UNIVERSITY OF
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MUT2
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Friday 2 June 2017 1.30-3.30

Paper 6
ADVANCED TONAL SKILLS

Candidate number......................
Complete one of the following:

A. Exercise in canon (p. 2)
B. Song accompaniment exercise (pp. 3-5). A translation is found below:

Undesired Unbegehrt (Anna Ritter)
A rose once stood in deep deep earth, Es stand eine Rose im tief tiefen Grund,
Burning with love and longing, Von Liebe und Sehnsucht durchglilhet,
No one came to desire its beauty, Kam Keiner, der ihre Schénheit begehrt,
Lonely and sad, it faded away. Ist einsam und traurig verblihet.
| know of a soul that burned so hotly Ich weil} eine Seele, die glilhte so heil},
To receive love and happiness; Die Liebe, das Gliick zu empfangen;
No one came to desire its blossom, Kam Keiner, der ihre Bliithe begehrt,
Lonely to the earth it went. Ist einsam zu Grunde gegangen.
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Continue this two-part canon over a free bass, writing a movement of ¢.32 bars in binary form.
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Paper 7
FUGUE

Answer one question.
Write your candidate number, not your name, on the coversheet.

You may transpose a subject fo a different octave.

The pitch but not the duration of the final note in each subject is fixed.
You must name the instrumentys) for which you are writing.
Transposing instruments must be written at sounding pitch.

You must number the first bar of every system.

It is not obligatory to adopt the style of the named composer.
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Write a fugue for any one of the following ensembies or instruments on one of

the subjects given below:

(a)  String trio

(b)  String quartet

(c) Three woodwind instruments
(d) Four woodwind instruments
(e) Three brass instruments

1)) Four brass instruments

(99 Keyboard (including organ)
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Friday 9 June 2017

Paper 8
ADVANCED KEYBOARD SKILLS

You have forty minutes in which to study these keyboard tests. You may
use the electronic keyboard, but only with headphones. You must not

use the piano.
Do not write anything on this copy of the tests.

Do not take this copy of the tests out of the perusal room; there is a
second copy in the examination room.

Do not write out the tests or discuss them with anyone else.
As soon as you are summoned, come straight to the examination room.

The examiners may at any point ask you to move on to the next test; you
should comply with any such request.
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Score-reading
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TRANSPOSITION
I

Transpose the piano part of this song up one tone.
Zart bewegt (mie schleppend’)
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SONG ACCOMPANIMENT
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Wednesday 31 May 2017 9.00 - 12.00

Paper 9
POLYPHONY IN THE 13" AND EARLY 14™ CENTURIES

You are reminded that the re-use of material from one examination paper
in another is strictly forbidden. This rule applies to all papers,
dissertations, submitted essays, efc. Any candidate who infringes this
rule is liable to be penalised by the deduction of marks.

Answer three questions, including at least one from each section. Avoid
significant overiap between your answers.

Write your candidate number, not your name, on the coversheet of the
Answer Booklet.

Altached as separate package: Appendix 1 and 2

If the time allowed is not sufficient to permit the presentation of complete
transcriptions, you should be aware that accurate transcription and neat
presentation of a shorter passage is preferable to hasty transcription and
untidy presentation of the whole.
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Section A

1. Transcribe the marked section from the motet Alpha Bovi et Leoni/ DOMINO
(I-F1 Plut. 29.1, fol. 407r), up to the point marked. Add a brief note on specific
aspects of the notation.

(Extract 1/1-3)

2. Transcribe the motet Mulieris marcens/ MULIE (I-Fi Plut 29.1, fol. 406v). Add
a brief note on specific aspects of the notation.
(Extract 2/1-2)

3. Transcribe the motet Merci de qui jatendoie/ FIAT (F-MOf H. 1986, fol. 238v).
Add a brief note on specific aspects of the notation.
(Extract 3/1-2)

4, Transcribe the motet Renvoisiement irari/ D'amours sunt en grant esmai/ ET
SUPER (F-MOf H. 196, fols. 137v-139r). Add a brief note on specific aspects
of the notation.

(Extract 4/1-3)

Section B

5. Assess different scholarly models for dealing with the origins and chronology
of thirteenth-century motets.

8. ‘[H]owever intangible, arts of performance may remain close to the surface of
thirteenth-century notations of music’ (SUSAN RANKIN). Explore the
relationship between these ‘arts of performance’ and those aspects of
thirteenth-century music that have been characterized as exemplifying a
written and “fixed’ approach. You may focus on thirteenth-century motets, the
‘Notre Dame' repertoire of organa and clausulae, or both.

