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1.2   Irregular note groups1 
 
The triplet, duplet and quintuplet were discussed in previous grades. Table 1.1 
provides a summary of these irregular note groups. No new irregular note groups are 
added in Grade 5.  
 
 

Simple time
Irregular Note 

Group Notation Description 

Duplet 
 

2 notes in the time of 3 notes of the same 
value 

Triplet   
 

3 notes in the time of 2 notes of the same 
value 

Quintuplet   5 notes in the time of 4 notes of the same 
value 

Compound time
Irregular note 

group Notation Description 

Duplet 
 

2 notes in the time of 3 notes of the same 
value 

Triplet   
 

3 notes in the time of 2 notes of the same 
value 

Quintuplet   
 

Application 1 (more 
commonly used): 5 
notes in the time of 3 
notes of the same value 

Application 2: 5 
notes in the time of 
6 notes of the 
same value 

 
Table 1.1 

 
 
 

Exercise 1.6
 
Complete the following bars by adding the indicated irregular note groups: 
 
Triplet                            Two duplets              Quintuplet 
 

 
 
 
                                            
1 All irregular note groups are prescribed for the UNISA syllabus. The ABRSM syllabus requires 
irregular note groups in simple time only.  The Trinity Guildhall syllabus requires the triplet only. 
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Exercise 1.6 (continued) 
 
Triplet                            Duplet                               Quintuplet 
 

 
 
Two duplets                     Triplet                    Quintuplet 
 

 
 
 
 

Exercise 1.7
 
Below each of the following bars write a rest of double the value of the bar. Notes 
should also be taken into account.   
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CHAPTER 4 

 

Transcription2 
 
 
 
 
4.1   Transcription from open score to     
        short score and vice versa 
 
4.1.1   Open score 

When parts are written on separate staves, it is 
known as open score. These parts are played or 
sung simultaneously. To indicate this, they are 
connected by means of continuous bar lines. When staves are connected in this 
manner, it is known as a system. In vocal music, the staves are connected only with 
one bar line on the left (Example 4.1). To distinguish between different systems, a 
brace can be added to the left of each system. In open score, note stems are written 
as usual, in other words they do not all face in a particular direction.   
 

 
 

Example 4.1 
 
 

 
Open score for soprano, alto, tenor and bass voice is called “vocal score”. In vocal 
music, the tenor part is usually written an octave higher in the treble clef. This is 
indicated by an “8” attached to the treble clef (Example 4.1).  
 

                                            
2 Prescribed for the ABRSM syllabus only. 
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4.1.2   Short score 
 
Short score, in contrast to open score, is when more than one voice is written on one 
staff (Example 4.2). In Grade 5, two staves are used for the writing of short score. 
Example 4.2 is the transcription of Example 4.1 in short score. In short score, bar 
lines run through the staves. 
 
 

 
 

Example 4.2 
 
 
 
Exercise 4.1 
 
Rewrite the following examples in short score: 
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CHAPTER 5 
 

Transposition and transposing instruments 

5.1   Transposition 
 
Demarcation of the different syllabi  
 
 

UNISA Transposition a major second, minor third or perfect fifth higher or lower within the 
same clef or between different clefs. 

ABRSM Transposition an octave higher or lower between the prescribed clefs and 
transposition of a melody at concert pitch for a transposing instruments. 

Trinity 
Guildhall

Transposition a major, minor or perfect interval higher or lower, as well as 
transposition for a transposing instrument. 

 
 
 
Exercise 5.1 
 
5.1.1 Transpose the following melody an octave higher in the tenor clef. Write with  
 key signature. 

 

 
 
 
 
5.1.2 Write the following melody an octave lower in the tenor clef. Write without key  
 signature. 
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5.2   Transposing instruments 
 
Transposing instruments sound lower than concert pitch (the pitch at which non-
transposing instruments such as the piano and violin are tuned). Consequently, their 
music needs to be notated higher than concert pitch. Transposing instruments are 
named after the pitch which is heard when playing C. For example, if a clarinet in B  
plays C, it sounds like B , a major second lower. In order for it to sound at concert 
pitch, the clarinet in B  must play a major second higher than concert pitch (Example 
5.2 and 5.3). The same principle applies when concert pitch is another note. 
However, the transposing instrument’s name remains unchanged. 
 
