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MUT2
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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). The text and translation are

found below.

‘Chanson d’automne’ (Paul Verlaine)

The long laments Les sanglots longs
Of the violins Des violons

Of autumn De l'automne
Wound my heart Blessent mon cceur
With a monotonous D’une langueur
Lethargy, Monotone,

All suffocating Tout suffocant
And pale when Et bléme quand
The hour chimes, Sonne I'heure,

| remember Je me souviens
The old days Des jours anciens
And | cry. Et je pleure.

And | go away Et je m’en vais

On an ill wind Au vent mauvais
That carries me Qui m'emporte
Here, there, Deca, dela,

Just like a Pareil & la

Dead leaf. Feuille morte.

STATIONERY REQUIREMENTS SPECIAL REQUIREMENTS
Tags Manuscript paper

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




A. Exercisen canor

Continue this two-part canon over a free bass, writing a movement of ¢.32 bars in binary form.
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B. Songaccompanimer

Chanson d'automne

Andante (- = 40)

Continuetheaccompanimerftom bar7.

Gustave Charpentier
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B. Song accompaniment.
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Continue the accompaniment from bar 7.
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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 to a different octave.

The pitch but not the duration of the final note in each subject is fixed.
You must name the instrument(s) 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.

STATIONERY REQUIREMENTS SPECIAL REQUIREMENTS
Coversheets A3 Manuscript paper
Tags

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




Write a fugue for any one of the following ensembles or instruments on one of
the subjects given below:

(@)  String trio

(b)  String quartet

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

\j) Four brass instruments

(@) Keyboard (including organ)

Johann Ludwig Krebs
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Paper 8

CHORAL PERFORMANCE

You have forty-five minutes to prepare items 1 (a & b) and 2 (a & b);
candidates will be instructed which voice-part to prepare in each item.
You may write on this copy of the tests.

You must take this copy of the tests into 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.

1. Historic notations
a) Plainchant

b) Renaissance

2. Sight-reading

a) Transposition

b) Contemporary

3. Prepared piece

Rehearsal lasting up to 10 minutes of a work edited and submitted in advance.



1 (a) Historic Notations - plainchant

Sing the following plainchant taking account of the performance indications in
the red neumes.

Le. 2, 48, 49 ‘,
co.1 + ——— , 1
RBCKS NG R ] ' E
e e M i
F i f /I 7 76W 7 o Sk e !
11, qmd fe-‘cisti no- bis sic? “’e- go et |
- | _ . |
'l "‘r- i m - = N e
Y e et t el M
‘/ - o 2’ /el e - i
_pa-ter tu- us do-16n”” tes quaere-bd-mus te. Et quid |
- _ i
= —t—i-ﬂ#ﬁ—ﬁ—-\[*—ﬁ'T—”——*i—ﬂ—j

est quod me quaere-bé /f tls?annesc1~= e—bé- tis qun- a

oy e,

S I T SR D 'ﬂ—‘_—? == ‘
‘ £7 L.. D I l
o, 7 ~ ed 3 e;
in his quae Patris me- i sunt, o-pér?et me/ €s- se? ‘
Fili, quid fecisti nobis sic?

Son, why have you treated us so?

ego et pater tuus  dolentes quaerebamus te.

| and your father anxiously have been looking for you.

Et quid est quod me quaerebatis?

And howisit that you were seeking me?

an nesciebatis quia inhis quae Patris mei sunt,
Did you notknow that in these things which are of my Father,
oportet me esse?

it is necessary for me to be engaged?

‘My son, why have you treated us so? Your father and I have been anxiously
looking for you.” ‘How is it that you were seeking me? Did you not know that I
must be about my Father’s business?
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1 (b) Renaissance Facsimile reading

The passage begins for each voice at the asterisk.
NB soprano and alto candidates should both prepare the same part, as indicated.

Text: Agnus Dei qui tollis peccata mundi, dona nobis pacem.
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%P CAMBRIDGE

MUT2
MUSIC TRIPOS Part Il

Friday 8 June 2018

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.



