irregular’.
The most common examples indicate five beats in a bar (quin-
tuple time) or seven beats (septuple time). In Grade 5, the only
irregular time signatures used will be %, % ,§ and §.

Bars with an irregular time signature are almost always
combinations of two- (or four-) and three-beat groups. Here are
two examples:

(3+2 crotchets)

a | |
I Y e P I | M o = == ]
rE— — — S — — EEIT G P e Pt P |
{ G S I T—1
%_l_‘ —— =

(4+3 quavers)

There are no special ‘rules’ about the grouping of notes and
rests: each subdivision of an irregular bar is grouped in the usual
way, i.e. just as it would be if it were a complete two-, three- or
four-beat bar. In the last bar of the § example above, for instance,
the tied notes follow the 4+3 pattern established in the previous
bars, and therefore are not written

—

S —
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2 Irregular Time Divisions

The simplest irregular time division is a triplet — a group of three
equal notes performed in the time normally taken by two of
them, e.g.:

3
m performed in the time of n (= J )

Other irregular time divisions which you may meet are:

5 performed in the time of 4, e.g.:
5

ﬁ performed in the time of ﬁ (= J )

6 performed in the time of 4, e.g.:
6

Jﬁﬁ performed in the time of ﬁ (= J )

7 performed in the time of 4, e.g.:

7
‘ﬁﬁ performed in the time of mﬁ (= J )

9 performed in the time of 8, e.g.:
9

Jﬁ performed in the time of ﬁ {:J )

Notice that:

e 5 6 or 7 notes in the time of a crotchet are written as semi-
quavers {i.e. with two beams), but

* 9 notes in the time of a crotchet are written as demisemi-
quavers (i.e. with three beams).
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Here are two examples:

5

When an irregular group is performed in the time of a note
other than a crotchet (e.g. a quaver or a minim) its time values
are adjusted accordingly. For example:

e 5 6 or 7 notes in the time of a quaver are written as
demisemiquavers,
¢ 9 notes in the time of a minim are written as semiquavers.

Compare these two examples with the two above:
9

5

3 The Tenor Clef; Octave Transpositions

The tenor clef is another C clef, like the alto clef. The differ-
ence between them is that the tenor clef is centred on the fourth
line, so it is the fourth line which represents middle C:

==

Because the alto and tenor clefs are so similar it is particularly
important to draw them carefully, and to notice which is which
in a printed piece of music. Here the same melody is written out
for each of them, and for the bass clef, with all three at exactly
the same pitch:
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alto clef — E

1%
T
%

#
(o]
=)
Q
=
o
o)
Q.
ha
e
H
T

L
1A
T
T

A

We have now met all the clefs which are still in regular use.
Note that the treble clef has the highest range of notes; the alto
clef a rather lower range; the tenor clef a lower range still; while
the bass clef has the lowest range of all. The tenor clef can be
used by cellos, bassoons and tenor trombones (although all of
them also use the bass clef). It is no longer used by singers, as
we shall see in Section 13.

You may be asked to transpose a melodic passage an octave
higher or lower, using a different clef. There was a similar exer-
cise in Grade 3, but only the treble and bass clefs were used
there. In Grade 5 any of the four clefs may be required. This is
not a difficult exercise, but two mistakes are quite common. One
is to use the wrong C clef — to use the alto instead of the tenor
clef, or vice versa. The other is to write the melody at the wrong
pitch (usually at the same pitch, but sometimes two octaves
higher or lower). For instance, if the question asks you to ‘trans-
pose this melody an octave lower, using the treble clef’:

=

!
1 1 |
1 T

Section 4 109

the answer is

s

L
|

==

f H# I i

not (same pitch).
T ==

Similarly, if the question asks you to ‘transpose this melody an
octave higher, using the tenor clef”:

u g
bt

and not (wrong clef).

4 The Scales of F Sharp Major and D Sharp Minor

In Grade 5 the new scales are those with six sharps or six flats:
o F# major and its relative minor, D§ minor;
o G major and its relative minor, Eb minor.
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These two pairs of scales are enharmonic equivalents of each
other: on a keyboard the notes of the scale of F$ major are
exactly the same as those of Gb major. So the notes of each of
the D# minor scales (harmonic and melodic) are the same as
those of the scales of Eb minor.

The scales of the sharp keys are given below, and those of the
flat keys will follow in the next Section. You will not be asked to
write out scales in the alto and tenor clefs, but you should know
the layout of the key signatures in all clefs. Notice now how they
are arranged in the sharp keys:

T

ascending

without key signatures:

with key signatures:

I
e ———— s u o =
© hil by hdl & ]
bl 14 o 1 hil
b o™

D# harmonic minor
without key signatures:

e #uﬁg_néif_’#n

AT hd

with key signatures:
Ag . .
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D4 melodic minor
without key signatures:

with key signatures:
olloxe RN

@zﬁgﬁﬁﬁiﬁei

5 The Scales of G Flat Major and E Flat Minor

This is how key signatures of six flats are laid out:

Here are the scales:

ascending descending
i Gb major
without key signatures:
|

= — Lo ta—or2 T

I | by POY VYT VT bc

by PO VYT

bo
with key signatures

| N [ & HP=N

Eb harmonic minor
without key signatures:

Fa) | ;
Py | 1
T ToNIrL e WA= ﬁ AS7Z & Y= -
hey 3 VA7 VDY hey 1
= Po—ohe
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Eb melodic minor
without key signatures:

v I
g. T VN & PO 1
1 hey 20y V&7 O
be OO ho
with key signatures:
fH |
11
[ | [ & IP=Y
b o

6 Diatonic and Chromatic Intervals

A diatonic interval is an interval between two notes which
both occur in the same diatonic (major or minor) scale. The inter-
vals explained in Grade 4 were all diatonic intervals. An interval
between two notes which do not occur in the same diatonic scale
is a chromatic interval. Here is an example:

No diatonic scale contains both Ab and F#, so this is a chromatic
interval.

Most chromatic intervals can be named in the same way that
intervals were named in Grade 4 (see Section 9). For instance, if
the above interval had been

E

it would have been a major 6th, but the interval becomes a semi-
tone larger when the F is changed to F§, so Ab to F} is an
augmented 6th. Similarly,

=
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is a minor 6th, but

is a semitone smaller, so C# to Ab is a diminished 6th.
The interval between two notes which are a semitone apart
may be diatonic or chromatic.

is a diatonic interval — a minor 2nd — because both notes can

be found in one scale {e.g. Ab major or Db major). It can also be
described as a ‘diatonic semitone’. Its enharmonic equivalent

==
is a chromatic interval because there is no diatonic scale which
includes both C and C4. It would most commonly be called a
‘chromatic semitone’, although it may also be described as an
‘augmented 1st’. (Note that it cannot be a 2nd of any kind
because both notes have the same letter name.)

Any chromatic intervals which you are asked to name in the
Grade 5 examination will be intervals which can be named in the
ways described above. Elsewhere you may come across intervals

which cannot be named in any of these ways, for instance, the
last of these three intervals:

fH
1 A
) T [y
perfect augmented 2!
4th 4th 4th

Tt is a ‘doubly-augmented 4th’, but not every possibility can be covered
even by the word ‘doubly’!
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7 Compound Intervals

So far, the intervals which we have named have not been larger
than an octave. Intervals of more than an octave continue to be
numbered in the same way, e.g.:

=

a L
‘3 /S e —
18]

)

= il o
@W@gﬂeeeeeeeeee
2nd 3rd 4th 5th 6th 7th 8th 9th 10th 11th 12th 13th 14th 15th

{octave)

However, there is a trap here. It is natural to think of, say, this
interval:

—

as ‘an octave and a 5th’,

F . %
L=
but if you then go on to add 8+5 you will get the answer 13,
which is not the number of the interval! It is actually a 12th (i.e.
7+5), as you will understand by looking again at the first example
in this Section.

There is another way of numbering intervals of more than an
octave. The intervals in the higher octave keep the same

numbers as the intervals in the lower octave, but add the word
‘compound’. Compare, for instance:

)
% ——— i,
a4 8 e e

2nd 3rd 4th 5t

o
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O o O
o oY i3 —
and % etc.
Py = - =y
compound compound compound compound
2nd 3rd 4th 5th

In the examination you may give the number of an interval in
either of these ways. Whichever way you choose, the quality of
the interval remains the same, e.g.:

b

minor 10th augmented 11th
or 0

or
compound minor 3rd compound avgmented 4th

8 Inversions of Triads

The triads in earlier Grades were always ‘in root position’. Root-
position triads are also called ‘five-three’ triads (written g)
because the upper two notes are at intervals of a 5th and a 3rd
above the root, e.g.:

5th 3rd

(Here, as in the examples which follow, the root of the triad is
printed as a black note.)

A triad may be rearranged so that the 3rd or the 5th, not the
root, is at the bottom. In these examples, triad (b) has the 3rd at
the bottom and triad (c) has the 5th at the bottom:

(0) ﬁ (© ﬁ
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e [f the 3rd is the lowest note, a triad is ‘in first inversion’ —
as in triad (b) above.

e [f the 5th is the lowest note, a triad is ‘in second inversion” —
as in triad (c) above.

A first-inversion triad is also called a ‘six-three’ triad (written
g), because these are the intervals above its lowest note:

3rd

6th

Similarly, a second-inversion triad is a Z triad:

E St

6th  4th

When roman numerals are used to identify triads as tonic or
dominant etc., there are two ways of showing whether a triad is
in root position, first inversion or second inversion. One is to add
‘a’, ‘b’ or ‘c’ respectively. The other is to add the figures g, g or

2; e.g. (in C major):

fH Fy Py
la or 1§ b or I§ i

£
Ic or 13

In the examination you may use either of these methods.

