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PART 1

I

Unit 1

Text: The Chromatic Scale
Supplementary Reading. Notation of Chromatic Scales

Basic Techniques of E — C Translation . R4 5 SC #8138 2 liid] X

The Chromatic Scale

The scales of all major and minor keys are diatonic scales. In a minor key, both
the harmonic and melodic forms of the scale are diatonic'''. Notes which do not belong
to the key are said to be chromatic'>’. A “chromatic scale” is a scale made up entirely
of semitones"’. That is to say, it includes all the notes (black and white) on the key-
board. |

For about three centuries after 1600, music was generally based on the major and
minor scales and not on the chromatic scale. Individual chromatic notes were used, but
often merely as special effects( the word “chromatic” means “colored” ) , which had no

[s]

influence upon the key'*). Sometimes, it is true®, their use could bring about a

change of key, in which'® case the key signature might be changed. During the second
half of the 19th century and the early part of the 20th, the use of chromatic notes devel-

oped to such an extent that any feeling of tonality was often weakened. In the hands of

some composers'’' , it was finally destroyed altogether (in music described as “aton-

al” ), although many others have continued to write tonal music. More will be said a-

bout atonal music and its notation, but first it is necessary to consider how the chromatic

scale is notated when it is used in music which is basically diatonic'®.

When chromatic scales, or parts of them, occur in real music, composers are often

(9]

not fussy about their notation. Usually they are written in ways which seems"”’ conven-

ient, bearing in mind the key signature if there is one. In practice this generally means
using the minimum number of accidentals needed to do the job, though there can be
more than one way of achieving this.

Theorists distinguish between two ways of writing the chromatic scale : the harmonic

{10

and the melodic. But no one need lose any sleep over'') them since composers them-

selves never have.
[11]

I

The harmonic chromatic scale is the same whether ascending or descending
and whether it occurs in a major or in a minor key. In practice this always means that
every degree of the scale has to be written twice, except the 5th and, of course, the

key-note at the top and bottom''?’.
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New Words and Expressions

chromatic[ kro 'matik ] a. [ ] 2% F
(H), 228 (1)

scale[ skeilln. [F] W

diatonic[ daip'tonik Ja. [ & ] HAZ W
£

harmonic[ ha; 'monik Ja. [ F ] FIFFHY

melodic[ mi'lodik Ja. [ 3 ]3ERH

individual [ jindi'vidjual] a. 8N, 8
Ty

note[ nout In. [ F 1 &, RF, 5/

key[ki:] n. [F]iA, £ ;8

extent[ iks'tent n. JE[H ,BE

semitone['semitoun | n. [ & ] 2K

tonality[ to'naliti jn. [ & ]E#:

atonal[ ei'tounl Ja. [ 3 ] BifHH, 3k
R

based on Ll ------ MR, BT AE
zE

major/minor key K/ /N

have influence upon Xi------ ¥ S5

bring about 7=4: 5|

fussy about Yy ------ R B Bk, N

in practice SZFR L, SEBRI A

composer[ kom'pouzaln. [ %] fEfIE

tonal('tounl Ja. [ & 1AM, H K

altogether[ 5: lta'geéa] adv. 5E4HL,
2HH

notation[ nou'teifon]n. [ ¥ ]i0i%,iC
7S

minimum['minimom | a. £/MN¥, B
BEK

accidental [ ;=ksi'dental | n. [ 3 ] Wa b
s, BEIEs

distinguish[ dis'tingwif] ». $5, X 5

ascending[ o'sendip ] a. (&EHY) L1781

descending[ di'sendip ] a. (F W) T4F
)

degree[ di'gri: 1n. [ &) %%, 5%

it is true SCPR b, #ASE

key signature [ % ]S

in the hands of f------ gy
be necessary to Wi%5i-----
bearing in mind 2

in practice £x>J

key-note [ 3] £ (%)

Commentary

1. In a minor key, both the harmonic and melodic forms of the scale are diatonic.

a] H ) “ the harmonic and melodic” B iEH “the + &R/ BLEE)” TR
BRI AE, ERE—LBABRY. 10, “the rich” “ & A" ; “the working” “ TABY
FHFHAR” , XBERRHENMISREE/NA"

A ER oNAFRRE /N RS/ DAXEREREARE T BRETH

2. Notes which do not bélong to the key are said to be chromatic.

“chromatic” $§“ A F " WA F K", MAERZE T RH—AH (AHE3), “chro-
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matic” WFRAR“EF”,“FEFH . T, MER 0 £ R —FB RSP,
AN LW AEBEARER LT XS WARFIERR, UHRFE L EE K
AEHE D, TREARFERN LI E L, Bk, BAARE AR &F LR, A B Xt
1 ERERSHAM T LA, RN NEEFE AEMR” Wiks.

EEBERN AR T—MRANERAEE

3.A “chromatic scale” is a scale made up entirely of semitones.

