Hi AP Theory students,

Enclosed are the marterials to help you prepare for the AP Music Theory class in the fall.

You should feel comfortable with all of the concepts in the packet in order to be successful and

move at the same pace. The packer will be due the first day of class. Feel comfortable and fluent
with these tasks and concepts:

Notate pitches in treble, bass, alto, and tenor clef

Notate and identify all major and minor key signatures

Notate and hear and identify the following scales: chromatic, major, and the three forms
of minor (natural, melodic, and harmonic)

Name and recognize scale degree terms (tonic, solfege, roman numeral)

Notate and hear and identify all major, minor, diminished, and augmenred intervals

Become familiar with the vocab packet. You will be quizzed on these terms over the
course of the year. Here is a link to a term quizlet a student made this year:

https://quizlet.com/294537969/ap-music-theory-summer-homework-flash-cards/?x=1j
qY&i=p8osh

Along with completing the worksheets, spend some time on www.musictheory.net. Scroll
fhrough lessons and exercises and become comfortable with the concepts, Other helpful
websites include www.teoria.com, and www.sightreadingfactory.com. There are many other
apps and websites available. Explore and bring some great ones to class!

There will be a quiz on all the material presented in the homework packet on the first Friday
back.

Enjoy exploring this new language, and I'll see you in August!

Ms Patrerson
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PART ONE

FOUNDATIONS

Clefs and Basic
Pitch Notation™

Four clefs are in cOMIROT USC.

- e
~ alwo clef E" <
4,_...._-—-—-—-—
.e.

S
bass clef E

Note:

s The treble clefis called 2 & clef because the symbol is a corruption of the
letter G, the “center” of which encircles g, the second line of the sraff,

b. The alto and tenor clefs are called C clefs because the symbol {the same
for each) is a corruption of the letter C, the cenier of which encircles
¢!, the third line of the saff for the alto clef and the fo

tenor clef.

c. The bass clef is called an F clef because the symbol is a corruption of the
jetter F, the “center” of which encircies £, the fourth line of the staff,

wBecause Chapter 6, The Notation of Bhythm, is not de
chapters, this chapter may be smdied concurrendy with.Chaprers §

¢! or middle C

pendent upen the contents of the first five

through S

urth fine for the




CLEFS AND BASIC PTTCH NOTATION 3

In a more recent system for pirch designarion, introduced by the Interna-
tional Acoustic Society, the lowest C on the piano is Cl. Under this designadon,
middle C is C4, and the piano’s highest C is C8. This system, though still not em-
braced by the majority of writers of music texts, is universally used in electronic
and compuier-generated music.

MBI CIMERGIABMNEMNEROANCHBERFRGABMMEMMMMOSIIE FIGEATBI Ot DEBS IS G6 A6 86 CT D7 EF FTGT ATEBT CR

1‘

middie €

SUGGESTIONS AND STRATEGIES

Most students are more familiar with the G and F clefs than with the C clefs, You
can, however, use the G and F clefs as a reference for the alto clef in the following
s manner: '

.3

\,f:%i#)

Imagine middle C belonging to both the treble and bass clefs. The alto clef may
then be considered to link the two clefs together, so that middle C becomes a part
of both of them. If vou think of the clef in this way, you will quickly learn to read
the lines and spaces.



C. Notate the specified pitches. Time goal--45 seconds per line (middle C = C4),

CLEFS AND BASIC PITCH NOTATION

11
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o

C4 E4 D4 E5 A4 A5 B5S D5 B3 G5 A3 B4 C6 F3 G4
9
%ﬁ
o _
FA D5 G4 E5 A5 G5 D6 G3 B4 C4 B3 A4 B4 5 A3
3
£
o
B4 C5 A4 G5 FE4 C6 F3 G4 D4 F6 Fi G5 D6 E6 B3
4
A
#\3
C5 G5 D6 G6 A5 B3I E4 F5 .B4 A3 F4 BS G3 C6 Cd
5
s I
.}'
C2 D3 C4& G2 B3 E4 B2 EF C3 A3 F3 2 D3 Al F4
[ ]
re 1
T
prd
F2 G3 C3 D2 Al D3 F2 A3 F4 B2 Cl1 Bl E3 G4 F3
7 &
Y
.
G2 C4 E3 A2 Gl C3 G3 B4 F3 D4 E2 F4 F2 D2 BI
8
%Y
-2
A3 D4 Al B2 BI C2 F2 A2 Bl G2 D3 F3 F4 D2 (1
9
i 5
e
Al G4 F3 G2 E4 C3 E2 D4 G3 A2 Bl F4 D3 F@ A3
10
+):
o
B3 C4 C2 A3 E3 Al B2 Bi F €3 D2 B4 G3 D4 E2




Scales

the natural minor, the melodic miner, and the harmonic minor.

Strictly speaking, a scale is an ascending, ordered arrangement of piiches. In the
tertian harmonic-system, which is basic in the study of music theory, two scale
types occur: the major scale and the minor scafe. The minor scale has three variants:

B
major scale # P 4] Ly —
1Y O o [ %) T =
¢ o
_A
L
. | P [ %]
natural minor scale #\w 7 - P2y 41 %) P
[ B
v o O e
A
melodic minor scale ﬁ . = Ty © 2
) Y O b = ) ~
U o
A
harmonic minor scale % 7 o Ty S —
A4 o 3
. e o -

Note:

a. Each scale consists of eighi pitches, the first and last being an octave
apart.

b. Because any one of the scales may be built upon any given pitch, each
scale has its own characterisic organization. In each case, this organiza-

tion is most clearly seen when one examines not the pitches themselves,
bur the intervals between the pitches,

fy

(]

fa
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SCALEN

¢. In all the scales, the interval between adjacent pitches is calied a second.
It is a major second if the interval between the pitches is two half steps and
a minor second if the interval is one half step. (In the harmonic minor
scale, there is one interval of three half steps. This interval is called an
augmented second.)

THE MAJOR SCALE

The major scale may be viewed as consisting of two tetrachords (four-note groups)
separated by two half steps. Each tetrachord contains five half steps.

f

%
L\ U [ % ) I o

v o O

¢

Note:

Each tetrachord has the same intervallic propertiese~two half steps, fol-
lowed by two half steps, followed by one half step. Thus, the major scale may
be expressed as

9.9-1-(2)-2-2-1

THE MINOR SCALE

The minor scale may also be viewed as consisting of two tetrachords separated by

two half steps. The upper terachord, however, differs for each variant. Like the _

major scale, each terrachord contains five half steps.

A . natural
# t . | 1y % [ &)
] Oh Ty Tallocal
A1 oy (%] 1 —
v © o o
2 1 2 (2) 1 2 2 i
melodic
: 3 Fa ¥ [ )
(2} 2 2 1
harmonic
f l — .
’ P Y4} -
(2) H 3 1
Note:
a. All three variants have the same lower eetrachord:
2.1.2

b. The upper tewrachord of the natural minor scale is the retrograde of
the major tetrachord (i.e., the major rerachord written backward). The
scale, therefore, may be expressed as

2-1-2-(2)-1-2-2

15
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SCALES

¢. The upper tetrachord of the melodic minor scale is the same as that of the
major tetrachord. The scale, therefore, may be expressed as

2-1-9-(2)-2-2-1

d. The upper tetrachord of the harmonic minor scale is palindromic (ie., it
reads the same forward and backward). The scale, therefore, may be
expressed as

21-2-(23-1-3-1

NAMING SCALES

A scale is named by identifying its lowest note and by describing its type, that is,
major or variety of minor, Thus the following scale

Fal ke to nd
=y [ %) o
“g.(} ol

g
o
»]

¢
=

is g harmonic minor.

The major scale, by convention, is asmgned an uppercase letter (e.g., A},
and the minor a lowercase letrer (e.g. g).

SCALES IN DESCENT »

In this chapter each scale has been presented as an ascending series of pitches. In
addition, a scale may be written as a descending series withour altering its interval-
lic organization, except in the case of the melodic minor.

The descending melodic minor scale has exactly the same intervallic Orgam—
zation as the ascending (and descending) natural minor.

£+

¢
.

[ %)

¢

b

1 2 @ 2 2 1 2

jRu]

1 2 2 1

a melodic minor (ascending and descending)

THE SYNTHETIC MINOR SCALE

No effort has been made in this part of the text to explain when and why the
various forms of the minor scale are used. In Chapter 10, the text shows that the
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SCALLS

minor scale may, for practical purposes, be considered a synthesis of all three
forms, containing ren pitches:

Py
o]
Wy

Note:

a. The upper part of the scale, now a hexachord (six-note group), has an
intervaitic organization entirely of haif steps.

b. Considerations of voice leading and melodic activity will determine
which pitches from the hexachord are appropriately employed in 2 given
musical situarion. These issues are discussed in Part Two.

MODES

The study of the scalar structure of modes is not a necessary foundation for the
majority of the chapters in this book; however, the fact that modes may be derived
from the major scale makes an introductory study of them possible at this point.
The reader may wish to refer, therefore, to the beginning of Chapter 28, in which
the derivation of the seven modes from the major scale is shown, followed by each
mode’s essential characteristics.

SUGGESTIONS AND STRATEGIES

When identifying scales {Exercise A}, remember thart the interval between pairs
of pitches without accidentals in front of them is always two half steps, unless the
pitches are E to F and B te G, in which case the interval is one half step. If you
fill in these intervals first, you will soon notice patterns that help vou 10 idengfy
scale-types.

Experiment with pairs of pitches thar have one or two accidentals associated
with them. Are there observations to be made that are similar to the ones above?

In the second group of exercises, your first step should be to write the cor-
rect intervallic organizadon for the given scale, and then make the adjustments
when vou rewrite it

Remember:

1. that the first and last pitches do not require any alteration;

2. that all alterations involve adding, changing, or removing accidentals;
the note-heads remain unalered.

The last group of exercises (Exercise C) involves writing specified scales
from a given note. Foliow these procedures:

a) write the scale with note-heads only, so that the first and last note are an
octave apart (do not remove the accidental from the first note);

b) write the intervallic organization for the given scale-type;

¢) place accidentals in front of the note-heads as necessary.

i7



SCALES

18

EXERCISES

g 18 tetrachord structure. Time goak—30 seconds

A. Idendfy each scale by analyzin
per scale.
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SCALEY

B. Idenafy the error(s) in each scale and write the scale correctly. Time goal-—

45 seconds per scale.