Chords also may be in root position, first inversion or second
inversion, depending on whether the root, 3rd or 5th of the triad
is the lowest note {or ‘in the bass’). Compare this first inversion
of a dominant triad in C minor:

hH | fa) e}

Vb or V§
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with these typical chords derived from it:

| 2 Al

O
Bt i ! S t
L} = =l L 1 —!
= =
(=] 2] =)

TR

9 Identifying Chords

In Grade 5 you will be asked to identify certain chords in any of
lhe keys set for the Grade — i.e. keys with key signatures of up
lo six sharps or six flats. Below is a complete list of the root-posi-
tion triads whose notes these chords use. They are the triads on
the tonic, supertonic, subdominant and dominant (I, II, IV and V
in ordinary roman letters). In minor keys the supertonic triad is a
‘diminished’ triad, because the intervals above the root are a
diminished 5th and a minor 3rd, e.g. D-A} in C minor:

diminished  minor
5th 3rd

If you choose to identify chords by ‘extended roman’ symbols?
(as in the top line of the examples on the following page) you
should notice that a diminished triad is shown in lower-case
letters followed by a tiny circle: ii°.

? See Grade 4, p. 94.
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Ab major *G# minor

=
% % g 8— %—“—% These are some examples of root-position chords made from

the triads listed above:

E major E minor
RN 04 -~
S — ) DS — ) o) | - | i
- i i
[ 4] O
B major B minor > 8 #:é:é:

<

| B minor: i i iv

Ju:
]

:
¢

Bb major

fooy 8

Eb major
0L

1" B iy

L 10
-1ty

* Since the minor keys of Ab, Db and Gb require more than six flats, they
are replaced here by their enharmonic equivalents.
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- (@ld]

< 1119

In the examination you may be asked to identify inverted
chords as well as root-position chords, as in these examples:

lggl N —i] e
K = I ‘IP\I. T b+ f : .1: 7 [

[ ] ¥ ;J_ E = _'_t
Aol Vbi Vb v Abmajor: 1 Tbiib V I

=

. : i |
C# minor: i ii’b ib v VWV D major: 1VcIb IV V IVc 1

10 The §3 Progression

You may also be asked to identify a particular progression of
chords: a second-inversion tonic chord followed by a root-
position dominant chord (Ic-V). Both of these chords have the
dominant in the bass, e.g. in C major:
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Musicians often refer to this progression as ‘a six-four five-three’,
because the first chord contains intervals (or compound intervals)
of a 6th and a 4th above the bass, and the second chord contains
intervals (or compound intervals) of a 5th and a 3rd. In the exam-
ination you will be asked to write 2 g below the appropriate
chords, as in these examples:

Mendelssohn: ‘Hark, the herald angels sing’

# | |
.4 i N—]

e
i A=

st a2
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Bear in mind that you will only be asked to identify a 2 g

progression on the dominant note (as in the examples above).
You will need to be careful about this because a 2 g progression
can be used on other degrees of the scale as well as on the domi-
nant. (See, for instance, the last two chords of the last example
in Section 9, which are also a 2 g progression, but with the bass
notes on the tonic.)

11 Chords at Cadence Points

Cadence points in music can be compared to places where there
are punctuation marks in prose or poetry. Just as a full stop is
used when a statement has been completed, so a cadence point
marks the end of a stage in music. Some cadence points are
more important than others — similar to the way in which a
sentence may be divided into sections separated by commas.

In music, a cadence is produced by a combination of features:
the rhythm, the rise and fall of the melody, and the use of partic-
ular chord progressions. However, in Grade 5 the cadence
points will be indicated. All you will be asked to do is to suggest
suitable chords for them. The cadence points will occur in a
simple melody in one of these major keys: C, G, D or F.

A cadence requires two different chords, and you will need to
know the pairs of chords which are regularly used. At this Grade,
they can be divided into two main groups:

e cadences which end on a tonic chord, and
e cadences which end on a dominant chord.
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There are two cadences which end on a tonic chord. By far
the more common of the two is the ‘perfect’ cadence: a domi-
nant chord followed by a tonic chord (V-1), e.g.:

[\y

e
T

<1
— @il
< 1Te
— Gl

The other is a ‘plagal’ cadence: a subdominant chord followed by
a tonic chord (IV-1), e.g.:

S'

zﬂﬁq’.ﬁ:ﬂ:&' =

E\
ol m__.
1]

1
I
P

v L

Cadences which end on the dominant are all called ‘imper-
fect’ cadences. There are several chords which can be used
before the dominant chord, but in the examination you will need
lo use only -V, ii-V or [V-V, e.g.:
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In the examination you may also be asked to choose a chord
to go before two cadence chords, thereby making a progression
of three chords. A chord before two cadence chords is referred
to as an ‘approach’ chord. The chords marked # here are
examples:

s
==

T &

I
I
I

<

Again, it will always be possible to choose a suitable approach
chord from chords 1, ii, IV or V.