 

 
 
 
 
 
 
 
 
 
 
 

Example 5.2   Transposition of a clarinet in B   
 
 

 
 

Example 5.3 
 
 
In Grade 5, a melody notated for a transposing instrument in B , A or F should be 
written at concert pitch or vice versa. The interval of transposition is given. Some of 
the more frequent transposing instruments and their interval of transposition above 
concert pitch are listed in Table 5.1. These instruments' music is notated in the treble 
clef. Instruments that are marked with an asterisk, are the only prescribed 
instruments for the Trinity Guildhall syllabus. 
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Instrument Notation (interval above concert pitch) 
Clarinet in A Minor third, for example, C � E  

Clarinet in B * Major second, for example, C � D 

Horn in B  Major second, for example, C � D 

Horn in F Perfect fifth, for example, C � G 

Trumpet in B * Major second, for example, C � D 

Trumpet in F Perfect fifth, for example, C � G 

B  soprano saxophone Major second, for example, C � D 

E  alto saxophone* Major sixth, for example, C � A 
 

Table 5.1 
 
 
 
Exercise 5.4
 
The following melodies are at concert pitch. Rewrite them for the required 
transposing instrument at the given interval.  
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CHAPTER 7 
 

Intervals 
 
 
 
 
Table 7.1 is a summary of the intervals discussed in previous grades. Perfect and 
major intervals, as well as their different quality levels, are explained in the table.   
 
 

Perfect intervals Major intervals 
First/Unison, fourth, fifth, and 

eighth/octave Second, third, sixth and seventh 

 
 
 
 
 
 
 
 

  

 
 
 
 
 
 
 
 
 

 
Table 7.1 

 
 
 
7.1   Compound intervals6 
 
Compound intervals are bigger than an octave. Each compound interval has an 
equivalent simple interval. A compound interval’s quality is determined in the same 
way as its corresponding simple interval because they are an octave apart. Knowing 
this, will make it easier to remember compound intervals' quality. Example 7.1 shows 
the calculation for determining a compound interval’s equivalent simple interval. 
Each simple interval’s equivalent compound interval can be seen in Table 7.2). 

 
                                          Compound                     Equivalent simple  
                                             interval                                 interval 

 
 

10 – 7 = 3 
 

Example 7.1 
 
 
 
                                            
6 Prescribed for the UNISA and ABRSM syllabi only. 

PERFECT 

 

AUGMENTED 

DIMINISHED 

MAJOR 

AUGMENTED 

MINOR 

DIMINISHED 

 

Semitone 
bigger 

Semitone 
smaller 

Semitone 
smaller 

Semitone 
bigger 

Semitone 
smaller 
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Exercise 7.2
 
Write the following intervals below the given notes: 
 

Exercise 7.3
 
Write the following intervals below the given notes. Write the answer on the empty 
staff.   
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Inversion of compound intervals 

Inversion of compound intervals works in the same way as that of simple intervals. 
However, after inversion, the note that is inverted only needs to be in close structure: 
(Example 7.2 and 7.3). 
 

 
         

        Example 7.2                                                                    Example 7.3 

Exercise 7.4

Name the inversion of the intervals indicated with brackets. Refer to distance and 
quality. 
 
 

 

  instead of 
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CHAPTER 9 
 

Melody writing 
 
 
 
 
9.1   Demarcation of the different syllabi  
 
UNISA Completion of an eight-bar melody for a melodic instrument of which the opening 

is given. The opening can be in any major or minor key up to and including three 
sharps. It is important to be familiar with the ranges of different instruments.  

ABRSM Same demarcation as the UNISA syllabus, but a choice is given between melody 
writing and setting words to music (Chapter 10).   

Trinity Guildhall Not prescribed. 
 
 
 
9.2   Summary of melody writing in Grade 4  
 
 

The melody line 
The following are characteristics of a good melody: 

e Stepwise movement with occasional leaps. 

e Notes are not repeated too often. 

e A leap of a seventh is avoided.   

e A leap of an octave resolves stepwise in the opposite direction. 

e Be careful of leaps in the same direction, unless they form part of an arpeggio. 

e Stepwise movement is followed by a leap in the opposite direction. 

e The note before and after a leap is within the compass of the leap.   

e The leading tone has a natural tendency to move to the tonic. However, it can also descend 
stepwise from the tonic or move to another note of the dominant triad and then move stepwise 
to the tonic.  

e The interval of an augmented fourth or diminished fifth (tritone) should be avoided unless it 
complements the melody, for example, the descending leap from the subdominant to the leading 
tone which resolves to the tonic.    

e The melody must ALWAYS end on the tonic.  

