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Teacher’s Introduction

This guide presents a selection of songs and composers as suggested by AQA
for Area of Study 4: Music for Theatre, In Section A of the exam, students are
asked to respond to three recorded extracts from unfamiliar works by the
named artists {those discussed here); in Section , students are reguired to
write an essay to demonstrate their understanding of genre, style and
different traditions in music for theatre. {Consult the specification document,
which is freely available on the AQA website}. The selection has been made
based on differances of style and treatments of the musical elements in order 1o provide sufficient material for
students from which comparisons can be drawn. There are sola songs, ensembles and choruses from which students
may choose and which they can log in their ‘song bank’, allowing them o answer the questions in both sections, as
recommended by AQA. The numbers are analysed in terms of the musical elements listad in the specification. The
most significant features of the works are discussed rather than comprehensively analysed.

Ablways check the exam board
website for new information,
including changes to the
specification and sample
assessment material.

Focused listening on how different elements are used in any given work is important. Significant points often yield
insights in group discussion, and this also allows students to share the use of relevant terminciogy rather than
lapsing into personal oplnions or tastes. The table of musical elements below is a reference point for such
discussions and terminclogy. The list of elements is specific to music for theatre.

Although there are many other considerations, it is the songs themselves which are to be studied rather than their
dramatic context or historical provenance. However, placing particular items in their dramatic or stylistic contexts is
to be encouraged insofar as that informs the meaning. For example, understanding of Send in the Clowns is enriched
by understanding the nature of the characters involved and the expression of Desiree’s view of life and
relationships, rather than hearing the song in isolation. Contextual considerations should not be neglected.

The role of discussion is important for learning to use terminoclogy and for cultivating understanding. There are
maodel guestion papers provided, which may be used for homework, classwork or coliective classwork, Answers
are provided in an appendix.

In addition to studying AoS 1 (Western Classical Tradition) students study two from AoS 2-7. The examination
itseif is assessed as a listening and written paper, Section A being Listening {worth 56 marks) and Section C Essay
{worth 30 marks). Students should have an ‘in-depth knowledge and understanding of musical elements, musical
contexts and musical language’. It should be stressed that knowing certain musical terms is not of itself sufficient
since terms nead to be used correctly within critical arguments and judgements which demonstrate depth of
knowledge and understanding.

The exarnination consists of listening to extracts of unfamiliar music from the named composers designed to
aliow students to demonstrate their understanding of musical elements and associated language. Terminology
includes an expectation to be able 1o use staff notation. Also, students should be able to discuss any differences
or changes in a compuoser’s style over time.

AQA provides a list of aims and abjectives in terms of knowledge and understanding, of which those most
relevant to music for theatre are:

e Appraising of contrasting genres, styles and traditions of music

¢ Developing understanding of musical contexts and musical chronology

s Developing as independent learners and being able to make informed critical judgements

The examination is divided into sections A, B and C, of which only A and C are relevant to this guide. Section A of
the paperis called "Listening” and Section C of the paper is calied "Essay’.

Section A: Students have 1o analyse music and evaluate it (make critical and aesthetic judgements); they will show
knowledge and understanding of musical elements as expressed in the works studied; they will demonstrate
competent use of musical language when discussing the music,

A Level AQA Music Area of Study Guide: Music for Theatre Page 1of 112 © ZigZag Education, 2021



In addition to the compulsory guestions in AoS 1, there are two sets of guestions for each optional AcS, of which
music for theatre is one. Each set of questions will relate to excerpts of music presumed to be unfamiliar to the
student but by the named artists/composers linked to music for theatre. There will be three musical excerpts for
music for theatre. One guestion in each of the sets is a longer response {worth 10 marks), allowing students to
show their knowledge and understanding of relevant musical elements and musical language, as well as their
ability to form critical judgements about the music and style. Students will be able 10 hear the musical excerpts as
many times as they can suitably manage.

In Section € the assessment focuses on just one AoS {music for theatre, in this case). Critical understanding of the
different styles, genres and traditions studied is assessed, and students will be expected to show ‘sophisticated

connections between music and its context’. The response will have to reference any three of the named artists.

September 2021

Note: Teachers/students/centres will hove to use borrowed or purchased scores. A guide to sourcing them {mainly
as vocol scores} is provided in Appendix: Resources ot the end of the guide.

A web page contoining olf the links listed in this resource is conveniently provided on ZigZog
Fducation's website ot zzed. uk/11220

You may find this helpful for accessing the websites rather than typing in each URL

A Level AQA Music Area of Study Guide: Music for Theatre Page 2of112 © ZigZag Education, 2021



Students’ Introduction

The guide includes several songs and numbers from music for

theatre works composed by Kurt Weill, Richard Rodgers, Stephen The guide§
Sondheim, Claude-Michel Schidnberg and Jason Robert Brown, Use it iike§
Perhaps the most familiar composer will be Claude-Michel the Iandsé;:
Schiinberg, the composer of Les Misérables, or perhaps Stephen Use the at

Sondheim, the composer of Send in the Clowns. All named
composers in the AGA specification for music for theatre belong
to a long tradition, but they are not all the same and do not all
share the same style and approach o theatre. Part of yaur S
will be finding out about those differences and simi
{See below.)

y perceive it
analytical;
are located

or to time
dte through time, here are \\

Mahagonny {Rise and Fall of the City of Mohagonny}. Weill
worked with the playwright Beriolt Brecht in the context of
the rise of Nazism in the 1930s. The styie is tonal, the music
is written for the words to be heard clearly, and the subject
is political and social satire.

To show how the named
sumimaries of Lasi

&  Richard Rodgers (1902-1579}
Rodgars wrote popuiar musicals with librettist Gscar
Hammerstein using popuiar song forms, big chorus
numbers, memorable tunes and full orchestra. Works include Okighomal!
Music, Although often musically light and entertaining, Rodgers and Hamm
serious social issues, such as racism in South Pacific, domestic violence in
Austria by the Third Reich in The Sound of Music.

¢  Claude-Michel S5chinberg (1944-)
Claude-Miche! Schinberg worked with librettist Alain Boublil, their most far
Misérables, but they also co-wrote Miss Saigon. The musical style is very da&f
tonal harmonies which sometimes surprise. The musicals are operatic in the:
music. The subject of Les Misérables is from the novel by Victor Hugo, set
revolution in France; Miss Saigon deals with the horrors of the Vietnam Wag
operg, or opera about real evants and people. f

COPYRIGHT
PROTECTED

nd listening to the numbers while usi

so an, Try to become us
BT s¥ihd critical judgements.

of structuri

udied at least two items from the output of each of the name:
any differences or changes in a composer’s style ovar time.

You shouid
able to discu

The examination is divided into sections A, B and C, of which only A and C are ralg

Section A:
e You show your abiiity to analyse music, evaluate it and make critical judgem
8  Youshow knowledge and understanding of musical elements as used in the:
e You show competent use of musical language when discussing the music. :

A Level AQA Music Area of Study Guide: Music for Theatre Page 3of112




in addition to the compulsery guestions on AoS 1, there will be tweo sets of ques
A0S, Each set of guestions will relate to excerpts of music presumed to be unfarg
artists/composers linked to the specification. There will be three musical excerp
guestion in each of the sets will reguire a longer, 10-mark guestion to aliow you
understanding of relevant musical elements and musical language, as well as abi
about the context of the music and style. f

in Section C, critical understanding of the different styles, genres and traditions
be expected to show sophisticoted connections between music gnd its context.
refer to any three of the named artists. :

While famiilarising yourself with your chosen works, us
for thinking about each work.

» tnation, you should try to identify t
stted songs or numbers. The AQA list of elg

As you study the music requi
which are common tg e
theatre incl il

Melody

Everybody knows what a melody is, but melody can be described in different wa;:;;

For exampia:

Lyrics can be set in a melismatic way or in a syllabic way.
Some notes might sound one after the other, in a clearly separated way, or
Melody might use pitch bending.
Melody might use glissando effects,
Parts of the melody may be associated with individual characters so that thg
‘musical identifiers’ in music for theatre. :
A melody might be angular or curved, or even a combination of contour sh;
The balance of conjunct and disjunct intervals might be important to the p}*
Phrases might be equal, or some may be shorter or longer than others. A

N N SN

A Level AQA Music Area of Study Guide: Music for Theatre Page 4of 112
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Harmony/ Tonality

Harmony is mainly about chords and how they are used. It is important to be ab
between chords and their different tonal functions.

Here are a few terms you should know:

4

4

Other terms associated with harmony are:

e

e

A power chord is a chord built from two notes at an interval of a perfect 5%
Because the 3% is omitted, the tonality {major or minor) is undefined. Powe
music, although chords made from the same perfect 5™ intervals are used i

be called ‘open chords’, as in Kurt Weill, for example.
Sus® chord is a description used mainly for guitar music in a popular style, Irg
note which has been heard in one chord being held ¢ to ancther chorg
note forming the 47 is said to have been sus ; the second chor

chord in its own ris
sl

some jazz. Other chords show further additions, such as the half-diminishe

minor 7™ above a basic diminished triad. ’ e o
{" T ——— :
ey HIE Bl i
L ¥ g —g‘ '-'g- !
dim.7th atfdim. Tih

If the interval between the root and the top note of the chord is a diminish
diminished 7. The idea of a half-diminished chord is connected to the diff
Major, minor, diatonic, chromatic, modal or pentatonic scales might be use

Harmonic rhythm, which refers to the rate of harmonic change or the rate
such as one chord per bar or two chords over four bars.

Key change and modulation. A piece may move from one key 1o another su
slow, the key change is said to have modulated. A melody might modulate ¢
definition of chords, for example.
Harmony may be diatonic, 50 using notes from within the main scale, or cm};
keys.
Cluster chords may be used which are formed by aggregates of notes whici‘é
any tonal sense but might be used for their sonority. 5

A Level AQA Music Area of Study Guide: Music for Theatre Page 5of112
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Struchure

Structure describes how a piece of music is organised. It identifies different secti
and how the ideas are treated, and it identifies whatever else makes the music ¢
and structure® can be used interchangeably.
< Intro and outro {introduction and ending): Songs often have a few hars of a
before the singing starts. Similarly, a short section which brings a songto a ¢
+  Bridge: Sections of a song may be separated by means of a link passage, wk
even modulate. The bridge is a structural device which links together differe
between verse and chorus.
Instrumental: This is a section within a song where the vocals drop out and
Middle eight: Also known as a bridge, the middle i & section which ¢
of a song. The term originates from 32-bar A2 &n, inwhich the ¢
the middle of A sections. In more me veEchiorus structures, a middle:
contrasts with both the v Brus, and usually follows a second :
being verse—choru ridge—chorus. In verse—chorus structu

i

SN

iposed: This describes a song in which each verse {and someti
differently each time it repeats, the lyrics heing given different musical sett

Verse/chorus: Songs often have verses and repeating chorus sections which co

00:53-01:22 On my own...
01:23-01:49 in the rain...

C1:50~-02:13 | And | know... :
02:14-02:33 | I Jove him, buf when the nig
02:34-03:01 { love him, but every day..

03:02-03:21

COPYRIGHT
PROTECTED

T NB Structure is the AQA preference.
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Timbre and Sonority

Timbre refers to the characteristic sound guaiity of an instrument. The sound o
the sound of a flute playing the same note because the instrumental timbres are
is sometimes used as an equivalent. Sonority is the sound guality achieved by t
timbres or instruments. Studio recording or technological effects such as reverb
timbres or sonorities. Music for theatre utilises vocal timbres and effects in par
are forever associated with particular voices, such as that of Lotte Lenvya in asso
timbres change with the use of falsetto {very high head voice quality of a male
spoken rhythms of rap. Mutes also change instrumental timbres.

ALevel AQA Music Area of Study Guide: Music for Theatre Page 7of 112
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Texture

+  Many songs have a homophonic texture or melody and homophonic azcows

a vocal melody with chords as the basis for the accompaniment. :
In some songs, the vocal melody will be more integrated, with moving parts:
the texture becomes more polyphonic, as in some of Kurt Weill or Sondhei

are sung a cappella.

+
+  Cceasionally, the voice parts will have no instrumental backing and so be a ¢
J

Uften, the accompaniment doubles the voice parts, although in some prod
changed. If the instrumental doubling is to foliow the singer’s interpretatio
used to instruct the performers to 9ollow what the voice does’.

+  Melodies comprising a single line of notes, without ¢ coompanying h
described as monophonic.

ALevel AQA Music Area of Study Guide: Music for Theatre Page 8of 112
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Tempo fmetre and rhythm)

The basic slement of time (tempo} includes time signatures and rhythm, as wel

discussed above, it can also relate to harmony and harmonic rbvthm.

+  How fast a piece should be performed is indicated by a tempo marking, w
{slow) or presto {fast). Often, a precise speed is shown as metronoms mar

A metronome marking tells you how fast the beat is in the music and is sh

£ =60 - :
3 4-0;‘!.} " 3 X
‘g’ A w1 where the croichet beat is 60 beats per minute {bpm)..

< Some music includes tempo changes or changes to the time signatures. W
frequently, the rhwythm is irregular,

COPYRIGHT
PROTECTED
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Kurt Weill (. Dessau 2™ March 19

Contextual Dackground

Kurt Weill wrote mostly for theatre, working with the playwright Bertolt Brecht (3
1956}, Weill and Brecht built on an earlier style of popular opera called Singspiel.
develop their new genre, Zeitoper {topical opera). The subjects of Weill’s works &
reflected cultural, social and political changes in Germany at the time of the Weié
Republic in the 19205 and 1930s,

on in Germany, &
ve power of art’;

Against a background of political extremism and social depri
saw his music as a force for social change and the ‘sori

; otagonist}, which was w
J Weill collaborated with Brecht on
; Mahagonny}, which was a satire on the
wwirenoper {The Threepenny Opera), the libretto forw
the transi eggar’s Opera by Elisabeth Hauptmann. First performed
the most end® g of Weill's theatre works, and its popularity is reflected by the
performed on their own. The work reflects life in the underworld of Berlin and s
wars, especially during the rise of Nazism, which eventually led to Weill's emigr
the first performance of Aufstieg und Fail der Stadt Mahagonny {9 March 1930
mirrer 1o the rising threat of Nazism and the corruptions of contemporary socie
both jazz and classical influences but was ultimately declared to be ‘degenerate

Weill’s first successful work was Der Prot
with the librettist Georg Kais i
Muohagonny (Rise and F
followed wijnel

Traditionally, opera had become accessibie 1o a minority of the cognoscenti {‘pe
people who could afford to buy tickets or who were members of a court or parti
therefore, that opera was socially exclusive, so he aimed to create a form which
community advancing’.®

Weill's ideas about music and opera are reflected in the character of his melodic, E”

Der Dreigroschenoper 0928) /' The Threepenny Oper:

Music by Kurt Weill
Libretto by Bertolt Brecht

YouTube: zzed.uk/11220-Weill-YouTube
Spotify: zzed. uk/11220-Weill-Spotify

Go to zzed.uk/11220 |

Der Dreigroschenoper was based on The Beggar’'s Opera wrsiien by lohn Gay in 3
Pepusch (1667-1752) using several weli-known popular and songs from
the original ballad tunes himself in Act |, Peach gitymn' {"Morgenc

Macheath {Mack the Knife / M

: olice, and his betrayal by the prostitute §
o quarre! with Polly. Macheath escapes prison with
ned to hang. He is rescued by roval pardon at the last m

The plot concerns the marridge
his friendship with Brov
Macheath, wy :
again and

Der Dreigroschenoper (The Threepenny Opera) begins with an instrumental Ov
instrumentation immediately generates a mood of a seedy Berlin underworld cay
choice of particular timbres and senoritias similar to small jazz bands of the peri
such as violins or celios are not used since they would have been associated witl’%
sentiment’™ that the composer aimed to avoid. f

2 Weil's comment quoted in Twentieth-Century Music by Robert P Morgan pub. Norton, page 2
3 Op. cit. Morgan
4 Viennese operetta, for example.

A Level AQA Music Area of Study Guide: Music for Theatre Page 10 cf 112
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The Overture is written for soprano and alto saxophones, two trumpets and a ir
armonio or harmonium. {The extract below is at sounding pitch.} :

Bertolt Brechr Maestoso (;:8‘4)

Soprane Saxophone |

Alto Saxephone ||

4
Eres H 3, o
Trurapet in By | {agk

o

a1 A5
You

Trombons

Timpani

Harmonivm

SRR
P
L X

S
b
L ]
Vnl
]
&4
3
£
.

11
x

This brief example shows some of the key features of Weill's style. Initially, it is th
sound combined with the accents and timpani which generates a stridently deter
lines are doubled in octaves and then again in the harmonium part, which replica
dissonances such as the upper auxiliary © in bar 1 and the lower F bass in bar 3 a
basic triads of C minor and A minor. Frequent minor 2™ increase the level of diss
close proximity of Fis and Fis creates false relation. Such features reflect a trend
period. The Overture begins on Cminor; by bar 3, the harmony has moved to A m
diminished chord on F¢ {i.e. Fi-A-U-E}, and, as the music progresses, chromaticis
the music, it is, however, C major. Movemnent in the bass from bar 1 includes ¢hro
upper and lower auxiliaries, accented and unaccented passing notes and disson
from bar 5. Rhythm is straightforward but with accents, staccato and tenuto mar
and different emphasis.

Foliowing from the mainly homopghonic texture of the first part of the Overture
contrapuntal (bars 13-16). The fugal section repeats before the return of the firg
presented imitatively and differently at each return. ‘

i3
” -
Sop. sax Bb M Em—
i ; :
- ——

Descending contour of
scale sequence.

A Level AQA Music Area of Study Guide: Music for Theatre Page 11 cf 112
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Vorspiel Prelude)

YouTube: zzed.uk/11220-Vorspeil-YouTube
Spotify: zzed.uk/11220-Vorspeil-Spotify

Go to zzed.uk/131220 éi

The fugal section begins on alto saxophone at bar 2503° using each instrument
counterpoint between the hands of the harmonium player. As an exampie of p
inclusion of a fugue in the middle of an overture is quite unusual and, in itself,
which balances bland populism and sophisticated compositional skill.

Here is the opening of the fugue:

Bertalt Bracht

Alro Saxophane

N
Harmonivrsg S

The fugue subject in alto saxophone is immediately coupled with what then ap
subject at bar 26, while the countersubject in its conventional place is heard or

> Ahbreviation for ‘bar 24, beat 3. This form is used throughout the guide as analytical shorthand.

A Level AQA Music Area of Study Guide: Music for Theatre Page 12 cf 112
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Mo, 2 Morital vom Mackie Messer' {The Moral of Mack the Knife)

The first song is probably the best known and is like a street song or barrel orgar%
Art eines Leierkastens {like an organ grinder), the evocative senority of which is ¢
the harmonium. Z

The vocal melody repeats virtually unchanged through ali verses, while the accon
figuration, instrumentation and texture. However, the harmonic progressions r
strophic but with some variation between verses, especially in relation to the ac
the desire for clarity of verbal expression not obscured by elaborate harmaonies
ornamentation.

The song is given the tempo marking Blues, but t
actual form, which does not conform to 2
percussion. The vocal melody is
made ambivalent by ch
{relative mi
on, the so

the first eight bars, while the ¢
added-note chords. The song opens with
NE This part of the analysis relates to the original s
d in the key of G, a 4™ lower). 5

Here is the vocal meiody:

Blues - Tempo (-=66)

Rising contour over a range of a perfectdth wwvmrmmsvmvnsnnnnd

F o o »
b} H
P X -
L4y &* L T
e ’*
LY

You can see that the first two phrases are the same; the next phrase has a gently
outlining the chord of D minor. The second phrase repeats in the same way befo
Bars 8-11 {of the song itself} are also triadic and have the same phrase lengths, &
anacrusis is replaced by tied minims across the bar. A small change like that is tyg
meiody that contributes to variety alongside the ordinary. 3

Notice that §
the key of
prevailing m rent of 3™ and 2™ in the first few bars is broken at the end of §
a minor 2™ which pulls the melody away from a more conventional pathway.