The melody notes requiring chords will be marked A, B, C
etc. The only approach chord which is asked for in this example
is chord C:

C B E
| 1
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You may indicate the chords in any one of these ways:

e by roman numerals, e.g. Chord A: ii; Chord B: V;

e by the letter names of their notes, e.g. Chord A: d-f-a;
Chord B: g-b-d;

« by writing notes on the staves. If you are studying harmony,
you may prefer to write notes on the staves in ways you are

used to, e.g.:

I lowever, this is not meant to be a full-scale exercise in harmon-
isation, and you will not be penalised for poor spacing, or for
faults in part-writing etc. All that is being tested is your under-
slanding of the basic chords which might be appropriate at
particular points. At their very simplest the chords can be repre-
sented by root-position triads, e.g.:

A B cC D E
La ‘illill
' * SE=EE

et —




126 Grade 5

You may well find that a letter (A, B, C etc.) applies to two
notes, e.g.:

A— B C— D E

A s ,,.J | | | R [
e e
ﬁﬁq = g

When this happens, both notes are to be harmonised by the
same chord. In this last example, chord A must be ii, because ii
is the only chord in D major which includes both e and b. But
chord C could be either ii (e-g-b) or IV (g-b-d).

If you choose to indicate the chords by the letter names of
their notes, remember to mention any sharps or flats which are
caused by the key signature. For instance, chord B in the last
example would be ‘a — ct—e’.

12 Transposition by Instruments in B Flat, A and F

Some instruments produce sounds which are lower or higher
than those indicated by the written notes. A simple example is
the double bass, the deepest instrument in the string section of
the orchestra, whose notes always sound an octave lower than
the written notes. Another example is the piccolo (a small
version of the flute), whose notes always sound an octave higher
than the written notes.

Other instruments produce notes which sound at other inter-
vals below or above the written notes. The most common are:
e instruments whose notes sound a tone lower than the written

notes. These are instruments ‘in Bb’, because when they play

a written C they actually sound Bb, e.g. clarinets in Bb and

trumpets in Bb;
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e instruments whose notes sound a minor 3rd lower than the
written notes. These are instruments ‘in A’, because when
they play a written C they actually sound A, e.g. clarinets in
A and trumpets in A;

e instruments whose notes sound a perfect 5th lower than the
written notes. These are instruments ‘in F’, because when
they play a written C they actually sound F, e.g. horns
(= French horns) in F and the cor anglais.

The music written for these instruments has to be transposed
if it is to sound at the right pitch. For instance, if a piece in G
major is played by a clarinet in Bb and a piano, the piano part
will be written in G but the clarinet part will be written a tone
higher (in A major). Thus, if this phrase for the piano

AY e
l§ -g 1 = 4 1 1 L E ] | D |

is to be repeated by the clarinet, it will have to be written as

in the clarinet part.

To prevent misunderstandings, musicians make a distinction
between the written pitch of a note and what they call its
‘concert’ pitch — the pitch at which it actually sounds. The first
note of the clarinet part above could be called either ‘written E’
or ‘concert D’ (or ‘D concert’).

In the examination you will be asked to transpose a short
melody for an instrument in Bb, A or F, either from its written
pitch to its concert pitch or the other way round. What this
means in effect is that you will be asked to transpose a melody
in one of these ways:
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up a tone (from concert to written pitch for an
instrument in Bb) or

(from written to concert pitch for an
instrument in Bb);

(from concert to written pitch for an
instrument in A) or

down a tone
up a minor 3rd

down a minor 3rd  (from written to concert pitch for an
instrument in A);

(from concert to written pitch for an
instrument in F) or

up a perfect 5th

down a perfect 5th  (from written to concert pitch for an
instrument in F).

The question will tell you which of these intervals is required.
For example, you may be given a melody in D major, and asked
to transpose it up a minor 3rd, as it would be written for a clar-
inet in A. Your first task is to work out the new key. The minor
3rd above D is F, so the new key is F major. Next you write in
the new key signature (one flat), and then write out all the notes
a 3rd higher. But do not assume that any accidentals in the D
major melody will remain the same in F major. For example, G#
is an augmented 4th above the keynote in D; but the augmented
4th above the keynote in F is Bt. Similarly a G in D major would
become a Bb in F major. So if the D major melody begins

Allegretto
ll I I IF-lE ] T 1
! «L CET —

the transposed version will begin

Allegretto
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Notice, too, that the Bl in the last example should not be written
as Cb (its enharmonic equivalent):

Allegretto

ot
P ———

Cl is a diminished 5th above the keynote, not the augmented
A1h it should be.

Remember to include any performance directions (tempo,
phrasing etc.) which are given in the original — just as you
would need to do if you were transposing it for use in an actual
performance.

13 SATB in Short and Open Score

[he most common combination of voices in a choir or chorus is
sopranos (or trebles), altos, tenors and basses: SATB for short.
Music for these voices is very often written on two staves, with
(he soprano and alto parts on the upper stave and the tenor and
bass parts on the lower stave. The stems of the soprano and
fenor notes always go up, and the stems of the alto and bass
notes always go down, e.g.:

: %
L EE=
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If the chord had been written like this:

S g g 1
A
|
)
5
FEEEE
it would mean that the altos are to sing the B on the treble stave
and the sopranos are to sing the G. A note on a stave which is

sung by both voices is written with two stems, one up and one
down:

If the note is a semibreve it may be written as two overlapping
semibreves, or two written side by side:

Au | | +

When the four voice parts are combined on two staves, the
music is said to be written ‘in short score’. But if each voice part
has a stave of its own, the music is ‘in open score’. Here is the
first chord in this Section written in open score:

You can see from this example that an important difference
between vocal music in short score and vocal music in open
score is the way the tenor part is written. In short score it is
written in the bass clef and at its actual (concert) pitch. In open
score it is written in a treble clef, an octave higher than it sounds.
Actually, the ‘8 below the treble clef is a sign that the part is to
be sung an octave lower, e.g.:

But this is a fairly recent innovation, and you will not find the 8
in older music.