1  Nawral! minor

®
o

te O

21

92  Harmonic minor

s

3
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=2
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s o %
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b

%  Melodic minor

.
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e
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22 SCALES

14  Natural minor
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12 Harmonic minor
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18 Natural minor ;
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15 Nawral minor :
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16 Harmonic minor
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17 Melodic minor #_0_ ©
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19 Melodic minor
A
1L Fa ]
] P ] s
% b S #£92 "
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SCALES 27
41 Major 42 Major
E [ ] b’_‘l: T
7
43 Major 44" Major
%7 é o ¥ aY
f e
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45  Harmonic minor 46 Namral minor
B
F .
47 Melodic minor 48'\ Major
% 5 —
A3V
o)
49  Harmonic minor 50 Harmonic minor
I %
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| V. ¥
Iy
5] Narural minor 52" Major
B &
A\ L
(8] ¢ e
53 Meiodic minor 54 Narural minor
B 3 w
e 7
L Ana —
)
55 Major 56 Major
A
18- .
7y LAY
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59  Harmonic minor 60  Major
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Key Signatures
and Scale Degrees

C major

G major

D major

A major

28

A key signature, which appears to the right of the clef sign as an arrangement of
sharps or flats, gives fwo essential pieces of information ro the musician.

L.t tells the performei" which pitches are 1o be raised by a sharp, or low-
ered byaflar, ° :

2. It indicates (by implicarion) that there is a central pitch around which
the other pitches are organized. This pitch is the lowest member of the
scale (the scale may be major or minor), is called the tonic, and is the
pitch after which the key is named. For example, if the tonic is A, the key
is either A major or a minor, depending on the number of accidentals.

Key signatures are all derived from the major scale in a completely logical
manner. Let us examine key signatures made up of sharps first

A | A
4 =——
<y o [ 4 ) 1 — AL
Yo" 9T 1 @ 2 3 H
Fa . ﬁc ['s) hﬁ
# [% ] o — _ £ = %
AL . :
v 2 2 1 @ 2 32 1 v
A Y
iy ——8 e —
00— E— —
[ ] L R L w
v 2 1 @ 2 2 1 o
£ - T ¥ #3 +0 2 T
— -
iy I
'Y

£1 41 91 1) ¢

0

0

A

)

(1)

(0
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() €

LA

(0 G4
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KEY STCNATURES AND SCALE DEGREES 29

Note;

a. Each scale begins with the second tetrachord of the previous scaje.

b. In each case a new accidental is introduced to the scale as a resuit of hav-
ing 1o sharp the third pitch of the second tetrachord.

¢, The key signatures show an “accumulation”™ of accidenrtals, F always
appearing first, C: second, and so on,

The remainder of the major scales with sharps and their derived key signa-

fures are

- s E— 1 S— =
F_ng'or ¢ A F: Py (%] — #i -

‘;}u o iy —_§© A | 5

b

¢

) .
B major ﬁ: —— Foo— © ¢ T
1 L " ] - ) il
M

A | . n £
. : - o L e S m—
F# major m o 11y © L 7} '
LY T — : —1 \ Pl
!J i
7= — e
Ct major ' m = I 5 I — 1
W3V . ) | il ]

1L 1‘3 "
e $9_ E-U [

The key signatures with flags are derived from the major scale in a manner
similar to the derivation of key signarures with sharps. '

n i
¢ e, O ] (2) 2 9 1
g ?ﬁig

y

Q@

|
.1
[ B ] L

Fmajcr ﬁ =
[ 4 ] el 1 L34
v 22 1 @ 9 5 OB
* P
Bb major # r S o PO i
X 56— O T
Yo .6 ;0 @ 2 9 3
A /’/f’f-:?-)\F
1 ey 18] -
. T [y [ ] vl ]
Eb major —‘g—'ft‘l;c o C—"L% ——_a — ¢
o 2 2 1 (2} 2 2 1 i_/_’
Note:

a. Each scale ends with the first tetrachord of the previous scale, and the
last pitch of that tetrachord gives the new tonic.




30

Ab major

Db major

Gb major

Ch major

KEY SIGNATURES AND SCALE DEGREES

b. In each case a new accidental is introduced to the scale as 3 result of

having to flat the fourth pitch of the first tetrachord. '

¢. As with the sharps, the flac key signatures show an accumulation of

accidentals, B always appearing first, B second, 2nd so on.

The remainder of the major scales with flats and their derived key signa-

nires are

The writing of a key signature renders it unnecessary {0 put an accidental
beside each altered pitch in the scale. Thus, with a key signature, the Ab major
scale appearsas

Al o O -
[ I oy (%] bt
# | S ey [ ] b
£ | 13 el
Y] -

Each major key has a companion minor key with the same signature. The
companion key is known as the relative minor. The tonic of the relative minor is
the sixth pitch of the major key’s scale. Therefore, if the major key is A, the major
scale in that key is

Lenl £ ©
[F) ey [% ) | Bl |
‘n e u h > | Pe—
kil (‘ b -
o

The sixth pitch (or scale step, or degree) is ¥, and so the relative minor key of
A major is f minor. The key signatures

PR e

)

indicate a tonic of A or F. Examination of the organization of the music quickly
reveals which one of the wo is the tonic.

h 1 Fa (%] be h { 1
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C major
a minor

G major
€ minor

D major
b minor

A major
¥ minor

E major
cf minor

B major
g# minor

F§ major
&f minor

C¥ major
a¥ minor

KEY SIGNATURES AND SCALE DEGREES

-

The key signatures for the major scales and their relative minors are shown
below:

LAV
Y
) K
p Fusjor
A3V, d minor LAY,
Y, Y,
A _ A
ﬂ: Bb major - ——
& minor L\
o 5 3
[+ W
Eb major - g f——
C minor A3V,
'Y
A1
Ab major T p——r
f minor ANV
. A L
Db major H
be minor
¢
2! |

Cb major W
eb minor *
Y
. fH—i—
ab minor Y

e

For each tonic there are, of course, three minor scales; however, the
key signature is not affected by this variation. If the nawral minor scale is
being used the accidentals in the key signawmre ensure the correct forma-
tion of the scale. In the case of the harmonic minor, the seventh degree of
the scale has to be raised a half step by an accidental placed beside it; and
both the sixth and seventh degrees have to be raised similarly if the melodic
minor is being used.

31



32 KEY SIGNATURES ANTY SCALE DEGREES

Key: g minor

T.
o
@

¢

[ 8]

natural

0

0

q___
B

[ %]

$

harmonic

&
o

<

¢

. t@#a Q@#D

o

3
wED —
|

@

F & ]

¢

melodic 1T

)

yiily
1

Each scale degree, irrespective of key, has both a name and a number (writ-
ten in Romanj} by which to identify it. (Roman numerals are sometimes written in
lowercase letters; see Chapter 5).

N [ %]
C major # p 8] ©
Y - & (9 o
v e OV T
? : ! 1 B [ 5
. ! 1 : 1 | 1 i
) ! l t r 1 o P [e )
Il . 1 o
b minor L ey (&) AT ‘sIr'!) -
o _r
{melodic) ~———E A2
1 1 I H I 1
3 1 ! 1 r 2 1
1 H H H 1 I I
1 I I I i I I I
e minor # = e -
- iy
(harmonic) -4& — Iy & ]
d o
1 I I 4 v V1 VH
g = R S g
= s 3 = = = =
Q = = = = = =
2 s ! - — -
o 4 = = ¥ o
= frd - - = -
= E 2 = =) K=
- —_— — ——
rz = ~ g %
= w L]
z &

The natural minor has no leading tone because the leading tone must akways
be a half step below the tonic. The seventh scale degree in the patural minor is
calied the subtonic.
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EXERCISES

A

L3

identify the major key signarures. Time goal—20 seconds per line.
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KEY SIGNATURES AND SCALE DEG
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4

gnatures. Time goal-—2{ seconds per line.

£

Identify the minor kev si
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Jo KEY SIGNATURES ANTY SCALE DEGREES o
(. Supply the specified magjor key signatures. Time goal—60 seconds per line.
1
f
ATV
¥ ¢ D Bb Eb Ch A
2
R 1
Z
Ab B F Db E G
3
o3
V.4
Gb C F# D F Gbh
4
o)
(G
¢ B Db G Ab Eb A
5
¥
i
Ct G Db F Cb Eb
.6
fi
G
¥ oAb ct C A Pt Gh
7 .
s 5
-4
Cb E D Eb Bb G
8
o]
G
® G C# Ab C Db B
9
f
©
Y o E D P4 G F
10
5 1)
&}
Z
D Db Eb A Chb F4

BEAUEAUE AN RN AR
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H
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D. Supply the specified minor key signatures. Time goal—60 seconds per line.

c eh

f4

ab

af

di

g4

dé a

ck

bb

ab b

ch

eb

4

g#

al bh

c#_

fi C

gt

bb

ch

eb

af

c

gh

df

ab

af eb

4

bb

i

gh
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KEY SIGNATURES AND SCALE DEGREES

F. Write the signatures of the given keys and the piwch{es) for the spe\hiﬁed scale
degrees. Lowercase letters indicate minor keys. Time goal—40 seconds per

line.
1
A .f
# X Mt oy
1 ! 1Y =~
% ] wa) il
LAY 1
e ¢ submediant g dominant Ab supertonic fleading tone
2
st
e
eb subdominant bb submediant D mediant ¢ subtonic
3
ﬁg
v g submediant F# subdominant a mediant E supertonic

Ng

b tonic

ab leading tone

g# subdominant

C# dominant

T

4 supertonic Gb mediant c¥ tonic all léading tone
6 ,
»y
Z
Bb supertonic ¢ tonic e mediant Ch domjnant
7
o)
v.4
B subdominant d supertonic Ep submediant G leading tone
B
%
AT,
v Db tonic g# submediant # mediant d leading tone
9
*):
Z
a#f dominant d subtonic f subdominant b supertonic
10
f)
Sl

D tonic

eb submediant

ab leading tone

E dominant

LA

]

——

O

)
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Intervals

The spatial relationship berween two piiches is called an interval. In Chapter 2,
to enable the notation of scales, the interval of the second was intreduced. To
notate an interval with accuracy one needs to know the following:

1. The precise names of the intervals.

2. The correct spelling of the intervals.

8. The number of half steps the intervals contain. .

The major scale provides an excellent starting. point for a formal study of

intervals.
[a}
O
# — [ ) =4 4
AAIY) =y [ % ]
v B o b
H H |
]
boov
7 ¥
——— - — o~ — —— —-—
= = & e = = =
e fp — - - " e .
T T E € £ =5 &
2 = = = # = b/
: T & g T 2 g
g I~ — A = [ -
- & ) L] - kg [}
8 & & o ' e &
" = et D = 2 =
T = o = ©
L = (=5 E ju ¥

47
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INTERVALS

[ 9]

[ ]

)
oINS

e a4 3 < <> 3 - &
M2 M3 P4 Ps M6 M7 P8

Note:

a. Fach interval has a qualitative and a quanttative component in the

description of is name. Take, for example, the major sixth. Major
describes quality (type); sixth describes quantity (numerical value).

