
Grade 8 Techniques 
 
QUESTION 1 (Baroque Style) 
Complete the violin parts in the following extract from a trio sonata by (Purcell), following the 
figuring shown under the basso continuo.   
 
Working the Question: 
Melodic Considerations 

1. Identify all suspensions and sketch the preparation, dissonance and resolution straight away: 9, 7,              
    (or just 4),    (or just 2), and all chords with a 2 (for the bass part) - all indicate a dissonance!  
The 4 in an isolated      chord is also likely to be formed as a part of a suspended dissonance (    ). 

2. Identify if any sequences, repetitions, or imitation (free or exact) work elsewhere (check with 
figured bass). Some notes may needed to be altered to make it fit with the new harmony.   

3. The 7th in V7 chords should be prepared or approach by leap. All secondary seventh chords 
should always be prepared in the same voice part of the previous chord (watch out for ii7 and iiø7) 

4. Add appropriate non-harmony notes for melodic decoration, especially if other parts are static. 
This will help retain melodic interest and rhythmic independence, which is crucial for style. 

5. Auxiliary notes using !"#  or #$ "#  are used in suspensions for decorating resolutions/dissonances. 
6. All leading notes should rise to the tonic: • < å so avoid doubling the leading note otherwise 

consecutive perfect 8ves will result. Watch out at cadences when using chords V or viio. 
7. Avoid consecutive perfect 5ths and 8ves between all parts. Furthermore, avoid similar motion in 

all three parts (one beat is OK, but no more!). 
8. As a general rule, the higher notes are take by 1st violins that rarely goes higher than d3. 

If parts do cross, try to move them back as quickly as possible.  
9. Ties and syncopation are invaluable to provide independent melodic lines, but don’t tie 

the 2 melodic parts at the same time unless the bass maintains rhythmic continuity.  
10. Avoid repeated notes unless they occur as a characteristic feature.  

 
Harmonic Considerations 

1. Identify the key and any modulations. 
2. Do a harmonic analysis using figured Roman numerals or some other recognized system. 
3. Insert chords indicated by the figured bass. All melodic ideas should conform to the figuring ! 
4. A long horizontal line means that the chord continues without change.  
5. A short horizontal line means the resolution of a dissonant note, particularly suspensions. 
6. Try to include as much of the harmony as possible especially 3rds and whatever the figured bass 

indicates (e.g. 7ths), but sometimes this may not be possible and the continuo players supplies it.  
7. Splitting beats up into smaller notes (e.g. quavers) can assist in filling out harmonies.   
8. Some notes from the chord may be missing in the upper parts due to three-part texture. The 

needs of the sonority take second place to the desired melodic shapes and rhythmic patterns:  
a. Figured 7 ths and 9ths must not be ommited.  
b. Chord I at perfect cadences may be tonic unison or octaves (missing the 3rd and 5th) 
c. Chord V at imperfect cadences should always include the 3rd (but the 5th may be missing) 
d. Root position chords often lack the 5th but not the 3rd 
e. First inversion chords may lack either the root or the 5th but not both  
f. Omit the 3rd in 9th chords. It can also be omitted in diminished 7th chords.  
g. IF  it leads to continuing melodic and rhythmic patterns (i.e. canon), suspensions may not be 

indicated in the written parts (and would be provided by the continuo player instead).  
h. If two notes appear in the figure, but only there is only space for one note, look either side to 

see if the other note of the chord features just before/after. 
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Question 1 Example Answered 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  



 
QUESTION 2 (Classical, Romantic or Modern Style)  
Complete the give outline of the following passage from (Morning Pastimes) for piano, by (Zdenék 
Fibich 1850-1900). 
 
Working the Question: 
Harmonic Considerations 

1. Identify the key and note any accidentals which might indicate modulations  
2. Do a harmonic analysis of the given music and identify any implied cadential points 
3. You’re not given any figured bass to help you, so it’s essential that you have a clear picture of the 

harmonic structure before you write anything!  
a. Where the right hand is needed it will be governed by the harmonic implications of the bass.  
b. Where the left hand is needed, the right-hand line and devices, like sequences, may help. 
c. Where both hands are needed, find the harmony implied by sequences, answering phrases, or 

clues from the music immediately before and after (especially the bass part). 
4. Be mindful of the overall balance of the phrase structure and how phrases relate to each other:  

a. 1st phrase usually presents the most important material to be reused or developed 
b. 2nd phrase usually answers the first phrase and is heavily reliant on it, but may modulate 
c. 3rd phrase usually the most adventurous and can involve advanced harmony or modulation 
d. 4th phrase usually restates material from the first phrase to get back to the original tonic 

5. Consecutive Perfect 5ths and 8ves are now permissible in some cases: 
a. 8ves in the right hand or left hand if  the given material implies homophonic writing.  
b. 5ths in the left hand only if it’s an accompaniment idea (Alberti Bass)  
c. 5ths and 8ves between upper and lower parts if the passage is melodic unison  
d. During Classical period 8ves between upper and lower voice in contrary motion at cadences  
If in doubt, avoid all consecutive 5ths and 8ves! 