The wide interval appears again at the end of the subsequent phrase from bar 1‘\

minor 3™ of the first phrase. From bars 15-16, the phrase uses another of Weiii’,é
rhythm is replaced by straight crotchets leading into the cadence at bar 16.

6 Ancther use of the shorthand.
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7

=
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LN

1
]
[ 4

\EEE

The repetitive minims in the bass reflect the slow rate of harmonic rhythm. The
is mainly a perfect 4" or a perfect 5™, 5

The harmony is diatonic and narrow in range, using a cycle of chords within the
pass through Am {vi), Dm’ (ii’} and G” {V’) before closing on a perfect cadence in}

ved by changing
e but the harmo
“trombaone part which do
s} and cymbals. The harmonics
rogether with banjo chords, Each of the
sed effect is to lighten the mood while creating a te
the fourth ssion drop out while the piano elaborates furtheron its ¢
addition of 3 ave doubling of the voice and varied rhythmic figures. The ban
including some syncopation, such as in bars 34, 36 and 38.

Using harmony as a structural foundation, development <
elements of rhythm, texture and timbre. The fig
repeat exactly untii the third verse, whe
Weill also adds snare drum {a pi “
piano takes over from t
own rhyih

From the fifth verse, the sonority changes again while the voice remains consta
and tenor saxophanes and trombone triads parailel with the voice, The piano pl
complete triads which follow the saxophone, trombone and tom-toms, which ar
alongside the snare drum.

The final verse again changes instrumental combinations and sonority. Trumpet
yoice, which is answered imitatively by the sopranc saxophones, At the words U/
{And the little widow...}, the piang’s short chromatic figure colours mainly diato
figure is in perfect 4™ changes to perfect 5™ and returns to 4™ each time in pa

; ] !

Parallel chords in Pds Parallel.
‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘ g#p T — Lo o , o Lo
gl AR RVURUUUUURINY. U 2 €4S . i = W— Bt B S FFS AR TN
o/ ' e
¥ £ é)q , ;;,JE sbt F s ; ’3ﬂ' d! e

7 (e % et P P £ N Y O
. f)‘ o er y—i——, ——————————— A S o

The song concludes guietly in C major.
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MNo. 5 tochzeits Lied (Wedding Song)

YouTube: zeed.uk/11220-wedding-YouTube
Spotify: zzed.uk/11220-wedding-Spotify

As i all music for theatre, different forms are used, including the solo song, due;;é
The ‘Hochzeits Lied’ is a chorus number, it features the bandoneon, which is assg
The introduction to No. 5 is strident like the Overture. The chorus melody has ar*%
song, its overall mood lacks joyful celebration. The example below is a reduction:
shows the instrumental line {saxophones), the accompaniment and the vocal m

Moderato assai

Alto & tenor saxophones

s .
5. A
.4
Law - ge
| s .
- o
= = =>i
> = ==
- f: i
- } o
3 ‘ ;.
9]
P 4
F &) H ¢ ] — I
[ &Y 3 H | D | I % - t
9] ; } \ A N
wi— = — A S B— S— B— ) —
- i, s e L L e e s,
e
Sy - er wur - den letz - en Mitt-woch Mann und E
- ; = — :
‘ r
[0 :
= - _
A I v - tﬁ)‘ o
7 z T 5 X
E ~ ¢ : b e

-3 are heard in

The melodic writing is diatonic or modal. However, A
: 5 form the interval of

imtervallic relationship is, therefore, tritonal
relationship common in music of the Srifg! s 6 the twentieth century and
The disturbance seems to nudkid ihe i rinto taking note of the message at ¢
Monn und Fr ; i and wife last Wednesdoy). ‘

COPYRIGHT
PROTECTED

The left-ha W features open perfect 5% and octaves heavily accented, whiieé::s
contain diatonic 2°%. The harmonies are close to some jazz of the time and inclu
or 9 {with Al bass}. !

The singing is interrupted by a spoken line over a sustained power chord of B mi§
which underscores: Hoch sollen sie leben ... hoch, hoch, hoch (Pay high, live high):
the same melody as before. As in the previous song discussed, harmony, rrmeiody§
while differences are introduced by means of instrumentation, and so by changis
heightens with the final verse transposed up a semitone to C2 with chromatic chory
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For the final verse, the music is transposed up a further semitone. The accompa
introduced by another open chord, this time of C, at the point of spoken chorus.:
and closes on a power chord’ of C4. ’

Ay
-4

./

Wiss-en Sie, was Ih - re

Harmonium {gzaprochen; AF/Eb
Hoch!

No. 7 Kanonensong’ (Army Song’ / Soldier Song)

Ne. 7 ‘Kanonensong’ {‘Army Song’ / ‘Soldier Song’} is marked as & foxtrot but al
Charleston of the same period and so reflects popular dance forms. Weill inclu
a jazz drurmn. The jaunty dotted rhythims suggest ragtime music, which was anot

{Time 00:23):
Spotify: zzed.uk/11220-army-Spatify
YouTube: zzed.uk/11220-army-YouTube

In Act Two, ‘Polly’s Lied’ is written as a sentimental love song coloured with the
glockenspiel — a smooth, siow diatonic waltz melody following slow moving har
more straightforward harmonic accompaniment is a feature of Mrs Peachum’s
its unambiguous triadic patterns repeating alongside a continuous vocal and tro
indicate a key at the beginning, but the tonality hovers around Eb passing throu
from the final Eb

Bk minor in a freely modulating fashion but without moving fag

whilterballade’ ('Pa
pated rhythm established frg
ocal line in a sensuously elongated m
¥3es are in succession rather than together. The§

The Argentinian tango mentioned ahove ap
tempo clearly indicated and expressag
bass pizzicato. Alto saxophon
Macheath, but their i

used throug

Bars 15 repeat the tonic E minor with a lower auxiliary chord; the harmony cha;
progresses to the dominant (B major) before returning to £ minor tonic. At the m
protected her..}, it passes surprisingly into F minor followed by an Eb diminishe
chromatic turn. A second shift occurs at the words doch so gehts auch {but thot
touches A minor.

7 The term ‘power chord’ is listed in the AQA specification but, in the context of Weill's work ‘o
using ‘open chord’ should not be penalised in an exam.

A Level AQA Music Area of Study Guide: Music for Theatre Page 16 6f 112

COPYRIGHT
PROTECTED




When Macheath has finished his verse, the mood changes with a short interiud
can be heard with the rhythm on a high tambura sounding much like a ‘boka-da
jazz bands and heard, for instance, in some contemparary recordings by Louis A

verse, the music returns to the originat key of £ minor introduced by the saxoph
exchanges vary the texture between trumpet and saxophone and the voice. Inth
adds a Hawailan guitar {or mandolin if not available), which echoes the voice. 3

8 Listen to West End Blues if you can.
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Auitieg o Fall e Stack Wliogonny (530 / fise anelFall of §

Music by Kurt Weill
Libretto by Bertolt Brecht

Hear performances by Lotte Lenya here: s ;
YouTube: zzed.uk/11220-Lenya-YouTube Go to zzed.uk/11220 |
Spotify: zzed.uk/11220-Lenya-Spotify

After The Threepenny Opera, the best-known of Brechi—Weill Singspiels is Rise a
Mahagonny, and one of the most successful songs from that is ‘alabama Song’.
Brecht play called Little Mahagonny [1926/1927] and was d in the Singspie
and recordad the song, which was also given many d var performanceé
Doors, to David Bowie to Nina Simone. Alth

Aufstieg u fe ‘ahagonny, like many Welll-Bracht theatre works, i<
is a fiction pieasure inhabited mostly by men who are bored, materialist
pleasure. AsTReh, the satire relates to the social context of Berlin and the Weim
of a pleasure-seeking society within a context of political instability, prostitutiong
ail of which form the backdrop to the rise of Nazism,

‘Alabama’ is sung by a group of prostitutes lad by Jenny Smith, who, in scene twa;f.::a
money and whisky, as expressed in the lyrics, :

‘4labama Song’ — There are numerous recordings of the song which reveal signi
from — interpretations of — Weili's score. In particular, the written introduction a<
beginning with the four-in-a-bar crotchet accompaniment; secondly, the verses &
the intonation of the vocal melody sometimes becomes a form of Sprechgesang
expression in Lenya’s performances; the refrain is generally siowed, but not in al§
do not include the written introduction. 5

Weill's original introduction of four bars has some interesting features and begi :

The melodic contour is angular in parts, with wide intervals including minor 7%,

chromatically altered C to Ct before the C minor chords at bars 3-4. '
Blues - Tempo (Moderato)

T dim. 8ve |

¢ e TP
W B T :

5% PN

2l COPYRIGHT
e -i‘:::::;gf'““‘-’i‘ PROTECTED

min7th

I
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The vocal melody of the verse is mostly diatonic with chromatic features almostz:%.:
diminished 5™ {F4 to C) except for the single high Dy on the word must at the erm§
other vocal melodies in other works, particular intervals are repeated. In this cas.
semitone {minor 2"}, minor 3" and major 2™, as illustrated in the following sni

Blues - Tempo (Moderaro)

9 ; ;
A H N H
(g € P B g M
ANS Y = H ] ! i H |
) z f I ; s:
Oh, show us the way to the mnext;
O . i .
P4 i 1 H i
£ b 1 § o
[ o0 WU ] %‘ ] i3 %‘
So hFE % )
v ' v
oh, don't  ask oh, don't

The melodic range is fn. § on Oh to the final Fd on why.

The verse aj
bar rhythmicpul

paniment duplicates the vocal line but with embeliished and ri
se. The following short extract illustrates the salient features of

& The harmony is chromatic with no use of simple, identifiable triadic chords
melodies in this verse. Mostly, the harmony emphasises extended chords Oﬁ
identifiable as a C° or, alternatively, a C* chord, the dissonance being the D
A Cmajor 7" occurs later in bar 3 of the example, where the Ff provides theé

2

7% as suggested by the Bi,

Nowhere does Weill use an unchanged C chord, except for C minor in the in
However, there is much repetition of C in the bass, which anchors the tonal
Also, repetition of the subdominant, F/, contributes to the establishment o
The other features of how the chords are presented include 5™ and 4™ cre
{‘power chords’ in other styles) which also include paralie! movement,

The chromaticism creates cross-relation or false relation, such as in bars 3=
close relation but in different parts.

RN

<

The cadence ending the verse leads to C minor and 1o the introductory D minor '
tempo for the refrain, marked Un poco tenuto. The crotchet beats of the verse a3

pattern as the vocal changes direction towards the dominant G.

in the following bar, there is an added chord of C° at beat 3 of the fourth ba:
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Blues - Tempo (Moderaro)

CHSUSD) FHROMED C{sus3} FHOmits Cisus) oMty
°): .- £ » 4 # -
i e g" . | 2 :

! ;nn:'al.ie}. mmremmﬁ ! j i
{

} : .
it 5 g . : :
.4 L% i -y é 4 - :

L -
a———te -
l - &

‘i chords'

Fm’ cmajrinomity g R

E
i ?37§ %2 :}_}
N S N
" » e ; :5;’"
i i i ' | '
LN C C

Notice the repetition of Cin the bass as well as the harmonic progression.

Cmajrdnomits BhYF COOMUS)
|
—
B i
5 ' g
to -
: »
C
Cmajridiiomin RO

T3

K

Like the verd

as being more lyrical, it is the refrain which has captivated listeners for so long,.

Body, the refrain has a limited intervallic range which requires a
head voice. While the verse involved mostly stepwise movement, the refrain is r

I
a PR - ! 1N
F a1 -t = T e - 1 ] P H F i N
[ £anY =~ I bualNE IR - & i Py i
Y : [T H VR N
[ i T L) e 2
Oh, MOON.. of A-la-ba - ma, We  now.

The phrase structure of the melody is like a repeating ternary form but with sm
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Phrase A — Oh, moon of Alobama which ends with a descending major 6™ from F

Phrase B — we now must say goodbye

Phrase AVAMNTI Has the same shape as A but with different intervals, such as
4™ petween our good and the semitone between old ma ...; but the falling major§
on mo-ma. :

Phrase € — The phrase rises through a dominant 7 of G singing and must have w
know why...

Phrase & — 08, moon of Alebamao repeats as the first time

Phrase CHVARANT) _ wwe now must say goodbye is set d s goodbye rises tiy

six beats

of the features of the others but.
“is heard at ma-mma, and a thematic link is
with the words and must have whisky using semi
val of the semitane is now heard as a whole tone (C down |

Coda phrases — The final two phr
a coda. For instance, the falk

of the verse ng
the verse,

Overall, then, the structure is A~B-A'-(-A~C*LCoda or episodic, almost like a m

The vocal part is once again included with the accompaniment, along with a repe{
extended chords of various kinds, which enrich the harmony and texture,

One obvious feature is the persistence of G in the bass as a pedal point beneath’
tonal function of the bass Gs is to root the harmony in the dominant key so that §
chords do not drag the tonality too far from its tonic. As well as the bass G, the .
whotle of the accompaniment. Weill overlays the ostinato 4™ {G/C} with dissona

the first few bars: 5

Un peco tenuto

i o

Ao

.ks“b

e.

Un poco tenuto
CmajisEesy G D bsomimfr(; Gisu
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Throughout the refrain, Weill uses several extended chords, as shown in a simpl 5
chords as C%2 gr 3 D' or G°** or G’ can be identified all through the refrain. H
to account for every note within any chord but a simpler way of locking at the
chord of G with added notes.

in the example, the lefi-hand chording has been rewritien to show more clearly
arrow}, which moves chromatically by steps, confiicting with the overail harmo
independent melodic strand. The harmony is rooted in G. In some bars, the har
as when it alternates from C minor 7 and C major 7 in bar 13 of the refrain .. m
harmony sounds against the bass G as the voice rises on ... and must have whis

its where they might
particular, the accent shifts from the i a8t find the next whisky ba
awkward on the minims at. :
whisky bar... The stressinag
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Seeriey Todd 0579 and A Little Mght

Music and lyrics: Stephen Sondheim {b. 1930}
Book for Sweeney Todd: Hugh Wheeler, based on play by Christopher Bond

Baok for A Little Night Music: Hugh Wheeler, based on a film by Ingmar Bergmar%

Night {1955)

Contextual Background

The story of Sweeney Todd, the murderous barber of Fleet Street, is almost part

of English folk history and was popular as a play for the Victarans as well as
theatre productions of horror at Le Thédtre du Gran -

until its closure as late as 1962.

Sondheim’s style is lyrical

often dissona ‘polyphonic. In Sweeney Todd, itis often the

sung by the whole company. The ballad recurs four times during the first act,

and then again at the end of the show, and assumes a linking role as well as tha‘b%

of a narrative chorus, which is a device used also in A Littie Night Music.

Sweeney Todd
‘Attend the Tale of Sweeney Todd'

-.Paris™ from 1897

imes elaborate melodies; harmony a

YouTube: zzed.uk/11230-Sweeney-YouTube
Spotify: zzed.uk/11220-Sweeney-Spotify

‘Attend the Tale of Sweeney Todd’ opens the show with a iong prelude for orga
dissonance. The discord comes to be associated with the slicing of a razor across:

necks. Another important feature is the use of the Dies irae (Latin for ‘Day of W

from medieval settings of the Requiem Mass or Mass for the Dead used by Rom

Ies Trae melody

?!
A OO O S . 1 i
1 DR N :‘} TN 1 1
[}
Di-es i-rae di-es i - la..
Dies ireel Dies ifla The day of wrath.
Solvet sazclum in That day will dissolve the world
Ffavilla: in ash, by the testimony of
Teste David cum David and Sibyl 3

sibylial

, 5 — Misterioso con moto — Typical oﬁ

A: {00:40-02:14...) Bars
number is uf 2

gure supported by a sustained tonic pedal poin

9 htip:/fwww.cheaptheatretickets.com/sondheim-in-iondon/

0 Literally ‘The Theatre of the Great Puppet’.

1 Source: Sweeney Todd: The Demon Barber of Fieet Street, Vocal Selections, Warner Brothers
o Research the murals in the cathedral of Albi in France for a depiction of Judgement Bay. The

Judgement at the ending of the world, when the sinful will be punished and the rightecus wil

B Or, more poetically: Day of wrath and doom impending,
David's word with Sibyl's blending,
Heaven and earth in ashes ending!
¥ The recording plays at Ff minor, but the analysis here follows the score 50 is inits original key

A Level AQA Music Area of Study Guide: Music for Theatre Page 23 6f 112

COPYRIGHT
PROTECTED




minor 6, as from the G to the Eb in bar 4. Vocal phrases are short and uncomp
absclute clarity to aliow the audience to hear the tale: Attend the tole of Sween
grabbing the attention of the audience. {The same concerns are evident in Kurt

Pies Irae melo

Motif from the &

Misterioso, con moto

B

6

i

PRI Y

ey 2o

b, » Py r i

L ¥

di - es illa)

H 4,

oF T { N

Fo iy 17 i N -~
[  an Mol ] - i

S = P

[ 3]

Swee - nevTodd.

ﬂ 1ot

F
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| §an N2 ) 1

5 =
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were odd.

{
{
b= dr 5 ¥

= ‘;‘w.r;‘;“i‘ -

hallV LS MY

k
Ay 1V E

v

11
}
2 s

i S — I

An important element of ‘The Ballad of Sweeney Todd’ is the use of the Dies Ira
leitmotif or generative motif, as shown in the above example. it also occurs in

AZ: {01:14-01:40) Bars 31b2-54 — The same repetitive figures occur, except tha

drone on C+F, and the dominant is asserted by the time the music reaches the
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Derivatives of the Dies Irae are heard in high register of the accordion:

| Sart . i
(derived from Dies frae |

|ttt Sundstseonbiotb it

Tapor couatermelody: -
iUpper countermelody: i

B: {01:40-02:03} Bars 55~70b1 —~ The next 16 bars also feature pedal points and
the diatonic melody of the verses. This section is sung by the chorus and is built
features a high degree of dissonance as well as power chords (without 3™, Alt
especially if staged well in production; the sudden contrast from solo to ensem
and from diatonic to chromatic creates a clear and strong statement, which is di

55
ﬁ ;) 7% ! f
.. }-4 v
[y v = ¥ ! oy i ]
| ¥ an XollS] L“”?“““‘P””””Q & { 1
ANI I ! : "
rY] | f i I !

Swee-~ney, Hold it
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...

)

2,
i

A3: (02:03-02:24) Bars 72b2-96 — Essentially, the music is the same as for the p
high register Dies Irae motif is presented more prominently and in harmonic for
cccasional chromatic dissonances. Z

£: {02:24~02:58) Bars 97-108 — Db/Bk minor — With an abrupt key change, the t
contrary motion featuring a syncopation an, for example, Clean ‘e was..., and a
as distinct from the overall compound duple.

The section is sung in ensemble, beginning with soprancs, answered by memn:

123
9(%)“!'-; — ; | — K } :
e e e e e e e
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As the high voices hold their top C and fall to the B below, alternate triads of F mi
descending 4™ and diminished 4™ towards the cadence on F minor. The paralleli
music and the Dies rae melody.

Ad: {02:58-03:30) Bars 123154

The ostinato figure, now in bare octaves, characterises the whole number. The
Dk+Ab pedal, moving to a dissonance on Dy+C which resclves to a C-octave domiy
as the 8 quavers flurry towards a final low tonic F.