The quantty of each interval (€.g., third, sixth, etc.) coincides precisely
with the number of note names as well as the number of lines and spaces
on the staff it contains. For example, the perfect fifth, Cup 10 G, is called
4 fifth because there are five note names in the interval—C D E F G. It
is imporrant to understand that the interval C up to G is afways a fifth
in quantity even if an accidentat is placed beside either or both of the
notes, thus altering its quality.

Fach interval with a precise name (M2, P4, M7, etc.) spansa characteristic
number of half steps. The major scale above shows that

M2 spans two half sieps
M3 spans four half steps
P4 spans five half steps

P5 spans seven half steps
M6 spans nine half steps
M7 spans eleven half steps
P8 spans twelve half steps.

An understanding of these three points is most valuable, since it enables one to
write or identify all of the intervals above without reference the major scale.

-

THE QUALITY OF INTERVALS

The major scale contains all the perfect and major intervals within the span of an

ocLave

. The qualities, but not the quantities, of these intervals may be altered by the

appropriate placing of accidentals in the following manner.

1. A perfect or major interval may be made larger by a haif step. This interval

is then said to be augmented.

v © v © ST
P5 augmented fifth Ab
A A A '
¢ © Y © o be
M6 augmented sixth AbB

O 0 O O O 00000000000

(1 8 )

£

re (1
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INTERVALS

A perfect interval may be made smaller by a haif step. This interval is then
said to be diminished,

ol

Y © oJ.-e- .

AL % ]
¢ Lo

P4 diminished fourth d4

3,

A major interval may be made smaller by a half step. This interval is then
said 1o be minor,

A A A
#:#:

M3 minor third

4,

A minorinterval may be made smalier by a half step. This interval is then
said to be diminished.

A H_ 7
¢ © Y o J fo

m7 diminished seventh

Note:

a.

The quality of a perfect interval (unisons, 4, 5, 8) can never he altered
to produce a major or minor interval. Nor can a major or minor interval
(2, 3, 6, 7) be so altered to produce a perfect one.

Perfect unisons, fourths, fifths, and octaves are traditionaily calied perflt
EONSORLANCES,

Major and minor thirds and sixths are called imperfect consonances,

Major and minor seconds and sevenths, and all augmented and dimin-
ished intervals, are called dissonances.

The augmented fourth and diminished fifth, both intervais with the
same number of half steps (six}, are sometimes referred (o as tritones,
because six half steps equal three (iri-) whole steps (tones).

The standard abbreviations for interval quality are:

P for Perfect

M for Major

m for minor

Aor * for Augmented
d or *© for diminished

The following chart is an easy way 1o figure out the number of half steps in any
simple interval starting with a perfect unison, which consists of zero half steps,
and ending with a perfect octave, which comprises twelve half steps. The first

49



52

INTERVALS

Once the identification of all the white-note intervais has been thoroughly
absorbed, adding sharps and/or flats to one or both notes o increase or decrease
the quality should be relatively easy.

THE INVERSION OF INTERVALS

An interval is inverted either by raising its lower pitch an octave or by lowering its
upper pitch an ociave. :

%ﬁﬁ

M3 mb P5 P4 Ad

Note:

a. An interval and its inversion always span an octave. Such intervals are

b.

said to he complementary.

The sum of the intervals’ quantity is always nine. (It is not eighe, as one
might suppose, because one of the pitch names is counted twice.)

With the exception of the perfect interval, the guality of an interval
changes when it is inverted.

A major interval becemes minor.
A minor interval becomes major.

* An augmented interval becomes diminished.

*A diminished interval becomes augmented.

The sum of the half steps in complementary intervals is always twelve. For

"example, a major sixth (nine half steps) added to its inversion, a minor

third (three half steps), produces a perfect octave {twelve half sieps).
&
Or:

M6 + m3 = P8
9+3=12

COMPQOUND INTERVALS

All intervals greater than an octave are said to be compound. For example:

ha

A A O p L A
v - o O o P

_%;O_

M9 P11 Al2 ml3
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H
' If one raises the lower pitch an octave in each interval above, the results are
— as follows:
—
- Q ho.
-
M2 P4 A3 mé
o
Thus,
-’ MO = M2 + 7
B P1l = P4 + 7
- Al2=A5+7
ml3 = mé + 7

- A compound interval, therefore, between one and two octaves in span is

created by expanding the simple interval by an octave. The quality of the com.
. pound inierval is the same as that of the simple one. Its quantity is determined by
- adding seven to the quantity of the simple interval,
el
oy SUGGESTIONS AND STRATEGIES
- Identifying and writing intervals acéuratcl}' is most easily done if ydu know ill
bt the white-note intervals. The examptes that follow show you how to apply this
— principle, ’
'

Identifying an Ascending or Descending Interval

I =

v o

{

{
£
.

.

If one note has an accidental, begin with the white-note analysis, then deter-
raine what adding the accidental does to the space between the notes—increases
- or decreases it,

- I. Find the quantity of the interval by

P counting the number of letter names FGABCD = asixth
involved,
et 2. The sixth from F to D conzains only
“ one white-note second. FroD = M6
e 3. The given note is I». The flat makes the interval a half step

smailer, 50 it is a miner sixth (m6)
notes are white,

ol A

. iy
- o or
o v

Y (Y]

:@e If both notes have the same accidental, the interval can be analyzed as if the
e

\J
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PRELIMINARY EXERCISES
A, The following are quantity only exercises; thus, there is no need for clefs.
Identily the quantity of the following intervals.
© .y o
1 [ 4 ] -~ [ &} L [ &) ~
H Py L3 % oy -
&y __: [ % ) - - r = —
[ ® ] PN O [ & wr L
o i e L2 © o : #
PR & ) &) b T3 © i £ 1
£ % ¥ & NI 8 W= %
=y
Write the indicated interval above the given note.
7 8 5. 2 3 4 3 8 5 6
i i © i T3 : {
pry i &3 i i O3 i i
L W g n [ ] ™ 1 il : iy i
(] = O -r
Write the indicated interval below the given note.
7 R 4 2 5 6 4 7 6 3
F o o [ %] £
- H [ 1 ] £ L& ] : ~r
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B. The following are white-note only exercises: quantity and quality.

T

Identify the following intervals.

o O o) = © o b
LY ool NPT 4 ] [ % ] 3 % -
% [ & ] e = i [ % ] ~F ~
¥ J =~ -~ 3
ﬁ O g hid
[ & i Py -~ [ %)
= = e & ] b= L % ] L ] iy
¥ J A bl ey - e =
L& ]
Write the indicated interval above the given note.
mé M2 M7 m3 M5 m2 M3 +4 M3 m?7
© O
£ . Y
[ i % el ¥
bl e -~ [ % ] L %]
'y O o .
~ Write the indicated interval below the given note.
Mé Ch M7 P8 P4 M2 Ph mb m2 m7
- e i g ; T i : [ %] = H .
ﬁ- Ao ¥ | [ &) : I i o &
i : [ % ] 1 i Py T :
: [ & TRNNNEANNN. 4 :
o

SRR S

g

g

4 1
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INTERVALS

EXERCISES

BARE

goal—20 seconds per line.

i

A. ldeniify the intervals, Time

[}

[

1.4 W ]

[%]

[ & ]

[ %3

ii

13X %]

[ ]

(4]

AntY

1 %]

78]

X
O
i

)
Fallb Y 4 )
o —n

]

fra =g

FL}

1)

&)
ol )

g ]

(%]

1115

kL

[ % ]

bo
%4

Ly

IrA %]

pe

= Y
rF

LY

(%]

Lk
P 4
-

e

8

F41
o}

=

[ & ]

ey
P~ g

| Sl

i3

i 5]

N

iy

£y

HE W]

e & ]

£
xr

[4]

[ o ald

PO

i &3
udl

¥,

.

'
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INTERVALS

B. Most of the following intervals are spelled incorrectly. Rewrite the wrong

intervals correctly without changing the first of the two piwches,
Time goal—20 seconds per line.

59

1
P=—— = o
[%) [ % ] o
& s
mb M3 w4
2
oY S Y
L 5 =,
bo —#‘W 7F
°5 m3 mé
3
Iy b
& 2 =
[ % ] o
O] -
P8 2
s ‘ .
. Lln S
'.: ]U{) e oW
el [ & ]
. P4 m3 M6
5 .
- A 5
% £ b 3
; a7 m? °3
6 »
aht P R
il I3 ~r P YTy
’;' c «U 3;:3 3 il =
*h P4 +g
7
h [
% 1 oL n) : (% ]
1L %) © Y
© r:y
e4 Pa 6
8
o | |
o} PR I 4
P 43 3
+8 06 ~:-]
9 13
4 oy
[ ] O ¥
M3 P4 4
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¥

10

L ¥

\ ¥

¥

T

ki

“4

FLF

M7

|
IR

A0S ]

11

o & ]

26

°3

M6

¥

£)

1%}

Dy
*3

¥

+2

*1

13

HE®]

IXs]

[W ]

+6

M3

P4

14

11 %]

WA

=7

M3

M6

16

1X 03

[ %]

M
Fr

[ )

mb

o4

+1)

E~-
L]

2N
Gl d

e
Ly

JEY

P5

*3

18

(8]

Y]
¥

P8

(%]

g ]

°7

°4

12 |

L]

[ ]

+3

*6

23
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Sight Singing:
A Strategy for the Non-Singer, Less Experienced Singer,
Terrified Singer, efc.

