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Teacher's Introduction

This resource includes of four practice exercises for each of the four types of guestions that students will
experience on the 9MUG/03 Appraising exam paper for the Edexcel A Level Music syllabus {from 2016}, in
accordance with Specification issue 74

®  Listening questions with skeleton score

¢ Melodic dictation Always check the exam board website for new
»  FEssay on unfamiliar music information, including changes to the

e  Essay onset work specification and sample assessment material,

This is followed by two mini-mock papers featuring all guestions types mirroring the structure and mark allocation
of the real exam but only for one specific area of study: Instrumental Music.

The guestions in this resource are based entirely on the two set works for Area of Study 2: instrumental Music:
e  Clara Schumann: First movement from Piano Trio in G Miner {focus for Mini-Mock Paper 1]
®  Hector Berlioz: First movement from Symphonie Fontastigue [focus for Mini-Mock Paper 2]

How to use this resource

it is hoped that the following material is useful to teachers and students for a range of different purposes. Below
is a list of suggested applications to allow students to practise and develop their skills. Do take note of the advice
on the next page regarding the provision of scores and audio excerpts for students.

End of unit revision: the guestions and exercises are specifically related to Area of Study 2: Instrumental Music. If
teachers favour a curriculum delivery in which the set works from a particular Area of Study are explored
consecutively, then the guestions and exercises in this resource can serve as useful consolidation and revision activities.

End of unit testing: Furthermore, if a more structured end of unit test is required, teachers can use the mini-mock
papers constructed by selecting questions from each of the four guestion types within this resource.

Classroom tasks: These guestions and exercises can also be used as classroom activities, either working through
questions collaboratively, or by sharing answers, self-marking and discussion. Note that the following suggested
timings for each type of quastion are based on the advice generally given to students when complating the final
exarn, working on the principle that the duration of the exam is 2 hours, 10 minutes. Obviously, teachers can
freely adapt or ignore these suggestions 1o suit their purposes:
e Section A Listening questions: Around 15 minutes each,
Remember that the final exam will have three of these, each from a different Area of Study.
e  Section A Melodic dictation: Around 10 minutes.
The final exam has only one of these,
e Section B Essay 1 - Unfamiliar music: Around 38 minutes.
In the final exam, students will be given one of these questions, with no choice or alternatives.
¢  Section B Essay 2 — Set worle Around 45 minutes.
In the final exam, students will be given a choice of four of these questions. They must only complete one.
When using the material prepared in this resource for practice or revision, it is probably more useful to not
give students a choice of essay questions.

Homework tasks: In using the above suggested timings, students could complete single questions or exercises as
separate homewaork tasks. For example, one listening guestion could constitute a single homewaork task. If using
the material in this resource for this purpose, do take special note of the advice given above regarding the
preparation of audio excerpts. The tasks requiring audio excerpts will be far more meaningful if students are given
an MP3 audio file to work from rather than a Spotify/YouTube link.

Revision: As with the End of Unit Revision suggestions above, the material in this resource can serve as useful
practice material to help with preparations for the final exam, particularly when used in accordance with other
material frorm different Areas of Study.

dMock exams: The material in this resource Is centred solely on Area of Study Z: Instrumental Music, Of course,
the final exam will have guestions across all six areas of study. However, the guestions and exercises in this
resource could be used to provide mock exams during the first year of teaching the course, or could be used
piecemeal alongside other resources, to allow teachers to put together their own mock exams.

1 zzed.uk/11979-Edexcel
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Using the excerpts and scores
Audio excerpts :
s  Section A Listening questions: it has been assumed that teachers delivering
access to the Pearson Edexcel A Level Anthology of Music CDs® that cover th
reasons, these recordings are not supplied with this resource. In order to av
or hints, the specific location within each of the set work tracks required for
guestions is given in the answers section of this resource. it is strongly rec :
the audic extracts needed prior to giving them to students as activities o
an Mac or Windows devices using the freeware audio editor Audacity®. :
s  Section & Melodic dictation: The recordings needed for these guestions are
ZigZag Education Support Files system, which can be accessed via zzed.uk/p
e  Section B Essay 1 — Unfamiliar music: To avoid compli ns arising from
tracks needed for these essays can be found nn uTube. The link
excerpts have been provided in the ans of this resource, to av
hints. Again, teachers are str o prepare these audio excerp
setting them as activi iously, to merely give the students
from wou 4,50 the ‘unfamiliar’ aspect of the exercise, and

e  Section B Essay 2 — Set work: No audio excerpts are given to students in the

Scores for set works :
e  Section A Listening guestions: The skeleton scores needed for these questie
at the end of this resource and should be printed as a separate handout wh
necessary to remind students that they can make notes on the skeleton scob
answers on the ‘guestion paper’. For the final exam, Edexcel examiners wi
skeleton scores. ;

e  Section A Melodic dictation: As with the Edexcel exam, students complete t 5
‘question paper’ (see Quaestion 3 — Section A - Melodic Dictation (8 marks ¢

»  Section B Essay 1 - Unfamiliar music: In accordance with the Edexcel 3MUG
provided for these guestions. The stimuli provided are purely audio. Howev:

find the scores on ISMLP® when going through answers with students. :

o Section B Essay 2 — Set works: In the final exam, Edexcel provides a small se
edition of the score. The actual amount of the score given to students dep
and, of course, its tempo and instrumentation. For example, for an essay g
Schumann’s Plano Trio in 2019, Edexcel provided the first three pages (73
provision of the score for the opening of the set work serves as a memory
everything they need to answer the questions. Despite being given part of
that students refer to specific bar numbers in their observations within th
approach is preferred. Depending on how this resource is used, teachers
first few pages of the set works needed from a clean, unmarked Antholog
ssumption is being made here that teachers and students already have th
Anthology of Music®.

R
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9
a9

3 : “
Avaitable for purchase at: https:/ fwww.amazon.co.uk/Edexcel-Level-Anthology-Rusic- : Educ G.t Ign
2016/dp/ 1292118377 fref=tmm_abk_swatch_0?_encoding=UTFS&gid=1656628761&sr=8-1 ;
« 3 Downlosding: https:/fsupport.audacityteam.org/basics/downloading-and-instaliing-audacity
s Importing from CD: hitps:/{manual.audacityteam.org/man/tutorial_how_to_import_cds.htmi
¢ Trimming/editing imported tracks: httpsy fmanual.audacityteam.org/man/tatorial_editing_an_existing_fila.htm!
Recording from Spotify using Audacity: bttps:/fwww.wikihow .com/Record-from-Spotify
htips:/ /imsip.org/wiki/Main_Page '
& https://www.amazon.co.uk/fdexcel-Level-Anthology-Wiusic-2016/dp /123211 8369/ ref=tmm_pap_swatch_07? enmdmv;.;

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 2 of 7C




All audio extracts required for Section A Questions 1-4 are taken from the Ede
(D set published in partnership with Edition Peters and Faber music, and edite
ISBN-10: 1292118377

ISBN-13:978-1202118376

For specific details regarding the precise location of audio extracts needed for t
guestions, see Mark Scheme: Practice Questions Section A — Listening.

ans as this inform
ciice, revision or e
5 iting them to students.
ges for more details.

Mote: these locations have not been given here in the g
some of the answers. Teachers using these ques*
advised to prepare extracted audio files
scoras — Audio excerpts on the 7

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 3 of 7C
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Question 1 ~ Clara Schumann: Piano Trio in G minor, first mowvy

Listen to the audio extract for Question 1 {see the box on Section A — Listening)
for Practice Question 1 in the appendix. Answer all questions in the spaces provi

a} Describe the texture in bars 1-8.

b}  What § ;; ‘used in the violin in bars 15>-17'?

d) identify the twe chords at the end of bar 21.
Chord A e e
Chord B e,

e} Compare bars 26-29 with bars 22-25.

f}  Explain how a feeling of increased tension is achieved in bars 37-38.

h}  What is the key at bar 457

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 4 of 70
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i} Which of the following describes the sections of the movement heard in thi%:z

Exposition: First subject and transition

Exposition: Transition and second subject

Development

Recapitulation: First subject and second subject

COPYRIGHT
PROTECTED
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Question 2 ~ Clara Schumann: Piano Trio in G minor, first mov

Listen to the audio extract for Question 2 (see the box on Section A — Listening)
for Practice Question 2 in the appendix. Answer all questions in the spaces prov

a} Describe the texture of bars 1-4.

d}  What harmonic device is used in bars 17-247

e)  What relationship does the key at bar 25 have with the key at the start of th

b} ldentify the chord beat of bar 6.
c} ldentify éys at the following places:
i} Bar9 e
i) Bardl e
T E R

f}  Which of the following best identifies the section and theme that begins in t\

Exposition: First subject

Exposition: Second subject

Recapitulation: Second subject

Recapitulation: Coda

g} identify the broken chord played by the violir

h} Describe the melodi ‘the piano part of bars 313-33%,

wevnnaneel T T T T T T T T R R <23

i} What happens to the tempo around bar 3772

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 6 of 7C
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Question 3 ~ Hector Berlioz: Symphonie Fantastique, first mov

Listen to the audio extract for Question 3 {see the box on Section A — Listening)
for Practice Question 3 in the appendix. Answer all questions in the spaces provi

a}  What instrumental technigue is used in bar 67

b} ldentify the three chords in bars 8-9.
Chord A (bar 8 ..coceevieeeicieenen,

Chord B (bar 82) ..coceeevveeeveeieenen,
Chord C (bar 9%) ...........

¢} Describe th

d} Compare the musical features of the two locations marked on the skeleton '

g} Describe the rhythm played by the flutes and r71. COPYRIGHT
........................................... PROTECTED

device is used in bar 80?

ag

Education

i} What key is reached at bar 87 and what is the relationship of this key with t

Key (bar 873 .o

Relationship withthe key In bar I ...ccioiciin i oo

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 7 of 7C




Question 4 ~ Hector Berlioz: Symphonie Fantastigue, first mov

Listen to the audio extract for Question 4 {see the box on Section A — Listening)

for Practice Question 4 in the appendix. Answer all questions in the spaces provi

a}  What instrument is heard first in this extract?

e} Describe how the tempo changes in bars 23-37.

f}  Describe the features of the bass line in bars 47-59.

odic device is used in bars 67-697?

ity What melodic device is used in bars 75-767

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 8 of 7C
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h}  Which of the following best describes the theme in bars 80-837

idée fixe

First subject

Second subject

Third episode

i} Inwhat year was this piece composed?

COPYRIGHT
PROTECTED
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Section A ~ Melodic Dictation {8 marks e

Audio tracks for these Melodic Dictation exercises are available to downioad fror{*

Question 1 — Melodic Dictation
Listen to the track AoS2 Melodic Dictation 1.
Complete the melody in bars 2 to 4.

&

%

. =136
i
{Total fu
Listen to the K. Complete the melody in bars 1 to 3 (notice there is a single cr:.ét:
J =108
)

>

'y ‘
{Total

Question 3 ~ Melodic Dictation
Listen to the frack. Complete the melody in bars 1 to 3.

. =84
n P 1X g3
by —fe?

nf

Question 4 — Melodic Dictation
Listen to the track. Complete the m

COPYRIGHT
PROTECTED

f
o [ 8 )

)

37
S

{Total
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Section B — Essay 1: Unfamiliar Music Essay {20

For specific details regarding the precise location of the audio extracts needed §
Unfamiliar Music guestions, see the Answers section. ’

Essay 1a {related to Clara Schumann: Piano Trio)
Analyse the use of melody, tonality and structure in this excerpt. Your answer s
works, which can include set works or any other music.

Pl-ano"Trio)

Essay 1b (related to Clara Sch :
nority in this excerpt is typical of

Discuss how the use of rhyth
mid-nineteenth.cen
other musi;

Essay 1c {related to Berlioz: Symphonie Fantastigue)

Describe the use of structure, tonality and melody in this excerpt. Your answer

works, which can include set works or any other music.

Essay 1d {related to Berlioz: Symphonie Fantastique)
Describe how the composer uses sonority, rhythm and texture to depict a drean
convicted of killing his beloved and is marched to his execution. Your answer sh
which can include set works or any other music.

Section B — Essay 2: Set Work {30 marks

Essay 2a {related to Clara Schumann: Piano Trio) :
Evaluate the use of structure, tonality and harmaony in the first movement of Clag

G minor, Op. 17. Your answer should refer to other relevant works, which can inc;é:s

jer should refer to other relevant works, whict

Essay 2b (related to Clara Schumann: Piano Tr!
Discuss the extent to which the first movement of
exampie of instrumental music written durig2’
other relevant works, which can irs

nn’'s Piano Trio

ks or any other music.

o Berlioz: Symphonie Fantastique}
of harmony, texture and sonority in the first movement of Be
Your answer should refer to other relevant works, which can include set works

Essay 2d {related to Berlioz: Symphonie Fantastigue)}
Discuss the extent to which the first movement of Berlioz's Symphonie Fantasti

nineteenth-century orchestral writing. Your answer should refer to other relevarg

works or any other music.

alf of the nineteenth ce

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 11 of 70
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Mini-Mock Paper 1

Question 1 ~ Clara Schumann: Plano Trio in G minor, first mov.

Listen to the audio extract for Question 1 (see the box on Section A — Listening) &
for Mini-Mock 1: Guestion 1 in the appendix. Answer all questions in the spaces.

a}  Whatis the key at bar 57

b}  What is the melodic interval between the two cello bars 11 and 12

¢} Describe the rhythm‘

d}  From which section of the movement does the thematic material played by
17-18 originate? f

First subject

Transition

Second subject

introduction

e} Describe the texture in bars 24-28.