125

:ﬁ b N XX i )
t i : :
N t,— & " H Y A 1 X i

L N
{EN2 D e - LN !"”’”“MW
‘Qi{ - x i 1 - .
[} -
— He served a dark and a venge-ful god.
=
. -
ol - . — g
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o8 1 1
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The opening number uses an economy of means in the form of repeated ideas
small developments.
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Tohanma

Anthony's song begins with a slow ostinato figure which develops as the song pr\
YouTube: zzed.uk/11220-johanna-YouTube
Spotify: zzed. uk/11220-Johanna-Spotify

S

Go to zzed.uk/112

To hear “Wait’, follow these links:
YouTube: zzed.uk/11220-Wait-YouTube
Spotify: zzed.uk/11220-Wait-Spotify

Andante tranguillo ¢ non rubato

v Stk pre-srhos the w

3 .rt;i
S -
..... F A ,;'e: o, FE-.
et -
E-flar

Typically for Sondheim, diatonic harmony is coloured by occasional and expres
detail in the text, as on the word dream.

v
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The opening figure continues 1o develop throughout the song.

in the duet between Todd and Mrs Lovett, ‘Wait’, the
disturbing irregular rhythms, and dissonancesy
{NB The recording is in Db major.) :

COPYRIGHT
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Socothingly
A

¥ 08 Hushy, bove,  husho Pron't dis- wess ww

Mrs Lovett is talking with Todd, who is becoming impatient and agitated for th
in his barbershop. She tries to caim Todd: her melody is gentle and seguential
and fourth bars of the above, which are variants of the first two. Todd's state ¢
introduction and continued in the accompaniment, which is harmaonically mism
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The introduction begins with alternating time signatures between quadruple an§

Moderato

K FA 33 5 £
. = 3 = 5 :
ESu % &

create a disturbing
naxing {Soothing

Open 4 and 5™, together with the major 2™ and major 7"
Todd's psychological state. The misalignment of Mrs Lo :
agitation are expressed in the accompaniment;, &

B, Hush, fove,  tash,

Keep yoar thoughts nicy  and ECE - Wit
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Furthermore, as the song progresses an echo from ‘The Ballad...” appears in the E

accompaniment just as Mrs Lovett is singing Ah, wait, love... in the semitones a

Mrs, Lovet

in music for theatre the use of leltmotifs is a familiar technique in which a them

with a character or a situation, or sometimes an idea. The example above illustra
Dies irae melody with which the work begins and which it constantly uses in one
labelled in bar 2 of the above example is based on the inversion of the melody. 1§

reminder that malevolence is all around.

p o T
f _ b L f T semitone !
ﬁ semitone semitone minar 3rd }
f & xn )
[ ANBY
Y * » e .
fig. {a)

Fig. {a) shows the first four notes of the Dies Irae and its interval analysis; in the 5

Dies Irae melody appears in chromatic inversion, meaning that the same interv

they move in the oppaosite direction. The final interval of the Dies irae example i
Sondheim inverts the direction to an ascending interval which has become strete

contour of the figures is essentially and recognisably the The slight altera

effectiveness of its use.
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Pretty Women'

YouTube: zzed.uk/11220-pretty-YouTube
Spotify: zzed.uk/11220-pretty-Spotify

Go to zzed.uk/11220

‘Mot while Pm around’
YouTube: zzed. uk/11220-around-YouTube
Spotify: zzed.uk/11220-around-Spotify

The beginning of Act Two is a trio with Judge, Todd and Anthony. The ludge says%
and pomaded® to impress his ‘girlfriend’ {lohanna), but Todd recommends a sh’%
The style at this point is like an accompanied recitative. Toduls given a whistling

\ n, and an animated dialogue foll
fan his tegal ward of court .. and pretty

it is construcsEE®Tom a single semiquaver motif, and pedal devices are also us

Sondheim sets the rhythm of the vocal melody to emphasise words in an unusu
the/o and the possessive adjective their are sustained and so emphasised. Sond
mumbling and his pausing as he thinks what to say next. The phrase Sitting in t
rather than moving directly to window, as is expected; similarly, the metre is re
and Blowing out their... candles or Even when they... leave.

Sit-tin in the. Stand-in oy the.

Andante placido

The contrasting middie section is in irregular metre and portrays the character’

B A pomade is a scented ol or cream used on hair to make it shiny and smoothed.
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Allegretto

I L3 ]
] [ N AN 1P~ RN SO ‘» .........
n— r s
Y i 4 Irj {) [ J
Not to wo - Ity Not to wo - 1rVy,

dumb.
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Notice once again the use of a double pedal or drone.

Mrs Lovett patronises Tobias and offers him a nice bon bon, which, Tobias reco
purse. Lovett begins to flap, but Tobias is convinced that Todd has taken the pu
again; on the repeat, the innocent little melody Is counterpoint to a dissonant
resemblance to the Dies Irae in another disturbing moment using the leitmotif

¥ In A major in the recording.
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A Little Nght Music

In A Little Night Music (1973} the approach 1o text is more sophisticated and m
chorus. For some critics, A Little Night Music is like a pastiche of a Viennese ope
Hugh Whesgler) is based on an Ingmar Bergman film, Smiles of a Summer Night.

YouTube: zzed.uk/11220-night-YouTube
Spotify: zzed.uk/11220-night-Spotify

The style incorporates frequent polyphony and a demanding tessitura for diffe
complexities. Aiming 1o present multiple viewpoints simultaneously (somethi
theatre uniquely achieve}, Sondheim blends several numbasibolyphonically in
sincludes dusts, 1
ction, relying entirely

‘  aiuintet chorus {(Mr Lindguist, Mrs Nordstrom, Mrs Anders
Company) a Wappear to be vocalising a cappella and, as it were, tuning intc
from the sound of a piano giving the group their notes as they begin with a voc
takes pver, featuring strings and harp, which are typical of the genre. A sgio ob
meiody which introduces, perhaps, a memory of some previcus visit 1o the Mid
ensemble. A sustained pedal point on cello slowly unfolds in a haunting polyph
the singers as the vocal waitz grows is all about memories of courtship — the ten
park where we talked — ah, how we laughed, ah, how we cried — ... and how [ lie
the close of the second section — / think vou were there. The mood of the openi
light-heartedness of the Viennese waltz to passages which seem rather more th

The next section is an instrumental in the form of a waltz which has some resem
accent on the second beat. The misplaced accent expresses the dancers’ discomfo;
vocalising. The material from the opening of the show, originally sung by eight cha
sung by Mr Lindguist, Mrs Norstrom, Mrs Segstrom, Mr Eriansen and Mrs Anders
conversation in, for instance, the use of the repeated figure, first heard in the Ove

Remernber’
YouTube: zzed. uk/11220-remember-YouTube
Spotify: zeed. uk/11220-remember-Spotify

Allegretto

F

7 f. Die Dreigroschenoper. The type of opera known as operetta is generally the same as ‘light op
Offenbach. The later work of Johann Strauss I developed similar ight operas but in Vienna, aith
main originator of the form. Die Fledermaus (The Bt} by Strauss is one of the most enduring of
developed in England by Gilbert and Sullivan with operetias such The Gondoliers and The Mikad:
see a production in the live theatre. Failing that, there are numerous video recordings available
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The brief phrase is used as a motif which gains structural importance by means of
¥ ¥ f

Tyoae vieal phiwes

.

The okt that o wadhed

bR iy ~¥

=

The same phrase structure follows on Ak, how we loughed! — Ah, how we cried
Ah, how you promised and oh, how | lied. Between verses, spoken dialogue inter;

Later, the phrase lengths become irregular, beginning on the third beat of a bar, a
slightly extended again like a conversation, as though the music is reflecting the rh

e

In all the examples from A Little Night Music, the imprint of Sondheim’s style is evi
double pedals, the diatonic melodies offset against more chromatic harmonic ag
lengths in the vocal writing and occasional placing of accents in unexpected places

¥ The phrase helps to form patterns within the form of the song simply by means of its being re
the mental state of the character who is remembering. Musical forms or structures are create
different musical moments together into coherent patterns.
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You Must Meet My Wife

In You Must Meet My Wife’, Fredrik talks to Desiree, somewhat ironically, abo
YouTube: zzed.uk/11230-wife-YouTube
Spotify: zzed.uk/11220-wife-Spotify

NB The recording is sung a semitone lower than scored.

Go to zzed.uk/11220

Desiree remarks:

Dear Fredrik. 'm so longing to meet her.
Sometime.

The song continues with Desiree’s comments becoming.p onic until Fredrik%

: t{submerge in,
loveable in repentonce,
Unfortunately, still a virgin,
But you con't force o flower...

which Desird cludes in conversational style:

Don’t finish that sentence!
She’s monstrous!

after which the two are together.

The initial Gb key moves towards a cadence after the verse but resolves unexpecte
closes on Ab. The emotional disquiet is reflected in the tonal scheme hut also the mi
insecurities of the melodic lines. The tempo is again waltz time but with syncopati

FRELWIE.

5
2
A
4
%

P tatnecotiiorcasiter

o o o & .
B S e

FOYESY watnd WRIH s 0 whilk 1 v E S

3 N

The vocal melody is chromatic; more noticeable is the increasing use of counte

doubled and the bass mainly in dotted minims.
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1 iaisong’

Near the end of Act One, Madame Armfeldt sings about her various amorous eng

present situation in ‘Liaisons’.
YouTube: 2zed.uk/11220-ligisons-YouTube
Spotify: zzed.uk/11220-ligisons-Spotify

The harmony uses chords of 11%; for example, the broken chord figure which ag%
semiquavers and then as quintuplets. The form is reminiscent of the French dang

open 5 and parallelism are present in this number, which is written almost as §
racitative. The vocal range is from bottom E 1o G’ as the recording is in the key

The song is in triple time — % — and begins with V1 ang s reminiscent of

sentimentoles: zzed.uk/11220-Ravel-YouTu

Hi

------------------------------------- T —

5 e

Faap OB i

The melody is diatonic in € but is coloured richly by the lushness of the harmonyé

{by Jonathan Tunick):

SATIAME ARMERTINT

k34
» Rl E
{ §i—" e S
o o F e e y -
At e owd - R of  dw Bs - vow
& &7
L el F3 >
~ i 3 2 o
v a‘()»" : 3
g z’fz
ﬁ H -
bl e E -
* W - W

Appropriately, with the subsequent reference to Baron de Signac, the harmonies
examnples are close to those of the French composer B nowledged as an ¢

AAATIAME ARMERLOT
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In a similar way to the use of the Remember motif (above), Sondheim tags a sho
Ligisons with the rising 4" on Remember and the rising 5™ on Ligisons.
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Twery Day a Little Death

For Madame Armfeldt, her liaisons were thought of as no more than innocent ch\

different kind of cynicism is expressed in the duet between Charlotte and Anne 1

Go to zzed.ukf 11220

YouTube: zzed.uk/11220-death-YouTube
Spotify: zzed.uk/11220-death-Spotify

NB The cast recording is in the key of B, in which Charlotte expresses her bittern§<
but innocently. The duet itself is another presentation of love, sex and marriage

characteristic diztonic vocal line in a flowing % with a phrase ending often over
middle section, the music builds steadily, increasing in intensity; and then, the d
characters imitate each other’s melodic lines in can “5; as the tempo s
The descending minor 7 appears also on tha

5, where its expressive g

4
\.‘..\ o - ‘%’ i {
Sdos
wes ey i R S
'K - - =) E
n the par - our..
.
& :
4o i
1w A S
i i
P o

The sequential middle section has a limited vocal range, rising from middie C to

itseif is a development of the brief countermelody from the verses, with the acc

and octaves commuon to the style.

A Level AQA Music Area of Study Guide: Music for Theatre Page 38 cf 112

COPYRIGHT
PROTECTED




Biiac S IR s

The duet continues with sach character exchanging phrases canonically, each a

COPYRIGHT
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Anne’s responses are effectively the same as the sentiments expressed by Charl '
no thoughts of her own,
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“end in the Clowns’

YouTube: zzed. uk/11220-ciowns-YouTube
Spotify: zzed.uk/11220-ciowns-Spotify
NB The cast recording is in Db,

The best-known number from A Little Night Music is one which appears twice:

Twao by Desiree in scenes with Fredrik in which they come o a realisation that t
be fulfilling or long-term. The moment is poignant but ¢ ©. Sondheim him
being constructed in a series of mainly short phr

f human behaviour in relation

The image of clowns symbolis :
% en the two former lovers. Dasiree sings

mistakes and bad deci
Don’t bott 3

The music bS8 with solo clarinet playing the first phrase.

Despite frequent use of chords of the 8%, 7% added 6™, and suspensions, the
bass on tonal degrees — Eb, A> and Bb. Beginning in ¥, the time signature chang
ebb and flow of a conversation. The introduction sets the pattern, which is the ¢
but, notably, with a distinctive figure on the fourth beat of rising 5™, and with t
on the second beat:

Lente poce vit, a tempo

ei'to be acted rathe;

(6% : E=

The song represents the direct reporting of the character’s thoughts at a partic

Although Desiree and Fredrik are together in the same room, it is almost as tho

psychologically they are, as already shown in the use of the third person. ‘Send i
interior dialogue in which Desiree does not sing to Fredrik so much as to herself.;

Fredrik, partly because she has treated life almost as if it had been a play or an

herself as being available for a romantic relationship but just at the time when Fi
my timing so late in my career, having realised that her meetigg Fredrik was too §
missed her timing is reference to her role as an actre ' wns, however, arg

Desiree and Fredrik have that role themsely

Desiree beging with the trap is available but Fredrilcis not:
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Although the harp is very prominent in the orchestration, the writing here is pia
reliance on sustaining chords under moving upper parts. The harmony uses {-V-
dissonance. in the % bar in the above example, the Ab becomes Ab major 9, with§
beat {Ab%). :

Desiree is still unsure of the relationship, and her hesitancy is captured a little in :
has longer, more assured phrases foilowing the two-beat short phrases. So, rath
stopped opening doors, the phrasing is divided to be Just when | stopped {pause

KR |
SR

P -

Fust when I stopped

The guestion of how the text is set is not, therefore, just a matter of notes; itis
timing. That is a question aiso of dramatic sensitivity, and Sondheim is a dramati

%

in the above example, the inner voice {dotted quavers / 2:3} is in hemisla rhythr§§"

1 Shall Marry the Miller's Son

Desiree and Fredrik are the clowns, and the song is a regretful lamentation, but
darry the Miller's Son’ has different sentiments and basically says to enjoy life
domestic security:

YouTube: zzed. uk/11230-miller-YouTube :
Spotify: zzed.uk/11220-miller-Spotify 4

i not have been deod when | die.

The song appears after Henrik has been saved from suicide and Anne and Henrik§
with Petra, who sings of a life of sensual abandon, flouting bourgeois conformity.
Sondheim’s lyric are particuiarly strong but more in terms of pace, metre and wc§
‘Send in the Clowns’. The alliteration on the plosives such as pinch, punch, paunc:
Petra asserts her particular viewpoint:

dort rood COPYRIGHT
ch ond the punch PROTECTED

o the paunch and the pouch
And the pension.
{t's g very short road
To the ten thousandth lunch
And the beich and the grouch
And the sigh.

¥ Js Petra ancther pun on a name, like Desiree and Armfeldt? Petra is a strong, independent pea
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Petra knows clearly what she wants and has her priorities.

There are mouths to be kissed
Before mouths to be fed,
And alot in between
in the megnwhile.
And g girl ought to celebrate what passes by.

lomie minor of
Diminished chord: Avgmented chord: D majon:
r

Petra’s soch servant removes her from the bourgeois value system
the other ¢ #rs, and, in terms of the range of social stereotypes, she is a 4r
perhaps, revealed also in the foll-like quality of her opening melody:

Dortan mde ag O

L

i

;

»
iy ha 1 3 e plecs b
T ; t ¥ s PAatbeen 1!
] e N o i
Loy ; 3 R § ot ’

Fei o day nigrhits,  Bar ES L3 (93 fan, Well go duge ~ g

Use of the Dorian mode {on B in the recording), together with the phrase struct
followed by one five-bar phrase, suggests a folk song. The empty bar in the voicsé
at X breaks up the phrase mariks Petra’s change of mood and launches into a wit
together elements from: : E
&  the modal melody and its dissonant ha
the slow, folic-like pace of th

In the patter sections, triple time gives way to a fast duple and a key change to /3
5™ at the beginning. 5
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Kiahoma! 1943) and Carousel

Music: Richard Rodgers (1902-1979)
Bock and lyrics: Oscar Hammerstein {1895-1960)

Kahoma!

Oklahoma! was first produced at the St James
Theatre on 31° March 1943 and was the first of
the nine collaborations between Rodgers and
Hammerstein. Oklohoma! marks a turning point
in musical theatre in the twentieth century,
incorporating music and dancing as well as 2
dream seguence. Unlike many earli
such as Gershwin's Girl Crg
flimsy plot lines and
theatrical

B VErY
wore than
ig numbers such as 1 Got Rhythm', Okfahoma! has

Mo, 9 Many a New Day - Laurey and Girl Chorus

YouTube: zzed.uk/11220-No8-YouTube
Spotify: zzed.uk/11220-No8-Spotify
NB The recording is Db, a sermnitone lower than the score.

Goto zzed.uk/11220

introduction: 0000 — Aflegretto — D major — The music starts on an unprepared

dominant at bar 4 and a g suspension to V7,

Recitative/Verse: 00:09 — The parlando vocal has a narrow range. it is supporte(§
accompaniment typical of popular songs of the day which includes a rudimenta
bass notes o beats 1 and 4.

5 LALUREY

F

n
250
ey

4
i
P
SRRl

* RSN S

L X

L IR 9

»
w A
il

Foliowing the cadence to the tonic at bar 12, the harmony features a dramatic d E
note of the dominant {Gz), an augmented chord on the third beats of the bars ag
In both cases, the G#s serve as appoggiaturas which resolve towards the D minor
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. Sy k'Y b X X { ) H

; b 1 3 3 5 5

‘3' L4 * £ _J L - > = Lt »
Mev - er gon - e think thas the THRY H

s

Refrain: 00:51 — The tempo changes slightly to Con grazi

Wefvain 3 3
Lo ggnady ORI

2
285 ) 3 N

3

Man-y 2 new face  will pi;‘.\qse My eve, Manwy 8 new  lowe
instrumental: 01:37 — The key changes to Eb without a modulation.

Bance: 01:40 - Essentially, this is the same music as for the refrain with alterna

continues as the chorus of Girls enter singing a harmonised version of the theme

accompaniment now includes a chromatic inner voice. The melody frequently r

modulations and an element of variation which portrays, perhaps, the uncertain

being echoed by the chorus of Girls.

{Dance vontinnes}

e

b
oy b
Avaried ch = .z:fOO,.where the melody uses triplets, the key havin
temporary:$ rns within the eight bars,
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e
»

‘Lonely Room is a soliloquy which expresses the isolation felt by Jud. He dream :

towards Curly.

The structure is as follows:

Recitative: 00:00 — B-minor — Moderato — % — The chordal accompaniment com
the vocal fine creates an accompanied recitative. The range of the melody and

throughout and reflect the introspective isciation of the character. Throughout &
with violas play a semitone ostinato tremolando relating to the phrase The floor

harmeonic rhythm is slow, using only a subdominant 7" in first inversion, tonic
cadence to the dominant over 10 bars.

o Fdodn' e akis siohehieed
" et g~fexveria'?

Moderato

Vuice

There's a

sepeali, fiekd - mouse g nib-blin' on

Puo. l

VYerse/Refrain: 00:39 — Jud reports his dream. The accompaniment is a bass 0stik§~.

broken chord figuration above.
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L'istesso tempo

Ba ™D
ek B} 3 H A i I N 1
Gyt SSE= ] i
k234 T r > ? -
..

room.  But when there' a moon in my win -

L'istesso tempo

-

Ny g

- -

»*

L5

down a beam ‘crost my

e s —
\\,*, \,—-»

i

K R X Y X

Lo i P L8 A W\ W
” B R

tree starts a~dan ~cin  on
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dream starts a - dan -cin

As Jud becomes more optimistic, the harmony moves from E major 7 to G§ min
alternation between G’ and C. 1t is the harmony which creates changes in dram
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The recitative is shortened but breaks gut from B minor to a direct move to Eb
a repeat of the harp glissando bars, and it closes inconclusively an a Bm® in the

‘Lonely Roor’ has some distinctive features:
e Minor 2™ and bold orchestration suggest a degree of modernism compared

conservatism
&  The association of particular emotional moments and the psychology of the§

unusual and expressive harmonic relationships
e  The sometimes nalve punctuation of lyrics with flamboyant gestures such a
& A narrow vocal range expressing introspection 5
e tse of accompanied recitative

A Level AQA Music Area of Study Guide: Music for Theatre Page 48 cf 112

COPYRIGHT
PROTECTED




No. 17 ‘Qut of My Dreams’

YouTube: zred.uk/11220-8MyDreams-YouTube
Spotify: zzed.uk/11220-MyDreams-Spotify

Ab major — Tempo di Vaise {35) — Katie sings to Laurey mocking her dreaminess b :
a replacement dream. :

Rodgers writes a memorable melody. As with many songs in this musical, the se
expressed in the words were commaonplace in popular songs of the day and esp
against people’s recent experiences of war.