7. Either (a) To what extent does the version in which the Roman de Fauvel is
set out in F-Pn fr. 146 provide a new context for the presentation of motets
within a manuscript collection?

Or (b) Assess the relationship between new notational techniques and new

styles of motet composition in the version of the Roman de Fauvel found in F-
Pn fr. 146.

8. Compare the Montpellier manuscript (F-Mof H. 196) with either F or W2 (or
both), focusing on the collection and transmission of musical repertoire.



Appendix 2: Texts

Text A

10

Text B

10

Text C

10

Aipha bovi et leoni
Aquile volanti

Ovi vermi et drachoni
Anguem conculanti
Ysaac yoseph sansoni
Portas asportanti
Davit vero salomoni
pacem restauranti
Masculo agriculo
Virge matris flosculo
Giganti gemineo
000000

Igni nimphe grano

Mulieris marcens venter dum virescit
Dum senectus sera iuvenescit
Legis nubes novus pubes

Natus elucesit

Periture predica plebi, quod recessit
Vetus observantia legis et accessit
Tempus gratum gratie

Que prius detexit

Vias penientie

Per quas nos provexit

Nam matis ex semine

Natus non surrexit

Merci de qui j'atendoie
secors et aje,

m'est si du tout eslofijgnie,
qu'a moi revenir

ne quit, que ja mes la voie;
ne je ne truis, qui m'avoie
de lui servir, quar sa voie
n'est pas legiere a tenir.

Si ne sai que devenir,
car je ne quit, que je doie
ja mes a tans avenir

au grant bien n'a la grant joie,
que je tant desir,

Deus, que je tant desirl

(TURN OVER)



Text D

Text E

Renvoisiement irai,

a ia bele, que j'aim tant,

et en chantant le dirai :

“Bele et blonde au cors plesant,
je suli tout a vostre comant

et serai, tant com iere vis.

A voz otroi

le cuer de moi,

douce au cler vis.

D’amours sunt en grant esmai,
tel les ont esprovees,

et mult les ont blasmees;

mes onques ne les blasmai,

car vers moi se sunt provees
mieus qu'envers eus. Bien le sai:
Fines amouretes ai frouvees.

END OF PAPER



MUT2
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Wednesday 31 May 2017 9-12

Paper 9
POLYPHONY IN THE 13th AND EARLY 14th CENTURIES

EXTRACTS

For Q.1 2 A4 pages and Text A

For Q.2 1 A4 page and Text B

For Q.3 1 A3 page and Text C

For Q.4 2 A3 pages and Texts Dand E
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MUT 2
MUSIC TRIPOS Part I

Thursday 1 June 2017 1.30-4.30

Paper 10
MONTEVERDI IN MANTUA AND VENICE

You are reminded that the re-use of material from one examination paper
in another is strictly forbidden. This rule applies to all papers,
dissertations, submitted essays, etc. Any candidate who infringes this
rule is liable to be penalised by the deduction of marks.

Answer three questions. Avoid significant overlap between your
answers.

Write your candidate number, not your name, on the coversheet of the
Answer Booklet.

STATIONERY REQUIREMENTS SPECIAL REQUIREMENTS
20-Page Answer Booklet Manuscript paper
Tags

Rough Work Pad

You may not start to read the questions
printed on the subsequent pages of this
question paper until instructed that you

may do so by the Invigilator
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. ‘Monteverdi's Orfeo went far beyond the attempts at musical drama by
Peri, Caccini, or Cavalieri, which seem to be only preliminary by
comparison.’ (STEINHAUER) Assess.

. ‘The cantus firmus compositions of Monteverdi's 1610 Vespers display a
balance between conservative and modern characteristics.’
(KURTZMAN) Discuss with reference to at least two movements.

. ‘Monteverdi’s compositions from the Mantuan period strongly suggest
that throughout his twenty or so years there his compositional
techniques and aesthetics were in a constant state of transition.’ (OSSI)
Consider this judgement in relation to the madrigals composed during
Monteverdi's Mantuan years.

. ‘Ulisse and Poppea differ from Orfeo in almost every respect.’
{(GLOVER) Discuss.

. ‘The chief problem of the Combattimento ...lies in identifying its genre
and function.” (CARTER) Consider the validity of this statement.

. Explore the historiographical validity of the following book titles:
Monteverdi Creator of Modem Music (SCHRADE) and Monteverdi and
the End of the Renaissance (TOMLINSON), accounting for the
differences between them.