COPYRIGHT
PROTECTED

f} i J ®'monic device is used in the violin in bar 40?

a9

i} What melodic device is used in the violin in bar 417 i
Education
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gl  What harmonic device is used from bar 53 until the end of the extract?

L TR T L L L R R R A R TR e

Questiorg?¥ iVelodic Dictation

(@]
o
>
o
w
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wv
[}
(o]
=,
[=]
=
>
|
=
=
=
<
[=]
(o]
=
0
Q
T
[¢°]
-
=
jo
N
0O
O
3
<
B
o+
[3Y)
~t
=y
]
3
B
&
e

J =84

Question 3 ~ Unfamiliar Music Essay {related to Clara Schuma

Discuss how this excerpt is characteristic of chamber music from the second half.
reference to texture, harmony and structure. Your answer should refer 1o other
include set works or any other music. f

COPYRIGHT
PROTECTED
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Question 4 — Set Work Essay {related to Berlioz: Symphonie F@%

Describe Berlioz’s use of sonata form in the first movement of Symphonie Fanm.f
structure, tonality and melody. Your answer should also refer to other relevant &
works or any other music. 5

COPYRIGHT
PROTECTED

a9
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Mini-Mock Paper 2

Question 1 -~ Hector Berlioz: Symphonie Fontastigue, first Mo

SR

Listen to the audio extract for Question 4 {see the box on Section A ~ Listening) &
for Mini-Mock 2: Question 1 in the appendix. Answer all questions in the spaces:

a} ldentify the theme that is referenced by the lower strings in bars 14,

¢} Describe three features

h}  Which of the following describes the sections of the mzr#ment heard in thi;,,;

COPYRIGHT
PROTECTED

Introduction

Exposition:

Recapitulation: Coda

ag

Education
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Question 2 - A Level Melodic Dictation

Listen to the track Ao%2 Section A — Mini-Mock Paper 2 Q2. Complete the mel
single crotchet anacrusis at the start},

=56
0|
L2
3]
Q)‘
,mf
Question 3 — Unfamili> ssay (related to Berlioz: Symp)
Describe he , yser of this excerpt communicates the following narrativ%z
musical elery d devices. Your answer should refer to other relevant works;

any other music.

Narrative: 4 medieval lndy sits alone on her balcony gozing into the distance am%
knight who left several years ago to join the Holy Crusades. She worries about his
for kis safe return and their reunion. :

COPYRIGHT
PROTECTED
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Question 4 — Set Work Essay {related to Clara Schumann: Pian§-ﬁ

Discuss Clara Schumann’s use of melody, texture and sonority in the first movern
Op. 17. Your answer should refer to other relevant works, which can include set ;

COPYRIGHT
PROTECTED
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Mark Schemes

Practice Questions: Section A ~ Listening (14 rr

Question 1 - Clara Schumann: Piano Trio in G minor, first mow.
€01 Track 13: 2:46~4:07, bars 145

Guestion :

Answer
number

1{a) Melody with accompaniment / (Melody dominated) homophony (1

Violin (solo) / melody / piano (accompanim

(Bars 1-4) broken / rocking che;

C

1(b) Ascending (4-beat) sequence

1ic) Descending chromatic

1{d) CHORD A: fc / tonic in 2™ inversion / Gm/D (1)
CHORD B: V7 / dominant 7%/ D7 {1)

1{e} Bars 2627 are identical to bars 22-23 {1)

Pitches {in violin} and chords {in piano} are altered in bars 28-29 (1

146} Crescendo {1}

Imitation between piano and violin is closer together {2 beats apart)

Pedal point {on the subdominant} {1} A
Ascending / partly chromatic ling in cello {and piano left hand) (1}

No marks for ‘Bor 38 is a repetition of bor 377 as this is obvious froméf:%

1i{g} Syncopation / syncopated quavers

1{h} Bb major / relative major

1{i} Exposition: First subject and transition :
Actually, the extract comes from the exposition repeat, but as the
sections is repeated exactly, this distinction i irelevant.

COPYRIGHT
PROTECTED
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Question 2 — Clara Schumann: Piano Trio in G minor, first mowy
CD1 Track 13: 7:58-9:15, bars 186-236"

Cuestion

Aurnher Answer
2 {a} Homophonic/homorhythmic at first {in bars 1-2% {1) '
Violin from 27 is briefly monophonic / piano part has rests in bars 2
Piano accompaniment is chordal / block chords {1) E
2 {b) Neapolitan 6™ (in the key of G minor)
2 {c) i} C minor / subdominant (1)

ii} Eb major / relative major of

2 {g)

2{d) |Demi

W%ie question asks for the key relationship so an answer of ‘G major§
requirement.) :

2{f) Recapitulation: Second Subject
2 {g) Diminished 7
2 {h} Pairs of repeated notes (1)
Melodic line ascends in steps at first {1}
Bar 32% {moving in quavers) has a drop of a {perfect} 4™ (£-8) {1}
Bar 32* continues stepwise ascent {B~C) {1)
Bar 33 has a rising {perfect} 5 {C -G} {1}
2 {i {Poca) ritard / slows down slightly / holds back slightly (1}

Also accept rubato (1)

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 19 of 70
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Question 3 — Berlioz: Symphonie Fantastigue, tirst movement
€D Track 14: 5:19~6:35, bars 64-150

Question Answer
number
3 {a) Plzzicato
3{b} [ic/ tonic (of Cmajor})in 2™ inversion / C/G (1)
¥’ / dominant 7/ G7 (1)
§/tonic/ C {1}
3 {¢) Unison / monophonic texture* (1) :
In bars 15-16 a simple, brief homophonic / al accampanﬁment%
* Students should be encouraged to s
nature, rather than the more g ’ n of ‘monopheonic’.
3{d) [XandY havethe pitches) with the exception of the 1

f a crescendo (1)

Saraired chordal quavers in the accompaniment become maore fr :
regular rhythmic pattern in Y (whereas in X they were more sparse

Z{e} iAscending (C major} scale / ascending conjunct line
3 {4-3} suspension

3{g} iTriplet crotchets

3{h} Circle of 5™

3{i) Bar 1: Cmajor {1}

Bar 87 G major {dominant of C major) {1}

Question 4 ~ Berlioz: Symphonie Fontostigue, first movement
€D Track 14: 9:09-~10:41, bars 232-329%

?;ﬁ;g:? Answer

4 {3} {French) horn

4{b} {Rising) perfect 4™

4 {c} Same notes {D and G) but violin is a rising perfect 4" whereas the b
/ the bass is the same as the violin {albeit in a lower register) but in

4{d} iContinues the same rhythm / paired quaver figure from bars 6-8 {1
... but with the melodic outline of the theme (idée fixe) played in the
heterophonic texture (1)

4 {e) Gradually speeds up (poco accelerando) (
Returns to its original tempo at. '

4 {f) Bars 47-51: (largely 1 tones or semitones {1}

Rhythmic di thm values become gradually shorter} / mt:si‘:a

9: broken chords accompaniment (1)

ars 54-59: rising (mostly chromatic) arpeggios (1)

4 {g}{i} |Ostinato

4 {g} i} [Ascending sequence
4{h} |Second subject
4} 11830

Note, the question asks when the piece was composed 5o there shou
regarding subsequent revisions that Berlioz made later in his life.

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 20 of 70
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Practice Questions: Section A —~ Melodic Dictation

Enharmonic equivalents of any pitches should be credited [e.g. F#/ G4).

RERERR

darks Description
1 1-3 pitches and/or note lengths correct
2 4-6 pitches and/or note lengths correct
3 7-9 pitches and/or note lengths correct
4 10-12 pitches and/or note lengths correct
5 13-15 pitches and note lengths correct
& 16-18 pitches and note lengths correct
7 19-21 pitches and note lengths ¢
8 22-24 pitches and noft:

odic Dictation

Track: Aosz odic Dictation 1
0 =136

Question 2 ~ Melodic Dictation
Track: Ao%2 Melodic Dictation 2

.= 108

Question 3 — Melodic Dictation
Track: AoS2 Melodic Dictation 3

Question 4 — Mel
Track: A0S2. o
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Other Listening Guidance

Suggestions related to Clara Schumann: Piano Trio in G Minor, first
Clara Schumann: Piano Tric in G minor
A good starting point is to listen to the other, non-prescribed movements from

Spotify: zzed.uk/11979-Trio-Clara-$pP @Gotozzeduwilg?gf—
Score: zzed.uk/11979-Trio-Clara-Score

in summary:
Movement 2 — ‘Scherzo: Tempo di Vienuetto’
e  isually, the second movement of a large-scale four-movement work {such a
or indeed a piano trio) would be set to a slow tem icia lyrical melody. Tt
heen well established during the eight ) turn, the third mavei
minuet and trio, in triple metre ard nce-like character. Beeths
was taken up by other e century composers, sucit as Schubeé
trio for his third m: iiistead. This is the tradition that Clara Schuma
" % : ements around.
¥ (mcludmg reverse-dotted/lombardic patterns) are cummor‘é
#  During tne scherzo, the cello has a largely accompanying role that is often re
the bass notes.
e s inthe relative major key of Bb. E
&  As with the first movement, the music is melodically driven and has clear e:a;,'
chromatic harmony.
#  The trio section, in contrast, is more lyrical. The melodic material is more fae{s:;
instruments; the cello in particular has a much more involved, exposed role
s  Cccasional moments of imitation and subtle counterpoint between parts. -
»  There is a repeated moment in which the violin and cello have melodic mat '
piano has a largely chordal accompaniment.
#  Asis typical of the style, the scherzo section repeats, albeit in a shortensd,
ternary (ABA} structure for the movement.

Movement 3 ~ ‘Andante’ :

¢  This has the fzeling of a song without words, perhaps showing an influence

®  The first sight bars is very Mendelssohn-like, in particular, with just piano in
supporting a lyrical melody in the right hand.

¢  There is use of syncopation in the melody as it approaches the cadence, als
arnamentation in the form of turns.

e  The violin then repeats the melody (a reverse of the roles from start of the
supports the bass line with pizzicato and offbeat rhythms.

e The following section has arpeggiated chordal acco ent in the piang
@
®
L3
pianc providing a largely chordal support.

&  Atthe end of this central section, there is a tonic pedal {in £ minor} that mo
ia the opening key of G major. This is a much more sophisticated, subtle m
modulation that brought the change o £ minor at the start of the agitated

»  Thereis a return of the opening melodic material thereafter but another ret
melody while the violin has offbeat pizzicato chordal accompaniment.

#  Texturally, this movement has widely spaced chords and broken chords in t
multiple stopping in both the violin and the cello adding further depth to the
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Movement 4 ~ ‘Allegretio’

e Mixture of sonata form and rondo form.

e  Dpensin G minor with viclin melody, largely chordal accompaniment in the
melodic line) and celio supporting the bass line. There is melodic interest for
the opening, though, with the cello often in a higher register for its melodic

e  Frequent transition through different keys: the first melodic section moves
via a German {augmented} 6™ chord. This is a device that is soon used again§
{relative major).

#»  Pedals are also used to secure new keys (again, as in the first movement), s
{acting like a second subject} prepared via a pedal A {dominant pedal). A

&  Moments of chromaticism in the melodic material at times, too, as in the fi

#  There is some reference to musical material from, tier movements, 1og
referenced at 1:20). E

&  Dramatic, fugal section in the midg

»  There is extensive use of :
in avery similar
expecty ;Q ?

- he final 25 seconds of the me}vemesﬁf@
‘tonclusion of the first movement. However, th
anor, but a sudden shift to By finishes the work in G majo

Robert Schumann: Piano Trio in D Minor, No. 1, Gp. 83, first m

Spotify: zzed. ul/11979-Trio-D-Robert-8P  gapsn
Score: zzed.uk/11979-Tric-D-Robert-Score T *

This work serves as a very useful comparison to the prescribed set worl: Ciara’é?
wrote his first piano trio in 1847 (one year later than his wife) and was certainly
#  Sonata form.
#  Thematic material consists of chromatic melodic lines, there is also rather \

than in Clara Schumann’s Piano Trio. 5
There is much use of counterpoint and imitation between the three instru
Second subject of the exposition is in the expected relative major key (Fm
Syncopation is common in this second subject. :
During the middle of the development section there is a sudden contrast w
new theme appears high in the piano register, accompanied by more sust
violin and cello, playing sul ponticelin {close to the bridge} in octaves. This g
repeated triplet quavers, at a ppp dynamic marking and with the una cord
e  This new piano theme is later combined with references to the second sub

further itself.
e During the recapitulation, the second subject does not appear in the tonic

tonic major {D major} — the same as in Clara Schumann’s use of sonata for
2  The new theme that appeared in the development section has ancther bri

before the movement concludes resolutely in D min

¢ B B8 8
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Clara Schumann’s Piano Trio was relatively conservative in its harmony, tonality
comparison with what other composers were doing at the same time, Perhaps s

traditions set by Mozart and Haydn as, being a highly proficient pianist, we know

piano trios {or keyboard trios, as they were sometimes known}. Therefore, the f

pieces are a measured balance between Classical period and early Romantic peri

Mozart: Piano Trio in C Major, K. 548 Beethovemn: Plano Trig, O
Mozart: String Quartet No. 4, K. 157 Besthoven: Symphony N
Mazart Symphony No. 40, K. 550 Schubert: Piano Trip in E-
Haydn: Piano Trio in G Minor, Hob. XV:19 Fanny Mendelssahn-Hen
Haydn: Symphony No. 6 in D Major

Classical Period Early Rey

C major, K. 548, first movemen

& Dotted rhythms first appear in the first subject.
is a core Classical period idea.
of related kevys.

is typically used to support the harmony / bass lines.
e Lively tempo, as expected for a first movement {allegro-sonata form).

between parts.
e  Diatonic harmony, with occasional moments of chromatic movement.