The song reflects the Viennese waltz in tempo an

Katie begins with a regular eight- sually, the vocal melody is shadh
line} moving in paralle :

|
et
A %
2
]
Lk

T af Sair [ PO wnd

— : ;
(}«. T Y b {
Q 2 13 i
k H
¥ :
feng & (2
N .
Fanaa 2 ; :
8 o N 8 ¢
& e — F
i * z % % i w )
. [isine SRS L
5 E
l L R ¥ b3 ¥ ¥ & ¥
il Y ;’2 r ry ry = L . =
i B e e A NP ERERRTET 5 R, PSS
w - \{'_:',i‘ o

»  The consequent phrase features contrasting leaps of 3 5™ at the start, a co

descending 57 expanding to a major 67 to the dominant in bars 15-16. :
¢  The first phrase repeats but with a chromatically altered final hailf of the ph
‘ s fow... with a chr

{Fb}. Further chromaticism colours the line Whe
major on ... breaking through...

¢  The phrase length halvesto f

@ though the melody is different and the key is now
the main verses. :

¢ Theco of this verse is essentially melodic since the accompaniment is Cx

»  Towards the close of the song and at the words ... into the hush of falling shy
indicate that The counterports of Curly and Lourey enter ond stand behind
their gestures.

= The figures — doppelgangers® — are used to symbolise images inside Laure
a defining moment in the show.

2 Acterm of German origin referring to a person’s lookalike or double.
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In the original score, a ballet scene is enacted relating to the dream sequence. T
scene develops the song ‘Cut of My Dreams’. In this section, which is marked 8
very moderate tempo’}, the harmony includes augmented chords which link 1o
minor and major chords. Although not a song, the passage is of interast stylisticay

Later, Laurey’s subconscious works overtim
to go to the dance with him}. Here, a sin.

‘Pore jud is Daid’ appears Lento e doloroso:

Lento ¢ doloroso

awrgywnd Fud' an K afine

G o
i

-and later at )
bar 4463 after wmf
the ‘gunshor’

¥

Py

4
9

¥
74
%
¥

sy with the Fringe on

And, close to the end of Act One, the melod
" v in the soprano line.

is inn a slowed tempo, at first in the
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Gramdioso
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But the dream fades as The reaf Jud owokens Laurey from her dream and she st

The real Curly enters expectantly, and seeing them leave, he stands glone, puzzl
curtain folils.

As the curtain falls, the melody line at people will say we're in love is heard in a
orchestrated form in Eb minor.

W hole<tone scale on

/
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Mo, 27 ‘Al er Nothi

YouTube: zzed.uk/131220-No22-YouTube
Spotify: zzed.uk/11220-No22-Spotify Go to zzed.uk/11220

The performance of the song in the original Breadway recording differs from th

unusual in music for theatre. Essentially, the song is a duet between Wil and Ad

proposal and Ado telling him how it’s gonna be.

Moderato: F major — % — Will’s opening is in a partando style, melodic but repeti

accormpaniment is steady guaver octaves.

Muoderato

Ado's response is similar but broken with rests. The accompaniment is a basic o

or music-hall® style.

Moderato

ANNIE: sung

A . . R R A A
TR TN X .3 K X, i 1Y
%A_ : r #F 1 é} ) & gj Y -‘_'; ¥ 1 1 g
Q) 3 .
I on ~ Iy did  the kin - da things I or - @
Moderato
P ANEED W - 23 L . ..
Y OV 7 7 i 7 ; 7 7
\o257 f’ s 5 sﬂ ﬁ
® Clar. & ' -F?
< Strs.Hp ]9 3
-
i)
Y

- - -

2 nusic hall {sometimes presented as old-time music hall} appeared during the Victorian perioc
presantation which included popular songs which the audience would be invited to sing along
scenes or other kinds of comedy acts, dancing or magic.

Vaudeville is the version of music hall which emerged in parts of America but which tended ©
where the entertainment was always secondary.

A Level AQA Music Area of Study Guide: Music for Theatre Page 52 cf 112

COPYRIGHT
PROTECTED




The key stays in F when Will sings the chorus, which is 3 mare clearly cantoured
patterns with an alternating basic accompaniment.

Refrain:
WL ¢ged
5 ¥ _—
S " i - -
L t B |
Witk o ity ait

Ado’s occasional interjections are a cliché of music hall and vaudeville shows.

ADYO ANNIE:
—f) be » {
£ L\ ! i ; : - i
o, NN ! : ' ot ok
Q§ ' )
Not e - Vi sim - p'n

COPYRIGHT
PROTECTED

A Level AQA Music Area of Study Guide: Music for Theatre Page 53 of 112




Mo, &7 Cidahomey'

YouTube: zzed.uk/131220-No27-YouTube
Spotify: zzed.uk/11220-No27-Spotify

The musical ends with a rousing finale chorus number. The finale is a big chorus Z
sometimes written in four-part harmony, but it starts with dialogue between sor

style of an accompanied recitative.
The finale Is structured as follows:

Moderato: 00:00 ~ D major ~ % ~ bars 140 — Aunt Elle
in an accompanied guasi-recitative. The chatter
has been declared a new state, but what thess
the new state will be rich in cropsg

Pien’y of room to swing a rope!
Plen’y of heart and plen’y of hope!

The recitative starts with an open-voiced chord of D major, with Aunt Eller com '

manner that there is no better time 1o be married than now:

Moderate AT BLLER:

urey, Curley and
sarthcoming weddiy
: with the plot is never exp
g that, naturally, everything is go

£
Y

g ¥ X . kY
x. *, H k3 = 13 N X
X DU S 4 WA gt § ......
- - i » LM ]
fre e f A Be 23 % il t
3 -
£ 3 3 * = £
- - - » -

ajor chord, but the v

key of Db and a scale run with cres s} Luriy’s entry on the tonic:
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LRI

The music sits firmly in Db, while the short middle phrase provides some contras

{... my honey-famb and [} '
Sit alone and talk and watch a hawk makin’ lazy circles i

The following phrase contrasts further with its notable syncopation:

CUREN: 7y

Gk
encdghonsiodyredinasgagnanazznany Jrssesesnasagasanaes S L — T
O A ek [ fone - B
. {f} L 8 S B3 e SRR |

AR L > e I . _— X dogd-

& ¥ ¥ ¥

We  now we he - ooy wp And  the lamd  we be -

The company joins in with a loud cowboy Yeow/, and everybody sings the choruf

ALz CUREN:

Wives s

it
IR
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- he-mr owhate e wind
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Second special chorus: 01:24 — bar 105—end — The whole of the concluding secti
shows some development of the ideas, 5

The structure is as follows:

Bars 100-104 — The scale introduction heard at the start now heralds in D majar?
and Boys. The addition of the Girls’ chorus echoes the sustained crescendo whi
at the same time using some ‘word painting’, the girls’ chorus suggesting, perhag
plain. This follows a progression from tonic D major moving from D to I8 to V7 ta%
includes the use of secondary dominant V/V’ of V in modulatory passages. :

The chorus repeats the Oklohoma phrase. At bar 121, the
giri charuses heard in many Hollywood films of thy
and first inversions.

gain sing on th
attern is a seque

Notice in the passage b hto V7 (A7 / dominant of D) by way of tf

S\

: — : s

.
LY > | {
Oh
l’ P4 ﬁu. - A 1“. 1
Gy F = e A o e e s s
MY 1 ! | SN M. > - :
L)) [ 4
BOYS: L — & - la - ho-mw, Bvery night  myg
ol A 1
P £ o » .
P Copn D2 gl

it u 2000008 A0 I 200 0 '

N Py

[ J— Xk~ la ~ ho-ma, Be'ery night my
9 ﬁu f 1 I I | ﬂ » :

M - H Wy I Xy e . ay i o ..
fw% # '!'f!'i 7 ’ 7 ’ Vi 5 r ..... g! ..... > Z E i z Fi
LY - I—

- - - | ‘ A
S 2 o e e
Lp2 . e g ®

E A

Structurally, the bass reflects the four-bar scale introduction in inversion, while
sung by the Girls follows the harmony in the accompaniment. 5

There is a similar Hustrative technigue or word painting by the male chorus at b\x

Reemow
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The arpeggio run on sky is another illustration suggesting, perhaps, the wide ex

countered immediately by the Girls chorus, followed by the division of the choruy

bars 143-149:

Rodgers orchestrates the voices as a form of hocket whereby the syllables are d
they were different instruments. Each syllable is vocally coloured in a different

CFESE.
o ;
3

9}
o HEX
£ )

M

tl,}, ]
(YR}

b
s

For the final section, which leads into a codetia, the voices repeat the syllables
dominant 7" of G {D: V7 of 1V} supported by a four-note quaver ostinato and a p

Bars: 166-176b1

POCE CRONC.

’ EE |
FIIINNTN T 3 k3 ii;;

PO SO S S 13 T
Tar - ami Ok - ke B 05 - - - s

The ostinato continues until the entry of another group, with the syncopated m
the land... preceding the modulation to the dominant and the beginning of the

A Level AQA Music Area of Study Guide: Music for Theatre Page 57 cf 112

COPYRIGHT
PROTECTED




Codetta: 02:54 — bar 198—end — This section is characterised by the spelling-out

approach to the final cadence:

ﬁ : % § ] 1 I 1
£ . & » 1
& UK A 3 | el k) ;- R ¢
& & : —
e ; i : o
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Carouse!

Carousel, like Okfahomal, has a strong psychological content expressed partly th
dream sequence. The chorus writing in Carousel is characteristically melody and
music might be judged to be over-sentimental such as in the hymn-like {and best
Walk Alone’. ™

Unlike Oklchomao!, European operetta tradition is more evident in Carousel, witk%
which do not always help to advance the plot. On the other hand, the musicis alg
dialogue, and so aspires more towards the model of grand opera.

Youll Never Walk Alone’

YouTube: 2zed. uk/11220-wall-YouTube
Spotify: zzed.uk/11220-walk-S5potitay s 1 S e e

in the origing) 5, the lyric is different from the now-famibiarv
a storm, ke up high... The number is sung by the character Nettie, an
reprise in ful ‘part harmony. The termnpos of the varicus cover versions vary

productions.??

The tempo is Andantino mofto cantabile, indicating that the music should be pr
way {andantino) as is the case in the original recording, where there are ritardan
part of the written score.

The number begins with an arpeggio accompaniment in the tonic key of C majo :
conventional course, progressing -V -V—-V then to the dominant minor (Gmy), A
then to an expressive Bb major coinciding with the words ... storm is g golden skyé
subdominant, F major. 5

The harmonic rhythm increases to a chord change at each half bar {00:46)}, the rog
A minor to G minor, down to F major and to £ major at the climactic fark. As the h
the dramatic tension. Further chromatic progression occurs with C7 on fork, which
returning more firmiy to F major at ... on through the wind... The subsequent harm
suggesting the effect of word painting, which is also reflected in the Fm® harmony

Harmony and melody together ascend slowly from Waolk on, wolk on, with hope
progressing from G’ to C and the chromatic chord of the augmented C {C') movi

chromatic step to D major in first inversion (g) at heart. The sense of forward ang
therefore, clearly expressed. Z

2 cf. the similarly hymn-like ‘Something Wonderful’ and ‘Climb Ev'ry Mountain’. :
% The commonly sung words at football matches were influenced, perhaps, by a hit recording by
{https:/fweww. youtube.com/watch v=0V5_LQArLal) :
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Typical of the style, the roots move by step over two bars, D-C, although the C
increases harmonic tension. At the appearance of the 461 chord {second inversion
high £ {at 03:38) ... never walk alone, ... The accented repetition has increased di
to F major, at which point the high E functions as an upper pedal point, the harm
again to F4’ and, by another conjunct step, to E minor and G major {(dominant of
changes to a homophonic texture following the progression C-C'~F—G before su
plagal cadence, which also suggests the hymn-like nature of the chorus as a wha

The melodic features of the song are similar 1o those from ‘Oklahoma’ and inclu
note to the supertonic harmonised with the dominant {D harmonised with G ch
conjunct but also with small leaps of major or minor 3™, The first section {from

the dark,...} inciudes leaps of ascending 3™, butin th

nt section the le
final phrase feaps do;

example, at ... end of the storm... or ... golde

the lark.

in the followin rises slowly in a sequence by
stepwise m i the climactic descending contour tracing a
C major triaj Bt inversion to the lyric Though your dreams be
tossed and bicwn before the tonic Cs repeat the words Walk on,
reflected in the subsequent phrase on E to And vou'll never walk
alone,... The entire melody is continuous and is not easily divisible as it is through

meiodic line following a slow contour from its first low C to its final dominant no

Rodgers’ approach 1o text:

e Maostly uses conventional song forms of strophic verse—chorus,

¢ Sometimes refers to popular song form and vaudeville types.

Melody and accompanimeant are complementary.

Harmony is chromatically rich sometimes but mainly diatonic.

Figuration is conventional, using, as for example, arpeggio patterns and offbe
Entire songs rather than individual motifs are used to remind us of characte
Phrasing is generally regular. '
Counterpoint is not often used,

® & & & & B
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Les Misérabiles 1980) and Hiss Sajgl

Music by Claude-Michel 5chénberg, b. 1944
Lyrics by Alain Boublil, b. 1941

Les Misérables
‘Ab the End of the Day

YouTube: zzed.uk/11220-EndDay-YouTube
Spotify: zzed.uk/11220-EndDay-Spotify

the central characteri

Les Misérables opens with a prologue in thr :
Bl represents the workers in Valjes

situation are introduced. ‘At the En

At the end of the day you're another day older
And thot's all you can say for the life of the poor.
it's a struggle

s o war...

The chorus is in F minor and has an agitated *; metre throughout, apart from a sir§
minor key and rhythmic agitation reflect the wretched state of the workers. The ha
means of a pedal peint heavily accented on each beat. The progression turns tows

{t's g struggle, It’s o war...

The music returns to the tonic, and sounds the dominant, progressing towards
submediant (Db).The verse ends on an inconclusive Fr’ cherd. Supported by
equally agitated but consists of a simple scale passage. The verse returns to the

The third verse modulates to the tonic major (F major) (01:12).

While the voices sing the same basic melody, the accompanying rhythm changes%
the words rise and week. f

Another unexpected harmonic move occurs at There’s hunger in the lond... At Ql
alternates between F and € major chords. This pattern ri ‘ a semitone at 013:55‘3‘
the harmony moves through Ab and £b, before set as’the dominant of F

After the coda {04:41), the m
however, different. The

minor by way of its dominant 7. T2
eavily in open 5™, Above the 5% is a vg.
it. The dissonance of the last chord echoes the inng

Much of the effect of the opening number is rhythmical. it begins
with a pounding regular 3 metre in an ostinato pattern,
reflecting the relentless struggle of the workers, about which they
sing. The syncopations such as at And there’s nothing anyone’s
giving... also provide the expression of anger with emphasis. The
alternation of metres from the basic ¥; to the single bar of %5 adds
further agitation to the dramatic representation. Texture varies from melody an
homophonic chords with a repetitive and strident bass line. The sonority is richl
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1 Dreamed a Dreanmy

YouTube: zzed.uk/11220-dreamed-YouTube
Spotify: zzed.uk/11220-dreqamed-Spotify 5
NB The recording is in Eb major. The analysis references the score, whichisinF. ¢

The song is sung by Fantine after the factory workers have demanded she be di
iiegitimate child and had rejected the advances of the foreman. Fantine’s song
nineteenth-century opera. The aria is introduced by a reflective recitative. Fant
The recitative begins with a cor anglais melody above an accompaniment in the
through a slowly moving sequence before reaching the introduction to the aria

The structure or form of the song is strophic bhut nis of varied treat

Section
Accompanied recitative on monotone
Verse 1
Yerse 2
Chorus
Verse 3
Verse 4
Coda

‘t Dreamed a Dreamed’ is in F major. The harmony is diatonic but with tertiary
more classical root movement in 4™ or 5%, The initial phrase lengths are in eq
verses, the harmonic progression being:

Chords F—-Dm F—-Bb Gm -7 F-Dm’
Root interval 3 3 4/5 3

The harmony is disturbed by passing dissonances, some of which relate expres
to the formation of the bass line, which is the basis for the song. F major of the
rising a major 7 {heard as a stepwise descending bass line in the recording) to
dream, as though suggesting the dream was not as imagined {(word painting); t
progresses 1o a second inversion of F and then to Bk in bar 3. Here, at beat 3, a
major 7" of the overall Bb chord {subdominant) while Fantine sings the word hi
the supertonic (Gm’) but with an expressively sighing appoggiatura which reac
G and the dominant harmony {C/C7). In the next phrase, the word die is highlig
phrase, the word God is given the most dissonant expression with a subdominar
{Bb major 7 / A}. The harmonisation of the first and s ses is the same, g COPYRIGHT

higher, in this case on A rather than F.
PROTECTED

After the second verse, t
Fantine sings:

gress from V-V of I {F: C7-D) arresting),

But the tigers come ot night
With their voices soft os thunder...

with angther effective change 10 G major in the fourth bar near the G minor of by
major and minor modes appears also in the third phrase, where the progression
iflustrating apart in the iine: Z

As they tear your hope apart...

2 Tertiary describes roots which move by intervals of a 3™ rather than the more common 40 or 53
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which is heard in the Hight of the following progression to F major, rising through§
sequence of stepwise roots {in seconds). The music reaches the dominant on th A
the song. The timing of this moment can be appreciated by comparing it with th

two verses. :

The calm is a preparation for the storm which is foreshadowed by the next rising%

G major (03:01-03:07}. As part of that two-bar modulation, the pass falis in cantﬁi‘?ﬁ

before reaching the D/’ and cadence to G major and the line

And stifl | dreamed he'd come to me

and 7% chords be
but in G, the key

The song approaches ifs climax with an increase of dissona
beginning displays the same tertiary root movem
the end.

‘whorus ascends stepwise, but in the foi!ci*é"’
and leaps, as in, for example, But the tigers ¢
tracing the D7 chord. A brief echoing phrase on cor anglay
descending 3 r. & variant of the answering phrase in the next section (verse§
summer by my side... and a more exuitant response on the word wonder, as thou
Further brief echoes of voca! phrases also oceur in the coda after Hhad o dream
semiquaver figure first heard in the introduction is reintroduced in the final four

perfect cadence in G major.