In the examination you will be asked to transcribe a passage
in short score into open score, or the other way round. For
instance, you could be given either of the passages below and
asked to transcribe it into the other. Whichever you have to do,
make sure that the notes are properly aligned — in other words,
that a note which should be directly underneath another note is
directly underneath. If you are writing in open score, put in the
3 below the treble clef for the tenor. Each stave usually has sepa-
1ale bar lines, both in short score (below) and in open score (on
the following page).

Blow: Ode for St Cecilia's Day, 1691
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14 Ornaments

We saw in Grade 4 that ornament signs may be written as small-
size notes (e.g. &) or as symbols {e.g. « ). Whichever way they
are written, the time taken to perform them has to come from
the ordinary (full-size} notes. This can make it difficult to write
down the exact rhythm of an ornament, and in Grade 5 you will
not be asked to do so. But you should know what each sign
represents, and you may be asked to replace written-out
ornaments by notes with the appropriate ornament signs.

Below is a brief explanation of the signs listed in Grade 4
(pp. 99-100). It is important to understand, however, that there
is rarely only one ‘correct’ way of interpreting an ornament sign.
Many things may have to be taken into account: for instance, the
tempo, style and mood of the music, and the period in which it
was composed. And even then much may be left to the discre-
tion and taste of the individual performer.

PAGIR GRS

¥ The acciaccatura or ‘crushed note’ is played as quickly as
possible before the main note (the large-size note which follows

Section 14 133

it). Depending on the circumstances, it may lake ils lime from
the main note itself or from the note before it; bul in either case
the main note takes the accent, e.g.:

$ .5 | .I .i = .\El. might be performed as
L i 1 T *—+

==
%J{_H_._ II‘_¢:ISI or as

(=]
—~—

I : <

On a keyboard instrument an acciaccatura may even be played

simultaneously with the main note, and then released
immediately:

Ce——5
H—a—
¥ oY oW

) or hor J The first of these appoggiatura signs () is danger
ously similar to the sign for an acciaccatura (), but the fwo have
very different meanings. An appoggiatura is a note above or
below the main note, but unlike an acciaccatura it has a measur-
able time value. Also, an appoggiatura is always more strongly
accented than the main note. Indeed, it pushes the main note on
to a weaker beat, or a weaker part of the beat. An appoggialura
can therefore be said to ‘lean against’ the main note — which is
what the Italian word literally means.

Generally an appoggiatura takes half the value of the main
note if the main note is undotted, e.g.:
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performed

It cannot be assumed that the time value in which the appog-
giatura is written is a safe guide to how long it should last in
performance. The last example above, for instance, would still
be performed in the same way if the appoggiatura were written:

]

And it has to be said that not all composers have used small-sized
notes (including &) consistently, or in the ways outlined above.*

WO Y

4 See The AB Guide to Music Theory, Part [, Ch. 12.
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& or t A ‘rill’ or ‘shake’ sign indicates that the written note
is to alternate rapidly with the note above it, e.g. N
The trill commonly ends with a ‘closing pattern’ involving the use
of the note below the last main note. These last two notes may
be written in as a pair of grace notes, e.g.:

“yea | 1 |

0O

performed as {9 —FFPEPEERPE—]
==—==—===

[

P r
| |
|

but the pattern is performed in the same way even if the grace
notes are not shown. Until the early part of the 19th century, a
trill normally began on the upper note, e.g.:

b=t

performed as o g—teErrrppir—]|

o E==——1

The number of notes in a trill depends on the speed of the music:
a trill in a slow tempo will need more notes (and therefore
shorter time values) than one in a quick tempo. Compare, for
instance:

Moderato
A tr

gé | T
N
performed a5 YR —eForpErmpE—]
=

L3
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performed a5 m
=———

[ |
AR

» & During the 19th century these two ornament signs came
to mean simply a rapid alternation of the written note with either
the note above it (w) or the note below it (%), e.qg.:

‘F_ performed ‘Qj’* and
‘F— performed ‘g

Strictly speaking, the lower form, 4 | is a mordent (without
qualification); but this name has often been applied to the upper
form, s . To prevent misunderstanding, the two ornaments are
now generally distinguished as ‘upper’ and ‘lower’ mordents.