Harmonisation

[Quasi Mazurka]
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Orchestral score

Sehrlangsam und diister.
Molto lento e lugubre.
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Etwas bewegter, aber immer langsam.
Piu animato, ma sempre lento.

— - 3 = - = - =
P —— f>—
: > p— . >
- —— ng : e ——= = e —
t2 ¥ F% iE
(p)>\<V > P— PP @)~
= (P)cli/-\J- El'J = - - h'é. » H\i 7 ﬁJ - - - %(pk
Ty -
. —h
= B <] = = T -2 T =
7 ? 97
7 rp
3 o
sehr diister
& 1. Solomelte lugubre
Y . ' 7. 7
5 P23 e
723 - - >3 - =_ - -

0 T
) : = ® a 137}
& = =1 FE— 1 T Lo
7 - = s ——— — e T 1 — e — 2
Asl T T | T he 11 o 1
S04 v, T 1 I € I £ +
) z . e [——— ="
~———1
(mp) == (») =
. = — +
[Fr = e e e e e — g ===
RN r.<] I N 7is L - °o -
’ 1= R\ — &3
o %= j T (p) ——— b
R |~ ==
| (mp)==
# = - = — = aadaal s lrk\:.._ — — = —
7<) ——1t— T ot e e L% £ & —
R L’ vu verwee reseee g
| (mp)==" ®) =
L—
O 1 = = T _LF(b'——'—-~~
s 35 - n_J 1 1 1 T n S 1 - ry T  § 2V T
B s 4 s . g T 1 } - | A N F T 1 = B s 4 d =t 1
| bl Ll bl - 3™ | 111 T EY ¥ 1 I T 1 &z 1 H | " |
T e be % be & R I ——(
(mp) —=— Py T =
( arco
4 S Y
- [ [ N N 5 1
o T 2 S ) = tﬁ:%ﬁgj 3758 ) r - L _a_-__-quz
— b r KN /le gl [ | ¢ S 1 N
= < '11 o - ol T T ]
= P ——— =

Etwas bewegter, aber immer langsam.
Pii animato, ma sempre lento.

F.L.10.



4 (110)

T TTT
el
ﬁ A > f >|#|w_ 1 STR/R, b ! b |
[
[
i g
9l ﬁ
b b AT 1 1 1 1 1 ﬁ
"“1
o T .\H
H ID\M.’/ >w/‘ ™4
s ~ WV)A r.m e
]
4 4 ! ; ] =P b i ]
| ¢ g Talllil .
cHIIL
1 i - |8
q [ Y
Qe 8 ol
H ] ﬁ ’ “iete b ] ; 4 ;
N Y
A — ST
A\ | |
] >11.M n NEW ] 8 | | ]
DL & [ 1
8 g [
i i
4 3 T i 1 b ] b B 1
e
3™
il Y
R at lva A j 2
B [ i T i B
TR T N TP s e @] BN B
SN e e e

T _ﬁ_w T _ w E
Ll ol “He[e- i
ALy = . i
ﬂ, |
. K NESE M E22
QA AP | i
Lﬂ!.!
AR i i 1 _
o
T [ i i
T J
1T Iy IR e
e 4 paam
N
TR T T ; g
\ 2y TR It S
{J-\> }i.\> iu.u\.> 1 \> /L.T!\,
T E L g Q| o
¢
k [ A [
i [ oLl 1
[ 4 lmw. <
L 1
aw&. i i §
LR 3
.
i
N- N
QU T . TTT.
\
@l e ﬁ 1'“
muu
1
. i T 1
QLA AT i
[ amy i _
iy <
1 g i i
iy TR e 1T
e ] _. T
s P )i &~
FEAR O S 13
Nmn_.. uwun £ =3 .#mun 35
bin,:2 CH - ZC .u.nun. 0 u._
I ~ —_— .