The contour of the vocal li

Rhythmically, the song opens with a syncopated figure. The rhythm recurs as ar
as an insistent Fy and later, by bar 10 {00:21}, on the Az But the main rhythm is &
figure in the vocal melody. A different syncopation occurs at night and (aj-port a
accompaniment. The rhythm of the bass is largely in minims, providing a firm co
vocal movement above. The G major coda section uses a crotchet triplet for the

The orchestration adds sonority by blending various timbres. For the original Lo
plays over the strings in the introductory There was o time... The guaver figure |
steps as the voice stays on its own note. The introduction to the song itself then

The string section continues with the main syncopated accompaniment, the sho
by acoustic guitar / mandolin, which cuts through the strings. Cor anglais plays
the strings, however, which feature mostly with other instruments used for high
arpeggio sweeps across the chorus line With their voices soft as thunder... Brass
ascending chorus crescendo passages linked to shome..., doubling the strings for
colour the textures at that connot be in verse 4. As the song subsides, so does th
final aliusion to the semiquaver figure is heard on mandoli
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Tmply (hairs af Emply Tables'

YouTube: zred.uk/11220-empty-¥T
Spotify: zzed.uk/11220-emply-Spotify

Sung by Marius, the song comes
Cosetta’s wedding and following §
barricades. Marius reminisces ab
friends who were killed at the ba
rebellion of 1832, Often referred
Uprising, the revolution of fune
against an, pt to re-establis

The ballad is strophic bul
moment at Qf S

Among the features common to the other numbers discussed is the use of terti
whose roots progress in 3, The tonic key is A minor, which reaches F {2 3™ low
From the table... {00:50). The modulation to a major key lifts the atmosghere to
through the relative minor of F {J minor) at The very words that they had sung

After a transitory modulation to G minor (another example of tertiary key relatig
single bar to G major, ilustrating again the compaser’s fingerprint of placing ma
praximity. The dominant of C (G} is merely passing, however, and the cadence a
A minor. The next verse returns to the A section, the overall design of the song
verse, however, more is made of the rising melodic figure on cor anglais which w

The song also reflects the composer’s use of dissenance, which is evident from 1}
appoggiatura By leading to C of the basic A minor harmony is enough to distingus;
commonplace accompaniment. :

psychological state of the character. The descent of 1
phrase As they turn your dreams to shame., :

helps to estabiish the key of C# minor. The pace quickens at Phantom faces at t
accompaniment begins to feature strident octaves {marked teputo}, continuing
sustained top E on friends. In the closing section and coda, the accompaniment
the final key.
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Do You Hear the People Sing”

YouTube: zred.uk/11220-people-YouTube
Spotify: zzed.uk/11220-peopie-Spotify

Go to zzed.uk/11220 .

Enraged by the political ciimate and disregard for the condition of the poor peop
protest in the second French revolutions of 1832/1848.%

The chorus number ‘Do You Hear the People Sing?’ forms a magnificent set pie
spirit of people setting up barricades against the army in the streets of Paris. Theé
contrasts tragically with the deaths of hundreds of citizens which resulted. Anoth
‘Master of the House’, although its tragicomical charac e ivides another level

B

aaphasis, but characters al
apound guadruple time with con
of mainly stepwise or conjunct move
in our crusade?

The chorus sings mostly in harmony and
is F major, and the rhythm is a mi
The vocal melody shows
section begis

The change inor at that point again shows tertiary key relationship since
progression is achieved by means of the dominant 7* chord (£7) of Am. Althou
accompaniment is persistently march-like, and the rhythm of the voices also pery
and triplets. Z

The chorus begins in a triumphant € major, and the texture of the ac:cmmpanime%ﬁ
the bass forming a pedal point on the new tonic, C.

A transitory modulation by way of V/ of G as a secondary dominant occurs at

people Who will not be slaves again...

but C major is established soon afterwards.

The coda changes tonal direction, turning first to C minor then to the flattened s%
C, returning to Cm and closing once again on a firmly sounding €.

COPYRIGHT
PROTECTED

£ The composer Honegger had written a film score for Les Miseérgbles in 1934.
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Miss Saggon :
Miss Saigon {1989) followed Les Misérables and was loosely based on the plot oﬁ
Giacomo Puccini {1858-1924). Madame Butterfly expiores the relationship of an.
woman which does not survive their separation once the sailor returns to Ameri
American Gis during the Vietnam War in the 1970s and their consequences are t
Sgigon. s in the same tradition of opera verismo as Madame Butterfly. The fo :
than being in a series of numbers or set pieces. Although there are some similar
sonority in particular, the palette of Miss Saigon is arguably harmonically richer

it is unlikely that you will be able to ses the full score of the show, and so youry
anthologies®® of the songs, together with the recording. If oliow the recordi
differences and will appreciate that there is more han that given in
the recording? to listen to the orchestratin #ore, to focus on the use
the soundwaorld of the show. The goait n particular, captures the two w
States of America. 5

YouTube: zzed, uk/mzza HeatOn-YouTube
Spotify: reed. uk/11220-HeatOn-Spotify

Beginning in Eb major, the harmony progresses to Ab by way of its dominant 77 (
the dominant 7% (so, Bb'), leading to the tonic chord, Fb. :

The number is a combination of solos and a chorus of American Gis and Girls. Th
are used throughout. The key changes to F major at the point when Chris and Jo
each other conversationally. There follows a similar use of secondary dominant
Ak within the first bar {00:00} and then again at 00:03, where alinking bar takes
between the keys of Eb and F major is a major 2", and the interval between Ab a
relationships are common also in Les Misérables. {Similarly, root movement by c
Les Miserables.} Other examples of roots moving by step are the progression Bb i
fost the war long ogo {02:21), just before the subsequent section and key change
by stepwise chromatic movement from Bb” to B major {02:28).

Having reached B major, the mood changes. The melody usedfrom the beginninf
the mood is more introspective as Kim starts to sing. o the mood is mor '
macho expressions of the GIs” extrovert confessi iguration of the accor
broken chords, contrasting with ) the p onic passages Harmanic
chord changes, expressmg §
rather thant erof the first section, which did however, inclu

word ... fel the re-entry of the American chorus, the harmonic ¢
aiong with d use of secondary chord Vi in particular. The harmonic prog:

B—B/D}i—E—C#?/Eﬁ—B/F#«D#?/Fx—G#m—B/Fﬁ—D#?’/Fx—G#m, or:
F=Ho-V-V b/ V-le-V b vi-vi-le-Vb/vi-vi, which shows the frequent use of the su

2% Wise Publications / Music Sales Limited is the most commonly found anthology of songs, but t
changed and the forms of the songs are treated differently from what you will hear on the rec
277 (Original London Cast Recording / GEFFEN 7599-24271-2
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The first section returns by way of a chromatic scale which links to Eb major; but

{03:12}, the key changes to F major. The vocal writing is mainly in 3™, and there

harmony with Dbs in the melody. The following American chorus features 3 two-¢

27 (Gigi), augmented 4™ and diminished 5™ (Yvette and Yvonne).

Nearing the end of the piece, the final cadence is
The harmony moves down chromaticall

The characters of Vietnamese girls in the show are portrayed as having a

fanciful view of what American life would be like if only they lived it. “The
Movie in My Mind’ represents that fantasy as sung by Gigi and Kim with a
chorus of other girls. The number is part duet and part chorus.

ith a series of peA
2fore returning to the Fma

The key is A minor, but the number ends on C minor and so a 3@ apart in a tertiaé

writing is diatonic and mainly uses conjunct movemeant. The introduction anticip
which follows. The motif consists of three notes, A~G-F4, harmonically supporte
motif itself is related directly to that of “The Heat is on in Saigon’, consisting of a

A Am Am7 Amb
(T & -
- * . - T <
e B !
4 ()\ ,x()

-
W

.5
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The inner voice implied in the introduction becomes the first motif for Gigi's me,.

1 H 1

1 H i
cre e e e b

They are not nice, they're most-ly noise.

As the melody unfoids, the initial two-bar ghrasing is stalled with a three-bar ph Z
time | take one in my arms, it starts... {00:35) as if to suggest the character is sna
same time, the harmonic rhythm changes to two chords a bar on the dominant.
you will see that the bass doubles the vocal melody two o s below.

A second motif is introduced for the phrase y mind in an ascendin

* o w T
The mo-vie in my mind.

The harmony is based on primary triads (I-{V—V / Am-Dm-E) with freguent use
chords.

There follows a section in G major with chords being played homoghonically:

{) .
" AN /TN 'Y I
oy %% Fromtpet % ety N
= N e a—
and in astrong G - I's em braé
H = ~ 3 »
e i el | %
‘i 2oz o= ] —
(9:3 .
- -

Notice that the chord symbols given in the music do not tell the whole harmonic.
the word Flee (01:12) is basically F major, but there is a strongly dissonant Ek ad

bar at fife {0115} is basically Bb major but with a dissona aetween the Bb an

The next verse uses the second motif but w
repetition of the tonic Az, The ha

‘' of the original acco
$sion is the same as for the first v

e second motif changes from a falling mi
-e-crear,... and the dynamic increases until reachi
major.

Harmony progresses towards the dominant (02:18) before the next verse in the '
section, the chorus of Girls joins in dialogue with Kim {02:52}, alternating first an
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Kim
- n i \\\\\\\\\\\ }
W i
{4
=
see
[Girls]  Motif 1
s : ¥ 1
S 4 ;:"
they are not nice, thev're
A ; Motif 2
# — 5 K :
\Jtl Al L : ‘: I
L2 L A A
A the mo -vie in  my mind :
A ¥ : 1
&y ; ¢ it
e 5
noise. Thy kill like
% * ’f .
; |
RSt TS - =
O3 § z c i
n‘ Py
oy
.
[ ]

At the end of the next verse, the music changes key to C minor {03:48) with a se
sing the second verse before Kim concludes the number, rising from the dominay

melismatic treatment of mind.

R R
2 L
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‘Bui-doi’

YouTube: zzed.uk/11220-Bui-doi-YouTube
Spotify: zzed.uk/11220-Bui-doi-Spotify

Cne of the conseguences of the Vietnamese conflict was that many children we
and American Gls who returned to the USA once the war was over. Those child
were known as Bui-doi or Children of the dust. Act Two of Miss Saigon begins®
unison, gradually increasing in volume and transforming into three and then fo
in strife. The Men's Chorus therefore acts as an introduction, which is in Ab maj

i Men's Chorus

strife. They are the liv-ing re-min-der of all the good we fa

The example above is a reduction of the chorus voices which {in production) is
chorus introduction, the accompaniment to a solo voice is an Ab slow vamp in r
given in the anthology). The solo is like an accompanied recitative. That is, the
cne note with only cccasional additions, as though telling a story; there is a bas
few supporting chords, as in this case. Accompanied recitative presents the nar

Z.

{ H
& & g
L - -4 & ol

Like all sur-vi-vors 1 oncethoughtwhen I'm home I wory'

The accompaniment is mostly vamped chords. There are some chromatic chor
{Eb"} on survivors, but mainly the vamp uses primary triads. The chorus

enters at the words They're colled Bui-doi {02:53) The orchestration

expands, and then a notable fanfare-like figure is heard from distant horns.
The string section is more prominent from alf the good we failed to do

{01:35} as the music rises 1o a climax. The verse repeats, and the

orchestration becomes even more expansive at the repea & chorus.

b ing occurs at These are
t function to F minor. Chromat

ay..., its dominant (E} and a tertiary pro

More chromaticism heightens the intensi
set to a diminished 7% {(£°) chord
from Ab to A minorat S
of the new | i

As the Men’S850rus enters {03:09) in its harmonised version, the soloist rises to%
note for a full 10 beats. As the Chorus cortinues, a dialogue follows between it a
phrases as countermelodies. So, when the Chorus sings Thot's why we know..., ‘r
same words but a different melody:

CT: yvou use the anthology {Cameron Mackintosh publication), the song begins with a solc chars
Music written for theatre often changes in production.
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{Soloist |
ettt
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0.1

o ¢ LY
Fo 4
N N
ST M
Py

hearts

Motice the accented appoggiatura C on know and the D on the same word as su
brief melisma sung by the Soloist on heorts.

The number closes on a plagal cadence in Bk major, which is approached by a se
{B‘p/FmZ) in the third bar from the end, which serves partly 1o sustain the tension
the harmony is A)° {which relates to the tonic as a flattened leading note). Ther E
{Eb/1V) while the Soloist sustains his top F before the plagal cadence is complete

COPYRIGHT
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Jason Robert Brown (. New Yor

Contextual Dackground

Jason Robert Brown is a pianist and composer whose work for music for theatre
shares an approach comparable to that of Stephen Sondheim and, to a lesser
extent, that of Kurt Weill. Sondheim was an early influence, but all three '
composers wrote works which are not merely narratives but expressions of ideas
Compared to Rogers and Hammerstein, for instance, Brown’s works have less pié
being more about ideas and human experience; on the other hand, The Sound of
Music aliudes to the rise of Nazism {as does Weill}, and, in ceriain scenes, the idé
that joy with music may help encourage good ov i sed.

Brown’s Songs for o New World (1
subject of decision-maki 3
consequence v
extended ¢
the melodi

ng cycle which explores the
#e make their cholces in life and what the
yle shows jezz influences {in the frequent use,
, teopated rhythms, as well as in the instrumentation), w?
e reflects features of some popular music,

Among Brown's theatre works are: Porade, The Last Five Years, 13, The Bridges C
Vegas, Songs for a New World and Urban Cowboy. :

Songs for a New World (9%)
Just One Stepy

YouTube: zzed.uk/11220-Onestep-YouTube
Spotify: zzed.uk/11220-OneStep-Spotify

Goto zzed.uk/11220

According to the composer, Songs for a New World is ‘neither musical play nor
theotrical song cycle, a very theatrical song cycle’. The songs were not written
making a work of musical theatre but were brought together for that purpose fre
written, ] R Brown describes the work as being:

‘about one moment. It’s about hitting the wall and having to make a chc
around and go back.’ :

The style blends elements of pop, gospel and jazz. The show begins with two wo
personal aspirations and hopes, after which the scene shifts to a Spanish sailing &
for a new land. The ship becomes a metaphor or dramatic device for the aspira A
The scene moves next to a penthouse in New York, wher ‘meet awomans
about her life and marriage and threatening — but 32
(discussed below).

The fast tempo in alla breve (%) and the constant syncopations create the nerv
the edge as the Woman delivers a complaint about her marriage to Murray, in
bad things in her life. The song features a two-bar vamp with a syncopated rhy
supertonic (Ct in B major) and, eventually, a sustained and tense dominant 7*
writing is fast and syllabic, capturing the almost hysterical emotional charge of
bar vamp is structurally important as it becomes a repeated focus in the overal
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Here is the opening:

AN
G
1
i
popedecee

f)

o

Mezzo-soprano  [{es
ARV

[y

"Murray? I mm owt here, Miorra
And I'm nor discusstng this anw

&
ol

¥ don't wan-na buy me the fur? Well, that's just

LY k :

o & o
ety » [ AT o
- e ﬁ“'* K

In the second phrase, the vocal remains mostly the same but ends on the domi
Bm’. The third phrase is characterised with 5™ and chromatic movement betw
the verse is in minims and a final tied semibreve underpinned by two dominant
vamp returns at its original pitch, marking the beginning of the next verse. The
chord (0¢::42} on F (F-A—C¢), and the vamp is altered to accommodate the chan
same idea.

The B section is developed from the third phrase. The vamp is substituted by an
(subdominant of B) with sustained added 6™ chords of D, E*® and an open ’povx;
accented on piano. !

Vocal melody develops from the third phrase of the first verse
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Repeating E off-beat pedal point
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As the bass rises to Fg, the singer reaches a climactic moment of hysteria, singing§
monotone (... ’'m not gonna kvetch® And I’m not gonna cry ... 00:55) before a su

adds to the agitation and uncertainty of the character’s situation.

As the Woman threatens to jump (... one small step...), the bass changes to a twcé

5t before the return to the verse at You think | don’t know about her?

The ensemble becomes more energetic before reaching the coda (03:39),
where the singer holds a high By on Fly! The vamp returns and closes on an
open B chord with a gasp from the character.

2 The word is Yiddish as spoken in parts of New York and means “to complain’ or 1o whine’. Th
biaming her husband for everything that goes wrong.
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Hear My Song’

YouTube: zzed.uk/11220-8ySong-YouTube
Spotify: zzed.uk/11220-MySong-Spotify

The song has a standard verse—chorus song structure:

Time Saction Description

00:00 intro/gquasi-recitative |0 major, %, solo pianoc.

00:13 Verse 1 Female singer, speech-like patterns.
01:03 Chorus 1
01:46 Verse 2

sauced with a short link of descending or
harmonies enter at 02:48, supporting this hi
percussion rhythms.

02:35

Drum kit becomes prominent, and all four p
section crescendos to the final chorus.

03:24 Bridge

Baritone voice sings the melody, accompani

04:1 Chorus 3
34:15 orus 3 chorus builds to the climactic Shine ona Gy

Texture reduces to male vocalist and piano w
singers join quietly on the words We'll befini%f
singers sings a melody first heard in the opery
New World', & new world calis across the océ

05:09 Coda

The song appears at the end of the show and is a contrast to “Just One Step’ in it
harmony and vocal style. It also includes vocal harmaony which supports the solo
‘Moderately, steady’, the first section (Child, [ know youw're weary... to ... when v
accompanied recitative. The singer’s delivery is almuost conversational, often sin
pauses, as though talking. The accompaniment is mostly single chords underpin
from it. The vocal range is mostly within a major 3 {D~F4}, extending to a rising
the words Mama knows, reaching down a minor 7" to low A below middie C, th
the final Shine. The harmony is diatonic, using mostly cormmon chords with adde
create softened dissonances. Root movement is by step {C-Din bars 1-8 and th
vocal is syncopated, replicating the natural metre of speech, but, at the slow ter
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The second part of the verse {00:37) reflects the mood {but not the form) of a lu
in my arms while you're sleeping... The semiguaver pattern of the figure identifie
accompaniment, which becomes a little more elaborate, the vocal singing on on
the semiquaver figure returns as the lead-in to the verse.
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The vocal in the next chorus has a similarly limited range, and the setting becc:mf‘a;ﬁE
to the verse. Listen, for example, to the setting of the single word tomorrow as a:
The contour of the vocal expands, beginning with the major 3% at Hear my song E
{01:22} from G major to F¥% and then to C minor sudden ghtens, appropr
{word painting) sustained over six beats on G. The v : s the major 3@ ¢
singing from G to B {suggesting a momenta with the Bbin the
accompaniment reflects the semi developed forms on the secong

final phrase and end of th i Zc; the song that i sing...

nning of the second verse. However, the accompanim
fearfuiness as in the line Child, | know you're frightened...

The song |
rhythim exp

The harmonic rhythm slows to one chord change per bar at the repeat of the s
same time, a second voice enters, singing in 3", In addition, a rising semiguave
the bass.
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Second voice
harmorises in
thirds Bm7
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However, as the chorus ends (03:24) a new section opens out on an ascending m
singin’ ‘Hold on!’, once again harmonised in 3'® and then with full triadic harmon

The new section is like a bridge or a middle eight with vocal divisions in 3. It a
and an accompaniment which features an inner ostinato which effectively crea
movement is once again mainly by step and typical of the style. The accompaning
by vocal harmonisation, as the segments below illustrate: 5
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i

8 pedal point

... and where the vocal support enters on Oh... (02:48).

Although this is a new section, there are several features of the song which are p

¢  Use of syncopation

Added-note harmonies

Conjunct root movements

Limited range of vocal writing

Variants of the semiquaver figure as heard from the

® & & @

The chorus (04:15) repea
also with h: S€

fisten to the song that | sing,
listen to the words in my heart,
fisten to the hope | con bring...

The final section begins with a male voice solo as the tempo siows on the phrasé

taken up by the female singer at the cadence which follows a sustained tonic Bb

three bars. The ending is on a strongly accented note and technically a plagal cag
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The [ast Five Years Q00D
The Next Ten Minutes'

Criginal cost recording 2005 gvailable on Spotify
YouTube: zzed.uk/11220-NextTen-YouTube
Spotify: zzed.uk/11220-NextTen-Spotify

Go to zzed.uk/11220

The Last Five Years is another theatrical work which explores human relationshig
present’. The subjects are universal and timelass or, in other words, they are relé
There are only two characters: lamie Wellerstein, who is a struggling but increasé
Catherine {Cathy) Hiatt, who is a struggling actress. The relative success or failure
tensions in their relationship. Tha narrative is abo ar marriage and;
marrying and divorcing. Cathy presents the ngyra he end to the beginn
Jamie does so from the beginning e Characters meet in the maddieé

rent experiences. 5

{

The song begins with a monclogue by Jamie reflecting on the beginning of the rela
with Cathy as they both pledge their love for each other. The song shows lamie’s f
backward timeline mesating. It is the moment at which they are most in love and
words at the beginning of the song (00:00-00:42)}, it initially seems like a one-sid
postliude, you begin to understand why: we were hearing only Jamie’s side of the
have Cathy's. This change in voice teils the audience that the two timelines have

The form of the song has clear sections which are seamlessly linked. Below is o
on the recording. Follow the track as you follow the description.