6. Chords may also double the leading note, the 3rd and any chromatic dissonant note as long as 
there are plenty of other notes from the chord that are also doubled to balance this effect. 

7. Be careful of spacing: notes between C and c in the bass clef should be more than a 3rd apart. Any 
notes below C should be at least an octave apart.  

8. You need to be familiar with the standard accompaniment techniques used in piano music:  
Block Chord/Harmonic Style  Leaping Bass Accompaniment 
Alberti Bass Accompaniment  Broken Chord Arpeggios 

 
Melodic Considerations 

1. Identify any sequential, repetitive, or imitative passages.  
2. Identify the phrase structure of the piece.  
3. Analyse the texture, rhythm, pitch and interval patterns of the given material as the basis for the 

rest of the piece. These motifs can be reused in a number of ways: 
a. Repetition: the motif is immediately repeated by the same voice part  
b. Imitation: the motif is immediacy repeated by another voice part  
c. Sequence: the motif is immediately sounded by the same voice part at a different pitch 
d. Inversion: the motif is turned upside down (the intervals move in the opposite direction) 
e. Augmentation: the motif note values are lengthened (usually doubled)  
f. Diminution: the motif note values are shortened (usually halved) 

4. Complete the passage phrase by phrase, starting with the bass part first if possible. Sometimes it 
will be easier to start at cadences and work backwards.  

5. Only use rests when they serve a valid musical purpose, like punctuation between phrases or 
successfully reproducing imitation or a sequence (e.g. bar 11 left hand in the answer below). 

6. Add articulation marks and other directions, following patterns suggested in the given material. 
 



 
Question 2 Example Answered 

 



 
QUESTION 3  
Compose a melody of not less than 12 bars using ONE of the given openings and for the given 
unaccompanied instrument. Continue in the same style and include appropriate performance 
directions. Write the complete melody on the staves below. 

• The aim is to write a melody that has good structural shape, follows a plausible key scheme,  
and is based on motifs developed from the style of the given opening 

• One of the melodic passages will be in a traditional style (perhaps with the composer’s name), and 
another will be in a freer more modern style, based on non-functional chord shapes with 
unresolved dissonances, modes, or intense motivic development (but not atonal).  

 
Working the Question (Traditional Tonal): 
 
Harmonic Considerations 

1. Identify key implied by the key signature, accidentals and significant melodic ideas. 
2. Sketch the plan of the complete melody (usually 16 bars for balance), by putting in the bar lines, 

the given bars, the opening key, possible cadences, and desired modulations in the middle and 
near the end. Even though the question won’t specify any modulations, you are expected to make 
at least one principal modulation and a further two or three temporary key changes. 

3. Be mindful of the overall phrase structure and how phrases relate to each other harmonically:  
a. 1st (4-bar) phrase usually presents the most important material to be reused or developed 

perhaps ending on an imperfect cadence to imply more music to come 
b. 2nd (4-bar) phrase usually answers the first and is heavily reliant on it, but modulates 

usually to the dominant or relative major  
c. 3rd (4-bar) phrase usually the most adventurous and can involve advanced harmony, 

perhaps using secondary functions to imply temporary key changes 
d. 4th (4-bar) phrase usually restates much of material from the 1st phrase and modulates back 

to the tonic to bring the piece to a close. 
4. Work out a proper harmonic foundation for the melody, which is extremely important! The 

underlying harmony should be implied; this is true for all unaccompanied tonal melodies, but 
especially for wind instruments given that they can’t provide their own chords. Part-writing for 
Baroque music is a particularly effective musical device to achieve this (see below), which is 
usually achieved by employing different registers of the instrument resulting in wide leaps. 

 
Melodic Considerations 

1. Hum the given melody in your head to establish its character and mood, noting the tempo, and any 
dynamics, slurs/phrase marks, while imagining the sound of the stated instrument.   