Phrases 

e The usual length of a phrase is four bars.  

e A phrase can be easily divided into sub-phrases and motives by means of sequences or repetition 
of rhythmic patterns.  

e In the case of an anacrusis, phrases are usually of equal length. In other words, each phrase begins 
on the same beat and ends on the beat before the next upbeat.  
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CHAPTER 10 
 

Setting words to music8 
 
 
 
 
The ABRSM syllabus gives a choice between the 
writing of a melody (Chapter 9) and setting words to 
music.  
 
 
Setting words to music 

The melody will most probably consist of two four-bar phrases. The steps that should 
be followed when writing music to words is an extension of the steps that were 
followed in composing a rhythm to given words: 
 
Step 1:  Determine the rhythm of the given words, for example: 
 
         /                   /         /       /                 
The blue-headed lizard is so quick;  
      /                   /         /               /            / 
an eagle would never catch him with its beak! 

Step 2:  Decide on the following: 
 
� Rhythm: the rhythm must complement the words. Smaller note values would 

better describe words such as "blue-headed lizard" and “quick”: 
 
 

 
 

Example 10.1 
 
 
� Key: in this case, a major would best describe the feeling of the words. 
 
                                            
8 Prescribed in the ABRSM syllabus only. 
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CHAPTER 11 
 

Voices types and instruments of the orchestra9 
 
 
 
 
Different vocal parts and standard orchestral instrument are discussed in this 
chapter. 
 
 
11. 1   Different types of voice 
 
There are six main voice types: bass, baritone, tenor, alto, mezzo-soprano and 
soprano. Each voice’s range is more or less as follows: 
 

 
 

Example 11.1 
 
 
11.2 Instruments of the orchestra 
 
Table 11.1 demonstrates different sections or families of the symphony orchestra 
and the instruments belonging to them.  
 

Strings 

Violin Viola Cello Double bass 
 
 

 
 

 
 

 
 

Woodwind 

                                            
9 Prescribed for the ABRSM and Trinity Guildhall  syllabi only. 
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� Clarinet music is notated in the treble clef.   
� The ranges of both clarinets are more or 

less the same and is as follows (the 
example is in the transposed form) : 

 

� Its range is as follows: 
 

  The brass section

The trumpet The (French) horn 
� The trumpet is also a transposing 

instrument. There are two different 
trumpets: the trumpet in B  and the 
trumpet in C. Trumpet music is 
notated either for a trumpet in B  or 
a trumpet in C.   

� Trumpet music is notated in the 
treble clef.   

� The range of the both trumpets as it 
is notated is as follows:  

 

� It is usually referred to as “horn”. 
� The horn is a transposing instrument.   
� The most common horn is the double horn in 

F/B  which has two tubes for transposition: 
one in F and one in B . The music is always 
notated as if it is for a horn in F. 

� Horn music is usually notated in the treble 
clef. Sometimes, very rarely, the bass clef is 
used for very low notes.   

� Its range, as it is notated, is as follows: 
 

The trombone The tuba 
� Although trombones are available in different 

sizes, the tenor trombone is more commonly 
used today.  

� Its music is notated in either the bass or tenor 
clef.  

� The range of the both trombones, as it is 
notated, is as follows:  

 

 
Tenor trombone 

� The two tubas that are most often 
used, are the BB  (pronounced 
“double B ”) and CC. 

� Its music is notated in the bass 
clef. 

� The tuba’s range is as follows: 
 

 

  The percussion section
� The percussion section consists of a group of instruments that are struck, scraped, 

shaken or plucked to produce sound. 
� The kettledrum, bells, glockenspiel, xylophone, marimba and marimba gongs are 

instruments of definite pitch. 
� The snare drum, tenor drum, bass drum, tabor, tambourine, cymbals and gongs are 

instruments of indefinite pitch. 
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Exercise 11.1  

Answer the following questions with reference to the instruments discussed above: 
 