Time Section Description

prelude A major — ¥ time
00:00-00:56 and Intro The accompaniment repeats a single baras a
by lamie; the four-bar intro then repeats befo
00:56-01:41 AlVerse 1 | Initial accompaniment continues under vocal {

Regular quaver movement introduced in the
turn agree..}
Two short phrases which end the second ver
Cathy's verse {There are 50 many lives...} ,
Sung by Cathy — accompaniment changes and t
rhythmically regular, reflecting character differe
Begins to rise to a climax an the held A on why (

01:41-02:11 A Verse 2

02:11-02:39 Codetta

02:39-03:09 B Verse 3

03:09-03:42 B2 Verse 4

(03:42-04:16 C Bridge

05:05-05:47 A3 Duet
05:09-05:47

lsetto Gz {Forever... / Will y
ters ex:,hange {do... as the original ac
Viglin, cello and guitar take up the duetina
tiude | assuming the roles of the characters like a d
shortened verse

The first point of contrast is the type of accompaniment, beginning as it does w
tonic. Above the repeating syncopation on A is a series of paraliel 4™ and 5™,
lamie’s spoken words. The scoring is for a small ensemble of strings and guitar
inn the bass. Harmonie rhythm is bar by bar, and the vocatl delivery shares the san
heard in the othar two songs.

3 The Last Five Years' draws its insgiration from Sendheim’s Merrily We Roll Along, in which i:he':??%‘
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Following the spoken dialogue in the recording, the song starts from 00:41 {origis

begins like recitative but develops into a shaped melody. In ‘Hear My Song’ the

word setting, where, as in this case, word painting is an expressive device. The
oscillates nervously as though reflecting Jamie’s nervousness when meeting Ca
between short phrases also add 1o an expression of nervous expectation. As th
form a drone-like open 5™ {01:12) from We could watch the waves, which expa
back to the 5% and finally to a dissonant 4" after ten.

The bass drops to the tonic, and the second part begins as a varied repeat of the§
sgme rhythmic changes to the vocal melody, but also the accompaniment is emb
upper gquavers in parallel 4™ and 5™, ‘

R
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The melody from There gre so many lives... {02:11) is derived from the same set
previous melodic character. The bass rises in 5™ and 6™, and the cadence is to t
bars form a codetta-like ending to the form, which is A-A-a when the music re
jamie’s vocally displayed nervousness was rather fragmented, but Cathy’s vocal
running % quaver patterns. The accompaniment is similar, but the nervous para
is changed. Z

Asus(add) Bm7{5)
y CATHY
¥ L v 3 — .
- ¥ bl e |
© = S e e L
P oam ways on time,

........................................

7 AGAdICE AmaiT A Bm7 (5
s #
N P 5
I 4 T s P LN 4 ———————
o an. TEL ] H £ —— FR H verened : 3. N
it 1 x . - H 1 HRt 8 b3 L X 3 3 2
LY - - g W T gy e e

that from me.

Notice also the suggestion of a countermelody from the second bar of the exam
tenuto. The repeat of the verse also highlights an inner melody played by cello |
melody . ‘

At the declaration / want to be your wife... {03:42), the harmony modulates to F::
moment in the form of the song and an emotional moment in the narrative. The,
your child... Another short phrase returns the music to D major and the beginnin&zfts

Harrmonically, the duet is in tonic A major. It begins with phrases taken from eac

sings Will you share your life with me? while Cathy responds Forever...; the voice
world expiodes..., and the harmony eventually progr : A further exch,y
Jamie’s high falsetto G on world. The open’ ) of the song returns aié
nervousness, adding a sense of ir ' le’s pledges. 5

alled & codetta), the couple enact their we '
g together in 3 in a long melismatic treatment of /.

tonality of §r}, the song closes on B with an added C as the couple’s time;

However, in the recording there foliows a coda Instrumental for violin, celio and\\
opening music, which begins this time with Cathy’s viewpoint. 5

3 The tenuto markings are missing in the score, but the effect is clear.
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Goto zzed.uk/11220

‘Stars and the ik
World by Jason
Tempo/metre/rhythm: Tempo/metre/
¢« The marking is Blues —~ Tempo {Moderato] The verse s The tempo
has a rather depressing mood, and the tempo sho with a min
be sung in a way which suits that mood. T e Aseries of
to blues is more to do with the ¢h movement
actual tempo of the so : 2 accompani
¢ Thetempoch e refrain, whichis with the st
mar o , indicating restraining the ‘Alabama 5
tem . s The regula
»  The rh{¥ims are deliberately regular, in a crotchet- arrested w

‘Rlabama Song’

minim pattern, reflecting the downbeat mood of the triplets, es
characters singing; the refrain has more variety with its chorus. A
sustained Ds across the bar on moon, for example. s The accomy

s Rhythms of the accompaniment are ostinatos, basically the chorus,,
in straight crotchets and guaver patterns. ‘Alabama &

Struciure: Structure: A

e The overall structure is binary, or verse with refrain s Asin ’Aiabzé
repeating. structure as

¢ The four-bar introduction begins on an anacrusis. chorus but

s The phrase structure of the verse is generally a long kissed me r
four-bar phrase followed by twao short two-bar phrases. minim tripl
The phrasing of the refrain is regular and in four bar e Phrase stru
sagments, with the exception of the truncated three- bar segme
bar phrase on ... and must have whisky...

Texture: Texture:

#+  The texture is melody and accompaniment for both e Textureva
verse and refrain; alternatively, the accompaniment form of br
can be described as homophonic. are segme

#«  Thevocal is doubled at the octave in the met a man
accompanimeant, bank...}.

Timbre/sonority:

= There are many different arrangements of the
the most authentic probably being Lo
recordings made soon after the st

¢ Contrast of vocal tim faachs by the men's ®

i /50 the soloist in the verses.

Timbre/sonorit
¢ The accom
small jazz &
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his ensembs
intimate ve:
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Rewvision Notes

Before attempting the following practice exam guestions, it might be helpful to g;
summaries of points of style discussed for each composer,

Points of Style in a Nutshell - Kurt Weill

%

o Instrumental and vocal virtuosity are avoided.
e Melody is often diatonic and direct, allowing the words to bs

following the rhythms of natural speaking. :
o Melody is not limited to the voice but interesting melody iim%*ﬁ"’

sometimes creating false relation :
s  Other melodies are instrum
Melody jazz bands, :
Melodies are

mented, sirifar to

but are sometimes modal and
i melody often shows a mix of triadic and

> "performances {if not the original composition) of songs :
sung/half-spoken delivery {Sprechgesang/Sprechistimme), e
Weill’s wife, Lotte Lenya. The use of such technigues also af
Harmony is tonal but often ambiguous due to chromatic add
e  Parallel harmonic progression is common.
e  Power chords are common, as with perfect 5™ and 4%, the
be omitted. Z

Harmony ¢ Added-note chords are freguently used to create varying deg
e  Chords often used are 7', gt and 13™s,
e Songs often follow harmonic structures {repeated harmonic Z
sections but with various melodic or textural changes.
& Tempos are often maderate and related to the frequent use
rhythm in many Weill songs.
&  Tempo is sometimes used flexibly to follow particular chang
Tempo/ »  Tempois often associated with particular dance forms of the
metref ragtime, and ‘blues tempo’ is quite common, as are four-in-a.;
rhythm and foxtrot.

Tempo changes cccur within songs and typically between the
Metre is commonly steady quadruple time or march-like.
Syncopation is common and reflects the jazz music of the 19
Small ensernbles were favoured rather than full orchestras.
Ensembles were often the same as jazz bands in the 1920s.
Romantic sentiment was excluded, partly by not using large
instruments cammonly used include banjo, drum kit, saxoph
glockenspiel {campanelli}, piano, harmoenium, and percussio
Sanority drum {snare drum).
»  Mutes are quite common, p
Piano and harmoniy
Ensembles

2 & ® &1 8 B

foibrass instruments
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an.

tions help to convey the sense ¢

&1 performances of the period.

chniques such as Sprechstimme [see abovel also a

g structure is commonly ternary or extended ternary and s

Weill also uses structures which are usually associated with

Structure unusual in music for theatre.

Most songs are strophic, but some include elements of thro

e Duets, trios or guartets but rarely big choruses.

s Melody with accompaniment is very common and associate
accompaniment as in “Alabama Song’ or in ‘Nur Die Nacht Dig
Homophony is commonly used.

#  Polyphonic texture is guite common, even as in brief section
muore rarely, fugue.

#  Polyrhythmic texture is sometimes used in larger ensemble r\\

Texture
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Points of Style in a Nutshell - Sondheim

Some vocal melodies are complex rhythmically.
Melody is often diatonic but then treated with chromatic
There is a contrast of conjunct and disjunct interval comb
In Sweeney Todd a leitmotif is used structurally, viz. the D
Sometimes modal scales are used, reflecting the use of th
Vocal melodies are often syllabic to ensure clarity inthe £
Vocal melodies and their accompaniment often include ing
countermelodies above voices, affecting the element of
Melodic sequence is a device commonly heard. :
Suspensions, auxiliaries and a as are commaon.
e Arange of diatonica ords is used, e.g. 7“5;;;».;
triads and e

Melody

& & & 8 B & B

L]

S.
sgress in parailel are common,
e of power chords, but not in the same way
wiittie Night Music shows some influence from harmony:
; {acknowledged by Sondheim).
s Tempos are linked to expressive devices, e.g. the opening:
and energetic, but ‘Send in the Clowns’ is a slow ballad fu}
e  Rhythms are varied and often linked to changes between
s There is some use of syncopation but not necessarily in f
the same Kind of fast jazziness as in, for instance, Weill. F
Could Drive a Person Crazy’ {Company), ‘Now You Know’
‘Buddy's Biues’ (Folfies).
e in A Little Night Music, the tempos are all associated with
listed under ‘Structure’.
e As with many other composers for theatre, Sondheim do
own music, in his case leaving that task to jonathan Tunic
Sonority s {Orchestration and sonority are significant to expression a
opening of Sweeney Todd, where the sound of the cut-thy
in the orchestra just after the organ prelude at 00:35.
&  Individual songs/numbers are in common forms such as t
Todd, for example, ‘The Bailad of Sweeney Todd’ heard at
structural point of reference through the whole show; sin
have structural significance in A Little Night Music. Struct
songs but about the overarching form of the whole work.;
e InA Little Night Music, the number three is a structural th
of waltz, mazurka and sarabande, which are dance forms
& Solos {‘Send in the Clowns’}, trios, duets, trios, quintets a
sung at the same time as their ha 5 coincide} are al;
waorks discussed. '
Accompanied recitat

Harmony

Tempo/metre
frhythm

Struciure
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weeney Todd verse—chorus).
@itn favours contrapuntal texture but with
h as fugue or canon. ‘
mitation, including antiphony, is common. ;
Two- and three-part textures emerge from secure harmos
include inner voices or countermelodies.
¢  Homophony features in, for instance, "The Ballad of Swee
Frequent melody and accompaniment texture,
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Points of Style in 2 Nutshell - Rodgers and Hammerstein

dMelody

® & B @

Yocal melodies are often attractive and easily memorable,
Melodic writing is mostly diatonic but also shows some
There is occasional use of vocal recitative-type melody w
Vocal range of melodies is mostly narrow, but vocals are
expressive {eaps.

Melody refiects the influence of Viennese operetta style &
the day and vaudeville songs. :

s
o2

Harmony

Harmony is fundamentally diatonic but with some very e
harmony. :
Common triads used mostiv b
as augmented chords, &
Some songs &
s50m; :

tiords and other alte
nsitory modulations or str
ely placed, as in You'll Never Walk
ometimes juxtaposed unusually, such asthe p
~ oma’,

Harmonic dissonance is used sparingly but guite dramat

of ‘Lonely Room’.

Tempo/
metre/
rhythm

Waltz metre is evident in Rodgers and Hammerstein's w
influenced melody writing.

Rhythms are generally straightforward, although with oc
maost strikingly in the finale chorus of ‘Oklahoma’.
Offbeat chord accompaniments are common, as in vaud

Sonority

The orchestral string section is used extensively, given it
operetta in particular.

Cther instrumentation used In the songs discussad hera
brass, sometimes muted; various percussion, including ¢
arco strings sustaining chord accompaniments in suppor
essentially a symphony orchestra and is used as such.

Structure

Songs are mainly strophic, aithough a song such as “You'll:
continuous structure melody led from beginning to end.
Division is frequently verse—chorus and binary or ternary,.
contrasting sections.

Texture

Textures are mostly melody and accompaniment: melody;
homophonic accompaniments, and broken-chord accomp
figurations, sometimes with a combination of broken-ch
parts as in the final ‘Oklahoma’ chorus, where the Girls s
a hroken-chord figuration. ;
Vocal recitative is usually melody with homophonic accoré
The vocal lines are frequently doub ithin the accom
supplemented by counter e being as inner
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Points of Style in a Nutshell - Schinberg and Boublil

Melodies are frequently scalic {conjunct) with occasiona

Many vocal melodies are so noticeably formed from scalg

almost a stylistic feature of the work as a whole,

Seme melodias relate to the harmony as appoggiaturas.

There is some use of monotone, particularly in the recit

£2:25, set to asc

Thiore are SOME exaims

&
{disjunct} such a 4™ or a minor 71,

@

e  Phrasing is mostly regular and eqgual.

Melody . g v reg 4

&
introductions to the songs.

e Word setting is most often syllabi
word shame in ‘| Dreamed 3

&

0 uses chromatic cho

Harmony is mainly
dramatic 5 \
e ts from bass notes conflicting with the

sometimes by 2%,

Root movement is often tertiary but also shows conventié

Contrasts are achieved by using close juxtaposition of m
 major and € minor.

Harmony s  Chords are often triadic, but open 5% chords (power cho
s  Pedal peints are common. :
2 Key changes are sometimes by modulations, e.g. using V
e  Modulations are sometimes effected by using pivot chor
¢ Suspensions are used to enhance the harmony expressi
s Extended chords such as 7™ and 8 are common.
s There is some root movement in 2°%, e.g. modulation to '
e Harmonic rhythm varias but is often bar by bar. A
e There are some surprising key relations such as { to flatt
s RMetre is invariably simple, using crotchet, guaver or mi
with occasional use of triplets or dotted quaver / semiq
¢  (Of the four songs from Les Misérables discussed, three
Tempo/ and the opening song is in compound quadruple time (*
metre/ e Inthe chorus ‘Do You Hear the People Sing?’, the prevai
rhythm march-like.
#  There is some use of offbeat rhythmic patterns in accom

the voice parts,

Anacrusis is sometimes used, e.g. at the beginning of ’DQE“
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Sonority

The string section is prominent but is not used as in, for in
Oklahoma! and is used less often; it sometimes doubles t
harmonic blending.

Other instruments are used for colour, such as French ho
flute, piccolo, cor anglais, clarinets, trombone, tuba, trun;
Miss Saigon has a basic band ensemble but aisc uses inst
Vietnamese music, and so the score defines the two cult
Percussion and typically timpani are often used to give e
of, for example, ‘Bui-doi’ or ‘Do You Hear the People Sing:
Orchestration in Les Misérables often uses string section
occasional effective colours etched intg the sound, such
countermelodies in ‘I Dreame .
Guitars playing sepa ht percussion additics
suspended cvmb ouches of colour.
In ‘Do : eople Sing?’, the military mood is ex
oupled with the vamped chords on eiectric
B7dss chords and a prominent trumpet part add strength
numbers, supplementing the sustained strings.
Les Misérables opens with a huge wash of full orchestral :
gesture and impact in the theatre. It includes prominent
The fast 2 rhythm is given emphasis by the brass interje
some characters and orchestral sections in ‘At the End of;

Structure

The phrase structure is frequently regular, such as a two

another two-bar phrase.
In ‘I Dreamed a Dream’, a series of seven two-bar phrasey:
melsmatic four-bar phrase on the word dream; a brief rei
accompaniment is only half a bar in length, and a three-bs
So different from this hell 'm living... which expresses theé
small moment of metrical irregularity.
The songs generally follow common song structures. For

is basically strophic: Introduction — A— A~ A? —link/brid
differentiated by key, and A® mainly by the return to the

accompaniment rather than the vocal melody.
I Dreamed a Dream’ is divided: Introduction — A {verse} £\
change} — C {using related ideas from previous sactions)
‘Do You Hear the People Sing? follows a similar pattern b
Introduction — A — B — A%~ Coda {instrumental).
‘Empty Chairs at Empty Tables’: Introduction—A—-A-B ~
{instrumental).

Textu

Misdrables show
S ported melody ¢
or hormophonic accomp

As popular songs, most numbers
accompaniments or homaogs
the Day’, which cg

ream’ shows the same texture but is diffe
woices and with short contrapuntal figures such as
little use of polyphony.

in ‘Empty Chairs’ the texture is of broken-chord Alberti-Ii
beginning From the table in the corper...; the short rising §
from the introduction’s figure serves to vary the hom@ph@
fuli polyphany.
There is some use of inner voices which result in polypho
Choruses are commonly in unison.
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Points of Style in a Nutshell — Jason Robert Brown

¢  Vocals are sometimes lyrical and slow, and sometimes
s Similarly, there are some passages of accompanied recit
monologues in The Next Ten Minutes’.

Melody ¢  Melodies often skilfully constructed from limited groups ¢

s  There are contrasts of melismatic and syliabic word sett

#  Recitative passages are often on single notes and sung pg

& Harmony is derived from jazz so includes a rangs of exte
5t augmented chords, added 6", sus chords, power ¢

s tises of pedal points gives cohesi tome of the mor
False relation / cross-relatigg es heard

Harmony

Walking bass is squn BHY
Roots of bt an stepwise, in 2"

raonic rhythm sometimes reflect characte§

' paxﬁting. :
Tempo and rhythm reflect the roots of the music in jazz.