2. Consider the overall range of your melody (which should not be too narrow): for example, 
introduce a fairly high climax point ½ way through, giving the piece a good overall curving shape, 
building up to the climax and then down to the end. Mark this in your sketch! 

3. If the opening begins with an anacrusis (upbeat), then so should the following phrases. 
4. Analyse the rhythm, pitch and interval patterns of the opening motif(s) as the basis for the rest of 

the melody. Motifs can be reused in a number of ways: 
a. Repetition: the motif is immediately repeated by the same voice part  
b. Imitation: the motif is immediacy repeated by another voice part  
c. Sequence: the motif is immediately sounded by the same voice part at a different pitch 
d. Inversion: the motif is turned upside down (the intervals move in the opposite direction) 
e. Augmentation: the motif note values are lengthened (usually doubled)  
f. Diminution: the motif note values are shortened (usually halved) 

5. Your piece should contain antecedent phrases and consequent phrases and perhaps interpolation  
6. You need to be familiar with how to use all types of non-harmony notes!  



 
Instrument Considerations 

1. Insert appropriate dynamics, articulation and tempo markings  
2. The melody is expected to be idiomatically conceived, revealing the instrumental range, technical 

and musical resourcefulness. So you also need to include such markings as bowings, breath marks 
(luftpause) and other unique techniques (e.g. pizzicato, double stopping).  

3. Remember that musicians playing wind instruments need to breathe! Slower tempi allow wind 
players to breathe between phrases and faster tempi may require rests.  

4. Note that some instruments are easier to play depending on their register: it’s easier to play loudly 
on the lowest notes of the bassoon and oboe; it’s easier for the flute to play low notes quietly and 
difficult for the horn or trumpet to play high notes quietly.  

5. Always keep in mind the instrument youÕre writing for so add appropriate expression marks for 
dynamics, articulation and tempo, which should also be based on the given opening. 

 
 

Examples of Part Writing: 
  



 
Question 3 Traditional Example (style of Mozart) 
 
 
 
 
 

Bar 1 2 3 4 5 6 7 8 
Given opening Continue %s to 

complete a 2-
bar answering 
phrase 

 
similar 4-bar phrase modulating to the 
dominant by bar 8 (the halfway point) 

Bar 9 10 11 12 13 14 15 16 
2-bar modulating sequence introducing E& 

to reach subdominant key in bar 10 then E'  to reach 
tonic in bar 12 (supertonic  

modulation also effective in bars 9-10) 

repetition of bars 1-3 in the same key will 
bring a sense of return and unity, 
and lead us to the tonic in bar 16 

 
 
Question 3 Traditional Example Answered 

 

  



 
QUESTION 4  

Study the following extract and then answer the questions that follow. – music written on two 
systems of two or three staves (e.g. keyboard, solo instrument (voice) + piano), but occasionally 
music written on systems of four staves occurs (e.g. string quartet). 

 
Working the Question: 

1. Harmony: identify keys, chords, modulations, cadences, pedal points, harmonic sequences 
2. Melody: imitation, sequences, inversions, intervals, non-harmony notes, ornaments 
3. Structure: draw brackets or describe the phrase structure (including similarities and differences 

between phrases), identify ground bass, sequences, imitation, motif, augmentation, diminution  
4. General: comment on certain features of the extract (e.g. rhythm, dynamics, word setting, 

meaning of symbols and musical terms, true or false statements, possible composer, period and 
reasons for choice).  

 
QUESTION 5  

Study the following extract and then answer the questions that follow. – music written for full 
orchestral score or a large ensemble, or a vocal score with accompaniment (not normally more than 
nine staves sounding simultaneously). Will compliment question 4 without covering too much of the 
same ground.  

 
Working the Question: 

1. Score analysis: lay out of the score, various instrumental families, various clefs, transposing 
instruments, single reed, double reed etc., symbols used, performance techniques (e.g. pizz, con 
sordini, sul ponticello etc) 

2. Harmony: identify keys, chords, modulations, cadences, pedal points, harmonic sequences 
3. Melody: imitation, sequences, inversions, intervals, non-harmony notes, ornaments, transposing 
4. Structure: draw brackets or describe the phrase structure (including similarities and differences 

between phrases), identify ground bass, sequences, imitation, motif, augmentation, diminution  
5. General: comment on certain features of the extract (e.g. rhythm, dynamics, word setting, 

meaning of symbols and musical terms, true or false statements, possible composer, period and 
reasons for choice).  

 