#  Asin CSchumani’s trio, the use of motivic events that are later revisited a
&  Use of sonata form with expected contrasts of characters in first and secoa};

e Piano tends to dominate, with the violin sometimes used for melodic lines

e Melody with accompaniment figures is common, but with some moments

Spotify: zzed.uk/11879-Mozart-Qua-4-5P  gapy

Mozart: String Guartet No. 4 In £ major, i, 157, first movegg

Score: zzed.uk/11979-Mozart-Qua-§-8core = e

e  The first subject uses a typical Classical period eight-bar melody in a paired &

meladic phrases.

A little later, the viola also becomes involved in this imitation.

inversie®C 5t before the recapltulatlon A
s Melodic material that previously appeared in the transition in the dominan

e Diatonic melody and harmony throughout with clear cadential progression
e  During a new thematic idea presented in the transition section, there is imé

&  Second subject is, as expected, in the dominant key,/ jor} and has a dsf

Material here involves circle of 5™ progressi des and suspension:
® i A
®
-2

gentle chromatic harmony {diminished 7%%) before returning firmly to cho
second subject in the tonic key, again as expected in the use of sonata for
& Often, melodic material is presented in the upper violin part with the cello
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Mozart: Symphony No. 40 in G minor, K. 556, first moven

Spotify: zzed.uk/11979-Mozart-Sym-40-Sp
Score: zzed.uk/11979-Mozart-Sym-40-Score

s inthe same key as Clara Schumann’s Piano Trio, :
e Aswas common in sonata form movements that start in a minor key, the sz;:
relative major key {as with € Schumann’s Plano Tric).
s  Belonging to an earlier era, the harmonic language here is simpler and the 3
defined and obvious, ;
&  There is considerable use of development of simpile motivic ideas, in partic
iclea heard at the very start. :

Haydn: Piano Trio i XV:19, first movemé*:

Spotify: zzed.uk/11979-Trio-Hay:

"in Classical period works was considerably less comimon than t
&  Melodic material is first presented in the pianc — for Haydn and Mozart, pi
accompanied keyboard sonatas written for piano {or harpsichord} accomp
bass lines and some melodic support and counterpoint in the violin, Plano
the resonance, particularly in their lower register, that we have come 10 ex
so the cello had a vital role in providing a sturdy bass line. This was not so
was able to provide the cello with some melodic material in its higher regis
particular plano trio dates from a time during which Haydn, visiting Londo
gxperience the new, improved English pianos, and his plano writing at this
influenced by this experience. Nevertheless, the points regarding the prom
period keyboard trios are still relevant.
&  This first movement is not in the expected sonata form, but instead is a th
and secondary themaes.
& Settoaduple metre in a relatively slow tempo {marked ‘andante’} but wit
rhythms in the opening melodic material that give the sense of a faster pu
e First section quickly modulates to relative major key and there is a tonic ped
&  There is a little development of the melodic material heard just before the
return to G minor, repetition of the opening theme and a firm cadence i t
e The following section is marked ‘cantabile’, and thematic material, again b
end of the first section, is heard in G major. 5
#=  There is some chromatic melodic and harmonic movement, but the music
and cadential progression. f
#  The next section returns to G minor and prese
¢  Another variation, now in G major, follg
#  The tempo changes to presto
is this key that ends the «

decorated variat
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Haydrn: Symphony No. 6 in D major, ‘Le Matin’, Hob. I:6, first

Spotify: zzed.uk/11979-Haydn-Symphony-6-PF g

8

®

Score: zzed.uk/11979-Haydn-Symphony-8-Score T T

in sonata form and follows the expected structural and tonal schemes,
This is an early work from Haydn and, as might be expected, uses the sonai
predictable manner. That said, there is a short, siow introduction. Haydn
introductions in his use of sonata form in the first movements of his later
called ‘London symphenies’. :
Thematic material is simply stated and functional, rather than imaginative
The harmonic and tonal structures are also simple.
The introduction includes a tonic pedal followed b
These two features clearly define the to
The second subject is in the expec
The music is typically in
exchange betweey

V preceding th

: or.
nated homophonic texture but th
S, particularly in the wind instruments.

: ny is heard from time to time, particulariy in the
line ir iproach to the final cadence of the exposition.

Beethoven: Piano trio in B-Hat, Op. 97, ‘Archduke’, first m

Spotify: zzed.uk/11979-Trio-Beethoven-S8 g S
Score: zzed.uk/11979-Trio-Beethoven-Score Fr———

®

®

&

in sonata form. A
Cello has a melodic role from time to time, often in a high register {as wit Z
There is counterpoint between all three instruments at times, and mome
instruments are paired together.

The first subject is a flowing, cantabile (singing-style} theme.

In contrast, the second subject is more detached and is also in the unexp
of key is achieved by raising the Bb to a B, thereby forming the 3™ of the
as unexpected a key as that of Clara Schumann’s brief use of B major duri
recapitulation.

The second subject, first presented in the piano, has repeated notes and
unlike Clara Schumann’s thematic material. :
Development section suddenly switches from a triplet quaver rhythm to sé
accompaniment. There is also some use of cross rhythm with triplet quaves
the semiguavers of the piano.
There is considerable imagination in the central section of the deveiopmer§
melodic material decorated with trills and the strings played in pizzicato.

more lyrical and songlike.
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Schubert: Piano Trio No. 2 in Eb, Op. 108, first moveme

Spotify: 2zed.uk/11979-Trio-Schu-SpP @ ’ Go to zmd uk/l 1 979
Score: rzed.uk/11979-Trio-Schu-Score ’ -

e inspnata form, with many of the expected structural and tonal features, i
different keys in the development section. Schubert visits more unrelated
s  Largely diatonic melodic writing, but with some chromatic writing, as expe
is common in parts of this work too, E
e  The three instruments have greater equality than in the Mozart example ai
piano part is in stark contrast to the string writing at times.
e  Melody with accompaniment figures is common in these examples, with s¢
imitation between parts. Largely diatonic harmol th more momen
including some prominent diminished 7t :

Fanny Mende : Piano Trio in D Minor, Op. 11, first

Go to zzed.uk/11879

e same year as Clara Schumann’s Piano Trio and completed in

¢  Fanny Mendelssohn, the sister of the more famous Felix Mendelssohn, wa
Clara Schumann,

e  This tric is also set in a minor key and has its second subject in the relative

¢  The work opens with the presentation of the first theme in octaves in vioh
running semiguaver accompaniment in the piano.

= Harmonic language is usually diatonic and structured by cadences, but wit

e« Second subject is presented first in the cello in a high register with a tremag
{initiaily as a tonic pedal} in the plane. When this is repeated, the plano an
cctaves, while the cello has a sustained tonic pedal.

s While the complexity and busyness of the piano part, particularly at the st
string parts, thematic material is shared by all three instruments.

¢  There is no direct repetition of the exposition {Le. not indicated by repetit
the repetition is still apparent, in the sense that the two subjects are repes
are subjected to considerable tonal and harmonic variation the second tim

Robert Schurmnann: plang Trio in F Major, No. 2, Op. 86, first m

Spotify: zzed.uk/11979-Trio-F-Robert-5F  gagesssssssuns
Got d.uk/11978
Score: zzed.uk/11979-Trio-F-Robert-Score Y o0 SRR k/1197

s Written shortly after his first piano trio and one year after his wife’s.
e  inamajor key, more cheerful and optimistic in charactey,
The second subject is a rhythmically altered ve '

ae first subject.
V'the development. COPYRIGHT
PROTECTED

(a song) during the develop '
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Suggestions related to Hector Berlioz: Symphonie Fantastique, firsi§
A good starting point is to listen to the other, non-prescribed movements from Sy

Spotify: zzed.uk/11979-Fantastique-SP 'J

In summary:
Movement 2 - ‘A Bal¥’

®

@

Movement 3 ~ ‘Scene in the Country’

&

Movement 4 — ‘March to the Scaffold’

®

Movement 5 Dream :

In this movement, the Artist is at a ball, yet he continues to be haunted by t
After an atmospheric introduction featuring tremolos in the upper strings, :
strings and alternating ascending arpeggios in the two harp parts, diminishe;
cadence (in A major) and then into a waltz. f
The theme for the waltz is derived from the idée £

textures of the waltz.
Around 2: 10 th :

and cleverly weaving in and out before the waltz style eventually regains po

It takes a composer of considerable confidence to start a movement of a sy
a series of phrases scored only for single instruments {cor anglais and offsta
After four phrases, the violas have a shimmering tremolo but at a very quie
Then from these very subtle beginnings, the texture gradually begins to thic
instruments slowly added.

In this movement, the Artist is in the countryside in an attempt to escape h
However, memaories of his beloved return. The cor anglais and the offstage
represent two shepherds in conversation in the distance. The shimmering v
rustling of the leaves on the trees,

The % metre is in a pastoral style that is reminiscent of the final movement
symphony, also a shepherd’s song.

The idée fixe appears in the middle of the movement {again in flute and ob
At the end of the movement, thunder in the distance Is suggested by timpa
This movement reuses a theme from an earlier work of his, Messe sofennelf;
destroyed by the composer after a performance three vears later, although
been found and the work revived in full.

In a dramatic turn of events, the Artist imagines that he has murdered the u
marched to the guillotine to be executed. His last thol , just before his
are of his beloved, represented by a brief refere 2 idée fixe on a sol
There is yet another example of self-h¢ this movement with
unfinished opera, Les francs-i .ges of the Secret Court}, hegun i

plainsor e Iody Dies Irae (Day of Wrath) combines with the dance of the
had particular fascination for a number of Romantic (and late Romantic) co
Rachmaninov. it is first presented, following the bell, in the unusual scoring
ophicleides, the latter being a now obsolete hybrid brass instrument with w
the tuba had been invented, there was no need for this rather strange soun
that this part is usually played today.

This movement also features a range of different instrumental effects, inclu
col legno in the strings (hitting the strings with the wood of the bow}, as we
prominent moments of syncopation.
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Haydn: Symphony No. 100, ‘Military’, Hob. 1100 {1
Spotify: zzed.uk/11879-Military-5Pp g '
Score: zzed,uk/j_lg?gmMﬂi{ary-sCQre ....................................................... ;

Late Classical peried symphony that included unexpected features at the time L
instrumentation (triangle, bass drum and cymbals), and in the use of structure i
movement and a restatement of the first subject during the exposition but in the

Beethoven: Symphony No. &, ‘Pastorale’, Op. 68 {

Spotify: zzed.uk/11579-Pastorale-SP gy
Score: zzed.uk/11979-Pastorale-Score

Although written 22 years before Berlioz’s Symphonie F.
during the Romantic period with the suggesti

Completed only six years before Berlioz wrote Symphonie Fantastigue, it is very:
symphony was a source of inspiration to Berlicz. Indeed, he described it as bei
expression of Beethoven's genius’” at a time, in Paris, when this work was still
controversial. Berlioz was evidently much influenced by Beethoven throughou
critic, frequently championed his work. Beethoven's ninth symphony saw a coni
orchestra {(also including a large choir and vocal soloists), the length of the work
complexity of the writing, to a greater extent than any composer before him.

Mendelssohn: Hebrides Overture, Op. 26 {1830, rev.

Spotify: 2zed.uk/119789-Hebrides-SP g
Got d.uk/11979 |
Score: zzed.ulk/11879-Hebrides-Score @ 0 to zzed.uk/ [

Composed around the same time as Symphonie Fantastique, this programmati
experience in visiting Scotland and is inspired by its landscape. This is a rather
that avoids the more innovative orchestration, intense emotion and chromatic

Mendelssohn: Symphony No. 4, Op. 90 {1833, later
Sp(}tify: Zzedw ukllig?gwmendusvmnqﬂjsp ......................................................
Score: zzed.uk/11979-Mend-Sym-4-3core S

Composed only a few vears after Symphonie Fantastigue, there is a programm
subject matter being inspired by the composer’s European tour (1829-31}. Th
joyful piece, in the key of A major, using sonata form in a faizly typical, conven

COPYRIGHT
PROTECTED

mphony (1857}

Spotify: zzed.uk/11979-Faus T T —
Score: zzed.uk/11979-

Similar to @ siythmic variety, chromatic melodic writing, chromati
: ee-movement work was also programmatic. There is no clea
three music®portraits suggested by the titles of the movements and further erd
it also uses a large orchestra, including organ, and a male choir and tenor soloi
with Berlioz's work and made his own plano transcription of Symphonie Fanta:
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Practice Questions: Section B —~ Unfamiliar Music Essa{j

AD weighting: AQ4: 20 marks

tevel | Marks Description
G e No relevant answer given. ;
e Some features of the unfamiliar extract are identified, thoug
be left out,
1 -4 e  Few attempts to make links to other pieces.

e Some use of musical terms, but with mistakes. ;
e Little exploration of the composer’s intentions / the effecti
e  Features of the unfamiliar extract are.i:entified.
e Links to other pieces, but ’
Uses musical term

;0me mistakes. ;
given in connection with the comyg

&s of the unfamiliar extract are described. :
Links made to other pieces to support basic peints/argums

3 The use of musical terms is adequate.
e Inconsistent explanation of the connection between musi
compaoser’s intention / the effect of the music.
s  The features of the unfamiliar extract are explained and r
e Links are made to other, relevant pieces in connection with
4 13-16 the essay. ’ .
&  The usa of musical terms is competent,
s The explanation of the composer’s intentions / the effect
supported by musical analysis.
s Awide range of musical features in the unfamiliar extract
relation to the essay question.
5 17-20 1 ° Links are made 1o relevant pieces in connection with a str
e The use of musical terms is excellent, :
s  Detailed and specific musical analysis is used to support a
composer’s intentions / the effect of the music.
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Essay 1a (related to Clara Schumann: Piano Trio)

Haydrn: Symphony No. 52 in € minor, Hob. 1:52, Exposition from the first moverm;

Spotify {(:00-1:43): zzed.uk/11879-Haydn-Sym-52-5P
YﬁuTube: zzed“ukilig?guHavdn“SymusquT ;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;;

or other listening.