Much use of syncopation,
Tempo/ o L
metre/ e Very fast tempo and syncopated recitative rhythms in '}
character’s agitation. :
rhythm : e
#  Use of rhythmic vamps and underscoring with dialogue. @
e  (ffpbeat bass vamps repeat like ostinatos.
#  Orchestration often changes in different sections of a nur%cs
structure. 5
. &  Small ensembles used rather than orchestras, reflecting
Sonority .
subject matter.
¢  Jazz instrumentation is used but also with occasional us
s Rhythm section is important (bass, drum kit, rhythm gui
¢  Nurnbers always have defined contrasting sections show
basic verse—chorus structure, e.g. A—a—B-Al-a'~p2 b?-C
e Such structures are sophisticated and also show elemen
Structure .
the changed repetiticons.
2  The overarching structure of Brown's theatre works is i
numbers comparable with song cycles.
«  Mostly melody and accompaniment. 5
¢  Simple vamps sometimes used to support a mainly single;
Texture »  Piano chords in the ensembles provide accompaniments..
¢  There are some passages which are polyphonic.
Accompaniments sometimes inclyy untermelodies to:
COPYRIGHT
PROTECTED
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%@Eﬂ@n AAos 4

You are recommended to spend 20 minutes answering each set of question;
always show a response. 5
2. You neead to be able to play the audio recordings identified for each set of g
finks will be provided.
The written examinaticon is 2 hours and 30 minutes and is worth 40% of the
4. Aswell as studying for Music for Theatre {Area of Study 4), you wili have o
which is Western Classical Tradition, the details of whi e available from
5.  Music for Theatre is one of two areas of stud ave to study fron
Music, Music for Media, Music for The mporary Traditional
6. Youshould take note that the sthe need to be ableto use m
appropriate to your twn study. This guide provides a glossa

he

0 e able to identify those particular musical elements
: as expressed in musical notation. The element of harmony,
and identified in a number of notated forms: numerically, e.g. chord i, chorg
mediant; as major or minor, augmented or diminished, etc. :
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Set A

Questions 1-4 are on The Movie in My Mind' from Miss Saigon,
YouTube: zzed. uk/11220-MovieMind-YouTube
Spotify: zzed.uk/11220-MovieMind-Spotify

Questions 5~7 are on ‘Empty Chairs at Empty Table's from Les Misérables.
YouTube: zzed.uk/11220-empty-¥T
Spotify: zzed.uk/11220-emply-Spotify

Question 8 is on ‘Castle on a Cloud’ from Les Misérables.
YouTube: zzed. uk/11220-castle-YT
Spotify: zzed.uk/11220-castie-Spotify

1. Name the first interval sung/

a) c}  perfect 8%
b d} perfect 57

2. The key Hrst chord of the song at the start is G2 minor. What chord (har:siza
the singer reaches the line ... this ploce... {01:19)?
al  supertonic ¢} tonic
b}  submediant d} subdominant

3. Identify the woodwind instrument which enters on the lyric ... this ploce... (G
a}  flute £} scloviolin '
b} oboe d}  Ebclarinet

4. What device is used to set the phrases strong G/ and Flee this place (01:04 A
a} rhythmic sugmentation ¢} key change
b} melodic sequence dl  ostinato

5. ldentify the key reached on the word corner in the phrase From the table in
a)  IV/Dm/subdominant ¢} 1/B""/supertonic |
b} V/E/dominant d)  Vi/F/submediant

6. Inthe phrase Oh, my friends, my friends, forgive me... (c.01:30}, what instrug
answering phrase? ‘
a} coranglais o} flute
b} trumpet dl  celio

7. Select the intarval patiern outlined in the rising p
at 00:25-00:28.
a}  step —step —leap
by step—leap —ste

ed by violins on \

COPYRIGHT
) leap~leap~step PROTECTED

d} step-—step—step:

8. The exg ; 1a Cloud’. :
Descriiy ‘musical treatment exprasses the innocence and vuinerabi
Cosette¥ien she sings the song. The song follows the moment when Cose
and rescued by lean Valjean. Cosette was being used as a slave / servant gi
the Thénadiers.
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set B

Questions 1-4 are on ‘Moritat vom Mackie Messer’ {The Moral of Mack the Knifs
YouTube: zzed. uk/11220-cpera-YouTube :
Spotify: zzed.uk/11220-opera-Spotify

Cuestions 57 are on "Just One Step’ from Songs for o New World {Criginal Off
YouTube: zzed.uk/11220-OneStep-YouTube :
Spotify: zzed.uk/11220-Onestep-Spotify

Guestion 8 is on ‘Bui-do!’ from Miss Saigon.
YouTube: zzed.uk/11220-Bui-doi-YouTube
Spotify: zzed uk/11220-Bui-doi-Spotify

1. identify the correct melody sung to. it _h, der hat Zihne... from

a) o j =
y } ]
3
fisch, der
12
b) {.#
p L) ) Fa— f T
(YO Yoo T At | - 7
AT 1 A = 1 I
LY »- » = >
Und der Hai fisch, der
12
(“} 9 ﬁo T T
3= % N | = |
') -y ¥ = »-
Und der Hai fisch, der
12
d) 9 Hay - } I
-len—8-= T At t [ I
oM A H 113 & 15} I I
[y > -
Und der Hai fisch, der h

2. Name two instruments which enter in the third verse, which begins Und Sc A

3. Name the descending interval sung to the word Messer {knife} (01:07).
al  major 6% ¢} perfect 57
B minor 7% d} octave

4. Inthe verse peginning fenny Towler {00:50], what is the prominent fretted S\\
in the accompaniment?

a}l  banjo ! Ho
b} guitar
- COPYRIGHT
5.  Describe the bass fine which bagins cter first sings the lines & PROTECTED

one tiny step (00:59).

6. Identify whare t first includes a passage of descending ¢ 5

a) e ¢} Since she never like:

b} on't wanng buy me g fur...? d}  Whoops! I almost 3
7. Select the overall form of the song from the foliowing options.

a}  strophic c}  rondo

b} verse—chorus d}  ternary

8. Discuss how the use of the relevant musical elements in ‘Bui doi’ express s
that ‘Bui-doi’ is sung at the beginning of Act Two, some time after the Viet
about the Bui-doi, a name for children born of American soldiers in Vietna
and often with no connection to their fathers.
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Set €

Questions 1-4 are on ‘Empty Chairs at Emply Tables’ from Les Misérables.
YouTube: zzed.uk/11220-empty-¥T
Spotify: zzed.uk/11220-empty-Spotify

Guestions 57 are on ‘Moritat vom Mackie Messer’ {‘The Moral of Mack the Kniﬁé
YouTube: zzed.uk/11220-operag-YouTube :
Spotify: zzed.uk/11220-opera-Spotify

Question 8 is on ‘June is Bustin® Out All Over’ from Corouse!.
YouTube: zzed.uk/11230-June-YouTube
Spotify: zzed.uk/11220-June-Spotify

1. Select the term below which desgzil
... there’s a pain goes on 5

a) ¢} chromatic
s} d} conjunct
2. Selectt lody sung to the descending phrase ... Became their last commy
4 - £ - v :
a) N i 3 i - . o My I {
-4 } . —— :
) Be ~ une thar st oom -~ o sdes
4 . - .
by AT s Cmn——n——" g |
L2
Fe - came their st owm - - nion
A A Lo d 2 bl
£) AR e |
{ey::4 % e |
Lx
Be . came thelr  last oomy - mu- nion
- .- B
i HE T ey
Sk ik LI 4 . 1
L%
Be - came dheir fast  com -« M- pin

3. Which term describes how the words ... Became their Jast communion... hav&%&:
a}l  melismatic setting ¢} syllabicsetting &
b}  pariando setting d} syncopated setting

4, Mame two musical elements which change at the lyric beginning From the
the corner... (00:50-00:53}

in

identify the device in the accompaniment used between voice and instrume
Und die minde... (02:02).
a} ostinato
b} imitation

rh\?‘?hnmic augmen COPYRIGHT
PROTECTED

6.  Which letter formation i i hest shows the form of the song?

aj A5 + codetta
b} A3 | A4
c} Al | A2 | A3 +cods
dy A A B B C C
7. Which term below best describes the texture of the music throughout?
a} polyphonic ¢} melodyand accon’%
b} menophaonic d} contrapuntal :

8.  Describe how the musical setting in ‘June is Bustin® Qut All Over’ reflects the%
which about the joy both of summer and of love 1o be celebrated. :
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Section € Essay Titles

Section C: Essay 45 minutes [30 marks]. Answer one question.

1. Using examples from two named composers, compare their use of sonority
of the accompaniment of the songs contribute to the expression of mood o
ar their situations? :

2. Compare the use of harmony in two songs from each of two named composs
references to harmonic progressions, chords, consonance and dissonance,
Describe how harmony is a powerful means of dramatic expression. ’

rs use musical eley

3.  Choose two named composers. Analyse how %
: ackground of the drama

communicate a sense of the setting
4. Analyse a song or so al you have studied to show how rhyt
: atic situation or moment. :

5. Analyseb@®s for theatre by named composers to show how their treatme
differences between the characters, :

COPYRIGHT
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Understanding technical terminslogy and knowing how to use it are vital to ma
discussion of songs is an excellent way to practise using the necessary language
requires a controlled approach. Musical terms are usually understood as those w
performed such as fento, con dolore or legato, but the terms here are more spec?
providing definitions, some terms have heen contextualised with reference tot
terms listed below are classified under the different musical elements to which

(lossary of Technical Terminol

A cappella Describes choral work sung without accompaniment,
Accomponied | Recitative is like the more famiila ite’, meaning to
recitative and other forms of music f2 He term denotes mom

of the story or pre: . The vocal is not quite a f
notes. | 144 ‘sung with a simple accompaniment
Leompanied recitative’

ple triads might be used with single notes added to the
‘added 6", e.g. C~G~F-A, where the top note is a 6™ above

Allg breve

The term denotes a time signature of % and maostly indicates

Angular

The term is a general one describing the rise and fall of any
wide leaps is likely to be angular, while one formed from m
The term refers to the general contour or shape of a melod

Angcrusis

The unaccented note, chord or rhythm which immediately
and gives momentum to the music which follows. The term
the same thing. Examples of songs which begin with an ana
Hear the People Sing? and The Next Ten Minutes’.

Antiphonal

Antiphonal singing occurs where phrases or longer sections
respanse to each other. :

Appogygiatura

An appoggiatura is a dissonant grace note or ornament (em
approached by a leap but is then resolved by step. The resol}
commonly down to the consonance or sometimes up but is
derived from the ltalian for ‘leaning’, so there is the indicat
resolution.

Auxiliaries

Auxiliaries are non-harmony notes placed immediately abo
the same pitch. The example shows the auxiliary returning
lying above are called upper auxiliaries, and those below ar
auxiliary note always returns to itself, uglike a passing note
note to ancther,

uT ey

e is typically a part of sonata form, but in popular s
for a passage which links one passage 1o another. In verse—
section found towards the end of a song, and it provides a
choruses. Another name for the bridge is ‘middie eight’.

Chromaotic

Chromatic refers to a scale which is formed from semitone
which uses very frequent chromatic notes or semitones, or
that a single clear key centre is obscured.
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Chromatic
inversion

A melody is inverted by having its intervals turned upside d
down by a minor 3%, its inversion will move up by a minor
follows the same interval pattern exactly, the inversionis ¢

A diatonic inversion is different in that the inversion is made
direction between one note and another. So, if a melody b
ascending, the diatonic inversion will become C-D descend
forms a new interval which, in this case, is a minor 7%

Cluster chord

Cluster chords are formed by the addition of several notes
together, and often in semitones. They are chords that are

Lofla voce

of their tonal function but are used more for their sonority.

accompanying pla
solo singer. :

Complex chord

1 Y an extended chord and a complex c
6% can be thought of as those which are disgu
“oiGWwhich change their sonority but not necessarily their ¢
harmanic function. f

The diff

One type is the so-called half-diminished chord.

Compound Any interval larger than an octava.
interval For example, C to D immediately above is a major 2™, but r
creates a compound 2™ {or 97,
Conjunct Aterm describing stepwise movement in a melody.
Contour The overall shape of a melody in terms of its upward, downy
depending on the mix of steps and intervallic leaps. '
Contropuntal | A word denoting a musical texture which is formed from cm%
Counterpoint | Counterpoint is the art of combining different but often rel
harmonious effect. A ‘point’ in earlier times was another w
and the ‘contra’ means ‘against’, 50 ‘melody against melody:
Diatonic Diatonic refers to the system of major and minor scales. M
of any key are diatonic; when notas which do not belong to
music starts to become chromatic but may still be describe
very frequent notes from outside the main key is more clea
Discord A discord is a combination of sounds {(notes} which aurally
Tonal music is largely about discord and its opposite, concory
tension and relaxation. :
In diatonic scales the primary dis 209, 405 gng 7S,
different understandings of v discordant.
Disjunct Aterm describi ith frequent leaps rather thar
Drone A rmonic device consisting usually of two

: ways, drones act like pedal points, but a pedal point
the harmonic movement above or below it. 5
Listen 1o Scottish bagpipes for the typical drone sonority.

Extended chord

A term for any chord which has notes above the basic triad

False relution

Fafsetto

A false relation, sometimes called a ‘cross-relation’, occurs
near each other in different voices but one will be chromat
Bb.

The highest vocal register, mostly in male volces. A
A falsetto is indicated with a small circle written above the g
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5% chord

The term refers to the same type of chord as ‘power chord’
defining 3.

Figuration Figuration refers to arrangements of particular chords.

e.g. -
) :’ “ R AR 'N_
é':“‘ :";.a’ P SO JuoeD
)uv‘ ...............

The example shows a common figuration around a chord, wi

Flat The second degree of the scale is the supertonic. When lows

supertonic : nic.

2 word form’ refers to how any piece of music has been
are evident. Basic forms are represented by capital letters, &
rondo=ABACAcr ABACCA, Rondo includes repeating &
theme, interspersed with contrasting sections known as epi

With attention to more detail, forms can be described in ter
treatment of ideas. For instance, a piece might be in variatio

might be tarnary but also classical sonata form as exposition

Sometimes, form is discussed when what is really being refe

French 6 A type of chromatic chord which is one of a group of chords;
The chord is built on the flattened 6" of a major scale, e.g. A
The augmented interval above is Fz. :
The second note of the chord is the tonic, so C.
The third note is a tone above, so D.
The full French 6" in Cis, therefore:
I Fo et 0
"’rf’; “"w‘fs’hg """""" *’ """"""
N e
L5
it is used to approach the dominant which, in the example, i 5
Fugel A word describing a contrapuntal texture which is highly imiy
forming a complete type known as fugue. f
Generative A musical motif is a short idea w en melodic but m
motif generative motif is a moti iother ideas grow or ¢

Glissando

made to slide siowly up or dows

diminished 7. The idea of a half-diminished chord is connect
semitone only. {See discussion of Der Dreigroschenoper.) ‘

dim. Teh al-dim. Feh
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The term describes how fast chord/harmony changes occur

Harmonic
rhythm harmony might change each bar oron each beatofabar. T
harmonic rhythm, while the former is slow. :
Head voice Yoice types have both chest voice timhbres and head voice ti
as chest voice, and the higher notes as head voice. Singing v
sounds are ‘in your head” and even coming out of the top!
Hemigla A rhythmic device combining two notes in the time of three :

how beats are grouped and how they are articulated by accé
grouped in three groups of two, rather than the two groups
rhythm. :

arn is often found as the music approaches a caden
music. :

A musical texture often in four parts or voices where the top%

Homophony/
fomophonic melody. The other parts move mainly in the same rhythm as.
texture vertical harmonie result. A hymn tune arrangement is typica;
fnner voice A piece of music in at least two parts might have another ms%*%
then called an inner voice.
The term ‘voice’ is often usad to refer to any melodic part ing
part harmony there are four voices. Voices are not necessar
sung but are melodic strands moving through a piece. !
Instrumentol | A word denoting a passage in a song played only by the accg
instrumentatio | A group of instruments usad in any particular worlc,
n
Key change The sudden progression from one key to another without m
Leitmotif The German term means ‘lead motif’ and is generally a shor
closely associated with a character or an idea or a moment iy
is most closely linked to the work of Richard Wagner. !
Maozurka A dance form originating from a national dance of Poland & '
modified form for pianoc by Frédéric Chopin. The mazurka is§
accent on the second beat. ‘
Melisma/melis | A setting of an individual syllable to notes, e.g,
mata/
melismatic

Metrong

which plays the beat of any given speed. Each beat
nute, e.g. 60. Certain metronome marks are closely linked
or lento. :

Modaoi

‘bodal’ describes the use of scale forms known as modes —
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Muaode

A mode is a form of scale with origins in the music of the an
seven, named fonian, Dorian, Phrygian, Lydian, Mixolydian,
correspond to scales starting on C through each degree of w)
start at any pitch, not exclusively C.}
Using C to begin, the mode from that pitch is lonian, which |

maijar. Using the same set of notes but startingon D, the m
degree, which is E, is Phrygian, etc.

Maodulation The process whereby one key moves on to another in a con :
as in a key chonge.

Middie eight | Typically, an eight-bar section in a song placed in or near the
middie eight can have a connactin n like a bridge, o
instrumental. it introduc variety. Confusingly,
have a different n t they have the same put

Monophony/ smeans ‘one sound’, and so an unaccomg;;;

monophoni f

Octave® Any melodic part which is duplicated an octave above or be '
doubling double. Vocal lines are often doubled in this way by an acco
Offbeat rhythm | A rhythm pattern often seen in pop accompaniments. The p
the strong beats fqllowed by a chord played on the weak be
Orchestration | The art of combining instrumental parts in any work. Works
orchestrated.
Ostinato Any short idea which repeats several times, often as part of o
means ‘obstinate’ in ltalian, which is a clue to its musical usef
Outro A self-explanatory term to define a short passage added to e
takes it to its close. f
Paraliefism A chord progression often avoids its parts moving in the sam
chords moving in parallel direction as a feature. In real harm
together in the same direction, as in this example from Miss
Pariando

rmony note that moves by step between two harmg
Most passing notes are between main beats, but if on the be
accentad passing notes. Z

Patter song

A comic song which typically sets words which are 0 be sun
soloist.

The writer duo of comic operettas Gilbert and Sullivan wrotéﬁ%
of the most famous ‘| Am the Very Model of a Modern Majo;
Penzance on YouTube, e.g. https://youtu.be/6CrTwwidkhi
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Pedai point

A pedal point is most often a sustained note heard in the ba
progressions are added. The pedal point {or simply ‘pedal’}
moving harmony.

Phrase
structure

All melodies show some form of design in terms of their ghr
Cammonly, a tune will follow the design A B A or, sometime
phrase marked Al is slightly varied but still recognisably the
description of how melodies are designed is their phrase str

Pitch bend

A technigue of changing a pitch up or down by small degree
and typicaily by using a pitch bend dial on a synthesiser or o
instruments and woodwinds can alsg play pitch bends. Us
short line between two notes.

Plagal cadence

inant to the tonic {IV

A concluding cadence f .
n tunes, historically.

it has associati

ormed by combining several individual p

The term means ‘many rhythms’ in a literal sense. |f refers ¢ :
distinctly different rhythms combined.

Power chord

i

The term refers to a chord which omits the 39, which define}
is a term mainly appropriate to rock music. :

Just One Step o

b b L

23
v

h

=
Wy |
i

¥

Quodiibet

A guodlibet is a form in which several different tunes have
same time. The combination is made possible because each
structure.

Ragtime

Ragtime is a style of music which emerged in the 1890s in th
beginning to grow. The music was mainly written for piano {
characterised by frequent syncopations, or ‘ragged time’. R
often heard and seen in vaudeville shows.

Relative major

Each key has iis relative with the same key signature but a d
C major, with no key signature, is related to A minor, which

B minor has the same key signat lative major, D m

leading note of B minor

is always built from the 6" degree of\

augment’ means to enlarge or expand. intervais can be ay
series of notes written as guavers can be represanted later g
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Root Harmonic progressions may be defined by their root moverTs
progression lowest note of the simplest form of a triad {root position},
Ais the root of an A major chord. Even if the chord is invert
E-G-C, the root remains the same, C.

Harmonic progressions may be described in terms of their v
the same as describing the bass movement,

Sarabande A slow dance form in triple time, generally in 3. The second '
or written as a dotted rhythm, which, as in the mazurka, is,
sarabande starts on the first beat of the har.

Sequence A melodic sequence repeats itself b igher or lower p

Kurt Weili as far as t
srm of German opera which fea

Singspiel The term relates main|
concerned an

wayiie is a group of songs linked by a common subject r
. asawhole.
Sonority Sonority is the result of a combination of different tones or z
oboes, clarinets and bassoons will create ane sonority, while
Some chords are used more for their sonority than their fur
Strophic This describes a song in which each verse is set to the same §
Sus chord This term is commonly used by guitarists and jazz musicians
The ‘sus’ is an abbreviation for suspension. Where there is
ancther but one note is held back between the chord chan
Commaenly, intervals of 3 2™ or a 4" are used as suspension A
4™ ghove the bass is held over before the resolution.
e.q.
§ R Brown
oy ::f
E}:s?‘.ﬂwh
RERah
j-;
Suspension,
4 .
3 suspension

Syitabic

g

T

fwar  the  pen ~ ple ang? Sing - iog the

A Level AQA Music Area of Study Guide: Music for Theatre Page 101 of 112




Syncopation

A rhythmic device when the normal accents are displaced to§
unaccented, e.g. f

Tertiory
relationships

The term “tertiary’ refers to anything in threes. In this conte
relationship because their root notes move in 3; the chorg
tertiary relationship. A harmonic progression which is from,
tertiary. It is worth making the point because for many year
movement in 4 or 595 the tendency to move towards tert
during the Romantic pericd or late nineteenth century.