Perhaps most vital step is to use a strategy for sight singing and to practice it
consistently. Scan the melody quickly (remember: only 75 seconds to practice), and
to consider the following points along the way:
1. Check the clef.
2. Check the key signature: In what key is the melody written? (Determine whether the
melody is major or minor).
3. Check the meter signature.
4. Tap out the rhythm of the entire melody, identifying and practicing tricky rhythms.
5. Look at the general contour of the melody, practicing “thinking” (rather than singing)
the melody.
6. Consider the range. If the given pitch is not comfortable and the student needs to sing
the melody in a different key, that decision needs to be made early in the practice
period.
7. Sing the scale and the tonic triad, including the 5 below the triad (i.e., 1-3-5-3-1-5-1).
8. Always know where the tonic pitch (“do”) is and be able to sing it at any time.
9. Look for any patterns in the melody (i.e., stepwise passages, triads, outlined chords,
- etc.).
10. With a pencil (yes, pencils are permitted on the sight-singing portion of the exam),
mark:

a. all of the places where you find “do™;

b. the beats or any tricky rhythms;

c. intervals or melodic patterns discovered {see #9); and

d. the “last note value” (remember to hold it for its full value). _
11. Some difficult intervals may need to be approached “backward” rather than always
forward {e.g., F4 to C#4 to D4 can be troublesome when approached as the notes
come, but F4 to D4, and C#4 to D4 are both easier to perform when isolated as two
separate steps, making the C#4 easier to find in relation to D4 than in relation to F4).
12. Practice the melody out loud (students are often most frightened by the sound of their
own voice if they've never sung alone before, making it imperative that they have as
much experience as possible singing alone before they attempt the exam).
13. Repair spots that don’t work or fall apart.
14, Perform the melody again correctly.
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TERMS AND $YMBOLS USED IN THE AP MUSIC THEORY EXAM

A. FORM
1 ‘,ﬂhu

i. Lower case ietters represent phrases or subsections; for axample, o
b indicates a contrasting period. ab represents o phrose,
contrasting phrase, ond a return to the original phrase. A prima
(a at) denotes @ phrase and a variant form of that phrase.

ii. Capital letters are used to denote larges sections within the
composition.

i, Tm

i, Cadence - A cadence usually consists of two chords that provide

musical punctuation ot the end of phrases or sentences.
| 'm
Authentic- o 5 chord to 1 chord resojution
Imperfect authentic- an guthentic resolution that does not
meet the criteric of o perfect authentic resolution.
Perfect Awthentic- an cuthentic cadence with the V chord
in root position that resolves to a root position | chord with
the tonic in the soprano voice.
Condlusive Cadence- a cadence which has a feeling of
resolving or conciusion.
Deceptive Cadence- o cadence which appears to be
resolving to the tonic but instead resoives to the submediant
such as V o vior IV to vi.
Half Cadence- o cadence which resoives to the IV of V
chords.
Phrygian Half Cadence- A first inversion subdominant
chord that resolves to a root position dominant chord,
Inconclusive Cadence- A cadence that does not give a sense
of resolution like a haif cadence.
Plagal Cadence- o IV to | resolution.

i. Cadential Extension - the prolongation (post-cadential
extension) or delay (pre-cadential extension) of o cadence by the
addition of material beyond (i.e. before or aftar) the point at
which the cadence is expected,

iil. Codia - Closing section of a composition. An added ending.

k. Codebta ~ A short pasage connecting two sections, but rot
forming part of either: a short coda.

v. Contour —

vi. Coumbtermelody - A vocal part, which contrasts with the
principal mejody, '

vii. Elision (phrose efision) - the shortening of & theme or phrase by
removing particular notes; see atso 'interpolation’s the omission of
notes from a melodic fine, thereby truncating it.



viii. Fragment (fragmented motive) - breaking up a subject into
small segments, any one of which may form the basis for further
development,

ix. Imtroduction - A preparatory movement, usually in a slow
tempo to introduce o larger composition, The term is chiefly
applied to Classical and Romantic music, but is not exclusively
applicable to those eras.

% Juzx and Pop Term::

1

2,
3.

Bridge - Transitional passage connecting two sections of
a composition.

Chorus - The refrain of o song.

Song form (AABA) - The structure of o composition, the
frame upon which it is constructed, Form is based upon
repetition, contrast, and variation. AABA s the standard
jazz and pop form

Turnaround — o chord progression, often four bars, that
conciudes in a half cadence that returms to the chorus.
Twelve Bar Blues - One of the most weli-kriow chord
prograssions in popular music of the 19th century and ater
is the 12-bar blues. Countless jazz and popular songs have
been composed within the structure of this series or
prograssion of chords. The basic bluss progression uses 3
chords - the Tonic (f) or the chord that the song is
centerad on, the Dormninamt (V) or the chord based on tha
fifth step of the Tonic scale, and the Subdominant (V) or
the chord based on the fourth step of the Tonic scale.

xi. Melodic procedures:

1.

Angmentation - Compositional technigue in which o
melodic fine is repeated in longer note vaiues, The
opposite of diminution.

Conjumet - Pitches on successive degress of the scale;
oppaosite of disjunct.,

Diminution - The thortening of note values; the opposite
of augmentation,

Dishanet - The term used to describe intervals iarger than
a second; the oppasite of conjunct.

Extended Version -

Fragmentation =

Internal Exvpansion -

imwersion - As applied to music the term may be used in
both melody and harmony. Melodic inversion: an
exchange of ascending and descending movement, eg.c
up to f in descending becomes ¢ down to g. Harmonic
inversion: the position of the chord is changed from root
position (root on the lowest pitch) to first inversion, with



10,

1.

12.

13,

14,

-

15
16.

.

the third, or second inversion, with the fifth in the lowest
voice. An exampie: root position c-e-g; first inversion e-g-¢;
second inversion g~¢c-e.

Literal Repetition - A phrase that is repeated on
purpose, to represent a theme or mood in the piece.
Motivic Tramsformation — A short musical figure that is
transformed and embellished on throughout the musical
piece.

Octave Displacement —

Retrograde - A series of notes played backwards.
Retrograde inversion is o series of notes played bockwards
and upside~down. Both of these are essential in twelve-
tone music.

Rhythmic Tramstormation — To embeliish on an
established rhythmic pottemn, keeping the basic idea the
same, while changing and transforming the rhythm.
$equence — A restatement of an idea or motif at a
different pitch level from the original.

Seqguential Repetition — the repeating of o sequence.
Transposition — Shifting a composition to a different piich
jevel.

Truncation — to have shortened abruptiy.

xii. Motive ~ A short tune or musical figure that characterizes and
unifies a composition. It can be of any length, but is usually oniy @
few notes long, A metif can be a meiodic, harmonic or rhythmic
pattern that is easily recognizabie throughout the composition.

xiii. Peried — A complete musical thought, concluded by o cadence,
having two phreases, each usudlly two to eight measures in length,
catled the antecedent and the conseguent,

1.
2.

Antecedent - the first phrase of o musical period.
Simillar phrase. In a musical period, the antecedent end
consequent are two baiancing halvas, somewhat like o
rhymed coupiet in poetic varse, with the movement of the
first half completed by the second.

Contrasting Periosd - Comprised of two phrases that
are in contrast o a previous period.

Double Period ~ Four phrases in two pairs. The cadence
at the end of the second pair is stronger than thot ot the
end of the first pair,

Baraliel Period - A period in which the second phrase is
a repetition, modified repetition, or o variant of the first
phrase. Labeled a o'

xiv. Phrase Group — fwo or more phrases, of which at least two are
similar, that appear consecutively in o composition. The phrase
group DOES NOT end in a conclusive cadence.



xul
VAL

xwiii.

Xix.

xxi,

axit,

Xxiil,

xxiv.

B. HARMONY

Refrain ~ The part of a song which recurs ot the end of each
stanza. Refers to both words and music. Synonym of chorus.
Smell Forms — see other handout.
$ole, $oll — Alone. A vocal or instr. Biece or passage performed
by one performer, with or without accomp. Soli is the plural form.
$tanxa - The division of o poem that consists of a series of lines
arranged together. This is usually in the form of a recurting
pattern of meter and rhyme. In music, o stanza, or verse, is o
poem set with a recurring pattern of both rhyme and meter. A
"strophic” song (as opposed to ¢ “through-composad” song) hos
several stanzas or verses set to music that remains the same or
similar with each stanza. Many hymns follow this pattern,
$trophic — Song structure in which every verse (strophe) of the
text is sung o the same musical fune.
Theme - The musical basis upon which o composition is built,
LUksually a theme consists of a recognizable melody or a
characteristic rhythmic pattern, The theme may sometimes be
called the subject.
1. thematic transformation - Musical expansion of a theme
achieved by varying its melodic outline, its harmony, or its
rhythm,

Through compaoated - Song form thet is composed from
beginning to end without repetitions of any major sections; each
verse having its own, unigue melody. [Ger.] durchkomponiert.
Yutki ~ A directive to perform a certain passage of a
composition with all instruments together, The opposite of sofo,
Variation - A deviation from a theme that uses the some bass
pattern or harmonic progression that the theme wed, and
usually having the sarmne number of measures as the theme.
Generally, a variation is played after a therme with the variction
being slightly more omate; in several cases there are many
variations upon o single theme. Variations are often used as
accompaniments to songs that are several verses Jong, or os
dance music. In both cases, the repeating structure is beneficial to
the nature of the function.

Verme - Term used in Anglican church music meaning o passage
for solo as controsted with full chorus, thus verse anthemn, one in
which solc verse ond full chorus are contrasted,

1. Symbols

Roman and Arabizc Numerals
1. Capital Roman numerals denote Major Triads.
2. Lower case Roman numerals denote minor triads.
3. A Capital Roman numeral with a “+” indicates an
augmented triad



4. A lower case Roman numeral with o “o” indicabes o
diminished triad.

5. Arabic numerals or figurad-bass symbols denote intervals
above the buass, indirectly indicating the chord inversion.
Arabic numerals may also indicate voice-ieading and/or
non-harmonic tones,

H. Triads

1. 6 —indicates q first invarsion triad
2. 6/4 ~ indicates a second inversion triad

iii. Seventh Chords

1. 7= aroot position seventh chord

2. °7 = fully diminished seventh chord. (All interveatls are
minor 3rds)

3. 7 — o half diminished triad. (diminished triad, pius o
rminor 7) ‘

4. 6/5 ~ first inversion

5. 4/3 -second inversion

6. 42 ~ third invarsion

fv. OﬂIé!‘ Figures

v,

1. 8-7 indicates melodic movement from an octove to a
seventh above the bass.,

2. 9-8, 7-G, 4-3, indicate a suspersion and melodic resofution.

3. Anaccidental (#, &) before and Arabic numeral indicates
alteration of the interval involved.

4. A figure with a siash through it, or & plus (44) indicates
that the note creating the interval in question is raised o
haif step,

Cudence Types - see Ab.i above

fi. Chord QOuality

i
ii.
fit.
v,
V.
v

vii.

viii.

Augmented- consists of two major thirds (C, E, G#)
Diminithed- consists of two minor thirds (C, Eb, F#)

Major- consists of o mojor third and a minor third (C, E, G)
Mimnor- consists of a minor third and a major third (C, b, G)
Major Seventk- consists of o major friad pius a major third (C, £,
G. B)

Dominant $eventh- consists of a major triad pius & minor third
(C.E. G, Bb)

Mimor $eventk- consists of a minor trind plus a minor third (C,
Eb, G, Bb)

Half Diminithed Seventh- consists of a diminished triad pius a
major third (C, Eb, F#, A#)

Euliy-Diminished $eventh- consists of o diminished triad pius
a minor third (C, Eb, F#, A)

Z. Funckiont and Progressions



%+ 3cale Degrees/dintonic chord names

i

2,
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Tenice - The note upon which a scale or key is based: the
first note of a scale or key: the keynote.

Supertonic - That tone that is one step above the tonic
of a key.