11.1.1   Which instrument has the largest range? ____________________________ 

11.1.2   Which instrument can play the highest? _____________________________ 

11.1.3   Which instruments are transposing instruments? ______________________ 

              ____________________________________________________________ 

11.1.4   To which section does the oboe belong? ____________________________ 

11.1.5   What is the difference between the violin and the viola? ________________ 

 ____________________________________________________________ 

 ____________________________________________________________ 

11.1.6   What is the difference between definite pitch and indefinite pitch?      

  ____________________________________________________________ 

 ____________________________________________________________ 

11.1.7   What is concert pitch?  __________________________________________ 

 ____________________________________________________________ 

11.1.8    How is a clarinet in B ’s music notated? ____________________________ 

 ____________________________________________________________ 

 ____________________________________________________________ 

11.1.9    Which instrument can play the lowest? _____________________________ 

11.1.10  Which instruments have double reeds? ____________________________ 

 ____________________________________________________________ 

11.1.11  What material is used for the fibre part of a bow? _____________________ 

 ____________________________________________________________ 

11.1.12  Does a double bass player sit or stand? ____________________________ 

11.1.13  Name two types of clarinets that exist.  _____________________________ 

11.1.14  Which brass instrument has the lowest register?  _____________________ 

11.1.15  How is the full score of an orchestra arranged? ______________________ 

 ____________________________________________________________ 

 ____________________________________________________________ 

 ____________________________________________________________ 

11.1.16  Which instruments use the tenor clef? _____________________________ 

 ____________________________________________________________ 
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CHAPTER 12 
 

Harmony 
 
 
 
 
12.1 Cadences10 
 
Some cadences were discussed in Grade 4 and the 
following provides a summary thereof: 
� Cadences are points of rests in music similar to 

the function of commas and full stops in 
literature. They occur at the end of phrases, 
sections and compositions. 

� There are four different cadences (the major’s figuring is used in the examples 
throughout):   

 
 

o Authentic (perfect) cadence (V – I) 
 

]
 
 Sounds complete, 
 like a full stop o Plagal cadence (IV – I) 

 
o Imperfect cadence (I – V)  

 

]
 
 Sounds incomplete, 
 like a comma o Interrupted cadence (V – vi) 

 
 
      i)            ii)                            iii)    iv) 

 
  

Example 12.1 
 
 
� Cadences should not be preceded by the second chord of the cadence, for 

example I – V – I. This weakens the function of the cadence. The only time it is 
allowed, is in the case of the cadential six-four chord which is discussed in 
Chapter 14. 

                                            
10 Cadences only need to be identified for the Trinity Guildhall syllabus. 
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In tonal music, music consisting of majors and minors, chords are to a greater or 
lesser extent related to one another and to the tonic chord. The tonic chord is the 
most important chord in tonal music. Besides the tonic chord and because of their 
relationship to the tonic chord, the dominant and subdominant chords are also 
important (Example 12.12).   
 
 

 
 

Example 12.12 
 

Exercise 12.3

Figure the following example by writing the key in front and the indicated chords on 
the lines.   
 

 
   __     __     _____     __    __        __     __   __  __  __    __    __ 

Exercise 12.4

Complete the following chords in four parts and keep the harmony rules in mind. 



 

© 2015 EP Hellberg 108

 
 

Example 12.21 
 
 

 
12.4.2   The auxiliary note 
 
The auxiliary note occurs between two notes on the same pitch. There are two 
different auxiliary notes: the upper auxiliary note (Example 12.22 i)) and the lower 
auxiliary note (Example 12.22 ii)).  An auxiliary note can be accented (Example 
12.22 ii)) or unaccented (Example 12.22 i)). It can furthermore be diatonic (Example 
12.22 i)) or chromatic (Example 12.22 ii)). 
 
 

 
 

Example 12.22 
 
 

 
Exercise 12.5  

Add the alto and tenor voices.  
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Exercise 12.6  

Add three voices above the given bass line.  
 

 



 

© 2015 EP Hellberg 122

Exercise 14.1 
 

Complete the following cadential six-four chords as indicated: 
 

 
 

 
Exercise 14.2 
 

Complete the following in four parts according to the given figuring: 
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Exercise 14.5
 
Complete the following examples and phrase them. Demonstrate at least one 
example of a cadential six-four chord, as well as a dominant quartad. 
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One of these pitch 
successions must be 
written in the bass. 
It is determined by 
the figuring, given 
notes or both

CHAPTER 15 
 

Common progressions16 
 

15.1   The passing six-four progression   
 
A passing chord is a chord which occurs between two main 
chords. Together, these chords form a passing progression. They 
can be used anywhere in a phrase or before a cadence if specific 
notes occur. The middle chord falls on a weak beat. For this 

reason, the progression usually occurs within a bar (Example 15.1). Although 
passing progressions are found in both major and minor keys, the major’s figuring is, 
throughout this chapter, used as example. 
 
This progression provides another place where the tonic and dominant chord may be 
used in second inversion. Although these progressions can be harmonised freely, it 
is advisable to make use of fixed patterns. It makes harmonisation easier and avoids 
unnecessary mistakes. There are two passing six-four progressions. 
 