AR, BREERER. F—1R"a chromatic scale” , XA EEiH“a" 7
XBERRKEHET, PRA—BATY, HAFREEN—1" . Bk, AEH
R — I EER MR B E R X ERE, ‘

FARAIPHS made up entirely of semitones ” , X f&—4~ i3 E4HEEE ,7E
J& BEE , BRI A ST “scale” , R, 4HFMEIEE /G BB, — R ARERMR
WRBE B EATHERZA,

2RI R EENRTEEHETHBNE .

4. Individual chromatic notes were used, but often merely as special effects( the

word “chromatic” means “colored” ) ,which had no influence upon the key.

] FR ) “ which had no influence upon the key” & —~JEER 4t 218 N A), HAE
FARX EFFRFEA 2, RN AR AEE—HTEIRA, EREEEEND
H5E4, RS FHPREITRAZRBEE EENRR, —BRFL, EERCPHBE
TER B, PUREAT o 5L PR B R IATE IR SN L B o

AR ZE R ARS8 HOUE R FFER R K 68 (“ chromatic” X AR 48
“QHBER”) , ENT R B

5. Sometimes, it is true ,their use could bring about a change of key.

AR “it is true” BB AR, “BARBT MBS, 5HFHAR
GEMFEBRETOR, HAE A B 2 TAEEMRIE, A B &8 T XA H i A
BRBTHERYN . BERRRAN, FERAXRBABETMRE T XIEFER R
LM IEAR

BN LR E, NAEEE T ERRNEL.

6. -+-in which case the key signature might be changed.

51 SR PRI 2 1B ) B 56 R AR A “ which” |, 783X L3 R R4 £ A R R 3
AL TRBRETNFRENEANNE EREESEMRESE, A+, ER
/LRI “ could bring about a change of key” (‘% &5 EBMAZIL) X—FH .

7. In the hands of some composers:*+

SiE“in the hands of " W EA TR E M- B, EXE, K ESIHR
“EadeeHIAEHET

“BIER”R—FXEIE AN — R TR AR RN ERE T .
B ST SRA B R BFREA LTS PR BT 5750,

8. -:but first it is necessary to consider how the chromatic scale is notated when it
is used in music which is basically diatonic.

5
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ERE, A% B “when” FIEKPREMNTEIAER, H — 1 E &M A]“which is basi-
cally diatonic” {&4fi 554718 “ music” ,

LHEN AL, HEEEEBNE, FEHNMAZES LR TARTHEST
B, A A B IR

9. Usually they are written in ways which seems convenient-:-

FHRFNIE] “seem” HERRBPFR”,“BEER FEE, REUKRREZH
%, TR ERIRA S, LR R WIS SCEEM %, WE SR XA R .
“Bix”, Eit,EX B, WA LUE XA BB R S M 3hiE, g ke, 4
BARME o B8 Bl Al SRR, B, XENEEURER EF, it
¥R T Er I idig.

10. But no one need lose any sleep over them---

“lose any sleep over---" KR “ A-eeee H.00L, BRI 2 &

11. The harmonic chromatic scale is the same whether ascending or descending ---

“whether ascending or descending” B— A iE ,ERE, ZBRATX.

AN MEEEFR LR BT, B2 T, (HFN) BEMERK. 3E,
IR N iRk 5y S 1 VEal o 2 V1 o o 7 p =] il o P

12. “the key-note at the top and bottom” +5“Fr L. THWwHEST" -

I. Supplementary Reading Materials ( #p 72 B i£ 4 §})
Notation of Chromatic Scales

Melodic chromatic scales are less rigid in their construction; in fact, theorists do
not invariably agree exactly how they are formed. What may be said is that they differ in
their ascending and descending versions, and also according to whether the key is major
or minor. Perhaps the simplest way of forming them is to include, first, all the notes of
the key. In a minor key these include the notes of both the melodic and harmonic
scales. The additional notes are then provided by sharpening the diatonic notes ( where
required) in the ascending form, or by flattening them in the descending form.

Some authorities, however, would always use the 7th degree twice-e. g. C( not
B*) in the ascending scale in D major; and some would include the sharpened 4th rath-
er than the flattened 5th ( G* rather than A") in both descending scales. One principle
which all would accept is that the same letter name must never be used more than twice

in succession; thus A"-A-A*, for example, would always be wrong.
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New Words and Expressions

rigid['ridzid] o. fEBEAY;EEH, A3
]

construction [ kon 'strakfon ] n. #4 i,

invariably [ in' veoriobli ] adv. 75 4k
Hb 15 A H

version['vo: fon | n. fiiA, Ak, B

in fact SCPR |, Hsg
according to #4E &M

additional [ o'difonal | a. B HNHY; BN
)

sharpen['[a:pan]v. [ ¥ ] A& (EH)

flatten['flaetn Jo. [ 3 ] FEAE (2KF)

authority|[ 5:0oriti ]| n. AU, VB AT,
PR EE

D major [ & ] D K
in succession 4EH , HE4EH

II. Basic Techniques of E — C Translation ( 3% {{ 8%t A $15)

H—EIY

F—F ARE R K F) B8 L

B S PRSR/MNESCRART, W2 H RN, T3 E17CERE AR XA
K, B—UIESENERM. B —MHES, ERLFTTEREX &R, B
e, B AE T IE, B 5, M BBAIE X B WHOAER" BT RAITEH B
BRZEERIC R IR B  EEEMR , BEE MBI 2%,
P& TR S AP ORI