Tessitura

Each voice type {basically: sopranc
comfortably sung note to its
what his/her comfo

nor, bass) has a t
is its tessitura. iy

Through-
composed

nt musical setting of each verse and:

m referring to the quality of sound from an instrument
A trumpet has a different timbre from a guitar, for example,:
note at the same pitch. However, pitch can change timbre.

Tone colour

A synonym for timbre.

Tonic minor, The tonic is the keynote of 3 scale, e.g. Cis the tonic of C m4

etc. '

Underscore Any music written specifically to be played during spoken dae
called underscore. [tis heard in radie, TV, film and theatre p;
establish an atmosphere of a scene or to enhance the signifig

Upbeat See anacrusis {above). '
Vaudeville There are various meanings historically, but, in the present
of song or way of performing common to old-time music ha
lightly, perhaps comically, but with great popular appeal. Va
the end of the nineteenth and beginning of the twentieth ce
with comedians, singers and dancers.

Yocal range Every song shows a defined distance from the lowest to the
distance is the vocal range. The tessitura should match the v
singable.

Whole-tone The term describes melodic movement in intervals of a tone,
The whole-tone scale is formed with intervals of a tone only;
it has an insecure tonal or key cent :

Word painting | A technigue used in set ch images and sentin

a musical equy & to express something of the me

is relevant ta the work of Kurt Weill. In German it i
ealing with subjects of contemporary interest and concern
Zeitoper might be translated as ‘opera of the time’. In that 53
Robert Brown’s worlk about contemporary life or to a work

critique of politics and modern war. 5
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Practice (uestions for Section A AoS 4

set A

Answers

Q. Marking guidance

1 ¢} perfect &°

2 ic  tonic

3 a}  flute :
4 b} melodic sequence
5 id) VI/F/submediant
8 | a} coranglais

7 {a} step-step-ileap

8

Marks should be aw

The innocence and vulnerability of Cosette is capture largely through the child's
coupled with a very light orchestration and use of high plucked sounds and timbg

Extended response could include:

& & & & @ @ ¥ 1 & ¥ @®

7-8 A'wide-ranging and confident response which is mostly coherant and well 5
5-6 A relevant rasponse despite some inaccuracy/omissions and lack of clarity. &
1-2 A rudimentary rasponse. !
0 No work submitted or worthy of cradit.

o the following band descriptors:

> and authoritative response which is consistently cohers :

Aslow tempo.
Regular phrasing.
Limited vocal range.
Use of child’s vaice.
Use of plucked instruments such as the small harp.
The ostinato pattern in the opening strings {synth?} add a softness to the a
The regular semiquavers of the accompaniment convey a sense of simpiicit;%:;
The dynamic curve is relatively flat, with no disturbance from large cresceng
The tempo is constant and, again, regularly undisturbed. 3
Thers is s fragility to the setting largely achieved by the orchestration, :
Harmony is sirnple, using only tonic, dominant, mediant, submediant and s
with no chromatic dissonances to upset the innocence of the setting.

The approach to the dominant at ... nice to see and she’s soft to touch; she
Bb and F, where the bass F is heard to fall to E and so suggests a Phrygian i
adding poignancy to the expression.
Call and response effect is achieved by t

braken chords after ea

i suggest innocence.
al fragments and sometimes doubles the v
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Set B

o} darking guidance
1 §d)
12
04
i a— | — %
W I - ] t f e
o = . : - -
Uud der  Hai fisch, der hat
2§ Any two from: trombone, cymbals, snare drum, banjo, bass (pizzicato), plano
3 |{b) minor7®
4 | a} banjo
5 | The bass line becomes a walking bass which is also par omatic
& {a) Attheline .. buyme the dog..? :
7 {a} verse-chorus
8 Marks should be awarded ace flowing band descriptors

5-6 ATelevant response despite some inaccuracy/omissions and lack of clarity.
1-2 Arudimentary response.
0 No work submitted or worthy of credit.

The lyrics clearly express tha sentiments of regret and sadness. The musical set
without decoration, which allows those sentiments to gain in expression, especii
a theatre, where strong gestures make an imprassion. '

Extended rasponse could include: :
¢  The initial metre is like a slow march, s very slowness seeming to su&,gest \~s
feeling. A
#  The clarity achieved through a recitative allows the ideas expressed in the g
communicated in a direct way.
s The baginning consists of a praview of the chorus, sung a cappalla, which,
verbal clarity but also a sense of sadness.
e The woodwind countermelodies contribute a timbre often associated wit
sadness {oboe, cor anglais, clarinet).
e After the near-one-note recitative, the melody at They're cafled Bui-doi...
5™ expresses a sense of yearning, and then again at the rising minor 7',
the final leap to the octave on ... conceived in hell..., forming a dissonant a
progresses to a tense Ab’ chord; the rhythmic syncopation as the verse cong
a sense of anger with its insistence,
e Theintroduction of orchestral strings for the second verse introduces anothy
associataed with forms such as the slow, sad ballad :
® Particular harmonic moments also add to the
at the lyric These are souls in need.
#  The solo which sings hig :
improvised in pmﬂ

of sadness such a
i1 of tha setting is in Ab QQPYR;@HT
PROTECTED

| chorus feels like an act of despe

5 are devices which aid the expression of anguil

%
® t vampod chords take focus away from accompaniment &
® and flow of the orchestration also seems suggests the unsettied
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. Marking guidance
1 i d}  conjunct
2 | a}
- - -
7 ; L - —
¥ ¥ ? b F H
“““““““““““““““““““““ e
Be » cwne thein G AR 01 S A3 £ L 1105+
3 ¢ syllabic setting
4 | Harmony {A key change to F major begins.}
Ternpo {in the production, there is a slight inc i There is also a smal
indicated in the score; however, isted by AQA as an element f
theatre).
5 ib) imitation (Th straight after being sung.}
& | a) ;
A3 ; Ad ! A5 + codetta E
7 {c melody and accompaniment
8 Marks should be awarded according to the following band descriptors:

3-10 A comprehensive and authoritative response which is consistently coher
structured.

7-8 A wide-ranging and confident response which is mostly coherant and well st
5-6 A relevant rasponse despite some inaccuracy/omissions and lack of clarity. &
1-2 A rudimentary rasponse. !
0 Nowork submitted or worthy of cradit.

Extended response could include:
®  The overall mood is joyous or happy or celebratory.
® Major key of G major is appropriate for the mood.
e Fast tempo in alla breve (%) is predominant. :
® When the Men enter, the tempo accalerates, along with a crescendo whici'§
change to joyfulness.
The Men's melody is contrastingly disjunct, with wide intervals. :
The mood changes again as Nettie sings Fresh and alive and goy and ymmg%
romantic and sentimental mood.
The Chorus re-enters together with some dialogue between soloists.
Nettie enters again in her slow tempo with June maokes the bay look brigh
Bright brass is used to enhance the ending, and the form changes into am
The word setting enhances the first line and main idea_beginning on low D}
the scale and then opening cut over the interysl ¢ or 3" with the ang
bustin® out alf over... '
#  The ascending phrase appear
triadic contour of the, ¢}
& The rising ph
ae :
shittie overall mood of the scene is joyful, the mood ebbs and flow
ental romanticism, adding theatrical weight to the number.

[

(]

® ® & &

Hjr, 3
ssively matched to the central idea of the exp!ci

R

h the line Jest because it’s jurs
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Responses to Consolidation Tasks

Consolidation Task |

See the Glossary.

Consolidation Task 2

See Glossary for answers to (3), or consult other sources as an exercise in research.

Chords
1 = power chord / open chord

2 = diminished chord preceded by dissonant As adils
3= 11:!1

4 = diminished 7%
5 = half-diminished
6 = cluster

Eﬁﬂggiédai: i ack 3

Using the terms verse, chorus and coda, show the design or structure of the performan
Misérables.

Strophic ¥
¥l 00:53-01:22 On my owi,..
V2 01:23-01:49 in the rain...
Bridge 01:50-02:13 And l know...
Y3 02:14-02:33 i tove him, but when the night...
VZ3 02:34-03.01 { love him, but every day...
Cada 03:01-03:21 { love him... but only on my owin.

Consolidation Task 4

Miss Saigon - Overture ¢.00:23 {(after the helicopter}): the helicopter itself creates the atmospf
together with actual musical sounds which racreate Vietnamese string instruments with woay

The Morning of the Dragon’ 00:00-00:30: similarly uses exotic instruments but more sp

suggest Vietnamese music and life in the temples. The accordion might be an allusion t

Consolidation Task 5

Les Misérables — 'Do You Hear the People Sing?”

Slow varnp with snare drum, forming a homophonig
militaristic mood; a horn melody enters ab
association; the chorus entars at ¢
second chorus includes f

nonic accompaniment, introd
Gading to volume and sonority, and ad
harmaony,

The Threep erture (Berlin Sinfonietta / Ute Lemper / Decca 1988 on Sp
00:23 {aftert s speach)

Mainly hornophonic, with trumpet solos between sections; from ¢.00:46, passages of coun
texture returns at ¢.00:53; from 01:09, the fugue begins and so represents more contrapu

’

urments are synthesised

Consolidalion Task 6

Miss Saigon — ‘The American Dreany’ 00:00-02:15

The soloist’s opening delivery of narrative is as though spoken so that it is rhythmically
various exotic unpiiched percussion; the predominant rhythims of a vaudeville/cabaret
the tempo marking; throughout, the tempo is quite flexible.
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Responses to Short Activities

Short Activity 1

® Rhythm — Rhythms are sometimes quite four-sguare’, with a march-like strident
quaver lines, aithough the metre is triple time; however, accents, staccato and te
character; the fugal section is fluid rhythmically given the contrasts within the cou

® Melody ~ Mostly diatonic with chromatic inflections; melodic imitation contrasts
the beginning.

s Harmaony — Basic triads but with chromatic added notes which create dissonance;
minor, moving to A minor and passing through Db (flattened supertonic).

: also some melo

® Structure — The overture is structured in clear se
in terms of texture changes from ho ;

Short Activity 2

Using a mute changes the timbre or sonority. {Depending on how it is plaved, mutes can

Short Activity 3

e Rhythm — Features include repeating crotchet pattern either side of the spoken woé
accents on the first beats of the triple time bars; the rhythm of the accompanimemé
and 2.
s Melody — The range of the vocal melady is limited from F to D, with a strong empha
instrumental melody lines cover the vocal line; phrases are repaated sequentially.
s Harmaony — The harmony is unclearly defined but is largely formed around A mino
distant, especially at the cadences, which have ‘power chords’ {without tonally de
or C# but without defining 3**. Frequent use of parallel 4% and 5™, especially in th:
e Texture - Mainly homophonic with melody and accompaniment. :
e Structure — In equal sections with many common features; overall: A-A-B-C with a
section is separated with spoken words,
@ Timbre and sonority — Instruments used are saxophones, trumpet, trombone, bandd
chorus group.

Short Activity 4

The Charleston is a fast foxirot first appearing in revue shows in N
derives from the dance’s association with South Carolina citysd.
followed by a flick back.

ork (where Kurt Vx
eristics of the danc;

The foxtrot is an American balrog
further explanation, fo
https./fwwg

Ve time or quadruple time and includ
K for demonstrations:
arch Pg=charleston+donce&agpvi=charleston+dance

The tango is F associated with Argentina. Weill's use of the bandoneon reprasent
tango, which itself has roots in the habanera from Cuba, in guadruple metre. The compo
tangos, not all of which were for dancing.
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Short Adivity 9

The use of a so-called germ motif is common in all kinds of music. It refers to the use of &
quite short) out of which a composer will grow or develop further ideas. It is common |
but has also been used in music for theatre. In theatre, the germ motif is useful to help
even an idea. In Sweeney Todd, the "Dias irae” motif repeats and develops throughout t
audience that death in the form of the character Todd is never far away. Whenever you
avent onstage or the appearance of a particular situation. An audience’s sense of the d

{The German composer Richard Wagner uses a similar technigue with what he called L
Berlioz uses what he called ‘idées fixes’. Both composers are not relevant to the presen

Short Activity 6

s Use of changing time signatures lead mood (%34},
® trregular rhythms also add to 3k
® Dissonancas in the

and 5%

Short Acti

ate a sense of irresolution; use of 2"% and h

*1 = conjunct interval
*2 = disjunct interval
*3 = conjunct interval

Short Activity 8

Sondheim creates a conversational marmner in ‘Send in the Clowns’ by using short phra
example is in the line . just when [ stopped {pausel... opening doors..., which creates a
character is pausing for thought; the vocal melody is also guiie restricted in its pitch ra
patterns, as befits a monologue of this kind. Although it is like a monologue, it is Desire

Short Activity 9

Tonic minor of
Diminished chord: Augmented chord: D major:

Short Activity 10

unsettled guality
re than music w
‘key changes, so thay
Nidys for a composer to express the
Jsing chromaticism also adds to a sense of ir
f the main key in use at any given time. :

Because frequent modulations {element of harmony) create a t
lud on stage. Music which is clearly in a definite key s
case, the modulations are only ‘in paswng and ¢
through'. Key and tonality generally a
Compare ‘Lonely Room' for a s
introduce elements w

The vocal me 5 a limited range and so can sound as if the singer is closed in on him
contour or ris fall and so conveys a sense of quietness; the use of ostinato conveys §
or rumination; the slowness of the harmonic rhythm also contributes to the expression ¢

32 Further reading: hitps://courses.lumeniearning.com/musicappreciation_with_theary/chopter/;
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Short Adivity i

Whole-tone scale on C:

1y
4 i I ] I I i
y ol i I 1] 13 | i
£ i ) T X4 Py 1
AARYS I8 | = e & Y L3S LRl 1
[ « - “ ‘
Complete the “? rEey ]
. F ey ]
augmented triads: X —Fg—— e !
LR 2

short Activity 12

s  The upbeattem

chestral forces, including brass

e The enrictind vocal parts

e  The rhythmic overlays of choral sections

e  The syncopations

e  The use of dynanmic contrasts, including impressive crescendos

short Activity 13

- L
o oy L ak (2R 'S ]
E <y Y6 ) LY
k O e TS o2 4 3 hif % ] 17 [ ]
S — 3 (6]
lj p EE N 4

Short Activity 14

Word painting refers to the technigue whereby a composer expresses the meaning of a
elements. In its simplest form, a word such as ‘rising’ might be expressed with a rising ph
might be expressed by means of a chromatic discord. ‘

in the case of You'll Never Walk Alone’, the rhythmical tread of regular crotchets and m
very obvious way, which is similarly reflected by the stepwise movements in the roots of}
more expressive at the line .. At the end of the storm is @ golden sky..., where the dark D
seems to blossom on the subsequent F major at golden sky; the darker reference to wing
chord, while a sense of resilience is expressed through the repetition of high Ein the p

Short Adivity Ib
The key is F minor. Secondary dominants are use

The relative major (As), the submedia
The bass is often like a pedal og

aetonic major {F rajor} are visited in ;
ower chords like open 5™ are frequent. !

The metre i
Much is syn

given some interruption with the use of occasional % bag
as, for instance, in the line Like the waves crash on the sand. The mé
ich gives the phrases a degree of emphasis. :
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Short Adivity 16

The tempo is a slow Andante appropriate for the lyrics.

Expressive features include the climactic moment at Oh, my friends, my friends, don’t asy;

i

on friends.

The choice of A minor is an obvious connection to the mood of the song; the moduiation§
From the table... injects a moment of optimism which matches the major mode as the th
and the return to A minor at the line borricades ot down drags the sentiment backtore
as at [ con hear them now ... and the descending parfect fourth followed by the minor th
character of And tomorrow never came.

Short Adivity 17

ie on the street begin their march tc
v march-like; the major key also adds to the &
ttion brings a more sombre sound. As well and key a
on, especially towards the close with its fanfares, brass anz

The dramatic moment in question i
The main element is rhythm, S
change 1o A mingsin 45
is enhanced:

Short Actinty 18

Chord it has notes Ci—E~-G4.
Chord 1 has notes Di—Fi—-A4.
Chord Vi has notes G#-B-D4.

short Adivity 19

The dominant chord of any key is that built on the 5% degree of the scale. To add harmo
use dominants belenging to keys other than the main one; not being the main or first dog
‘secondary’. :

For example, the dominant of C major is G — chord V; to progress away from C, a new do
of iV could be used. In that case, the chords used would be C—~F or, more likely, C7~F; an
10 move towards A minor by way its dominant, which is £ major or V of Vi if the starting
A minor.

Short Activity 20

The beginning of the song consists of short two-bar phrases in sequence which are supp
When Gigi sings ... but ev'ry time | take one in my arms..., the harmonic rhythm increases;
reflect the agitation felt by the character; at the same time, Gigi’s phrase is extended ove:
changes and expresses the changes of mind communicated by the song.

Short Adtivity 21

R

Recitative and accompanied recit
narrative. Because recitatiy
they also serygginh:
the Gl is a re
chorus as th

Ve to advance the plot or to tell the aud
Haly simple and are often sung on just one or tw0§
esentation of a big number. in ‘Bui-dol’, for example, th
Pehaviour in an introspective way; it then serves to contrast stro
asing waves of pent-up energy and emotion, f

Short Adivity 27

Emai
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Short Adivity 23

The figure {motif} is heard first in the bar immediately following the phrase Mama know.
{It oecurs again just before Hear my song. Other places might be identified, although notf

Short Adivity 24

The most obvious word is shine, as lllustrated by means a harmonic change to F major tog

The word tomorrow is treated melismatically, giving the suggestion of time moving forw
stretching the pointl.

>

The line child, | know you're frightened is givern a rhythmical
axpressing nervousnass or fear,

Short Adivity 2

Underscoring, e
to create atf

d accompaniment v

s spoken dialogue in music for theatre, film and TV,
0 characterise the dramatic moment.
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Appendix: Resources

Kurt Weill: ;
= Der Dreigroschenoper is freely available for viewing and downloading on thei
2zed.uk/11220-IMSLP f
«  Library copy may be available also: Universal Edition, © 2000; [SBN: 370242
o ‘Alabama Song’ from Aufstieg und Fall Der Stadt Mohagonny is available fra
ISMN M-008-05949-0,

Stephen Sondheim:
o Sweeney Todd: The Demon Barber of Fleet Street vo are; Warner Bros,
Sondheim; music transcribed by Frank Metis; abeth Poston.

&

Elizabeth Poston; London: Williamson, 1943, :
»  Carousel [vocal score]; music by Richard Rodgers; book and lyrics by Oscar h
Williarmson, [n.d.]; voice and piano reduction; publisher's no. HL01121001;

Boublif and Schénberg:

=  Les Misérables: by Alain Beublil and Claude-Miche! Schinberg; lyrics by He
novel By Victor Hugo; edited by Elizabeth Poston; Kretzmer, Herbert Boublili
vocal score incl. ‘At the End of the Day’; ‘I Dreamed a Dream’; ‘Castle on a C
‘Stars’; ‘Do You Hear the People Sing?’; ‘In My Life”; ‘A Heart Full of Love’; ’C
‘Drink with Me’; ‘Bring Him Home’; ‘Empty Chairs at Empty Tables’.

o Miss Saigon: 3 musical [music]; music by Claude-Miche! Schnberg; lyrics by
Boublil; edited by Elizabeth Poston; Wise Publications, 1990; vocal score M :
incl. “The Movie in My Mind’; ‘Why, God, Why?"; ‘Sun and Moon’; ‘I Still Bel
ISBN: 9780711922082,

Jason Robert Brown: ;
»  The lost Five Years: video recording; lcon Home Entertainments, 2015 {Thisé
introduction to this work.)
»  Yocal scores of Jason Robert Brown can be difficult to find, but the compila
Jason Robert Brown Collection {24 selections from shows and albums); Hal
Sometimes a good source is ABE Books {zzed.1k/11220-abe) or The Book D
you want 1o avoid paying too much or you cannot find the scores from othe
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