In the time of Bach and Handel, the » sign usually meant a
decoration beginning with the note above the written note,
followed by one or more alternations, e.g.:

% performed w or ‘@”

This type of ornament was in fact a short trill or shake, and could
be indicated by any of the signs s , s or #. The lower form
+ — the true ‘mordent’ (Mordant in German) — began with the
written note itself, but could also be followed by one or more

A
alternations, e.g.: T performed m or g

oW v
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~ The ‘turn’ symbol represents a group of notes consisting of:
the note above the written note;
the written note;
the note below the written note;
the written note again; i.e. % performed —2ego

In the examples below, the four notes of the turn group are
marked ™ 1.

A turn’s rhythmical interpretation depends on whether the
symbal is placed directly over a note or further to the right. It
can also depend on the speed of the music. For example, a turn
directly over a note, e.g.:

g :
always begins immediately, but it might be performed

N

S

3

at a medium or slow tempo, or

dEzere

at a fast tempo. If the turn is to the right of the written note it
always begins after the written note has been sounded, and then
leads straight into the next written note. For instance:
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might be performed

When the turn comes after a dotted note, e.g.:

£\ )

the last note of the turn is always given the time value repre-
sented by the dot, in this instance the last B:

o Fonr F T
e 1
3

Notice that the first three notes of a turn group are always
equal in value, but the time value of the fourth note is variable.

If you have to draw a turn symbol, make sure that you get it
the right way up, because there is a very similar but different
symbol called an ‘inverted turn’: « . This is interpreted in the
same ways as the ordinary turn except that it starts with the note
below the written note, so its basic pattern becomes === .
(The inverted turn can also be represented as & — see The AB
Guide to Music Theory, Part I, 12/2b.)

15 General Questions

Questions about a passage of music may include questions on
types of voices, and on a wider range of instruments than those
required in Grade 4. Below are some basic points which you
should know, but there is much fuller information in Part Il of
The AB Guide to Music Theory.
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Voices

We saw in Section 13 that choral music is most commonly
written for voices of four different ranges: soprano (the highest),
alto, tenor and bass (the deepest).> But singers — especially solo
singers — are also classified in intermediate ranges, notably
‘mezzo-soprano’ (between soprano and alto) and ‘baritone’
(between tenor and bass).

Orchestral instruments

Strings

The harp has been a much-used instrument in the orchesira
since the Romantic period and is clearly a string instrument, bul
nevertheless it is not regarded as a member of the string section
of the orchestra.

Woodwind

The following additional instruments are versions of (hose

included in Grade 4: piccolo {a smaller and therefore higher

flute); cor anglais (similar to the oboe, but deeper); bass clarinel

(a deeper clarinet); and double bassoon (a deeper bassoon). With

the exception of the flute and piccolo, all of them are ‘reed’

instruments, but:

o the clarinet and bass clarinet each use a single reed, and

o the oboe, cor anglais, bassoon and double bassoon all use
double reeds.

Brass

Note that the brass section in a full orchestra includes lwo
different types of trombone: normally two ‘tenor’ trombones and
one ‘bass’ (or ‘tenor-bass’) trombone.

5 The distinctions between soprano and treble, and between allo, contralto
and counter-tenor are explained in The AB Guide to Music Theory, Parl
I, Ch. 14.
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Percussion

Commonly-used percussion instruments in addition to those

listed in Grade 4 include (amongst others!):

e (indefinite pitch). triangle, tambourine, castanets, tam-tam
(gong);

¢ (definite pitch): xylophone, marimba, glockenspiel, vibra-
phone, celesta, tubular bells.

Non-orchestral instruments
Some of the most widely-used instruments are not regular
members of the standard orchestra, for example the quitar, saxo-
phone and recorder. The piano is another example, although it
very often appears as a soloist with an orchestra, e.g. in a
concerto. Other keyboard instruments are the harpsichord, clavi-
chord and organ. Organ music is normally written on three
staves: the additional stave at the bottom is for the notes played
on the pedal-board.

The following directions refer to the use of the pedals in piano
music:

una corda (literally ‘one string’) press the left
pedal

tre corde (literally ‘three strings’) release the left
pedal

Ked. % or P____, press...release the right pedal

Note these directions as well:

mano sinistra, m.s. left hand
mano destra, m.d. right hand
§ spread the notes of the chord quickly,

starting from the bottom note

In Grade 5 you should understand the signs used to show reit-
erations and repeats (see Chapter 13 in The AB Guide to Music
Theory), and you will also be expected to know the meaning of
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the following Italian and German terms. (They are the same as
those printed in Music Theory in Practice, Grade 5.)

attacca go straight on to the next section of
music

dolente sad, mournful

dolore grief (doloroso: sorrowful)

doppio movimento twice as fast

estinto as soft as possible, lifeless

incalzando getting quicker

lacrimoso sad

loco at the normal pitch {(used to cancel an
8va direction)

lunga long (lunga pausa: long pause)

lusingando coaxing, in a sweet and persuasive
style

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

ossia or, alternatively

piacevole pleasant

piangevole plaintive, in the style of a lament

pochettino, poch. rather little

rinforzando, rf, rfz reinforcing

segue go straight on

smorzando, smorz. dving away in tone and speed

teneramente, tenerezza tenderly, tenderness

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

volante flying, fast

aber but

Ausdruck expression

bewegt with movement, agitated

breit broad, expansive
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ein
einfach
etwas
fréhlich
immer
langsam
lebhaft
mdissig
mit
nicht
ohne
ruhig
schnell
sehr
suss
traurig
und
voll
wenig
wieder
zart

