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Level 5

1. There used to be many other clefs before the Treble and Bass clefs. Only one of
these other clefs now remains. It is called the C Clef and it fixes the place of the
middle C. This clef used to be called UT.  When it is placed on the third line, it is
called the Alto Clef and is used in music written for viola and alto trombone.

2. When it is placed on the fourth line, it is called the Tenor Clef. It is used in music
written for the tenor trombone, and cello. Even if you do not play either of these
instruments, it is important to know how to read in the C clef.

3. The clef of C fixes the place of middle C on the piano:  

4. This illustration shows the relative position of the three clefs mentioned on the
staff.

5. The most common C clef is found on the third line. The other clefs are less used
but not obsolete.

The C Clef
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Alto Clef

Middle C

Tenor Clef

Middle C
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A) Name the following notes:

_____   _____   _____   _____   _____   _____   _____   _____   _____   _____   _____   _____

B) Place the notes on the staff (L= line and S= space):

D(S)    G(S)    B(S)    C(L)    E(L)    A(L)    F(S)    F(L) G(S) E(L) D(L)
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19. The dominant chord is only found on the 5th degree of a scale.

Here is the dominant of C major:  

20. The DOMINANT SEVENTH chord is a four-note chord containing the
dominant major triad and the interval of a minor seventh above the root.

Here is the dominant seventh chord of C major: 

21. As for the three-note chord, the dominant seventh chord can also be inverted.
Since there are four notes, there are three inversions.  The seventh degree at the
bass creates the 3rd inversion.

Here are the possible inversions:

Root 1st Inv.          2nd Inv.       3rd Inv.

Root 3rd 5th 7th
at the base at the base     at the base     at the base

Dominant Seventh Chords
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22. To recognize the dominant seventh chord, you must place the chord in its root
position. One way to write or recognize dominant seventh chords is by V7.

Replaced 
in root position

The name of this chord is F7, 3rd inversion. The 7 is named after the 7th degree.

23. Not every four-note chord is a dominant seventh chord. The structure of the
dominant seventh has to be root, major third, and perfect fifth, and minor
seventh.  Anything else is something different.

Dominant Seventh Chords

4-note chords

Note: There are many ways in which you can identify the inversions of three-note and four-
note chords.  Should you decide to further your musical education, you will encounter
all the various ways of naming chords in different styles (classical, jazz, etc.)
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24. Up to this point, you have learned the different possibilities of transposing a
melody: transposing by an octave or by changing keys. These techniques lead us
to how to transpose between instruments.

25. Due to the different sizes and different mechanisms of each instrument, the C
that you know on the piano is not necessarily the same pitch for another
instrument. Therefore, the musical notation for the instruments is not always
indicated with the real pitch but a transposed pitch to accommodate the
composition of logical fingerings.

26. If you refer to the table (to follow), you will notice the difference between the real
pitch and the transposed pitch.  The transposed pitch is what instrumentalists sees
on their score. What comes out as sound are the notes you see in the column of
the real pitch.  Why is this?  Because instruments come in different sizes made
with different material and made with a certain logical system for appropriate
fingering.

27. After you understand the function of the table, you are now ready to transpose
any melody from one instrument to another by using the step-by-step method
learned in Level Four.

28. Let’s transpose the following melody for the tenor saxophone by using the steps
fore-mentioned:

G Major

(real pitch)

158

Transposing a Melody
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1) First, by looking at the table, the melody is written is the correct register of the
instrument.

2) Next, you see that you have to raise the melody by a major ninth (perfect 8ve and
a major 2nd) to obtain the right pitches (sound).

A Major

(transposed melody)

3) Finally, you have to make sure that the melody is written in the proper range and
proper clef so the instrumentalist can read the music. After transposing the
melody by a major ninth, you can see that the tenor saxophone always reads in
the treble clef so that the pitch desired (real pitch) is heard. The tenor saxophone
reads higher placed notes to achieve low-sounding notes.

29. There exist other possible techniques of transposing between instruments. You
might know one that is easier to use. However, whichever technique is used, do
not short-change an interval change.  For example, if you want to transpose a
melody for an alto saxophone, you need to raise it by a major 6th. Do not take
short cuts by transposing it a minor third lower because you will not be in the
correct register. You will have to transpose it again an octave higher for the
transposition to be correct.

Note: You can determine the pitch of an instrument by using a precise note which is
considered the natural note of the instrument. For example, Bb on the trumpet is
played open (no pistons are down). This note therefore is a natural note for the
trumpet. C for the trumpet is a Bb on the piano.