Mediant - The third note of the scale, so calied bacause
of its position halfway between the tonic and dominant.
$ubdominant - That tone that is one step below the
dominant of a key.

Dominant - The fifth tone of the scale. _
Submediant - That tone which is positioned as far below
the tonic as the mediant is above the tonic, i.e., the sixth
step of the scale, the superdominant.

$ubtonic - That tone that is one step below the tonic of a
hey,

Leading Tome - Also called "leading tone”; the major
seventh of a scaie, so called because it lies a semitone
beiow the ronic and "leads"” towards it.

xi. Functions —

L

Tonie Funttion - The tonic diatonic function includes
four separate activities or rofes as the principal goal tone,
initiating event, generator of other tones, and the stable
center neutraiizing the tersion between dominant and
subdominant.

Dominant Fanction - The dominant diatonic function
has the role of creating instability that requires the tonic
or goal-tone for release. The dominant may also be
comsidered the result of a transformational operation
applied to the tonic that most closely resembies the tonic
by some clear-cut criterio such as common tones.
Predominant Fanction — Chords that most typically
precede the dominant in functional harmony as applied

to 18Y century rules. These chords are most typically, §i, IV,
and vi,

xii. Cirele of Sthy — See Handout
xiii. Deceptive progression ~ [ike the deceptive cadence
progression V-vi, the root of the satondary dominant can move
up stepw:se in its own deceptive prograssion, 2.g., where the root
of Vjvi moves up stepwise to IV,
xiv. Hermonic Rygthm - the rate at which the chords change.
xv. Modulution

L

common tome modulation — A cormmon-tone
medulation is @ moduiation through the use of o tone
commen to both keys, which is held over, sustained, or
repeated. The cormmon tone, singled out or isalated for
special treotment, often stands out from its musical



context and signals to the listener the occurrence of the
modukttion. it is often used in the modulation to
chromatically 3rd-related keys, e.g., the use of a sustained
note C as o common tone to modulate from € major to
Ab major (C is now the 3rd of the new tonic chord).

2. phrase modulation - calied phrase modulation (for it
often occurs between phrases) or gbrupt shift. It is a
rmiodulation through o sudden change of key without the
use of common chords or tones. Alo called Direct
modulation

3. pivot chord moduiation - Modulations by pivot chord
happen within a phrase, with the diatonic function of
¢hord within the original key also functioning as a
diatonic chord in the new key. Nofe that pivot/common
chords are diatoric in both the original ond the new key.
Pivot chords typically appear as pre-dominants (vi, IV,
and i) in the new hey. leading to a dominant in the new
key. Usually the pivot chord is the chord immediately
preceding the first instance of the new dominant. .

xvi. Neighboring Chord - Harmonies that act as embeliishment
(such as neighboring chords, possing chords, and incompilete
neighboring chords) are non-functional; such chords, which are
fundamentally inear, may emphasize functional chords in a
progression but do not themselues contribute to the motion of
the phrase as essentiol components of the prograssion.

xvii. Rute of Harmonic Change - see harmonic rhythm.,

xviii. Realize, reglization of figured bass, realization of four-part
Roman numeral progression -

xix. Retrogression - series of notes played backwards. Retrograde
inversion is a series of notes piayved backwards and upside-down.
Both of these are essential in twelve-tone music,

xx. Secomdary Dominant - functions as a dominant to a major or
minor triad other than the tonic.

xxi, $econdary icading tone chord - just as the /eading rone triad.
vii°, can progress to tonic in o dominant-to-tonic relationship, so
can other major and minor triads be tonicized by their sacondary
leading tone triads. Secondary leading tone triads are normally
written: vil°/V, for exampie. An abbreviated symbol is also
ccceptable: /Y, for example. In that most diminished triads
normally appear in frst inversion, however, "/V" is understood to
imply "°/." Either analytical symibol is acceptabie.

xxii. Tomicization - the process of a secondary dominant’s endowing
its following chord with the property of toniz, even i only briefiy,

5. Nonharmoric Tones
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ix.

Anticipation - in part-writing, an unaceented, non-harmonic
note that belongs to and is repeated in the harrmony immediately
following; i.e., one or more harmonic voices or parts moving to

their particular position in a new chord before the other parts, or
before the accent.

. Appeggiatara - [ acming note; grace nota; note of

embelishment usually one step above (sormetimes, though seidom,
it is one step below) the main note. Before an even or unaltered
nate, the appoaggictura generally receives its face vaiue, that is
one-half the value of the note that follows; before a dotted note it
receives more than its face value, that is to say that it shouid be
given two-thirds of the value of the following note. If the note is of
the same pitch as the principal note of the appoggiaturg, the
grace note receives the entire value of its principal note, but is
carried to the next note with strong portamento.
Embellishment - An ormamentation; notes, usualiy of short
duration, that are added to the main meltody of o composition to
decorate or ornament the melody, they may be either written in
by the composer or improuised by the performer, Generaily, if
there i a repett in a composition, especially in o composition of
the Renaissance of Barogue eras, the first steternent would be
played without omomentation, but embellishments may be
tastefully added to the repetition.

. Eseape Tone - (echappes) an omomentation between notes

proceaeding in o step-wise fashion in which the ormamental note
will go the opposite way of the progression, followad by the proper
note in the progression,

Neighboring Tone - in part writing, an omamentation such as a
grace note, which is an unaccented, non-harmonic note
immediately above or below a principal or hanmonic note.
Ornament - Decorative notes of short duration added to
compositions to emphasize certain notes and to add fiavor 1o the
compaosition, Omamentation hios been used through all periods of
music in Western tradition, but they are particularly prominent in
the iate Renaissance, Baroque, ond Classical eras. Omamentation
is not limited to specific instruments, but may be performed on
aimost any instrument, including the voice.

Passing Tone - A passing note is & non-harmonic note that
appears between two notes in stepwise motion in part writing,
Usually o passing note 5 @ ink between o melodic interval of a
third in one of the voices,

Pedal Peolnt - Term used for a drone (a low, sustained tone) that
remains steady in the bass of a composition while other voices
move about above it. An organ point i also called a pedal tone, a
pedal, or o drone,

Preparation - the positioning of the notes in a chord so that one
of them, sounding as ¢ consonant note within the first chord,



sounds o5 & dissonant note in the next chord. This note is then
resoived in the following chord.

%. Resolution - the resolving of o dissonant sound to o consonant
sound in the foliowing chord. Also, the conciusive ending to a
musical stoterment.

xi. Retardation ~ A siowing down of tempo.

Xii. $uspension - a situation in which « single note of one chord i
held over into another chord, thus creafing a dissonance, which i
resoived by step in the following chord.

4. Spacing/Voicing/Position

i,

i,

vii.

vili.

ix.

Alko - Lowest female voice in music, between tenor (high
male) and sopranc (high female). Voice ranges from f 1o ¢
The common, sing able range for Altos s from b to b,

Bass - Lowest maie voice in music, lowest voicing heard in
music, Voice ranges from F to €. The common, sing able ramg
for Basses is from A to a.

Close position - (ciose structure) The soprano, alte, and
tenor voices (notes) are piaced as ciose togather as the chord
tones allow. important steps to follow: Stems are written
above the note heads of soprans and tenor notes and stems
are written below the note heads of alte and bass notes;
there is no restriction upon the distance between tenor and
bass notes; the triads are said to be in roof position because
the roots are in the bass.

Deoubling - In part-writing, the repetition of one of the
notes in o chord either in unison or ot the octave: in four-part
harmony, for irstance, one note of every triad i doubled,
wsually the root,

First Inversion - )f the lowest note of the chord i the 3rd of
the triad it is said 1o be in first inversion,

inversion, inversion of an interval « The corplement of an
interval. Within an octowe, the inversion of a second s &
saventh, the inversion of a third is o sixth, the inversion of
fourth is o fifth,

Open position - The soprane, aito, and tenor uoices are not
picced as ciose together as possible.

Roet - In terticry harmony, such as the major-minor tonal
susterm, the lowest note of a verticad sonority or chord, when
the notes of the chord ore rearronged as a sequence of 3rcis.
If no rearrangement is necessary the chord is said to be in
root position.

Root posikion - An arrangement of the notes of o chord in
which the ROOT of the chord i the jowest-sounding note,
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Second inversion ~ If its lowest note is the 5th, then it is ‘in
second inversion.

$oprame - Highest female vaice in music. Voice ranges from
c tozgz. The common, sing able range for Sopranos is from d'
to e

FYemor - Highest male voice in music, Voice ranges from ¢ to
g'. The common, sing able range for Tenors is from d to ',
Third inversion - The inversion of triads can be extended to
7th chords, where an extra position of the chord ~ Yhird
inversion’, with the 7th as lowest note - i possibla.

5. Voice Leading

8

i,

Wi
wii.

viii,

ix.

i,

i,

Commen tone - or ‘common tone’, o note that remains the
same between two different chords.

Contrary Motien - Simultaneous musical motion of ot least
two voices, one of which is in opposition to the other, with
one voice rising i pitch while another voice falls in pitch.
Crost relation - occurs when a member of a chord is also
found in the following chord but in o different voice and with
a different chromatic infiection. & is usually auoided because
of s unpleasant sound. E.g., in g D minor chord {(DFA)
going to a B major chord (D F# A), the Famd F¥ are ina
cross-relation, and should be avoided,

Crossed Voice; —

Direct fifths - motion to a fifth in similar motion,

Pirect Octaves - motion to an octave in similar motion.

Obligue {motion): o term used in counterpoint to describe
when one voice is stationary and o second moves up or down.
Overlapping Veices

Paraliel motion- in part writing, paralie! motion occurs
when two voices move from one position to another, keeping
exactly the same interval between them,

Barallel intervals - A sequence of intervals that keep the
seme distance throughout the sequence,

Simfiar Motion - In part-writing, similar motion is the
situcrtion in which two voices of the composition move in the
same direction, either ascending or descending, but they do
not necessarily cover the same intervg,

Tendency Tone - a note that is o semitone (half-step) away
from another note. The note is also dependent, that is, it
usualiy forms a dissonance with another note, and therefore,
needs fo resolve to o note a semitone (half-step) away., The
4th and 7th degrees of the scale in major keys are tendency
notes, since whenever they appear, they have o “tendenay' to
move respectively to the 3rd and 8th degree of the scaie. Any



xiit,

xiv,

note can become g tendency note by chromotic alteration,
so, for example, although the 4th degree of the scale.
Unresoived lending ktone ~ ieading tone that is not
resolved to its tonic.

Unresolved seventh — the seventh of o chord that is either
improperly resolved or not resolved by ascending a semi-
tone in the following chord.