$tructure and Tonality

(General observations:

¢ Sonata (alle
€A .

»  Trans) @t:ction that facilitates a modulation.

s  Codetta ending the excerpt with a firm perfect cadence.

Specific observaticons;

e  Nointroduction,

0:00} ~ First subject {theme} in tonic key of C minor.
0:13) — Brief repetition of theme moving into A> major.

= |

{ ;
& {0:21}) - Transition {using V'd-Ib in the key of £b major, the relative major

{

{

]

0:31) - Transition continues, the key of Eb major now firmly secured, with
3:42} — The end of the transition is characterised by a chromatic moveme
Bom/ /Db — Cb (maj 7} — augb — Bb — aug 6/8b — Bb — augs/Bb — Bb} that include
augmented 6 chord. There is a brief whole-tone descent in the bass line
to the dominant {Eb — Db — Cb, then ending on Bb).
s {(:47} - Dominant pedal {in the key of Eb major) to secure the cadence anc§
the relative major key {Eb.)
e {{:52} - Second subject {in the key of Ex major}. Bass line descends diatonié
inversions in the supporting harmony).
e {1:18} - Opening of the second subject theme is repeated, 5
& {1:36}— Codetta whose sole purpose is to end the exposition section with
{strong perfect cadence} in the key of Eb major / relative major. :

Melody

General observations:
#  Diatonic.

®  Period phrasing / use of ante

sequent melodic structures.,
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Specific observations:
e {(:00} — First subject is presented in octaves {monophonic texture). Begin
minor 3™ then, by way of a diminished 4", drops to the leading note. This
that is interspersed with repeated returns to the lower leading note, resu
melodic intervals. This opening phrase is played staccato.
e {0:058) — The second half of the theme, initially supported by a diminished
follows the outlines of its harmony / favours 3™ and ends on an interrup
syncepation in the approach to this cadence, creating a little more excite
& {013}~ The opening phrase of the theme is repeated, again in octaves in
legato rather than staccato.
¢  {0:21) — Two-bar repeated idea consisting of an ascending scale {Eb major,
followed by a descending Eb major arpeggio (inverted inant pedal in th
#  {0:28) — Two-bar extension of the previous leading towards
e {0:31) - Violins have a slow-movi ginibreves) while lower s
diatonic countermelody inf “gnotes (quavers). :
“the relative major key (Eb major} there i as

&
is passage leading towards the cadence that ends§
harm i 1ction but is characterised by its use of repeated notes as
s {0:52)% second subject is, as expected, stylistically different from the £

rhythms, repeated notes and is generally (though not wholly} is more cor
is presented in the violin {1} with simple chordal support in the remaining

e {055} - Sequence extends the melody into a five-bar phrase that ends w
double appoggiatura).

e {1:00) - Tutti, forte, extending melodic material from the second subject me
{1:13) — Decorated ascending scale passage in vieling {unison / monophor
descending diatonic scale in a dotied rhythm.

e {1.18} - Repeat of the opening phrase of the second subject, then soonv
descending figure that keeps returning to the tonic note each time. The t
with only string chords punctuating.

e (1:31)~ Violins in {parallel} 3% with a simple conjunct melodic idea. No oth
leads to a perfect cadence {lower strings thicken the V7 chord).

e {1:38} - The melodic material here is strongly dictated by the harmonic p
V7 chords.

Other listening
As with all these essay questions, it is essentiol that students are making conne¢
other works. (See Other Listening Guidance)

Context of the excerpt
This information is included for educational purposes, and it is not expected thd‘;
level of detail in an unfamiliar listening exercise such as this: :

Haydn is sometimes referred to as the ‘father of th ' not because he
significant orchestral form, but because h
any composer before or since. Ind
even further and turn it int
became the conven
largely st

orchestral} ;
behind weli®€Ver a hundred symphonies through which we can clearly trace th
Symphony No. 52, composed in {or around} 1772, is a rare example of a Classi
key. Because of its tonality, and the prominent use of chromatic chords {espe
augmented 6™}, dissonance {albeit dissonance that always resolves) and sync
being in a Sturm und Drong tliterally, storm and stress, meaning turmoil’) styl
style that was popular in the period 1760-1780 in art and literature and was ¢
unrest. This is generally considered as the last of Haydn's symphonies compos
full of moments that would have surprised its listeners in the 17705, such as t
phrase lengths and the use of interrupted cadences in the initial presentation
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Essay 1b {related to Clara Schumann: Piano Trio)

Robert Schumann: Plano Trio No. 3 in G minor, Qp. 110, fourth movement

Spotify ((:00-1:32): zzed.uk/11979-Trio-G-Robert-5P
YouTube: zzed.uk/11979-Tric-G-Robert-¥T

Go to zzed. uk/11979 :

Students may need to be reminded to not only state the different musicol feat
aiso, when appropriate, describe their musical effect and m
or other listening.

Rhythm
General observations:

AD4 (20 marks): Use analytical and appraising skills to make evaluative and cr ,'

regular attempt;

® Quadruplo si

ficopation (prominently in minims, but als¢ in croichet

o ythmlc material (and vitality) shared between all three instru

e Use of accents (especially on the 2™ beat of the bar in the main theme, t

e Occasional use of ornamentation {turns and mordents} to add further co
melodic lines.

Specitic observations:
& {0:00} — Minim syncopation, that becomes a prominent feature of the ma
immediately in the 1% bar.

e {0:04) — Accents on the 2™ and 4™ beats of the bar further emphasise the
theme opens with steady crotchet rhythms and continues with cascading
flourishes. There is a little decoration of the violin melody (& turn) here, t

s {0123} - First episodic section has new melodic material that makes consid
also has decorative mordents {or turns}. The accompanying chords empha
/ offbeat quavers. Rhythm of this piano melody is a one-bar pattern that i

e {(:32}—in the approach to the return of the main theme, the rhythm is |
{again, with accents that emphasise minim syncopation}.

s {(:38} - Repeat of the main theme now has quaver syncopation of the m
the violin which remains on beat.

& {050} -
crotchets in the chordal accompaniment. The cello (and subsequent violi
mordent but sounds like a turn).

¢  {1:12) — Another repeat of the main theme, this time the violin has a dec
the melody (no longer in strict crotchets).

&  {1:28)— Crotchet syncopation is now exaggera

Texture
General observations:

New melodic material featuring tied notes and semiquavers. The &

s Moments of counterpoint, imitation and interplay between ail three instrus
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Specific observations:

s {0:00) ~ Opening bar {intraduction) is purely homopghonic, allowing establis
Viglin is double-stopped (plays four notes}, as is the cello after its 1% note
interval). The piano has a widely spread chord on the 1% beat, followed by &

s {0:04) - Melody with accompaniment texture, Melody in violin, doubled
remainder of the plano texture serving a dense harmonic function, with |
cello doubles the bass line / continues use of double-stopped 5%,

s {(:13} - Cello has melody, viclin has inverted dominant pedal {repeated
before — melody in right hand, chordal accompaniment below.

&  {0:23)— First episodic section: Piano right hand has melody, celic and vio
have offbeat chord accompaniment (doubling the chordal accompanime

®

®

®

s {1:00; 0 andﬁ‘cello roles reversed. Cello introduces a rising chromatic%
in the piano left hand in the following two bars, acting almost like a counteé

Sonority

General observations:
e Piang trio {piano, violin and cello}.
s  While piano is largely responsible for providing harmony support, all three.
role during the extract.
s The piano writing is texturally dense, often with thick chords and/or octava{:s
s  The cello employs a wide pitch range, at times playing penetrating melodic
fimes adding depth and stability to the bass line.
The violin also has a wide pitch range.
Double-stopping used in both viclin and cello — at times, the violin has as
The piano makes frequent use of the sustain pedal. :
The dynamics are generally loud but there are dramatic contrasts during e
Gradation of dynamics and tonal shaping of the lines is common.

8

® & & B

Specific observations:
e  {0:23} - Pianoc has bass note on-beat and quaver offbeat chords as its accoy
dynamics / softer / quieter.
e {0:50) — After a return to the louder dynamics in the return of the main the
section, again, has a sudden change to a softer dynamic level.
s {1:22) - Cello has the melody and is joined by the violin playing in paraiiels
highest register in this excerpt. :
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Other listening
As with all these essay qu
other works. (See O

sential that students are making connec§

Context ofy |
This information is included for educational purposes, and it is not expected thas
level of detail in an unfamiliar listening exercise such as this: 5

ag

Education

Clara Schumann wrote her only piano trio (the prescribed set work) in 18486, and
influence on her husband, Robert Schumann, who produced his first piano trio 5
the fourth movement of his third {and final) piano tric and was written in 1851. T
mit Humor {powerful, with humour} and is in rondo form, hence the main themel
This piano tric was dedicated to Schumann’s friend, the Danish compaser, cc}ndu%
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Essay ic {related to Berlioz: Symphonie Fantastique)

Beethoven: Menuetto — ‘Allegro vivace’, third movement from Symphony No. 4,2{*:%

YouTube: zzed.uk/11979-Vivace-¥T gy,

Spotify {(:00-1:44): zzed.uk/11979-Vivace-SP J

or other listening.

Structure
General observations:

Specific ol

® (O:OO)‘ witst section (major) repeats.

e {0:23) - Second section (different key).

&  {(:42} - First section repeat {tonic key}.

e {1:.04} - Repeat of second section and first section repeat.
Tonality

General observations:

Specific observations:

& ‘A-B-A’ina ended) binary form as A is repeated, so is ‘B-—ﬁ%’f

s Tonic key is major. There are visits to different keys during the excerpt - o

clear diatonic harmonic progressions, considerable use of primary triads a
e {0:03) - Tonal ambiguity occurs as a result of the two diminished 7™ broke

repeats with a sudden return to the tonic key {F major}.

of the chord | of this new key.

e {00} - Major key {Bb) with the tonality firmly established through arpegg'

key (F rmajor} is firmly established through a perfect cadence and repetitio

s {0:23} - Sudden, unprepared change of key. Still major, but unrelated (Db r*
because the tonic of chord | {(of the dominant key) reached at the end of ti*

& {0:40) - Dominant 7" chord {of the tonic key) brings the tonality firmly bagy
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Melody

General observations:

&  Largely arpeggio or broken chord based.

e Motifs from the opening of the theme are reused throughout.

Specific observations:

in the second}.

#  The second section (change of key} has a varied version of the theme hearg

¢ Main melody {in violins) is largely arpeggio based and has an arched conto%

&  Four-bar phrase with an anacrusis.
#  Three beats in a bar (fast triple-simple time) with rhythmic emphasis on 2
the melody followed by a more regular emphasised 1. %eat of the bar th
&  {0:03) —The fully accompanied, homophon
clarinet and bassoon (in octaves)
the same chord but descen
also with d|m|n|sh :

based melodic outline of the first melody.

featureg sectlon ends W|th a clear perfect cadernce and repé
domi pporting a tonic arpeggio in the violin melody. '
s  {0:23) %W section again starts with an anacrusis. The melody has the sas

e {{(:25) — An echo of the end of the melody phrase is passed through the s

{monophonic texture} as before, but now extended, before reaching a do
leading to an extended perfect cadence and references to the main moti

Other listening
cther works. {See Other Listening Guidange)
Context of the excerpt

This information is included for educational purposes, and it is not expected th
fevel of detail in ar unfamiliar listening exercise such as this:

Shortened versions of this same idea continue, supported by different chos
e {0:40) — Repeat of first melody, loud dynamic level / fortissimo, followed by

As with all these essay questions, it is essential that students are moking conneé“?

Beethoven's fourth symphony was composed in 1806 and first performed int

somewhat ill-fated work in that it stands between his great third and fifth symg
considered among the finest examples of symphonic writing. Nevertheless, it is:
interest and invention. That said, it is rather more economical than his other syg

period styles, too, particularly in its use of tonality and harmony. This excerpt
movement, which in Beethoven’s symphonies would of :
again hints at older musical styles by writing a M; Trio, as was the sta
movement of Haydn’s symphonies

both in the size of the orchestra required and in its length. it is perhaps more ré
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Essay 1d {related to Berlioz: Symphonie Fantastigue}

Berlioz: Movement 4, March to the scaffold, from Symphonie Fantostigue.

Spotify {(:00-2:09): zzed.uk/11979-5caffold-5P

YouTube: zzed.uk/11979-Scaffold-YT g- Gotozzeduk/llgm “““

AD4 (20 marks): Use analytical and appraising skills to make evaluative and cri .

Students may need to be reminded to not only state the different musicof featu
also, when appropriate, describe their musical effect and moke regisfar atterng
or other listening.