Note: It is important to take note of all the instruments registers of real pitch and transposed
pitch.  This demonstrates to the musician the wide range of written notes and heard notes.
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Real Pitch Transposed Pitch Transposition

Raise the real pitch by a perfect octave.

No transposition needed.

No transposition needed.

Raise the real pitch by a major second.

Raise the real pitch by a major ninth
(perfect 8ve + major 2nd).

Raise the real pitch by a major second.

Raise the real pitch by a major sixth.

Raise the real pitch by a major ninth
(perfect 8ve + major 2nd).

Raise the real pitch by a major thirteenth
(perfect 8ve + major 6th).

No transposition needed.

Raise the real pitch by a major second.

Raise the real pitch by a perfect fifth.

No transposition needed.
For the baritone treble clef, we use the same
fingerings as for the trumpet, therefore we raise the
real pitch by a major ninth (perfect 8ve + major 2nd).

No transposition needed.
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A) Transpose the following melodies as requested:

1)

For the Clarinet

For the Alto Saxophone

2)

For the Trumpet

For the French Horn

EXERCISES



EXERCISES
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3)

For the Tenor Saxophone

For the Baritone Saxophone

For the Bass Clarinet
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29. As you saw in Level Four, a cadence is like a musical punctuation, like that of a
comma or period in language. This punctuation allows for a pause or a breath
mark that in turn gives the direction to the music. A cadence is a union of 2
chords that indicate musical phrase endings.

30. You have already studied the types of cadences. Now, you will learn how to write
them.

31. To write a cadence, you must follow the following steps:

a) state the key (write the key signature)
b) use the right chords of the cadence in reference with the key
c) place the lowest note (not necessarily the root) of the chord in the bass clef 

and then place the others on the treble clef
d) keep the common notes with the same voice
e) use a scale-like pattern for each voice

32. Following are the cadences studied in Level Four with their definition and their
characteristics. Observe closely how these are written.

Cadences

Note: Before you learn to write the cadences, it is very important to identify them.  If you
have any difficulty, please refer to Level Four.

Note: As two chords follow each other, it is important that each note of the first chord is
followed by another note of the second chord.  Each note is considered a voice which
can be played by an instrument
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34. The PERFECT CADENCE is formed with the dominant chord followed by the
tonic chord (V-I). Both chords are in root position (no inversion) and the root is
written in the bass clef.

C major E minor B! major A! major

V I V I V      I V I

35. Once one of the two chords is in an inverted position, (usually only in 1st inversion),
the cadence is then called an IMPERFECT CADENCE.  This cadence, however, still
is formed as V-I.

C major E minor B! major A! major

V I V I V      I V I
inv inv inv inv

36. The PLAGAL CADENCE is formed with the sub-dominant chord followed by the
tonic chord (IV-I).  The chords are usually in root position.

C major E minor B! major A! major

IV I IV I IV      I IV I

Mark Michalak
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37. The dominant cadence, called IMPERFECT/HALF CLOSE CADENCE, is
formed with these following chords:  I-V, IV-V, II-V, etc.  All these chords are
usually found in root position.

C major F minor E! major G major

I V IV V II      V IV V

38. Finally, the DECEPTIVE CADENCE is formed with the dominant chord
followed by the sub-mediant chord (V-VI). The chords are usually found in root
position.

C major F minor E! major G major

V VI V VI V    VI V VI

Mark Michalak
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A) Complete the following cadences:

F major E! major

Half Cadence Deceptive Cadence

C major G major

Perfect Cadence Imperfect Cadence

A major D minor

Plagal Cadence Deceptive Cadence

E major B! major

Perfect Cadence Plagal Cadence

B major A! major

Half Cadence Imperfect Cadence



167

39. Short Score is also referred to as a compressed, condensed or close score. In vocal
music, there are two ways in which the notes can be presented. Vocal music is
written for a combination of voices, usually four (soprano, alto, tenor and bass)
but can be written for more.

40. The soprano and alto parts are written in the treble clef, while the tenor and bass
parts are written in the bass clef. The stems for soprano and tenor go up and the
stems for the alto and bass go down.

This example is written in
short or close score:

41. Open Score refers to a score where each of the four voices is written on its own
staff. The old form has each voice written in its own clef (the alto and tenor clef
using the C clefs).

This is the same passage written
in vocal score with C clefs.

Short and Open Score
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Here is the same passage written
in modern vocal score.

Music written for String Quartet also has four staves. Instrumentation is as
follows: first violin, second violin, viola and cello.

Here is, again, the same
passage written in string
quartet score.

Note: The viola is written in the Alto clef.
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A) Write the following passage in open score for string quartet.

EXERCISES
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B) Write the following passage in short (condensed) score.
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