Voice Exchenge - o term used to describe the exchange of
parts between voices in medieval polyphony,

&: Miscellaneous Harmonkc Terms

iif,

Vi,

vii,

Arpeggio - The sounding of the notes of a chord in
succession rather than simultaneousiy: alse, especially in
keyboard music, the breaking or spreading of a chord.
Arpeggiation datas from the mid-18th century and indicates
that o player is to interpret o series of chords by piaving
them in arpeggiated fashion.

Chromatic - A chromatic scale consists of an ascending or
descending line that advances by semitones. An instrument i
said to be chromatic if throughout the whole or o substantial
part of its compass it can produce all the semitones. In
melodic and harmonic analysis the term ‘chromatic’ is
generaliy appited to notes marked with accidentals foreign
to the scale of the key in which the passoge is written.
Common Practice $tyle ~ The basic rules of composttion,
deveioped in the common practice period, in the history
of European art music (that is, what is popularly called
“dossical” music), encompasses those periods identified os
Barogue, Ciassical, and Romantic. i lasted, therefore, from
about 1600 till about 190C.

Comjomance - Acousticaliy, the sympathetic vibration of
sound waves of different frequencies reiated as the ratios of
small whole numbers; psychoiogicaliy, a harmaonious
sounding together of two or more note, that is with an
‘absence of roughness’ or ‘relief of tonal tension.’

Biatonic - Proceeding in the order of the octave based on
five tones and two semitones. The major and natural minor
scales and the modes are ol diatenic in the major scaie, the
sernitonas fall between the third and fourth tongs and the
seventh and eighth tones. in the minor scale, the semitones
fall betweean the second and third tones and the fifth ond
sixth tones.

Dissonance - The antonym to consonance. A discordant
sounding together of two or mora notes percaived as having
roughness’ or ‘tonal tension’,

Fignred best - As o general rule the prindpie of figuring i
to notate only intervals over the bass note that deviate from
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C. INTERVALS

fif.
i,

Vi

the root position triad (5-3 chord): the figures 5 and 3 are
tharefore not normally written, For instance, a chord with a
3rd, a 5th and a 7th s normally written os just 7. The figure 6
normatly replaces 5, and 4 or 2 repiaces 3: the inversions of
triads are therefore abbreviated. Inversions of 7th chords
have two factors a step apart (the root and the 7th) and the
conventional obbreviated figuring reflects this. Figures
arranged horizontally show part movements, suspersions or
appoggicturas, Because the figure 2 normally replaces 3, the
figure 9 is used in chords that aiso include the 3. Accidentals
may be combinad with cmy figures: an accidental on its own
normaliy appiies to the 3,

Flatted fifth - The tritone, which derives its name from the
fact that it spans three whole tones, is o musical interval of six
semitones. Two tritones add up to an octave. An augmented
fourth or diminished or fiatted fifth is o tritone.

Leod 3heet - A score, in manuscript or printed form, that
shows oniy the melody, the basic harmonic structure, and the
lyrics (if any) of o compeosition. Many performances of jazz
are reaiized from jead sheets, which may be collected ond
bound together to form a Fake book. ‘

Plcardy Third - A practice from the 16th century and the
Baroque era of ending a compasition with a major chord,
when the rest of the composition is in @ rninor key, thus
giving the composition a sense of finality. The chord is
derived from the paraliel major.

Resslution - in partwriting, the resolving of o dissonant
sound to a comonant sound in the following chord. Also, the
conciusive ending to a musical statement.

Compound interval - any interval that is greater than
an octave, the sum of a simple interval and one or more
octaves. Ex: a 9™ is @ compound 2nd.

Half $tep (semrtone): the smallest interval of the
moderm western tone systemn; in agual temperament, the
1112 part of an octave.

Interval: The distance between two pitches

Imversior, inversion of an interval: the procass of
transposing the tones of the interval or chord so that the
eriginal bass note becomes an upper voice.

Numerical Names Ex: Third- a tone on the third degree
from o given tone (counted as the first) Fifth- ¢ tone on
the fifth degree from another tone (counted as the first).
Quality or Type:
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1. Ex: Perfect~ applied to the intervals, harmonic or melodic,

of an octave, fifth, and fourth in their normal form, os
opposed fo augmented and diminished.

2. Madjer- being between the tonic and the second, third,

sixth, or seventh degrees of a major scale: a major third: o
major sixth,

3. Miiner- smalier by o chromatic half step than the

corrasponding rajor interval.

4. Diminished- To reduce (a perfect or minor interval) by

¢ semitone.

5. Augmented- Larger by o semitone than the

corresponding major or perfect interval.

Tritome: an interval consisting of three whole tones; an
augmented fourth.

Uinison (prime): An interval of zerg; i.e., the same pitch.
Two instruments playing in umisen are playing exactly
the same notes.

Whole skep (whole tone): an interval of two semitones,

as A-B or B-C£; a mgjor second.

. s Performance Terms

Antiphonal o term describing works in which an ensermnbie
is divided into distinct groups, performing in alternation and
together. ,

Articulation: The separation of successive notes from ane
another, singiy or in groups, by a performer, and the monner
in which this is done.

Arco lralian for “bow.” As a musical term, ‘arce’ is ganerally
used after the word Pizzicato to indicate to the player that
he or she should resume piaving with the bow.

Legate: ltalion for “bound.” When successive notes are
connected without any intervening siience of articulation,
Marcato: ltaiian for “marked” or “stressed.” The notes are
accented and short. The principal use is to drow the
attention to the melody ot subject when it s in such
position that it might be overicoked.

Pixxicates A direction to pluck the string(s) of a (generaliy
bowed) instrument with the fingers.

$hur a curved line (or sgucre bracket eic.) extending over or
under o succession of notes to indicate their grouping os
iegoto, continuous coherent unit for the purposes of phrasing.
Staccatbe: ltalian for “detaiched,” the antonym of legato.
Notes played are separated from each other by a silence of
articutation, shorter than marcato, and sometimes accented,
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Temute: A performance instruction normaliy applied to
single notes, denoting o holding of individual notes to their
full iength.
Call and Response: The performance of musical phrases or
longer passages in altemation by different voices or distinet
groups, used in opposition in such @ way as to suggest that
they answer one another; it may involve spartial separation
of the groups, and contrasts of volume, pitch, timbre, otc. A
informatl synonym for antiphony.
Dymamices: The intensity of volume with which notes and
sounds are expressed.
Crescendo: italian for “growing.” Signals an increase in
volume or intensity.
Diminuende: The oppasite of crescendo; signals e decremse
in volume or intensity.
Terrace Dynamicn An overly literal interpretation of the
scanty dynamic performance terms of the twentieth century.
Pianissime (op)s lialian for “very fiat/iow.” An indication to
play very, very softiy/gently with low intensity,
Piane (o) ltalian for “fiat/low.” An indication to ploy
softly/gently with little intensity,
Mezzo Pigno (m7p) An indication to play moderately
quietly, but louder than piano.
Mezzo Forte (r79s An indication to play moderately loud,
but softer them forte.
Forke (/1 An indication to piay loudly and strongly, with
inbensity,
Fortissimno (s An indication to play very loudiy and
strongly, with o lot of intensity.
kimprovisation: creation of a musical composition while it is
being performed.
Phrasing: the linking of musical components and melodies
within a composition.
Tempe: the rate or speed of music, usually marked in lalicm,

Adagie: quite siow

Allegre: fast; cheerful

Andante: a walking pace

Andantine: dightly faster than wolking speed

Girave: solemn; very, very siowly

Large: broad: very siowly

Lente: siowly

Moderate: moderate {you think? Duh..)

Preske: very fast
. Viegce: lively

Aceelerande: petting faster

P NG U A WP
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12. Ritardande: getiing siower

13. Ritenade: holding back. Synonymous with Ritardado

4. Rubate: “borrowed time;” where the performer paris
flexibly from the written note, hesitoting a little or
htrrying forward o littie.

D. RHYTHM/METER/TEMPORAL ORGANIZATION

iit.

.
PRkke

Accent - an emphasis placed on a particuiar note, either as
@ result of its context or specifically indicated by an occent
mark.

1. Agegic ~ is an emphasis by virtue of being longer in
duration than surrounding notes, in @ way that shifts their
fime of onset.

2. Dymamic ~care created when one note i louder than
ancther,

3. Metricual - An reguiar pattem of accentuation (strong -
weak) that is inferred from the phebnomenal pattern of
accentuation. (i.e., 1 & 3, strong beat vs. weak beat)

Anacragis - An Upbeat or o pickup note{s); a terrn wsed for
unstressed notes at the beginning of a phrase of music.,
Arymmetrical Meter - consisting of an odd number higher
than three. Often used to refer to meters with an odd
number (greater than three) of beats or subdivided beats,
resixiting in an uneven subdivision of the measure,
Augmentation - Statement of a meledy in longer note
vaiues, often twice as stow o the original.

Bar line - The common terrm meaning bar or the finas
drawn perpendicuiariy across the staff to divide it into
measures, The barline came into wse in music after 1600.
Beat - The reguiar pulse of music which may be dictated by
the rise or fall of the hand or baton of the conductor. by o
metronome, or by the accents in music. See conducting
patterns.

Beat type = compound/simpie - A musicad time
signature in which the accented beats of each measure are
divisibie by two. Compound time implies that the beats of
each mecsure are divisibie by three.

Changing Meter (multimeter) - music in which thers are
changing meters {time signatures); 4/4 to 5/8 to 6/8, for
exarnpie, Stravinsty's Lo Sacre dir Printermps

Cross ekl ~ the juxtaposition of simuttansous but
conflicting rhythmic patterns, {i.e. in jazz ballad playing, for
example, there is commonly o triplet-crotchet (quarter-note)
rhythm that implicitiy continues through the 4/4 meter and is
‘tapped-into' from time to time.)
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Dimimation - when a melody played in such a way that
the time value of every note is shortened, generally halved,
in value, i antonym is ' augmentation'
Det, double dot- A mark that represents a duration
directive in musical notation. When piaced to the right of the
notehead, the det indicates that o note should have half
again its original duration. For example, if o diet is piaced to
the right of a half note, the note would then have the
duration of a half note plus a quarter note.
Dotted Ripthm-~ Rhythms that consist basically of o dotted
note and a neighboring note worth one third the duration of
the entire duration of the dotted note. For exampie o
succession of notes composed of two note clusters, o dotted
quarter note followed by an eighth note, or @ quarter note
foliower! by o dotted half note, etc.
Duplet- A group of two notes piayed in the time usually
taken to play three.
Daration~ The length of time that o note is sounded. This
term can aiso refer £o the notation of the iength of time that
a note is to be sounded or the length of time that o rest
shouid be obsarved (silence).
Hemiola- in early music, this term meant the ratio of 3.2,
empioyed musically in two sensas; the ratio of the perfect
fifth, whose musical vatue is 3:2, and the rhythmic relation of
three notes in the time of two, Le,, the tripiet. In the Barogue
era hemicla was used in dance music in the sense that it
denoted the articuiation of two measures of triple meter as if
they were three measures of duple meter, In later music,
espedially Viennese waltzes the use of hemiola was common,
in the sense of playing dupiets in one part of the music, over
which another part of the music is piaying triplets,
irregular meter~ fime signatures that are in neither duple,
tripie or quadruple time, for exampie 5/4, 7/4, etc.
Meter - Or ‘'metre’, the organization of music or
verse into units of accented and unaccented
beats, for example, duple time alternates
accented and unaccenied beats, while triple time,
an accented beat is followed by two unaccented
beats. Mster is actually what is heard and is not
the same as a time signature, which is what is
written. Although a 'time signature' is calied a
‘meter signature' it is not the meter itself
t« daple - A rhythmic pattern with the measure being
divisible by two. This includes simple double rhwthm such
s 2/2, 414, but also such compound rhythms as 6/8.