Sonority
(General observations: 5
® Scored fora I ncluding a large brass section including trumps

o is also prominent use of timpani from the cutset.

e {0:00} - Timpani measured roll {triplets) and pizzicato low strings {chordal

e {(:02} - Syncopated brass (horns) chorale phrase answers, These twa idea
throughout the remainder of this section but with a gradual thickening of
slowiy added. 3

e {(122) - The effect of adding more instruments in the previous bars prepa
at this point. This suggests that the prisoner is being marched towards the
awaits at the scaffold to witness the execution — or possibly, this is the Artg
in a dream-like state}. The minor key and orchestration that favours lower
this section allows a suitably dark, sombre mood.

e {028} - Following the crescendo, a louder dynamic level (fortissimo} is rea
plays a tonic chord. This is followed by lower strings {cellos and double ba
descending, conjunct melodic line. The rest of the orchestra remains tace
diminuendo as it descends — the protagonist accepting his fate, perhaps.

& {142} - After an imperfect cadence supported by viclas and bassoons, the
parallel 3™ above, but with the addition of a countermelody played by bas
starts ioud and gets gradually quieter during its descent, but the bassoon ny
making its presence felt {a complaint from the jostling prisoner, or calls fr
perhaps), before becoming gquieter at the cadence.

e {0:54} - Combination of ideas from the previous two sections: on-beat druy
and another repeat of the descending melody (now heard in upper string:
this is a livelier, staccato countermelodic idea in the lower strings consisting

®  {1:23) — The descending melody is repeated ctaves, in pizzic
moving countermelody consisting of st d arpeggio figures p '
bassoon perhaps representin
the string melody

® {1: 42)

COPYRIGHT
PROTECTED

with such prominent use of the brass. The tonic pedal is rhythmicised by th
providing a sense of forward motion. :
s {1:55) - A brief chordal interjection from the strings at the cadence {a chee
e {2:02} - Chromatic rising bass line creates a little tension in the approach

Education
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Rhythm
General observations: 5
s  Duple-metre, dotted rhythms and rigid, fairly lively tempo are all features ¢

Specific observations: 3

e {00 - Strong duple-metre established from the very start, providing cieaa@
on the 1% and 2™ beats of the bar in the timpani. The timpani plays miEitaryé

s {(:02} - The drums are immediately answered by a brass chordal phrase u&
emphasised by the use of accents, :

&  {0:17)—The two ideas (drums followed by syncopated chords) then aler

#  {D:22)— Syncopated chordal idea is extended over more bars.

e  {0:29) —The lower string melody is now on- bea’r n
march-like feel.

e  {0:43)—Bassoon counterme

«  {0:54) - Syncopate
descendiss

d rhythms — again, a feature o
/@ lower brass combine with on-beat dr
r strings provide an active countermelody t

faste! es. There is a chordal interjection from the rest of the ©

melody 12 again emphasising the syncopation.
&  {1:09) - Repeat of the previous melody and countermelody in much the s
e {1:20} - Woodwind provide more prominent, faster syncopated chords in
s {1.23) - Bassoons have a faster-moving countermelody in perpetual, conting
e {1:43} - Syncopation and dotted rhythms in the melody, typical of a marché

sturdy, on-beat bass and drum line.

Texture

General observations: 5

&  Often melody-led, the texture of the excerpt varies between homophony,
countermeiodies and monophony.

e  Chorale-like textures are heard at the start and end of the excerpt. A

&  Use of the orchestra is reserved, rarely are all instruments heard together.%

Specific observations: :
{000} - Chords in lower strings {pizzicato) and timpani with a measurad r
e {202} - Horns with a homophonic/homorhythmic phrase. Alternation be
then brass) then continues. There is a gradual thickening of the texture a
e {(:29) - Monophonic (lower strings in octaves), supporting chords added
cadence {at :39}.
s {0:43) - Melody repeats in strings but with an added part a 3" above. Bass
{have a countermelody).
&  {0:55)— Lower brass and bassoon link the end
note}, timpani with measure roll returnC-»
providing a countermelody (a
{1:08) — The rest of tl

‘lodic statement
Jiépeated, now in viol

COPYRIGHT
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nttuates the cadence at the end of the

lly moving countermelody in the bassoons. '
e  (1:43) - Brass and woodwind chorale / chordal / melody-dominated-homoy
pedal in bass and timpant. f

R

Education

Other listening 5
As with all these essay questions, it is essential that students are making conne¢
other works. (See Other Listening Guidance) 5
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Context of the excerpt
This information is included for educational purposes, and it is not expected tho:
level of detail in an unfamiliar listening exercise such os this: Z

Students should already be well aware of the contextual details of Berlioz’s Syn
excerpt comes from the fourth movement in which the protagonist, in an opiurs
has killed his true love and watches himself being led to the guilloline to be exe
the march are evident and are subjected to moments of wild outbursts, perhap
brief appearance of the idée fixe, for solo clarinet, just before the prisoner is ex
excerpt) in which the Artist’s final conscious thought is of his lost love. The rais
depicted in the inversion of the previously descending theme that was heard r
movement. The execution itself is depicted by a tutti m!
bouricing is represented by descending pizzicat

COPYRIGHT
PROTECTED

ag

Education
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AD weighting:

Practice Questions: Section B — Set Work Essay (3

AQ3: 10 marks AQ4: 20 marks

Level

Marks

Description

0

]

No relevant answer given.

1-&

8 & @ =»

Little reference to the historical and social context of thes
Little relevant musical analysis given. {A04)
Poorly organised writing with limited relevance to the guy
Few links to other pisces. {ACG4) -

R

7-12

Some rather general references to the historical and socis

Some rather generalised musical sis. (AD4)

Some rather generalised c; “the effects of mug

Some inaccuracie a0 aiotmusical terms. (AO4)
: sreces contain errors. (AQ4}

; ions between the music and its historica:
“relevant analysis of the piece. (AO4)

3 11 The use of musical terms is adequate. (AO4}
Basic links to other relevant pieces. (AO4)
¢  Detailed connections between the music and its historic
&  Communicates a clear and controlied argument. {AQ4)
4 19-24 | »  Fluent support of the argument with musical examples ag
terminclogy. {AOG4)
&  The discussion is supportaed with references to other rel '
e  Sophisticated connections between the music and its hist
s Presents a strong, sophisticated argument. (AD4)} '
5 25-30 | »  Excellent quality of musical analysis. (A04) A
e Musical terminclogy is used throughout to support the ar
e The key points of the argument are justified using relevag!
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Essay 2a (related to Clara Schumann: Piano Trio)

AO3 {10 marks): Demonstrate and apply musical knowledge {e.g. contextual kn
musical elements and devices)
AD4 (20 marks): Use analytical and appraising skills to make evaluative and crity

Relevant contextual information — Clara Schumann: E
e  Clara Schumann {1819-1896), daughter of the celebrated piano teacher Fry
& She has been referred to as the ‘queen of the piano’ in recognition of her &
&  Also had notable success as a composer, although after marrying the com '
she concentrated on supporting her husband’s career — such wera the soc
nineteenth century. :
¢  MNevertheless, she was highly regarded as a
Brahms in particular.

a source of inspiy

Relevant contextual il
e Anexamge C for piano, violin and cello.

violin Wlth‘ continuo accompaniment, often with the cello doubling ’che ba
e (CSchumann’s Op. 17 was composed in 1846 and is generally recognised as

Structure

s  Sonata (or sonata-allegro) form.

e Convention of Classical period {and early Romantic period} to use Sonata f
large-scale works (e.g. symphonies, string quartets and, of course, sonatas

e Use of sonata form is rather more conservative than that of contemporan
Berlioz’s use of sonata form in the first movement of Symphonie Fantastig
to this pianc tric, was already considerably more adventurous in its scope
expanded use of the form in his later symphonies, such as Symphony No,
introduction and an unexpected tonal positioning of the second subject.

#  Conventions of Exposition — Development — Recapitulation in Schumann’s
associated with them (see below) are much more akin to the structures us
other Romantic composers — the first movement of Haydn's Symphony No

&  First and second subjects in C Schumann’s trio are easily identifiable and ©
exposition repeat.

e  First subject also uses balanced 2 x four-bar balanced phrases, typical of th
String Quartet No. 4, IK. 157, E

&  First subject is presented at the start of the work without any introduction:
{and then extended) before moving on to the transition section.

e  The transition serves the expected purpose of changing the key, bt also con

COPYRIGHT
PROTECTED

use of tonallty, again largely following Classical expectations.
s  There is a coda section that includes further use of sequences and imitation &

Tonallty - Education
e Tonic key of G minor. : ‘

e  Changes of key are largely in accordance with Classical period canventionsé
&  Modulation is also conventional in its preparation with the use of perfect
harmony throughout.
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&  Use of dominant (and tonic pedals) further strengthens the tonality.
e More in keeping with the early nineteenth-century harmonic language, C!
at times, in bass lines and countermelodies, and there is some use of chrog
diminished 7% chords and an example of a Neapolitan 6 chord.
#  Exposition: First subject opens, without introduction, in the tonic key of G
#  Exposition: Transition then behaves as expected by facilitating the modula
This key is reached via a weak perfect cadence, then reinforced by a domis
establishment of the tonality for the start of the second subject.
& Exposition: Second subject is clearly in Bb major, the refative major key. Thy
convention. It was fairly unusual for Classical period composers ta use a ta
movements, but when they did, the second subject was more often than
direct example of this, using the same tonal schg minor moving to
first movement of Mozart’s Symphon
Straying slightly from Classic

is the unexpected, brief visit to%

Exposition: Codetta, as expected, returns to G minor for the exposition re;:i:
¢ Development: Uses chromatically descending bass Hines and perfect caden?\%
keys, such as C minor, Eb major, F minor and G major. The end of the deve
predictable use of a dominant pedal in the tonic key, sustained over nine-a
use of a dominant pedal at the end of the development section to prapare§
a highly typical, expected device used by Classical {and early Romantic) pet
structures — many examples of other works can be used {e.g. Schubert’s Pi

#  Recapitulation returns to tonic key of G minor {as expected) but then mov
for the second subject. This does not follow Classical period conventions o
second subject also in the tonic key. However, this is not unprecedented,
be found in the first movement of Beethoven's Symphony No. 5.

e Another slight departure from the Classical model that is inherent through
scheme is the brief, yet unexpected visit to the unrelated key of B major d
recapitulation second subject.

e  The coda then returns to the tonic key of G minor and the movement cong

reinforced by a prolonged tonic pedal.

Harmony
s Conventional early nineteenth-century diatonic, functional harmony. :
s Traditional chord progressions are used throughout with the tonal scheme largs

cadences, either weakened by chord inversions, or, at the start of sections, by
¢  There are frequent cadence points.
e  Spme use of chromatic harmony, fairly typicz

o Diminished 7t chords, sometime::ai
Augmented 6™ chords

:ly Romantic style, COPYRIGHT
for chord V. PROTECTED

WT41s0 other conventional devices such as:
o Secondary dominant chords.

o Circle of 5™ progression {in the development section).
o Suspensions.

ag

o Frequent use of dominant pedals and tonic pedal {especially in the r_o ‘ EdUCG‘tIOﬂ

Other listening '
As with all these essay questions, it is essential that students are making conne
other works. (See Other Listening Guidance)
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Essay 2b {related to Clara Schumann: Piano Trio)

A3 {10 marksh Demonstrate and apply musical knowledge {e.g. contextual kn
musical elements and devices)
AD4 (20 marks): Use analytical and appraising skills to make evaluative and crit

Relevant contexiual information — Clara Schumann:

e  Clara Schumann {1819-1896}, daughter of the celebrated piano teacher F

e  She has been referred to as the ‘gueen of the plano’ in recognition of her

& Alsa had notable success as a composer, although after marrying the compaos
concentrated on supporting her husband’s career — such were the social expe

&  MNevertheless, she was highly regarded as a composer and a source of insp
Brahms in particular. :

Relsvant contextual information - P|ano
¢  An example of chamber mus
&  Piano trios were fi

but its QEins

3 violin and cello.
uring the Classical period and there are
ack further to violin sonatas from the Baroge
ud accompaniment, often with the cello doubling the bas
s Op. 17 was composed in 1846 and is generally recognised as§

information and details pertaining to this discussion can also be found in the ang
2a and 2b above. f

A good essay addressing this guestion would need to weigh up the extent to which
its time or whether it relies more heavily on the Classical models set by Mozart ang
form in the hands of C Schumann is much reminiscant of the latter, favouring a fa
scheme, right down to the use of balanced phrases and eight-bar melodic structu
the first subject). As already mentioned above, there is relevance in suggestions t
certainly aware of the chamber and piano music of Mozart and Haydn, having be
of this repertoire. Nevertheless, there is some passing through unexpected tonal
major and B major in the exposition: second subject and recapitulation: second su
typical of the writing of Beethoven in his piano trios, than in the works of Mozart
meindic and bass lines, at times, is also a more typically Romantic feature, asis th

Dynamics

Sudden changes of dynamics, at times, and little use of the more subtle markin
cormimon in the nineteenth century, suggesting more of a nod towards the son
composers. However, there is use of some gradation of dynamics from time to
‘Romantic” expression.

Rhythms
There are many typical rhythmic festures found in C Schumann’s movement tha
place in a Classical period composition, including the use of an anacrusis at the s
guaver movement and lively passagework. The use of motivizrhythmic events i

later revisited and developed is also a technique co :he Classical period COPYRIGHT
syncopations in C Schumann’s writing, espegi yncopatlom, but neves;

sense of pulse or metre. Furthermo 5 ly more opportunity for expé PROTECTED
melodic material than wot he driving allegro rhythms of a Classit

Structure

{See abovd etails.) A reasonable conclusion to a discussicn of structu

used by C S ann is rather more akin to a typical Classical pericd model, alb:’fkS
use of tonality in the exposition and recapitulation sections. :

Melody

The first subject consists of two four-bar phrases, resulting in an elght-bar the
by Classical period composers. Contrasts of style and character between the fir
something that earlier composers often did. Compare, for example, with Berlio
dominates in the first movement of his Symphonie Fantastinue, with a second
same theme, never really taking hold for more than brief passages.