P WHFEFTA DU B A RE . — I i 7] LR R F 2404
RIHAZ, PFrilEs, MERNEH R+ KAXK — i, 3hHE, B4, 8l
i), A, i, BE] , AiA, A, %10,

BT — A LUR TR AR R, T 5 R T A RRHEZEE, %% XA
BAAARMRL . X—REEE NAMES FRMAER, RITEZETIER
RS, RSN S ITEDGE , X PMIEE P AR AR IR HET
B, Tiex THE RAREMFE, HRAEFLH,

AT LUERBBDGES " —HSR"HIFNR:

HAnERATTH W “ 57 XA F o MENTE AR, R "R EH7, LA
WER, N ERE” R ENRNA B EHMR, RAR“E7 AT
AR INCHFET CHEXRT R VR BMERSEEER AR, BT

AR S B

O (LA K E A A A iIE TR i ( determiner) — A0S0
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ERERBSN, BT AFRR RN, SRR RR O E M ER L, R,
RX AT . TH, ERTLERSNHE, RRBR",“HER” , W F¥",
", “ B %%, A—BHEFERBENELNPRAE EF—BIXE,
FERRCIFEARFET, TRRE HEARFE” . HARIEFRH W& KRR
U FRITEE O E A B X ER A RE & S

HATERBIGEP—IA LR HIHEL:

FIEPH“like” BAH RH, MR ZRIT XNAMENBNR, RRBR”;
YERAE, R, a7 s AE N ER, RAR T R RTE AR SRR
FR” AR Ve B, FRm IR, R s VA7, R “ MU A S
¥" %, T

Like most of the students, they like Beethoven’ music mast.

R EHFE M MNRERR S FHFTR,

AP AT like” , BTE AR, TG & N30 , gL B T E RRZEAR,
i, W) A —E . B, AR E WA “most” , B — AT YE& IR BB AR, 82
A REE(H)” s E—MEBIAE, MIRR“ & .

10 (R R TE BT AR DUE R X B — R, AR AN BE IE A 248 “like” 1 “ most” fT
BRI, HARARA B IEMER LA XL, Bl tEERenn B EAS. B,
BEWHILE —MANE, Bk, FERBEAXGHW UKL LT XHE, EH
HhAIBTZ R A IRI2E AR B ARTR B RIAIS, PN HA L, EE R HE A AR

HAEMT&XHA] .

1. He cannot brook being interrupted with when he plays piano. (v. 52, ZMW)

AR BT, B R A AITH

2. For the 14 Songs (op. 34,1910 —12), Rakhmaninov chose poems by some of
the principal representatives of Russian Romanticism,some of which sounded like run-
ning brooks. (n. /], &) '

FARB R R X 14 B3 (45 34,1910 - 12) #9439, i R EIR R IR
RAAGFE, L — KB TR R E BRI,

3. We heard the drums beating. (v. #T,8%7T)

FATT IR ALE

4. With scarcely any exceptions, music of the tonal period was characterized by re-
curring beats and accents. (n. [ & ]¥HF)

ARG T RARNEL T EFHRETARLE, RS AL

5. The river winds its way to the sea. (v. Wi, =5 pH [ F))

ARG FTHEBE RN K

6. It is a sort of breathing space — for wind players and singers. (n. [ & | & K28,
RZEIRAR)

R —ARERREA PR BEBRAGRT

7. His illness is deadly serious, so he has to at once have a major operation. (a.
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TR, BRI
fet R IEH P E B, LA LB H R F R,
8. The scales of all major and minor keys are diatonic scales. (n. Xi)
AR CHRERARZARTI
9. The crowd was keyed up for the football match. (v. #zh, ¥ %)

BRI AR BB KRS

10. Notes which do not belong to the key are said to be chromatic. (n. [ 3 ]1&)
FETRRBOFTHRAESE,

& 3 —

— METHEX T, G RN AHE RIS AR, RE AL RME N R G
B A FEERDUE _

1. They take their name from the degrees of the scale on which they are based.

2. Paint will scale off all walls of the concert hall.

3. The chamber music player feels no such confinement. Each part of a chamber
music score is almost a solo in itself and is played by only one person.

4. On the question about atonal music I am afraid 1 must part company with you.

5. In the very first measures we hear the rhythmic motive which is played in unison
by the strings.

6. Tested for speed over a measured mile.

7. Virtually without exception, tonal music ends on the tonic chord. The pitches of
the notes from which a piece is made can be represented as a scale based on the fonic.

8. This kind of medicine is obviously tenic.

9. Her affection for him is deeply rooted.

10. Consequently, the root-position chord built upon it — the tonic chord — is the
most stable of all chords: all other chords lead to it.