2. triple - A metrical patiern having three beas to a
measure.

8. guadreple~ Meirical potiern with four beats to the
measure; 4/4 or common fime, efc.

xviii. Note Valae- The mete value is the duration of a note, or

xix.

i,

xxiv.

KRV

the relationship of the duration of the note to the measure,
The duration of a note is determined by the key signature.
Polgrhpthm= The use of several patterns or meters
sirnuitaneously, a technique used in 20th century
compositions.

Pulse- in music, o pulse is an unbroken series of distinct yet
identical periodicaliy occurring short stimuli perceived os
points in time. although ‘beat’ and ‘puis2’ are generally used
as though they are synonymous, some writers make o
distinction between them. For example, in 9/8 time,
compound triple tirme, there are 9 ‘pulses’ but only 3 'beaty’,
Rbythm= any aspect of music having to do with fime, which,
stnce music must exist in time, means that all music is
rhythmic, At its simplest, rhythm moy be thought of as the
disposition of strong (or accented) and weak (or unaccented)
beats in a piece of music, This has led some analysts to see
'metrical organization’ and rhythem’ a5 being identical. If
periodic stress defines musical groups, then a primary
definition of 'meter’ inciudes the opposition of weak and
strong. This opposition is shown maost clearly in the contrast of
arsfs and thasis across the barline, a model which can be
expanded, as it was by Kimberger, Hauptmann, and Weber
in the 1Bth- and 19th-centuries, to inciude musical form as @
hierarchical extersion of the metrical impulse,

$wing Rhythm« In music, o swung note or shuffie note is
the rhythmic device in which the duration of the initial note
in a pair i augmented and that of the second is diminished.
A swing or shuffie eiwthm i the rhythm produced by playing
repeated pairs of notes in this way. Liffing can refer to
swinging, but might also indicate syncopation or other subtle
ways of interpreting and shaping musical time.
Jymcopation~ Deliberate upsetting of the meter or puise of
o compaosition by means of @ temporary shifting of the
accent to o weak beat or an off-beat.

Tempo ~ The speed of the rhvthm of a compasition.

Tie~ A curved line drown over or under the heads of two
notes of the same pitch indicating that there should be no
break between them but they shouid be piaved as a single
note.

Time signature = A symbol placed ot the left side of the
staff indicating the meter of the composition. For example, a
time signabure of 3/4 would indicate that there are three



quarter notes in each measure and the quarter notes receive
the main pulse (or beat)..

xxvii. Triplet « Three notes of equal length that are to be

E. SCALES/KEVS/MODES

e
1.

i,

V.

ui.

performed in the duration of two notes of equal length.

Accidental- A mark placed before @ note which indicates
that the previously understood pitch of the note shouid be
altered by one or two half steps. To raise the unaltered pitch
by one half stap the sharp is used, to lower i by one half step
the fiat is used. To raise the pitch by two half steps a double
sharp is used and to lower it by twe half steps a double flat is
used. If the key signature indicates that a note be played
sharp or fiat and the unaltered tone is desired, a natural is
used to indicute this.

Chromatic~ 1. Any music or chord that contains notes not
belonging to the diatonic scale. 2.Music which proceeds in
half steps.

Diatonic~ Proceeding in the order of the octague based on
five whole steps and two half steps. The major and natural
miner staies and the modes are all dictonic.

. Key S$ignature~ The shamp, fiat, or natural signs placed ot

the beginning of a staff indicating the tonality of the
compaosition, ‘
Major« Term referring to o seguence of notes that define the
tonality of the major scale. This series consists of seven notes:

“the tonic, followed by the next note a whole step up from the

tonic, the third is o whole step from the second, the fourth is

a half step from the third, the fifth is a whole step from the

fourth, the sixth is o whole step from the fifth, the seventh is

another whole step, foliowed by the tonic, @ half step above

the seventh. Thus the first and eighth tones are exactly on

octave apart,

Minor~

1. Netural Minor- The natural minor scale has the same
tones s the major scale, but uses the sixth tone of the
major scale as its tonic. Thus, the half steps are batween
the second and third tones and the fifth and sixth tones,

2. Harmonic Minor- The harmonic minor scale i the same as
the natural minor scaie, except that the seventh tone is
raised by a semitone (half step) both ascending and
descending,

8« Melodic Minor- The melodic minor scale is the same as the

natural minor with the exception that the sixth and
seventh tones are raised by a half step when the scale is
ascending. When the scale is descending, the melodic
minot is the same as the noatural minor.
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Modie-

lonian- Same os Maijor scale

Dorian- Same as Major scale but storts on supertonic
Phrygian- Same as Major scale but starts on mediant
Lydian- Starts on subdominant of Maior scate.

Mixoludian~ Starts on dominant of Major scale.

Aeofign- Same as Natural Minor scale.

Locrian- Starts on leading tone of major scale.

Modal= MHaving to do with modes; this term is applied most
particularly to music that is based upon the Gregerian modes,
rather than to music based upon the major, minor, or any
other scaie,

- Paraliel Kepr Two heys, one maior and one minor, having

the same tonic.

Pentatonic~ Scale made up of five notes. A Major
Pentatonic seale starting on € would contain the notes C, D,
F, G, ond A.

Relative Key~ Two keys, one major and one minor, having
the same key signature.

$cale Degrees-

Tonic

Supertonic

Mediant

Subdominont

Dominont

Submediant

Leading tone (when half step away from tonic)

Tekrachord~ The perfect fourth and the set of four dictonic,
chromatic, or enharimonic notes encased therein,

Tomak- Term referring to music that is based upon major
and minor tonalities rather than on modal, twelve-tone, or
other musical systems.

Tonality~ The principal of organization of o composition
around o tonic based upon o maior or minor scale.,

Tomie= The note upon which a scaie or key is based: the first
note of o scale or key.

Wiheole Tone Seale=~ A scale built entirely of whoie steps.

F. Text/Music Relakiont

i Lyries -A lyric is o line from a song or the entire set of fines written for a song:
Iyrics are the words to all the songs written for a score. The lyrics of popular and
pop songs originated as simple fonal compositions whose subject matter was
generally fight or romantic, and whose range has bean progressively expanded.



ii.

i

Melismatic -In plainchant, the setting of text characterized by fiorid groups of
notes calied melismas, each of which is sung to one syliable. 1t is contrasted with
neumgatic or group style (mainly two to four notes per syliable) and syliabic style
{mainly one note per syliable).

$kamza - in music, a stanza, or verse, is o poem set with a recurring patterm of
both rhyme and meter. A "strophic” song (s opposed to a "through-composed”
song) has several stanzas or verses set to music that rernains the same or similar
with each stanza. Many hymns follow this pattem.

$yliabit - The setting of text with one note per syliable. In piainchant, this may
be as o recitation tone or a fully developed melody and is controsted with
neurnatic or group style (with mainly two to four notes per syllable) and

melismatic styie (characterized by florid groups of notes, each sung to one
syliabie),

G. Texture

i

ii.

i,

vi.
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Alberti Bass Left-hand accompaoniment figure in keyboard music consisting of
broken - triads whose notes ore piayed in the order: lowest, highest, middie,
highest. The term ought to be restricted to figures of the shape described and
not extended loosely to other types of broken-chord accompaniment.

Camen - A contrapuntal composition theat emplows o meiody with ohe or more
irnitations of the melody played after a given duration (e.g. guarter rest, one
measure, eto).

Canenic -Having the form of o canoen.,

Chordal accompaniment - A vocal or instrumental part that supports
another, often solo, part. _
Coumterpoint - Counterpoint is a texture involving the simultansous sounding
of separate melodies or lines “against” each other, according to system of rules.
a. bmitatien - Repetition of the melodic contour of one part by another,
often at a different pitch. Usually, in a passage referred to as ‘imitative’,
the repeated passages are close encugh together for the second part to
overiap with significant material in the first.
b. imitative pelyphony ~ One voice imitates the other in piece
consisting of two or more independent melodic voices.
¢. Nom-imltative polyphonyg - The ideas in one voice do not recur in
the other.,
d. Countermelody ~ A sequence of notes, percaived a; @ melody, written
to be played simultaneously with a more prominent melody.
Fugal imitation ~ A piece of music based on canonic imitation. It
begins with a theme stated by one of the voices playing aione. A second
voice then enters and piays the same theme, while the first voice
continues on with a contrapuntal accompaniment. The remaining voices
enter one by one, each baginning by stating the same theme. The
rernainder of the fugue develops the material further using ali of the
voices and, usually, multipie statements of the theme.
Heterophony ~ Simultaneous variation of a single melody (pitches often
unison or move in unison, different parts play different rhythms).
Homephony » Music in which all melodic parts moue together at more or Jess
the same pace, g single part is dominont.

!D



c. Homorhythmie - Music in which all parts or voices move in the same
rhythm.

b. Chordal Homopheny ~ Music in which alf parts piay the chord
prograssion, although some parts will play harmonic variations while
meiody i irregular,

& Melody with Accompaniment ~ Accompaniment provides support
for melody, but melody is more important as well as more memorable.
A melody can sometimes be tramsposed into another key (usualiy
relative minor/Major) and repeated in other sections ot the same time
that one part has the original melody to create an effective
accompaniment. (As at the beginning of the 3™ Movement of Mahler's 1%
Symphony)

vili. Moneopheny - Music in which alt parts move in parallel rhythm and pitch.

ix. instrumentation ~ The art of composing, archestrating, or arranging for an
instrumental ensemble.

a. Brass - Wind instruments made out of metal with either a cup- or
funnel-shaped mouthpiece, such as trumpet, cornet, bugle, Fiugelhor,
trombone, tuba, baritone hom, euphonium, saxhorn, and French horn.

b. Comtinue - The Baroque practice in which the bass part i played by o
viola da gamba (celio) or bassoon while a kevboard instrument
performed the bass line and the indicated chords.

c. Percussion - Instruments made of sonorous material that produce
sounds of definite or indefinite pitch when shaken or struck, including
drums, rattles, bells, gongs, and xyiophones,

d. Rhythm $ection ~ The performers of the percussion instruments of om
ensernble. Generally this term is applied spedifically to a jazz band, the
rhythm section of which would include: pianc, double bass (or electric
bass), guitar, and drum kit.