Education
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The second subject in C Schumann’s movement also favours balanced, two-bar
extended via sequences, too. Nevertheless, there is some chromatic writing, p
that is more typical of the eighteenth century, although never 10 the extent tha
tonality (as found in the writing of Berlice, for example}. ’

instruments :
Here we can see some clearer contempaoraneous ideas in € Schumann’s writing
trio tended to be dominated by the piano with the violin providing some textury
countermelody from time to time, but rarely an equal to the piano part. The cel
more than reinforce the bass line. There are several reasons for this, the most !
particular, the composer wouid have probabiy been the pianist, and the piece w
Also, the piano of the late eighteenth century tended to Iack projection and res
addition of a cello doubling bass notes added rather r ght and richness
Schumann writes considerably more evenl
cello all given significant melodic roles
instruments, in various combi
increased tension. That,
than profe ok
pianc wriy

e. There are many exant
Tairly wide pitch range explored, pc
inn was probably writing with capable any
performers, so extremes of pitch are not used. Furt§
eful use of register to avoid overpowering the strings. =

Texture ;
Typical of chamber music from the early nineteenth century, there is lots of tex
would be found in the largely melody-dominated homophony of the Classical pg
s Interplay and imitation between violin and piano and violin and cello, A
s Polyphonically animated homophony with countermelodies.

e Block chord textures in the plano accompaniment.

That said, melody-dominated homophony is common and there is use of arpegf
piano accompaniment and sections where the piano plays linking passages alon

Tonality :
Much has already been said above regarding the tonal structure of C Schumanr
short, her choice of keys is almost entirely in keeping with Classical period sona
are occasional visitations 1o unexpected keys and a use of the tonic major {inst

recapitulation, second subject. ‘

Harmony :
(See the answer to 2a above for more detaifs.) The use of chromatic harmony is:
style including:
e Diminished 7% chords, sometimes as substitutes for chord V7.
Augmented 6™ chords.

Meapolitan 6 chord.

Extended chords, such as [added] 9%,

Chromatic descent in triads leading into the expos

& ¥ & 8

nsition.
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But there is also plenty of reliance on traditi al’ featuras such as:
Function harmony
Frequent cadences

Secondarsdor:

& 8 ® & B

In summary, a reasonable conclusion might be that C Schumann’s writing is rat

indebted to a Classical style than that being explored by other composers in th
more typical Romantic period devices to be found in the use of chromatic melo
in the writing for the three instruments, and in some of the unexpected shifts o

Education

Other listening
As with olf these essay questions, it is essential that students are making conne¢
works. {See Other Listening Guidance) 5
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Essay 2¢ {related to Berlioz: Symphonie Fantastigue)

-7

?

®

AD3 {10 marksh: Demonstrate and apply musical knowledge {e.g. contextual kn
musical elements and devices)
AD4 (20 marks): Use analytical and appraising skills to make evaluative and crit

Relevant contextual information —~ Berlioz

Relevant contextual information — Symphonie Fantastique

Hector Berlioz (1803-18869). ;
Highly influential early—mid Romantic period composer, the most importaz:{sa
He is particularly famed for his innovative approaches to orchestration.  :
He was unusual for not being a pianist — most composers at this time were§
Mendelssohn, Schumann, etc.). Although not to, ionatl level, he pl
it is likely that this was partly responsi e, unconventional a

s

& First written in 1830 (but Iater revised).
&  Programmatic music teiling the self-autchiographical story of a talented ar
and, in a fit of despair, poisons himself with opium. :
s It is widely belleved that the story mirrors Berlioz's own infatuation and ub\
Smithson, and that this great symphonic work was dedicated to her, despit
actually met her {although they did later meet and marryl.
&  There are five movements in total, as opposed to the usual four for a symg§
own descriptive title. Berlioz wrote his own programme notes for the work
possible to understand the music without understanding the narrative bet
e This work was written when Berlioz was still relatively young {in his late tw
his best-known work,
s Central to his structural thinking was the use of a single theme he called th
Reflecting the obsession of the protagonist, this theme recurs not only du
movemeant, but indesd through all five movements of the work, '
Harmony :
#  The use of harmony is often diatonic, fitting within various tonal centres, a
emphasis on chromatic chords, particularly diminished 7. :
e  (Cadences are frequently used at particular moments to stabilise key chang
#  Chord inversions are also common, particularly in the development sectio
chords are heard. There is also use of inversions at < cadence points to
progressions, as in the plagal cadences at t efirst movement. |
&  lJse of suspensions (and appoggi $ Moments of dissonance ig
&  There is prominent use of. in to structure the tonality. Mo
end of the introd: as a series of seemingly unexpected chord
of the Ab — E/Ab(GE) — Cim/Ab(GE) — G#m. A diminish
the then resolving (by way of Am and F chords) to a 2™ inversion
fike an :
&  Further dissonance is heard in the free use of 7™ {without preparation} an
suspensions added over this, too.
s  Conventional harmonic structures are in place, nevertheless, such as the dy
the exposition section that prepares for the repeat.
e Aless conventional chord ll to chord | progression appears at the end of?
the movement.
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Texture

s  Throughout the movement there is considerable variety of texture: :

o Briefly monophonic {in octaves) then chordal at the start followed by §

o The ‘plus vite’ section that follows is light in its texture at first with vig

fragmented accompaniment. it soon thickens in textural depth, beco

free counterpoint and interplay between parts.

o The return of the slow tempo sees a more densely accompanied me!qug

o The end of the introduction has a pedal Ab supporting various meiodi(é

o The link section {start of the alfegro tempo) is purely homophonic {at}

o The idée fixe (first subject theme) first appears in unison viokin and i
becomes increasingly accompanied — often with a naired-quaver figu

‘heartbeats’ that intensify. :

o The second subject, brief as it is,

continuous) chordal accor:

2 The passing of me :

subject thex

53 ¥ followed by a reference to the second subject in the woodwi
by the strings in octaves (monophonic).
o Parallel 1% inversion chords in ascending and descending chromatic s
o Restatement of the idée fixe at the start of the recapitulation section
the winds, this time, and accompanied by paired quavers in the stringy
o The first full futti occurs with a climatic statement of the idée fixe where
heterophonic texture with the violins playing a decorated and fragmenté
o inthe approach to the end of the movement, a moment of calm has s
in the woodwinds. ;
o The final bars of the movement represent a chorale-like section with &

Useful connections made with other works could refer to: :

s Similar moments of textural variety, for dramatic/expressive purpose in Li

®  incontrast to the often dense, string-dominated writing in Beethoven's sixt
does not use the whole orchestra until quite near the end of the movement.
subtlety in Berlioz’s orchestration with the main themes presented with light

COPYRIGHT
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Sonority

o At least 80 string players.

o Double winds {not unusual) but four basscons (this is unusual — even B
in his final symphony}. One of the flute players also doubles on piccolo

o Four horns.

chromatic notes, providing potential for melodic writing).

prominent role in the fifth movement.
The orchestration is often unusual for

o Strnngs sometimes play double- stopped instead of dIVIde
o Use of tremolo articulation in the strings.

movement.
dramatic effect, rather than just single notes.
point of the bow}.
e Contrasts in timbre, particularly with exchanges between woodwinds and
at the very beginning, for example.
e Melodic lines are provided across the instrumental groups, even the doubk

the start of the development section.

Other listening

works. (See Other Listening Guidance)

e Berlioz employed a much larger orchestra than was typical at the time call

o While not relevant to the first movement, there is also the call for adc%
percussion in the final movement of the Symphonie, including the use
instrument with a woodwind-style key system, called an ophicleide. T

o The timpani part has indications to play with different types of mallet

o Violins also have specific bow markings, such as semi-staccato, legatod

As with ol these essay questions, it is essentiof thot students are making conned;

o Two trumpets, but also two cornets with valves {(a new invention at ti\

o Further division of violin parts into four parts, instead of the conventie%:s
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Essay 2d {related to Berlioz: Symphonie Fantastigue}

AD3 {10 marksh: Demonstrate and apply musical knowledge {e.g. contextual kn
musical elements and devices)
AD4 (20 marks): Use analytical and appraising skills to make evaluative and crit

Relevant contextual information — Berlioz:
e  Hector Berlioz {1803-1869). :
s Highly influential early—mid Romantic period compaoser, the most importa;{ég
#  He is particularly famed for his innovative approaches to orchestration.
at this time were§
ional level, he pl
e, unconventional a
Kduring his lifetime and is particul}
atic orchestral music. :

s  He was unusual for not being a pianist — most compos:
fMendelssohn, Schumann, etc.). Although not te, »
it is likely that this was partly respons

¢  He wrote a considerable am

Relevant contextual information — Symphonie Fantastique

&  First written in 1830 {(but later revised).

e Prograrnmatic music teiling the self-autobiographical story of 3 talented a
and, in a fit of despair, poisons himself with opium.

e b is widely believed that the story mirrors Berlioz’s own infatuation and ol
Smithson, and that this great symphonic work was dedicated to her, despit
actually met her {although they did later meet and marryl.

e There are five movements in total, as opposed to the usual four for a symp%
own descriptive title. Berlioz wrote his own programme note for the workg
to understand the music without understanding the narrative behind it.

i

e This work was written when Berlioz was still relatively voung {in his late tw '
his best-known work,

e Central 1o his structural thinking was the use of a single theme he called thy
Reflecting the obsession of the protagonist, this theme recurs not only du
movement, but indeed through all five movements of the work. :

Many of the following details to which this particular essay question pertoins hr
previous two essay guestion answers. f

It is possible, and valid, to put forward an argument that Berlioz’s orchestral w
typical of its time period, or at least represents a logical procression of the dev

composers such as Haydn and Beethoven at the sta dineteenth centur COPYRIGHT
effective essay will focus on the innovativeses “s writing and how his
influential to later composers, rath senced by earlier composers. PROTECTED

Rhythm o
Whereas " at the time would generally follow the conventions :
composer:y ducing thematic material and then developing motifs from t

restricting themselves to a fairly limited number of rhythmic patterns, Berlioz u
throughout the first movement of Symphonie Fantastigue, particularly in the in
momeants of rhythmic complexity and cross-rhythms (although the latter is not
increasingly more popular with later composers).

ag

Education

There are a number of tempo changes marked on the score, in addition to the
introduction followed by an allegro main section. These extra changes reflect &
intentions in conveying his programme.
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Structure
{See the answer to Mini-Mock Paper 2, Question 4.)

Sonority
{See the answer 1o Essay 2¢.)

Melody

{See the answer to Mini-Mock Paper 2, Question 4.)

Use of self-borrowing is something that can be found in the work of Schubert {
thematic idea recurring throughout all movements of a symphony was an inno

Texture
{See the answer to Essay 2c.)

Essentially, Berlioz employs considerable subt|
presenting thematic material. Unusua|
from other composers at the *ir:
or in his fourth symph
considera g

of texture in the firsi
ctis heard without accos
s e with Mendelssohn’s presentatian
mposed within a few years of Symphonie Fa
e of textures, particularly homophonic and melody

e orchestra (the first tutti) until near the end of the moveme’:s}

Tonality

{See the answer to Mini-Mock Baper 2, Question 4.} :
Has symmetry in starting the exposition and finishing the movement in the sam;
tonality within the sonata form structure is not typical of the pericd {e.g. the re
daminant key). There is also rather more chromaticism and tonal ambiguity in
the period.

Harmony

{See the answer to Essay 2¢.)
In essence, Berlioz’s writing uses diatonic harmonic progressions and cadences §
Beethoven, Schubert and Weber in their orchestra works, but with rather more.
inversions that unsettle the stability and chromatic chords, especiaily the parall:
ascending and descending chromatic patterns in the development section. Z

Other listening '
As with all these essay questions, it is essentiol that students are making conne
works. {See Other Listening Guidance)
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Question 1 - Clara Schumann: Piano Trio in G minor, first mowv.

Mini-Mock Paper 1

D1 Track 13: 5:49-7:22, bars 103-165*
Question
Answer
number
1{a} |FEbmajor/subdominant of relative major
1{b) Diminished 5™ / augmented 4™ / tritone
1ic) First two bars (bars 13—14) are identical in rhythz to bars 56 and

T

phrase is repeated sequentially (1)
Bars 15-16 have dotted mi

Bar 14 has a mi

: bar 15 and two minims it
aver (followed by three more guaves

mostly on-beat / clearly in simple guadruple tir :

bject 5
1 {e} Homophonic in bar 24 / at first {1}
One bar imitation between violin and cello (bars 25-28) {1}
Piano has on-beat bass notes, offbeat chords (bars 25-28} {1}
Two-part free counterpoint over accompaniment {1}
1{fi {i} | Descending sequence
1R | (4-3) suspension
1{g} Dominant pedal
1 {h) Diminished 7
1{i Pizzicato
14} G minor / tonic

Question 2 — A Level Melodic Dictation
Enharmonic equivalents of any pitches should be credited {e.q. F§/G4).

Marks Bescription
1 1-3 pitches and/or note lengths correct
pa 4-6 pitches and/or note lengths correct
3 7-9 pitches and/or note lengths correct
4
5
6
7
g8

| 1HEE

k]

~
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Question 3 - Unfamiliar Music Essay {related to Clara Schuma%’

Mozart: Piano Trio in G Major, K. 496, Exposition from the first movement (G:O(}é

Spotify: zzed.uk/11973-Trio-G-Mozart-SP
YouTube: 2zed.uk/11878-Trio-G-Mozart-¥T gy

AD4 (20 marks): Use analytical and appraising skills to make evaiuatlve and crity

Students may need to be reminded to not only state the different musicol featu
aiso, when appropriate, describe their musical effect and make reguiar attemp
or other listening.