zZu

Grade 5

a, one

simple
somewhat, rather
cheerful, joyful
always

slow

lively

at a moderate speed
with

not

without
peaceful

fast

very

sweet

sad

and

full

little

again

tender, delicate
to, too

Index

accent, 28, 50

acciaccatura (crushed note, grace
note), 99, 100, 132-3

accidental, 18-19, 98-9, 128

alto clef, 101, 107-9

alto voice, 129, 139

anacrusis, see upbeat

appoggiatura, 100, 133-4

approach chord, 124-6

augmented interval, 90-91
augmented 1st, 113
augmented 4th, 91, 113,

128-9

augmented 6th, 112
augmented 11th, 115
doubly augmented 4th, 113n

Bach, Johann Sebastian, 136

bar, 2-3

baritone voice, 139

bar line, 2, 7, 62, 131

bass clarinet, 139

bass clef, 5-6

bass drum, 102

bass note, 96

bassoon, 102, 108, 139

bass voice, 129

beam, 3-4, 24-5, 26, 32-3,
56, 60, 61-2

beat, 1-2, 29-30, 33-7, 53-60,
62, 105

beat pattern, 63-5

brass instruments, 102, 139

breve, 79

cadence, 122-6
cadence chords, 124
C clef, see alto clef, tenor clef
cello, 102, 108
choir, 129-32
chord, 95-7
chord inversion, 115-17, 120
chord progression, 120-21
chromatic interval, 112-13
chromatic scale, 97-9
chromatic semitone, 113
clarinet, 102, 126-8, 139
clef, 5-6, 7
common time, 2
compound interval, 114-15
compound time, 53, 54-60,
61-2, 80-81, 82
compound duple time, 54,
55-8, 60
compound quadruple time,
54-7, 58-9, 60
compound triple time, 54~7,
58, 60
concert pitch, 127-8, 131
contralto voice, 139n
cor anglais, 127, 139
counter-tenor voice, 139n
crotchet, 1, 12, 24, 61, 106-7
beat, 2, 34, 36
triplet, 30-32
crushed note, see acciaccatura
cymbal, 103

demisemiquaver, 61-2, 106-7
diatonic interval, 112-13
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diminished interval, 90-92
diminished 5th, 92, 117, 129
diminished 6th, 113

diminished triad, 117

dominant, 86, 87, 122
chord, 96, 117, 120-21,

122-3
triad, 92-3, 116
dot, 14, 25, 53, 57-9, 79-80,
138
double dot, 79-80

double bar line, 7

double bass, 102, 126

double bassoon, 139

double flat, 83-4

double sharp, 83

double whole note, see breve

doubly augmented 4th, see
augmented interval

downbeat, 63

duplet, 82

duple time, 30, 54, 60

eighth note, see quaver

enharmonic equivalent, 83-4,
110, 113, 129

extended roman notation, 94,

117

F clef, see bass clef

first inversion, 115-17

five-three triad and chord,
115-16

flag (tail), 6-7, 61

flat, 9, 18-19

flute, 102, 139

G clef, see treble clef
grace note, see acciaccatura

half note, see minim

Index

Handel, George Frideric, 136
harmonic chromatic scale, 97
harmonic interval, 23, 49
harmonic minor scale, 42-3, 47
harp, 139

horn (French horn), 102, 127

imperfect cadence, 123-4

instrument, see brass instru-
ments, keyboard instruments,
orchestral instruments, string
instruments, transposing
instruments, woodwind instru-
ments

interval, 9-11, 22-3, 43, 48-9,
73-6, 88-91, 112-13
see also augmented interval,
chromatic interval, compound
interval, diatonic interval,
diminished interval, harmonic
interval, major interval,
melodic interval, minor
interval, perfect interval

inverted turn, see turn

key, 15, 47
keyboard, 4-5
keyboard instruments, 140
keynote, 15, 21, 22, 87
key signature, 15-17, 21-2, 42,
47-8, 110

Al major, 68, 69

A major, 39, 41

Bb major, 40, 41

Bb minor, 85, 86

B major, 84

B minor, 69, 70

C minor, 71, 72, 73

Ct minor, 69, 71

Db major, 85

D major, 16, 17, 41

Index 145
D minor, 45, 46, 47 minor 7th, 89
D¢ minor, 110-11 minor 10th, 115
Eb major, 40-41 minor key, 75
Eb minor, 111-12 minor scale, 42-3, 89, see also
E major, 68 scale
E minor, 44, 46, 47 mordent, 100, 136
F major, 17, 41, 47 mute, 102