2. Steimgs - Instruments with strings that produce sound when plucked,

‘bowed, or struck.

f. Timbre ~ The quality of a sound; that component of o tone that couses
different instruments (for example o guitar and a violin} to sound
different from each other while they are both piaying the same note.

g. Weodwind - instruments, originally rmode of wood, in which sound is
oroduced by the vibraotion of air, including recorders, flutes, clarinets,
saxophones, ohoes, and bassoons.

x  Melody ~ A tune; o succession of tones comprised of mode, rhythm, and pitches
se arronged os to achieve musical shape, being perceived as o unity by the
mind. In a piece of music where there is more than one voice, or wherz
harmony is present, the melody is the dominant tune of the composition.

xi. Monophony « Music that is written for oniy one voice or part is said to be
menophonic (the music itself i called "monophony™}. This & in contrest to
polyphonic music, which has more than one pert or voice.

xii. —~Obbligate = An accompanying, yet very important part of the music that
that should not be omitted, such as a countermelody.
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Ostinatke « A short melodic, rhythmic, or harmonic pattern that is repeated
throughout an entire composition or some portion of a composition.
Polyphony ~ A siyle of composition that has many voices, each with its own
melody, thus creating a rich texture of sound,

Register = A division of the range of an instrument or singing voice. Usually
registers ore defined by a change in the qudlity of the sound between a lower
range and a higher range.

3ole - To perform alone or as the predominant part.

3oli = A directive to perform the indicated passage of a composition with an
entire section of an ensembie as opposed to the directive solo where oniy one
member of the section performs.

Tessitura - The general pitch range of a vocal part.

Tukti - A direction for the entire ensemble to sing or piay simultaneousiy.
Walking Beass -~ 1.Term used in Baroque music for a bass line thet moves
steadily in a rhythm contrasting to that of the upper parts 2. In jazz, o walking

bass usually mowves by steps played on bass or piano, with each note usualiy
hoving the duration of a quarter note.

H. Othver Terms referenced in the AP Music Theery Exam

it
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Aria - Originally an air; a song; a tune; sung by a single voice with or
withoutaccompaniment. Now taken to mean o lyric song for solo voice
generally havingtwo contrasting parts (I omd 1), ending with a literal or
elaboreated repeat ofpart L The aria first developed into this form in the early
operas; the ariasfound in an opera, cantata or oratorio usually express intense
emotion,

Art Jomg = A song of serious artistic purpose designed for the concert hall
tsopposed to traditionat songs or folk songs. An art song is usually sung by a solo
voice with accompaniment. In German it is colled lieder, in French, chanson. An
art song is a complete composition in itself and is not part of alarger work such
Qs an opera or and oratorio,

Cencerte ~ This term was originally applied to almost any kind of concerted
musicfor voices and instruments of the Barogue era. Today it is taken to mean
acomposition that shows off g specific instrument (or instruments) with the
orchestra used os accompaniment,

Fugue - A form of compaosition popular in, but not restricted to, the Barogue
erg,in which a theme or subject is introduced by one voice, and i imitated by
otheruoices in succession. Usually only the first few notes of the subject are
irmtitated exactly, then each voice deviates slightly until the next time itenters
again with the subject. Generally the voices overlap and weave in and out of
each other forming a continuous, tapastry-fike texture,

Genre(s) - Styie, monner

Interlade - Any piece of music piayved or sung between the movements of a
larger composition.

Opera = A droma set to music, usually sung throughout, originating in 17Y
century ltaly. Opera is a combination of music, drama, scenery, costumes, dance,
atc, to creqte o compiete art form.
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Prelude ~ 1. An instrumental composition intended to introduce a farger
comnposition or a set of compositions. 2. A composition which establishes the key
tor a composition that immediately follows,

Postimde ~ A composition that concludes ¢ larger composition. Also, o
cornposition performed ot the end of a church service os the congregation
leaues,

Somata « An instrumental genre in several mouements for a soloist or an
ensemble. The original usage for the term "sonata” implied a composition that
was to be played rather than sung. Later, the term “sonatc” came to be
understood as o four movement piece: stow, fast, siow, fast, as was used in the
church sonata (sonata da chiesa), or allemande, courante, sarabande, and
gigue, as was used in the chamber sonata (sonata da camera). As the sonata
deveioped, it became ionger and adopted the sonata-aliegro form for the first
movement, which was generally fast. The foliowing movement was generaliy
somewhat slower, and the number of movements varied, but was generaly
about three,

$onsg ~ Any composition designed to be sung, either accompanied or
unaccompeanied,

$tring Quartet ~ A group of four solo performers (usually two viotin
performers, a viola parformer, and a 'cellist) who perform together on stringed
instruments ais o chamber ensemble. Also refers to the music which they perform.
Symphoeny - In the early 18th century, the term "symphony” was appiied to
any instrumentat prelude, interiude, or postiude. In modern usaige, the term is
appiied to a large composition for orchestra, generally in three or four
movements. The symphony may also be defined as a sonata for orchestra. The
eatlier symphonies, those of the Classical erg, were generally simpler, and of o
smialier scale. By the late Romantic erg, the symphony had grown in number of
movements, length of movements, number of instruments, variety of
instruments, and dynamic range.
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SMALL FORMS

a form in Two sections.

Simple binary form as in an 18™ century keyboard suite, has no strong
contrast of material.

First section opens in the Tonic key, then modulates, ending in the key
of the Dominant.

Section two opens in the key of the Dominant, and before it ends
modulates back o the Tonic,

There are two main cadences, a half cadence to the dominant, and
either an imperfect or perfect authentic cadence

There are exceptions in a minor key.

o Sometimes the first section will conclude in the relative major.
These pieces are generally short, due Yo the lack of variety in the
materiai.

Since the deaths of Bach and Handel, this form has been used very little.
Occasionally, the "B" section will end with a return of the opening
material from the "A" section, referred to as Reun fedBinary.

o Inrounded binary, the "B" Section.is often r*afer'r'ed Yo os ‘fhe

"bridge”.

o "B" section usually conlcudes with a half-cadence in the original

key.

o Differs from Ternary Form, due to the lack of completely

contrasting material in the "B" section.
It has since evolved into compound binary form, another name for
"Sonata Form”,

form - one of the most commeonly used forms for short

Consists of a first section, more ore less compiete and self-contained.
The second section is contrasting in music material and key, commonly
in the Dominant or the Tonic Minor or Relative Minor.

Then the first section is repeated. (ABA)

or‘m also khown as S aia m'm because it is often used

m The flr-s? or some other movement/movements of g Sonata.

*

Derived from Simple Binary Form.



¢ Falls into fwo sections - the first modulates to the Dominant; the
second modulates back o the Tonic.
» Each section is elaborated as follows:
o I*" Section

» Strain 1 (first subject) in Tonic Key.

* Strain 2 (2" subject) in Dominant key

*  These sirains are con‘fmsfmg in character and are

referred to as the 55 o,

o 2™ Section _
. M‘“ "mﬁgﬁ‘ of the material of the previous

e von) of that section,
but both sections r'e.rnam in The Tonic key, so the piece
ends in the key in which it began.

ondi :.:.-or'rn may be considered an exfension of Ternary Form.
. Indlca?zd by the formule AB.ACA, DA, or some, var*mn‘l' of This.

Sonum-Rondo ?me A combination of Compound Bmury and Rondo Forrms,
o 1°" Section
o Subject I: Subject IT in another key; Subject I repeated.
« 2" Section
o Developmens of the previous Subject-material.
» 3" Section
o Subject I and IT again, but the latter stays in the same key as
Subject I



Circie of Fifths
E = Mayor Kev
e = mmor key

Figure 1: The major key for each key signature is shown as a

capital letter; the minor key as a small letter. In thsory, one could

continue around the circle adding flats or sharps (so that B mMajor is-

also C flat major, with seven flats, E major is also F flat major,

with 6 flats and 2 double flat, and so on), but in practice such key

signatures are very rare.
Keys are not considered closely related 1o each other if they are near each other in the
chromatic scale (or on a keyboard). What makes two keys "closely related” is having
similar kev sicnamures. So the most closely related key to C major, for example, is A
minor, since they have the same key signature (no sharps and no flats). This puts them in
the same "siice” of the circle. The next most closely related keys to C major would be G
major {or E minor), with one sharp, and F major (or D minor), with only ome flat. The
keys that arz most distant from C major, with six sharps or six flats, are on the opposife
side of the circle,
The circle of fifths gets its name from the fact that as you go from one section of the
circie to the next, you are going up or down by an interval of a perfact fifth. If you go up
a perfect fifth (clockwise in the circle), you get the key that has one more sharp or ong
less flat; if you ge down a perfect fifth (counterclockwise), vou get the key that has one
more flat or ome less sharp. Since going down by a perfect fifth is the same as going up
by a perfect fourth, the counterclockwise direction is sometimes referred to as a "circle of
fourths". (Please review Inventgd intervals if this is confusing.)




FUNCTIONAL HARMONY

Below 18 a chart of iriads in *naﬁ ar and minor ﬁcaies Inciuded ave the

twe forms of the dominant chord that commondy occur, E“s*&r&g the
most comunon first. Also Hsted are both the supertonic and I*:%mmc
triads in minor, also in order of most common fo least common,
: i A  Major Scale | Minor Scale
- Scale Degree & oIm . .
i . . Triad Type & = Triad Type &
Degree; Triad Name | the | : ;
: . Symbol Symbot
: Triad :
¢ tonic 1-3-5 Major,1 | minor, i
. 2 supertonic ' 2-4-6 . minor,ii | diminished, i
L3 mediant  3-5-7 - minor,iii |  major, I
4 subdominant 4-6-1 major, IV - mmor, Iv
L3 dominant '5-7-2 0 major,V | major, V
6 ' submediant  (6-1-3 .  minor,vi .  major, VI
 Jeading tone (major | : :
' scale)* o . iminished, viie
C T _ gle} . . 7-2-4 | diminished, viic dlmm.l ed,' Vi
subtonic (minor : : major, VII
scale) : " :
CHORD QUALITEES {(quick view)
MAJOR KEYS MINOR KEYS
Major Triads: ITIV V ‘ Major Triads: ITT V VI
Minor Triads: ii iii vi Minor Triads: i iv

Diminished: vii® Diminished: ii® vii®