Texture
General observations:
¢  Largely melody-dominz

&

&

Specific observations:
e {00} - Melody-dominated homoghony: Piano right hand with melody,
broken chord accompaniment / use of tonic pedal in first phrase.
e {328} - Brief moment of monophony in plano right-hand passagewnrk. &
e {31} - Melody-dominated homophony: Violin with melody, piano right h
accompaniment and cello doubling the piano bass line.
e {03:42} - Brief instance of imitation (echoing) between violin and plans. T
extended by {0:48). :
e {(:56} - Violin has double-stopping accompanying largely conjunct passageé
e {1:.00) - The roles of the violin and piano right hand heard in the previous g
e {1:03} - Monoghonic texture — broken chord figure played in octaves {acrés
octaves, violin an octave higher. Monophonic textures at the end of sectio
establishing new keys, is a very common Classical period feature.
&  {1:.07} - Melody-dominated homophony: theme in plano right hand doub
lower. Cello sustains the tonic of the new key {D major} to firmly define th
e {1:20} — Violin has broken chord accompaniment figures, piano right hand §
doubles the piano bass line. f
e {1:30}~ Violin doubles piano melody a compound 3 lower. :
e {1:34} - Violin and piano right-hand roles are reversed {piano has broken a
repeats the previous melody, cello still doubling the bass line}.
#  {1:42)—Piano right hand now doubles violin melod smpound 3™ lowes:
e  {1:47) - Piano imitates the violin (not an exa time, as the Supp&i&; COPYRIGHT
punctuated by block chords in the nia:a
¢ {1:52)—Piano contmues me: r block-chord accompaniment, ' PROTECTED
prominent role in t (although again still only playing bass n
e {2:01) sk 2eh a Ithree instruments — violin and cello have tw
{ igures, the piano has more involved passagewark.
ction of texture with only piano playing a simple melodic phra
®  {2:11) - Cello has broken chord figures, reminiscent of the Alberti bass of ti
the movement, piano left hand has repeated octaves on the tonic {of D ma
&  {2:17}—Plano takes over the violin's previous melodic role, violin has brok 5
sustained countermelody, finishing the exposition in its highest register o
pitches of the violin. :
& {2:22) - As expected, the two chords of the final cadence are in an entirely
the exposition to a resounding close.

Education
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Harmony
General observations {(all typical of the Classical period style):

Diatonic harmony.

Extensive use of primary triads in root position {and occasionally in inver:

Occasional use of chromatic harmony {e.g. diminished 7% chords and an
Cccasional use of secondary dominants.

Pedals used to secure keys and modulations (tonic and dominant}.
Tonality is driven by the frequent use of cadences — especially perfect an

Specific observations:

{0:00} — Tonic pedal used in first phrase.

#  {D:14) — Chromatic appoggiatura in the melody at the
e  {0:48) — Brief example of a diminished 7*" ¢
&  {0:56) — Dominant pedal (of the n very typical device us
progressions to stabilise me
&  {1:03)—Justin cas
in a MCca
o {1:13 ,
melo "0 cture of the period.
e  {1:27)—Secondary dominant.
&  {1:28}— Brief visit to the tonic key {G major), but then guickly returns to B
s {1:53) - Briefly dissonant series of three consecutive diminished 7% chords:
whole-tone scale in the bass line, resolving on chord lc.
s  {1:59) - Repeat of consecutive diminished 7" sequence, although only tw&\i
chromatic chord is now a German augmented 6% resolving on chord le. &
&  {2:07}— Interrupted cadence. :
e {2:10) - Tonic pedal {in D major) to secure the conclusion of the exposition:
e {2:22)~Triple appoggiatura / appoggiatura-chord {chord V over the tonic §
typical Classical period feature commonly used in section-ending {or eve
Structure

General observations: :
Sonata (allegro} form, as expected of the first movement of large-scale wo
Excerpt represents the Exposition of the sonata form and islaid cutina h

excepting some brief visitations to unexpectad keys.

Specific observations:

{3:00} - First subject, opens without an introduction. Theme is presented i
follows Classical period conventions of two- or four-bar phrases and antece
structures. Also, as typical of the mid-late Classical period, the later phrase{s
way from rigid fa:

extended through use of sequence and repetition to move
{0:31) — First subject repeated, but with the vio!
{0:47) — Transition (there is room for an ar
major harmony being heard f
the first subject). Ke
through the use.¢fi

the melody.
re“this point, but the melodic

pedal for the start of the secorid subject.
act (|n dominant key, D major). Theme played in pia

prominent feature of Classical period sonata form.
{1:45) — Codetta {in dominant key, D major}.

Other listening
As with olf these essay questions, it is essential that students are making conne¢
other works. (See Other Listening Guidance)

arfect cadence at t

suggest that the tra

finant (D major) — highly typical of théé

sct has an even clearer antecedent-consequent structure, ag
Second’subject is in a contrasting character to the first (more detached ang
highly decorated lines of the first). Contrasts in characters between the firg
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Context of the excerpt
This information is included for educational purposes, and it is not expected thos
level of detail in an unfamiliar listening exercise such as this: Z

Written in 17886, soon after Mozart’s mowve to Vienna. In this great musical capi
fame as a pianist, and it is evident from the complexity of the piano writing that
excerpt is taken, were intended for performance on the still relatively novel for
harpsichord that had previously been the favoured keyboard instrument for ch
written this work for his own concerts, placing himself at the keyboard, and it ig
highlights his exceptional skills as a pianist. This work is only one of six piano trig
coring so early in the history of the form, was alternatively titled ‘sonata’. Nevs
expected structural, tonal and textural features of its tirgi #ine piano writing, p
tdominates, but there are moments of interest f violin and cello, the
and providing moments of counterpoi , in particular. The deco
reminiscent of the compose : fatura style, again unsurprising as ki
success in Vlenna with f Figaro shortly before writing this tric. i

R

Question 4 - Set Work Essay {related to Berlioz: Symphonie Fa

AD3 {10 marks): Demonsirate and apply musical knowledge (e.g. contextual km;
musical elements and devices)
AD4 (20 marks): Use analytical and appraising skills to make evaluative and crit

Relevant contextual information — Berlioz:
e Hector Berlioz {(1803-1369). 5
s Highly influential early—mid Romantic period composer, the most importas:
e Heis particularly famed for his innovative approaches to orchestration.
&  He was unusual for not being a pianist — most composers at this time Wereé
Mendelssohn, Schumann, etc.}. Although not to a professional level, he pla
it is likely that this was partly responsible for his unigue, unconventional a
e He wrote a considerable amount of work during his Bfetime and is particul
scale choral works and programmatic orchestral music, :
&  He was also a music critic and writer; his treatise on orchestration was Enﬂgx
orchestral writing throughout the nineteenth century. 5

Relevant contextual information — Symphonie Fantastique
&  First written in 1830 (but later revised).
s  Programmatic music telling the self-autobiographica

y of a talented a

and, in a fit of despair, poisons himself with o) ; Q@PYR;@HT

& it is widely believed that the story mi n infatuation and ok
work was dedicated to her, despit PROTECTED

ater meet and marry) :

8 total, as opposed to the usual four for & symyg
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e  This work was written when Berlioz was still relatively young {in has Eate Tw
his best-known work,

¢  Central to his structural thinking was the use of a single thems, he called t
Reflecting the obsession of the protagonist, this theme recurs not only du
movement, but indeed through all five movements of the work.

Education
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Structure
e Symphonie Fantostique has five movements instead of the expected four {
was not unprecedented by 1830 as Beethoven used five for his sixth symp
Beethoven’s symphony alsc has a suggested programmatic guality with th
bucolic scenes of nature, although Beethoven did not go as far as to produ
e By titling this work as a ‘symphony’, Berlioz was subjecied to following at |
this form. Most notably, with the first movement, is the outline of a sonat
structural device for the opening movement of symphanies.
s  While Haydn spent the majority of his lifetime developing and expanding t
Beethoven, at the start of the nineteenth century, it became regarded as t
focused his most profound, important musical ideas. Nevertheless, sonata
remained an expectation. 5
&  However, Berlioz’s use of the structur
fong (taking up almost a thlrd of *
fanguid, it has a sudde : n and excitement that then dissoive:
openmg h|s an ‘A—B—A’ structure of its own and reflects
protoghit e programme. Slow introductions beforg the presen A
. ¥1at Haydn had explored in his late symphonies (e.g. No. 94 5u
e There isa brief linking passage in the tonic key of C major, consisting of ch
the allegro tempo.
e  First subject — the idée fixe is presented {in C major} initially in a monopho:
unison). Soon after, the melodic line becomes highly chromatic, but the to
perfect cadences.
s Transition — Opening with a vibrant, ascending scale of C major but guick]
and inversions that obscure the tonal centre somewhat. Nevertheless, the
of the C major} is reached. :
s Second subject: A clear break between the transition and second subject i
the form) and the second theme is rather brief. The key of G major is estal}
as expected of sonata form structures,
s  Codetta: As the second theme is so brief, a clear division between this anc
but the harmony prepares for a repeat of the exposition section in C majo
s Development: Although opening with a reference to the first subject {in th
development section consists of chromatic scales and chordal writing rath
developing of themes that is usually expected of a typical sonata form stry
statement of the first subject, there is alsc a brief reference to the second
s  Recapitulation: There are different possible interpretations for the locatio
of this section is also contrary to sonata form conventions. Instead of bein
exposition, Berlioz continues to develop earlier material throughout. How
of the first subject, again in octaves, with a very light accompanimeant that
being the start of the recapitulation. It also follows a thize-bar {almost fot

antastigue is far fron
entire length}, expressive

whole orchestra rests, thereby creating a natu :Nevertheless, the COPYRIGHT
restatement of the first subject is ‘wr tation being a return
¢  Coda: Again, this ambiguity ; i it PROTECTED

Education
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Tonality ;
&  Although navigated via cadential points and diatonic chordal progressions
tonality through the use of chromaticism, both in harmony and melody.
&  The tonal outlines of sonata form conventions are loosely apparent, but 1o
and imaginative than that of other composers of the period.
s introduction: Opens in Cminor, then moves to Cmajor for the faster sectic
pace slows, before moving towards its relative major {Eb). C minor is then r
reappears. After reaching dominant harmony, a chromatic ascent results in
moves through different tonal areas using this pedal before finally reaching
s Link: Firmly in C major, the main/tonic key of the movement.
e  First subject: In C major.
¢ Transition: Has some chromatic movement but r
the second subject in G major (the domi
¢  Second subject and codetta: In G
returning to dominant :
# Development: A<

he dominant hare

t), but this then briefly p:
prepares for the exposition repeat. &
ybical sonata form structure, the develop
t, Berlioz has prolonged moments of tanal ambigui
l&s in parallel chords.
ion: First subject is in G major (rather than the expected C maj
developed, it becomes increasingly chromatic, thus confusing the tonality,
G that provide moments of stability.
s  Coda: C major is reached and stabilised through the use of a tonic pedal, an
chromatic movement in the music that follows, C major seems to be the n’f
finai chorale section then concludes the movement with a series of plagal
the start of the exposition and for the end of the movement provides a se

Melody
e Instances of self-quotation: Berlioz reuses the idée fixe at various points dig
not surprising), but also during the four subsequent movements. ;
&  Self-guotation is also apparent in the introduction, in which Berlioz reuses a t :
1823, Estelle et Nemorin, There are plenty of examples of other composers re
fairly contemporaneous one is Schubert, who reused the melody to his song 7
&  The idée fixe itself is borrowed from the start of a theme Berlinz wrote for
#  The main melodic idea of the movement is the idée fixe. It starts on the do
of a 4", then a 6" followed by a descending, sighing-like, conjunct pattern.
s  This theme {although first introduced without an accompaniment) has nots
creating a yearning feeling through suspensions. Other features from this
movemnent include:
o Descending sequences
o Dotted rhythms and minim syncopation
o Repetition of notes
o Large leaps followed by stepwise moticy
¢  The second subject is a brief thema :
striking similarities with the,
the theme is also init
o Other fogms ‘

s

COPYRIGHT
PROTECTED

n a fully formed theré
opening leaps of a 4" and a 6™.

rECar

riting during the movement include:

short motivic ideas

®lits of considerable chromaticism, most notably in the extende
development section :

o Phrases of irregular length

o Use of appoggiaturas {and suspensions}

ag

o Fluid melodic writing contrasted with rests and breaks in the flow ‘ EdUCG‘tIOﬂ

Cther listening ;
As with all these essay questions, it is essential that students are making connec
works. (See Other Listening Guidance) :
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Question 1 —~ Berlioz: Symphonie Fantastigue, first movement
CD1 Track 14: 8:15-9:06, bars 166°-228

Mini-Mock Paper 2

Question

number Answer
1{a} idée fixe (also accept: first subject)
Because this theme, and its recurrence throughout the movement (o
work} is so fundamental to Berlioz's structural plan, students should
and correctly identify this theme.
1{b) |Ascending sequence
1ic) Crescendo (1)

(Chromatically) rising pitch

Faster moving rhythr; © fb previous section} {1}

Harmony nim / faster harmonic rhythm (comparedé
ony / diminished 7t chord (1) 5

®hiatic rising (and falling) appoggiaturas in the upper winds {1}

1{d} {Bars22-25: Homophonic / chordal / homorhythmic {1} :
Bars 26°-28: Homophonic / in paraliel 3 {or 10"}, clarinets and ba\
movement in bar 28 (1)

1{e} |Same meledy / pitches / riwthms (1) 5
Bars 2628 played by woodwinds {in 3"} / bars 28-31 played by str
Bars 32-33%: melodic phrase extended {with a chromatic descent} {
Bars 32-33%: with a perfect cadence / chord V| in winds {1}

1 {6} Rising chromatic scale {1}
in {parailel) octaves / monophonic texture*® (1)

Staccato {1}
* Students should be encournged to specify the type of monophony (e.g. oci
noture, rather than the more general observation of ‘monophonic’. :

1 {g} Offbeat / {minim} syncopation

1{h} Development

Question 2 — A Level Melodic Dictation
Enharmonic equivalents of any pitches should be credited (e.g. F£/ G5).