 
15.1.1   I  –  V�  –  I6 or vice versa 
 
This progression is characterised by the following consecutive pitches of a scale 
(also refer to Example 15.1):  
 
� 1  –  2  –  3 
� 3  –  2  –  1 
� 5  –  5  –  5 
� 8  –  7  –  8 
 
 
    

 
 

 
 
                               Example 15.1 

                                            
16 Prescribed for the UNISA syllabus only. 
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      i)                    ii)                 iii) 
 

 
  

Example 15.4 
 
 
 
15.3.2   Tonic  � leading tone  �  submediant   
 
The following progressions should preferably be used when these pitches occur: I – 
iii – IV (Example 15.4 iii)). In a minor, the diatonic leading tone is used to harmonise 
the descending leading tone progression. In other words, the mediant chord’s quality 
is major and not augmented. The progression will look as follows: i – III – iv. 
 
 
 
Exercise 15.3 
 
Harmonise the following ascending and descending leading tones:   
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The strophic song 
 

A strophic song consists of a number of strophes (verses) of, for example, a poem, 
which are set to music. All strophes' music is the same. There is not a fixed number 
of strophes. 
 
 

The verse and refrain 
 

This formal structure consists of a number of strophes which alternate by a refrain. 
The alternation can be regular or irregular. The music and words of the refrain 
usually remains unchanged. The music of the strophes usually stays the same, but 
the words change. 
 
 
Strophe  �� Refrain  �� Strophe  �� Refrain  �� Strophe and so forth 

 
Example 16.1

Exercise 16.1 

Answer the following questions: 
 
16. 1.1 What is the most obvious difference between binary and ternary form?  

  _____________________________________________________________ 

16.1.2  What is the difference between rounded binary and ternary form?  

  _____________________________________________________________ 

  _____________________________________________________________ 

16.1.3  Would you say Nkosi Sikelel' iAfrika is a strophic song or verses with a 

refrain?  Give a reason for your answer.  _____________________________ 

  _____________________________________________________________ 

  _____________________________________________________________ 

16.1.4  Does the presence of an introduction change a binary work into a   

 ternary work? __________________________________________________ 

16.1.5  What is the difference between the B section of binary form and the  

 B section of form? ______________________________________________ 

  _____________________________________________________________ 
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CHAPTER 17 
 

History of music17 
 
 
 
 
The following chapter serves as an 
introduction to the history or music. The 
Baroque, Classical and Romantic Period are 
discussed. Important genres (type or 
compositions) and composers or these 
periods are listed below. 
 
 

The Baroque period (1600 to 1750) 

Important genres 

1.  Vocal: opera 
 
Opera originated in the early 17th century. It is a dramatic work consisting of 
extended recitatives and arias. Most often, it is meant for solo voices, choir and 
orchestra. It includes elements like acting, decor and costumes. The composer, 
Claudio Monteverdi, is associated with the development of opera in the first half of 
the 17th century. L’Orfeo is one of Monteverdi’s operas.   
 
There are two types of opera, opera buffa and opera seria. Opera buffa has a light 
hearted character with comical moments. Opera buffa, on the other hand, is serious. 
 
Other vocal works include the oratorio, mass and cantata. 
 
 
2.   Instrumental: the Baroque dance suite 
 
The Baroque dance suite is an instrumental work which originated in the second half 
of the Baroque. It consists of popular dances of which the allemande, courante, 
sarabande and gigue are the most important and occur in almost all dance suites. 
The gavotte and bourrée are two of the less important dances. Each of these 
dances is usually in binary form. J.S. Bach’s English Suite No. 3, BWV 808 is an 
example of the Baroque dance suite. 
 
Other instrumental works include the sonata, concerto and fugue. 

 

                                            
17 Prescribed for the UNISA syllabus only. 



 

© 2015 EP Hellberg 160

18.2   Ornaments 
 
You must understand and be able to identified, name and write the ornaments 
below.  
 

Acciaccatura 
This is a small note with a line drawn though its tail. It resolves stepwise, either 
ascending or descending. Most of the time the acciaccatura’s stem faces up. 

Notation Played 
At a slow tempo:                        At a fast tempo:     
 

Appoggiatura 
The appoggiatura takes up moderately of the main note’s value. When written in 
front of a dotted note, it takes up two thirds of the main note. It resolves stepwise, 
either ascending or descending. Most of the time the appoggiatura’s stem faces up.  

Notation Played 

Turn
Notation Played 

Upper mordent 
Notation Played 

At a slow tempo:                    At a fast tempo: 

Lower (inverted) mordent 
Notation Played 

At a slow tempo:                    At a fast tempo: 
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