F minor, 71, 72, 73

F# major, 110

F# minor, 69, 70, 71
Gh major, 111

G major, 16, 17, 41, 47
G minor, 71, 72

G minor, 84, 85

leading note, 86, 87
ledger line, 7, 38, 65-6
lower mordent, see mordent

Maelzel’'s Metronome, 28
major interval, 74, 76, 88-9, 91
major 2nd, 92
major 3rd, 88-9
major 6th, 112
major scale, 19-20, 38, see also
scale
measure, see bar
mediant, 86, 87
melodic chromatic scale, 97
melodic interval, 23, 49
melodic minor scale, 42-3, 47,
75
mezzo-soprano voice, 139
middle C, 8
minim, 1, 12, 24
beat, 29, 34, 35, 36
triplet, 31
minor interval, 74-6, 88, 91
minor 2nd, 92, 113
minor 3rd, 89
minor 6th, 88

natural, 9, 19
note-head, 6

oboe, 102, 139

octave, 23
notation, 65-6

open score, 130-32

orchestral instruments, 102-3,
13940

organ, 140

ornament, 99-100, 132-8

pause, 28
percussion instruments, 102-3,
140
perfect cadence, 123
perfect interval, 74, 88, 91
perfect 4th, 113
perfect 5th, 88, 89
perfect 12th, 114
performance directions, 27-8,
49-51, 76-7, 103-4, 1412
piano, 140
piccolo, 126, 139
pitch, 13
plagal cadence, 123
primary triads, 93-H
quadruple time, 30, 55, 58-9,
60
quarter note, see crolchel
quaver, 3, 12, 24, 61
beat, 29, 34, 36
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quintuplet, 1067
quintuple time, 105

relative major key, 47
A minor, 47
Bb minor, 84
B minor, 69
C minor, 71
C# minor, 69
D minor, 47
D¢/Eb minor, 109
E minor, 47
F minor, 71
F# minor, 69
G minor, 71
G# minor, 84
relative minor key, 47
Ab major, 71
A major, 69
Bb major, 71
B major, 84
C major, 47
Db major, 84
D major, 69
Eb major, 71
E major, 69
F major, 47
F#/Gb major, 109
G major, 47
repeat mark, 28
rest, 12-13, 33-7, 57-60, 62,
80
roman numeral notation, 934,
116, see also extended roman
notation
root, 93
root position, 96, 115, 119-20

scale, 10-12, 15, 19-20, 47
Al major, 68, 69
A major, 38-9

Index

A minor, 42-3, 44, 45
Bb major, 39-40
Bb minor, 86
B major, 84
B minor, 70
C major, 10-11, 15-16,
20-21, 75
C minor, 73, 75
C# minor, 71
Db major, 85
D major, 11, 15, 16, 20
D minor, 45, 46
D4$ minor, 110-11
Eb major, 40-41
Eb minor, 111-12
E major, 68, 76
E minoy, 44, 46, 76
F major, 12, 17, 20
F minor, 73
F4 maijor, 110
F# minor, 71
Gb major, 111
G major, 16
G minor, 72
G# minor, 85
scale degree, 19-21, 22-3
74-5, 86, 122
second inversion, 115-16, 120
semibreve, 1, 12, 33, 130
semiquaver, 3, 12, 24, 26, 61,
106-7
triplet, 31
semitone, 9-11, 22, 97
septuplet, 106
septuple time, 105
sextuplet, 106
shake, see trill
sharp, 8, 18-19
short score, 130, 131
side drum, 102
simple time, 53-5, 58-60,

)

80-81, 82, see also duple
time, quadruple time, triple
time
six-four five-three progression,
121-2
six-four triad and chord, 115-16
sixteenth note, see semiquaver
six-three triad and chord,
115-17
slur, 102
soprano voice, 129, 139
staccato, 28, 50-51
stave, 5-7, 129-32, 140
stem, 6-7
string instruments, 102, 139
subdominant, 86, 87
chord, 96, 123
triad, 92-3, 117
submediant, 86, 88
supertonic, 86, 87
triad, 117

tail, see flag
tenor clef, 101n, 107-9,
tenor voice, 129, 131
32nd note, see demisemiquaver
tie, 13-14, 25-6, 32, 56-7
time signature, 2-3, 7, 29-30,
53-5, 80-81
irregular, 105
timpani, 102-3
tone (whole tone), 9-11, 22
tonic, 21, 74, 86
chord, 96-7, 122-3
triad, 21-2, 95-6, 117
Ab major, 68
A minor, 48
B minor, 70
C major, 48
C minor, 72
C# minor, 70
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D major, 21-2

D minor, 48

E major, 68

E minor, 48

F major, 21, 48

F minor, 72

F# minor, 70

G major, 21, 48

G minor, 72
transposing instruments, 126-7
transposition, 66-7, 108-9,

126-9
treble clef, 5, 131
treble voice, 139n
triad, 92-6, 115-16
listed, 118-19

trill (shake), 100, 135
triplet, 30-32, 54, 82, 106
triple time, 30, 54-5, 58, 60
trombone, 102, 139
trumpet, 102, 126-7
tuba, 102
turn, 100, 137-8

upbeat (anacrusis), 63-5
upper mordent, see mordent

viola, 101, 102
violin, 102
voices, 129-32, 139

whole note, see semibreve

whole tone, see tone

woodwind instruments, 102,
139

written pitch, 127-8
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