Marks Description
1 1-3 pitches and/or note lengths c
2 4—6 pitches and/or not
3 7-9 pitches and :
4 [10-12 pitct
5 i it note lengths correct
6 1. itches and note lengths correct
7 19-21 pitches and note lengths correct
8 22-24 pitches and note lengths correct

Track: AoS2 Section A - Mini-Mock Paper 2 (32

s
oo

BBL)
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Question 3 — Unfamiliar Music Essay {related to Berlioz: Symp\

Carl Maria von Weber: ‘Larghetio affettuose’ from Konzertstiicke in F minor for
{0:00-2:03)

Spotify: zzed.uk/11979-Larghetto-SP

YouTube: zzed.uk/11979-Larghelto-¥T gy

Students may need to be reminded to not only state the different musical featu

or other listening.

Rhythm
3eneral observations:

&  Slow tem po throug

AD4 {20 marks): Use analytical and appraising skills to make evaluative and crity

also, when appropriate, describe their musical effect and make regular attempts

actt, with touches of rubato and flexibility *

dotted rhythms, in particular, could also suggest the srreguidr
rhythms become more prominent in the second melodic section, reminisc
reflecting the military reason for the knight’s ahsence.

significance of the number three} reflecting the nature of the knight’s invo

Specific observations:
e {{:29} - Repeated notes {rather than sustained) in the accompaniment an

e  Triple simple time. Rather than implying a minuet, waltz or any other dance
tempo), if there is a relevance to the use of triple time, perhaps it might sy}

bass arpeggio figures that suggest restlessness.
pronounced by the detached accompanying chords. The tempo also feels
return, perhaps.

Structure

General ohservations:

remit of this essayl Summarising the layout as follows would be logical:

Specific observations:
e  {0:00) — First section, winds chorale, regular two-h
&  {D:29) — Second melodic section (string

thought has suddenly appearec!.ia.

follows Zgis ©

s  {1:36}—When the piano repeats the opening theme, the dotted, jagged r

— after the brief moment of optimism in the visit to a major key, feelings ot

e  The excerpt can be thought of as an ‘A-B-4A’ ternary structure {obviously t
follow, suggesting that the entire movement has a different overall structiy

o Sorrow/loneliness — a brief moment of optimism — return to thoughtsé

&  {0:58)—Brief visit to 2 But ension soon returns in the sustained
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Melody

General observations:
&  Two-bar phrases — predictable and balanced, guestion and answer phrases {a
«  Often conjunct movements in melodic lines creating lyrical, memorial phrag
#  Melodic phrases are often descending in their direction — suggesting sighi
e The melody is repeated verbatim (although different in its accompaniment} ig

Specific observations:
s {0:00) - The first melodic interval drops a diminished 4% — a sighing-like ide:
semitone and then descending by steps.
¢  {0:10) — Second phrase has a similar descending line but ends on an upwa
phrases are separated with rests, suggesting fragmentisg of thoughts. The
lasting for four bars. ‘ 5
#  {D:29) — Melody in the second secti
but characterised by more ¢;
This melody is ex

=:uh more sustained {a more
“ms and ties across strong beats —
«igiv the use of ascending sequencas {althoug
gely descending). No longer regular two-bar phras

&

Texture
General ohservations:
e Largely melody-dominated homophony.

Specific observations: :

e {(:00} - Homophonic/chordal - lack of rhythmic diversity in the texture sug

e {03:28} - Melody-dominated homophony — clear melodic line.

e {(:53) - A bar of a descending arpeggio in violins — monophonic, reflectin

e {1:19} - Overlapping of string melody with broken chord patterns inthe p
single monophonic line in the piano.

s (1:38) ~ Melody-dominated homophony for the repeat of the apening melg
accompaniment is chordal and considerably more detached than the f;hc}r;i%éé%

Sonority

General observations:

&  Sparse, sectionalised use of the orchestra for the three different sections
strings — piano), the isolation of orchestral sections perhaps representing

Specific observations: E
e {(:00} - Woodwind chorale played at a soft dynamic - reflecting sadness m
®  {D:29) - Strings dominate in the second melodic section — perhaps a slight &

thought, but there is subtle support from trombone and_ bassoori. E
¢  {1:19)— Piano enters providing a linking secti
e  {1:36)— Piano solo repeats the melodv. |

accompaniment (sobbing-like :

aps with the end
art of the excerpt, alt COPYRIGHT
PROTECTED

Tonality
General of :
— typically used to create sorrow.

Specific observations:

«  {1:02} - Change of key (to Db major, not relative major) — suggesting a briel.
this is short-lived as it is followed by dissonant harmany {diminished 77%). .
e {1:19) - The piano plays drawn out dominant 7" harmony (in the key of F r
opening melody, in its original key {F minorl.

ag

Education
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Harmony
General cbservations:

e Chromatic chords are used for expressive effect,

Specific observations:
s {0:00} - The 2" chord is an unprepared dominant 7" in its 2™ inversion {
rhythim that sustains the feeling of anguish. Similar techniques are thenu

beat of the bar} and sustained through the use of the dotted rhythm.
#  {D:09) — First phrase ends on a plagal cadence (weakened through the us
e  {0:15)— Second phrase ends with an imperfect cad
melody, creates a question-like idea (perha
#  {D:22)— Sustained (and accented) ¢!
e {0:29)— Perfect cadence en;
&  {0:45)— Another e
sustaiz.oll
® (0.59
&  {1.06)%#e major key is quickly undermined by two sustained damimshe
s  {1:19) - Dominant 7" broken chord patterns in the piano.

ght return?’}.

swind "bchematic statement.

Other listening
other works. (See Other Listening Guidance}. OFf particular relevance to this p

Tears, both of which depict similar feelings of sadness through tonality, harm
melodic lines,

Context of the excerpt

level of detail in an unfamiliar listening exercise such as this:

programmatic music is a thinly disguised plano concerto in four sections {not

advancements in planc construction at the time.

&  Largely diatonic and functional harmonic progressions that work towards (‘

e {06} - The appoggiatura creates dissonance {that is then resolved), again%

hen combined w
nord — feelings of anguisg

nant chord (half-diminished moving to;::é-:

As with ofl these essay gquestions, it is essentiol thot students are making connec

famous chorus from Purcell’s Dido and Aeneas, With Drooping Wings and aEsc%

This information is included for educational purposes, and it is not expected thm

Weber was clearly a strong influence on Berlioz as he used the same number ot
guotations from Weber’s work in his famous treatise on orchestration as he dig

continuously}, and has a specific programme that tells of loneliness, separation:
begun in 1815, it was completed six years later, with the piano part undergoing:
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Question 4 — Set Work Essay {related to Clara Schumann: Pian

AD3 {10 marksh: Demonstrate and apply musical knowledge {e.g. contextual kn
musical elements and devices)
AD4 (20 marks): Use analytical and appraising skills to make evaluative and crit

Relevant contextual information — Clara Schumann: E
e  Clara Schumann {1819-1896), daughter of the celebrated piano teacher F
#  5She has been referred to as the ‘queen of the piano’ in recognition of her &
e  Also had notable success as a composer, although after marrying the comp
she concentrated on supporting her husband’s career — such were the soc
nineteenth century. J :
&  Mevertheless, she was highly regarde
Brahms in particular.

Relevant contextu

but thelr origins can be traced back further to violin sonatas from the Bara
violin with continuo accompaniment, often with the cello doubling the ba
e  CSchumann's Op. 17 was composed in 1846 and is generally recognised as

Melody
e  Melodic writing Is largely diatonic, although there are moments of chroma

the string countermelodies; for example, the first violin countermelody th

movement when the piano takes the main melodic role. There is another

writing in the strings passage just before the transition section.
s  Two main themes {first subject and second subject) as expected of this son
e Qccasional use of appoggisturas to add emotional, expressive gualities. :
&  First Subject:

o Two four-bar phrases.

o Consistently diatonic. :

o Largely conjunct but characterised by a falling-rising fifth motif at the iy

prominent feature throughout the work, particularly during the devel

e Second Subject: E

o Consists of two two-bar ideas.

o The first idea is chordal and emphasises syncopated minims.

o The second idea features quavers in repeated note or conjunct move

There is scope here for making comparisons with Classi od melodic writi

and use of motivic fragments that reappear thro

COPYRIGHT
PROTECTED

There is also room to make obs sat the use of chromatic lines at timeé‘w
mid Romanhc style ar N be found in the melodies of Beethoven a

Education
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Texture
s  Melody-dominated homophony at the start: violin melady, broken chord (¢
accompaniment.
s Repetition of opening theme introduces brief fragments of countermelody.
support of the bass line in the cello.
& At times, the strings have homophonic collaborations that support me!odi:,:;
e At other times, the strings play melodic {or countermelodic} material in oc
e  There are also plenty of examples of free counterpoint and imitation betw
often presenting fragments of the thematic material {as in much of the de
&  imitation is usually limited to two instruments at a time (e.g. viclin imitate
separated by a bar (four beats). :
&  There is an example of imitation in the transition
tension and emotional intensity.
¢  Melodic interest is often, but no:
&  Dominant pedals (usual’i:
#  Piano accompaai

ed by half a bar (

pt'in the violin or right hand oﬁ
AiGj facilitate modulations and re-establiy
in its use of texture: Z

| Fo figures
o Rocking quavers
o On-beat bass note {L.H.}, offbeat quaver chords {R.H}. '
e Brief moments of monophonic {occurring during lighter textural passages,
accompaniment has short rests; at the start of the transition section, fore

Sonority

e Wide dynamic range {p - ff}.

&  Sudden change of dynamics at times. 5

s  Gradual dynamic changes (crescendo and diminuendo} elsewhere that add§

& Possible reference to bolder contrasts of dynamics being used, with no mp
plece. This is unusual for the period as these more subthe markings were ¢ 5
mid-nineteenth century {see Fanny Mendelssahn’s Piano Trio, for exampl
indications that € Schumann was more influenced by Classical models tha

e All three instruments (piano, violin and cello} are given fairly equal roles
period trics, such as Mozart’s K. 548, in which the pianc dominates with t
melodic lines and imitation and the cello largely restrictad to doubling the
Classical period pianos had weak resonance in their lower ranges).

&  While this piece is not easy, none of the parts are virtuosic, and would be
amateur musicians. There s a tradition of small ensemble chamber works
entertainment purposes that is evident in the trios of Haydn and Mozart, ©

#  Both the violin and cello have occasional moments of double-stopping for
are also examples of double-stopping in the violin quieter passages
thicken the texture.

e  String parts are almost entirely

COPYRIGHT
#there are some occasional r\ PROTECTED

s At times, the cello plays in egister than would be common}
stved as compositional models. { Schumanr

ios of Haydn, Mozart and Beethoven.}

® ses a comfortable pitch range (within the first two octave:

higher'™®Sages, particularly during more dramatic flourishes, and also at t)

&  Piano has melodic and accompanying roles.

s Middle range of the piano is favoured but there are careful moments of sey .
ensure the piano does not overpower the strings. Ed b

- QUC

ag

ation

Cther listening ;
As with oll these essay questions, it is essential that students are making connec
other works. (5ee Other Listening Guidance) :
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Appendix 1 — Skeleton Scores for Practice Questi

Practice Question 1 ~ Clara Schumann: Piano Trio in G minor, f
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Practice Question 2 — Clara Schumann: Piano Trio in G minor, §

(a) texture
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Practice Question 3 — Hector Berlioz: Symphonie Fantastique,
fPage 1 of 2]
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Guestion 3 ~ Hector Berlioz: Symphonie Fantastique, first mov

X
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Practice Question 4 ~ Hector Berlioz: Symphonie Fantastigue,
{Page 1 of 2] :

(a) instrument (b) melodic interval
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Question 4 ~ Hector Berlioz: Symphonie Fantastique, first ov
{Page 2 of 2] :

f T
o R
[ .} \ RO FUUUOSRUUUOOO IV DR O el e
A3 — — i
LY 35 5 I - !

- Rl

(g) (ii) melodic dé

—

@ 73 74 75 7%
I
g Fs} .

feor® fe = (h) theme
g EET = -
;ﬁ R I R BN 2 R ) P A A
Pk il ! | il 4 7 rd rd & i
<Y %I,I
@) 59 &0 ' Y |ow

COPYRIGHT
PROTECTED

ig

a9

Education
9 e —— |
ﬁﬂfr e =
yr 4 98

Assessment Pack for A Level Edexcel Music: Instrumental Music Page 67 of 70




Mini-Mock 1: Guestion 1 ~ Clara Schumann: Plano Tricin G m

[Page 1 of 2]

Appendix 2 —~ Skeleton Score for Mini-Moc
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Question 1 ~ Clara Schumann: Piano Trio in G minor, first mo
{Page 2 of 2]
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Appendix 3 — Skeleton Score for Mini-Mock

Mini-Mock 2: Question 1 -~ Hector Berlioz: Symphonie Fantast

{a) theme (b) melodic d
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