END OF PAPER
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Paper 11
ROSSINI’S ITALIAN OPERAS

You are reminded that the re-use of material from one examination paper
in another is strictly forbidden. This rule applies to all papers,
dissertations, submifted essays, efc. Any candidate who infringes this
rule is liable to be penalised by the deduction of marks.

Answer three questions. Avoid significant overlap between your
answers.

Write your candidate number, not your name, on the coversheet of the
Answer Booklet.
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‘A musical number ... runs a well-defined course, both dramatically and
musically, which is planned by agreement between a librettist and a composer
who work within the same theatrical conventions, yet are always ready to subvert
them.’ (MARCO BEGHELLI) Discuss with specific reference to Rossini’'s work.

The musicology of recent decades has heavily challenged the ideas of
authenticity, of authorship (especially in opera), and of identifying the musical
work with a fixed text. What could be the role of critical editions of Rossini’s
works in such a context?

What aspects of Rossini could be seen as foreshadowing modernist and
postmodernist trends?

Either (a) ‘All genres are good, except the boring genre.' (ROSSINI, quoting
VOLTAIRE) Discuss Rossini's relationship with the operatic genre-system of his
time.

Or (b) ‘Tancredi and Semiramide, Rossini's first and last great ltalian opere
serie, bracket ten years of experimentation in the genre. Yet the two works do
not fit into a “progressive” developmental trajectory.’ (HEATHER HADLOCK)
Discuss.

“That any work can be made to signify almost anything does not mean that
anything goes.” (DAVID LEVIN) Discuss with reference to at least two Rossini
productions (onstage and/or filmed). In your answer you may choose to refer to
different productions of the same work(s), and/or to productions of different
works.

‘There is no significant divergence between Rossini's declared artistic ideals ...

and what is observable in his scores.’ (DAMIEN COLAS) Use this quotation as a
starting point for a discussion of Rossini’s poetics.
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1 Malcoim MacDonald has suggested that Brahms's Triumphlied ‘speaks of no
temporal Germany, but a rejoicing that (like the Requiem’s mourning) takes place in
the universe of metaphysical realities’. Discuss, basing your answer wholly or partly
on Ein deutsches Requiem.

2 Either {a) ‘Through the way you put together the text [of Ein deutsches
Requiem] you showed yourself to be quite an expert on the Bibie." (CARL
REINTHALER) Discuss, providing an appropriate context for this observation.

Or (b) To what extent is it helpful to compare the compilation of Biblical texts
found in Ein deutsches Requiem with the groups of texts found in other multi-
movement or multi-piece works by Brahms?

3 Examine the nature of Brahms's debt to Renaissance and early Barogue
repertoires.

4 The theologian Friedrich Spitta (brother of Philipp) once claimed that ‘nowhere
do these [seven movements of Ein deutsches Requiem] seek a connection to that
element which is characteristic of the Protestant church service, the congregational
hymn; no chorale is sounded. And, for this reason, this work, despite its eminent

religious power and ecstasy, must be considered “unchurchly”.’ Discuss.

5 Either (a) Explore Brahms's approach to motivicism, including detailed
reference to at least one movement of Ein deutsches Requiem.

Or (b) In what ways does Ein deutsches Requiem reveal Brahms’s fascination
with counterpoint?

6 Compare and contrast any two works by Brahms that engage with the theme
of human mortality.
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1. “In eastern Europe, the professional klezmer repertoire had been
heterogeneous but not eclectic.” (WALTER ZEV FELDMAN) Discuss the
"heterogeneous" nature of pre-WW1 eastern European klezmer music in terms
of repertoire, style, musicians and social function.

2. Detail some of the ways in which klezmer music changed upon its arrival
in the United States, and explore the reasons why. Your answer should
concentrate on the first half of the twentieth century.

3. Discuss some of the differences between the klezmer revivai in Europe
and its earlier US counterpart. Your answer should include some theoretical
discussion of music revivals, and also take account of the presence {or
absence) of Jewish musicians in both situations.

4, How much does the output of Radical Jewish Culture musicians
represent a continuation of Jewish musical traditions?

5. Either (a) Is klezmer folk music? Discuss with reference to specific
artists and musical examples.

Or (b) How important is authenticity and provenance in contemporary
klezmer and Yiddish music? Discuss with reference to specific artists and
musical examples.

@ Discuss the recent role of Yiddish song in the “self-conscious

articulation” (WOOD) of Jewish identity/identities with reference to the work of
at least two artists.
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1 What did Timothy Leary mean by the phrase ‘turn on, tune in, drop out’,
and is it a useful way to approach musical countercultures of the 1960s?

2 ‘Never has The Composer come so dangerously close to becoming an
extraneous, or merely decorative, figure in his own society.’ (BERIO, 1968)
Discuss in relation to avant-garde and experimental music of the 1960s.

3 To what extent was the ‘free jazz’ movement a specificaily black
counterculture?

4 Why did irwin Silber feel that Bob Dylan ‘had somehow lost contact with
people’ at Newport Folk Festival in 1965, and was this a fair criticism?

5 ‘Only the American Negro can sing the blues.’ (OLIVER, 1860) Discuss
in relation to the blues revival of the 1960s.

6 Compare and contrast the aesthetics of ftwo countercultural rock groups
from the 1960s.
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1 ‘Flamenco is our most genuine cultural identity; it is the art of our land, a
symbol with which we identify ourselves as Andalusians within and outside of
our borders.’ (The Andalusian Institute of Flamenco) Discuss this quotation
taking into account flamenco’s historical and present-day relationship with
Andalusian regionalism.

2 Carmen Ortiz views ‘folkiore as a domain from which the [Franco]
regime [...] selected, twisted, and made use of elements, concepts, and events
for functions such as legitimizing the regime and creating an aesthetics of its
own'. In what ways was musical folklore ‘invented’ during the regime and for
what ideological purposes?

3 Discuss the relationship between flamenco and Gifano ethnicity.

4 To what social and political ends are the cultural legacies of al-Andalus
articulated through musical performance?

5 Either (a) Discuss Ralph Locke’s concept of ‘self-exoticisation’ in the
context of Spanish musical nationalism, drawing on the work of one composer.

Or (b) Describe musical responses to the desastre of 1898. What role
did music play in debates regarding Spanish national identity at this time?

6 How was music involved in the Spanish transition to democracy

between the late 1960s and 1980s? You should base your answer on two
musical case studies.
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SECTION A

1.

Can popular music liberate its listeners from the pretensions of high art?
Answer with reference to the work of Theodor Adorno.

Is the arousal of emotions the purpose of music? Answer with reference
to the work of Eduard Hanslick and at least one other thinker.

‘In a fugue, unlike in a sonata, we are usually not sure where we are
within the piece, nor does understanding what goes on at any given
moment depend on such awareness (as it emphatically does in a sonata
movement).’ (KAROL BERGER) Discuss.

‘Music can both establish and destroy morality. For no path is more open
to the soul for the formation thereof than through the ears.” (BOETHIUS)
To what extent does Boethius’ claim, made in the sixth century, continue
to carry force in the twenty-first?

SECTION B

5. ‘The paradox of simultaneous expansion and contraction in musicology

eerily mirrors the inner dynamic of neoliberal, global capitalism.’
(TAMARA LEVITZ) Discuss.

8. Is ‘music and philosophy’ anything more than ‘the philosophy of music’?
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1. With reference to empirical research discuss the statement that music is
a ‘transmission process through which meaning of some kind is conveyed from
one person to another.’” (JUSLIN)

2. Design a study that explores the extent to which players and audience
members spontaneously agree about what has just happened in a musical
performance.

3. Either (a) Discuss empirical research evidence for the claim that ‘When
people make music together, they coordinate their behaviours in time.’
(CROSS) Your answer should include discussion of the processes involved in
coordination and of the limitations of such a claim.

Or (b) ‘We found no differences in children’s prosocial tendencies
depending on whether they just had drummed atone or together with the
experimenter.’ (SEBASTIAN KIRSCHNER AND BEATRIZ ILARI) Discuss the
research evidence that is the basis for claims about links between entrainment
and altruism, co-operation, affiliation and/or trust.

4, ‘In recent years technology has led to easy access to music listening,
and individuals and organizations have taken advantage of this to utilize music
to influence how we feel and act in many areas of our lives." (HALLAM AND
MACDONALD) With reference to at least one area of our lives, assess the
research evidence for music's influence on at least one example of the way we
feel or act.

5. Either (a) Evaluate the evidence for the use of music as at least one
intervention.

Or (b) ‘The music faculty is not a monolithic entity that a person either
has or does not. Rather it comprises a set of neutrally isolable processing
components, each having the potential to be specialized for music.' (PERETZ)
Describe the kind of research that leads to such conclusions with reference to
work with people living with specific conditions.

6. With detailed reference to a newly designed research study of your own
devising, discuss the advantages and challenges of bringing musical
experiences or interventions into experimental situations.
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