F. L.10.



) 5

. [
53| []T®
% 8
'] m.m .1.
] .
=3 |\
TN
. Mg
L ]
i g
q -
. “ 3 1
N
GLLE :
&»um ﬁ
#lhv
¥ ) |
L g
q i
g
9|
J TR q h §
g
y -7y
AN
™A o[
- -
NP 4 moua T
1]
"u-m h
' [ e >
a8 L.
LTINS
i RE. 3
b=d
[ 1

! [
e
A%
oLl
B ] ] alll B
e
.,ur +
-
/mm. !
.. L L ,mmn
\NERR Ju-! [
L3 B
“THTe-
LR
m v .
G TN - TR
e E== == /
o
ol [ my “
Y
b AR k L
L
Y
\y#- : B i i
@
& [ i § §
H w 8
i DI sy
NI N TTe
. N A T A P
N TR 1 Nk o
/ Luv , 8 /\ Lv/ TV
e > e > LUV > ] > Mw{.
e fore ™ L NER ford
(88
(] 1 1 H_WJ i
LY
g 1 q g, == i
e _ w
i [ [| i s
{ o
H 1
e
-
-
LN
) |
A = =
s - R
:

F. LL.10.



wr
-
e
—
-
P
-
-
-
—
wr

y773

T W— —

rep
T

be

rrep
e

b
_IL.J__———._TLJ
P
I
be
=
rrr

Pp

F. L. 10.

b2
= 1
rr
S
be
V74

be &

=g

b

be |2

p /
rp

6 112

AT~
be g

. \ﬁ.
o
/ , AN gl
R EWERN T Wil ) ﬁ ] ] s
_ - - E 08 4! e |
: Ha o || ! o ; £ ﬁ. E Eit
I = lel e L. » enil B =i 5 ry bl i u r
™ i SR ML M e R 6 e ™ T e




Transpose this passage down one tone
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Figured bass (harpsichord)

A Tranflation out of Anacronm.
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Song accompaniment (two songs)

Strauss: 5 kleine Lieder, Op. 69

Strauss
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Op. 69, No. 1
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Strauss: 5 kleine Lieder, Op. 69
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Strauss: 5 kleine Lieder, Op. 69

tempo primo "
e === === %Fﬁ

)

- P s
;n « dern sich dewu - ten die Zu - kunft dar

:

—— %J gt =
m e = * £
#* LD,
poco cal, “]“:/mj?ﬁ———'—"—_“\ i
’lﬂ' oy o — = —
1 —¥ - —
Zei - ten mir leuch -
—— .,
| [ f # N
% ’ et
\\___f___’// i
#® R
a tempo, etwas breit
Haus,
¥ EEED: =

2
::; : e —o
B * o #*
—_ . =
o '[...j_i
EE=——1==
/""7.“.1'
—r
=0
L.




Strauss: 5 kleine Lieder, Op. 69

Strauss

Einerlei
Op. 69, No. 3
(von Arnim)
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Strauss: 5 kleine Lieder, Op. 69
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Strauss: 5 kleine Lieder, Op. 69
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Strauss: 5 kleine Lieder, Op. 69
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‘As the melodiae longissimae became Sequence-with-text, particularly in
the late tenth and eleventh centuries, an aesthetic metamorphosis began;
the Sequence-with-text took on a more autonomous nature and could be
used — indeed could be conceived — with no reference to the Alleluia, even
if it remained irrevocably in close proximity with the latter.” (C. M.

BOWER) Discuss with reference to competing accounts of the history of
the sequence before c. 1000.

Either (a) To what extent can the prologue to the Liber ymnorum be used
to reconstruct Notker’s techniques of sequence composition?

Or (b) How far is it possible to identify distinctive stylistic traits in
Notker's sequences? Discuss with detailed reference to at least two
sequences attributable to Notker and to at least two other sequences.

How useful are the concepts associated with the terms ‘transitional’ and
‘New Song'’ in understanding the sequence from c. 1050 to c. 1150?

Either (a) Evaluate the claim that the Victorine sequence was a
tool of Augustinian reform.

Or (b) ‘Only they [the Victorines] reorganized a core of commonly-
circulating Parisian sequence texts to create meaningful families of
sequences, each bonded by particular, symbolically charged melodies’ (M.
E. FASSLER) Discuss with particular reference to Fassler’s claim that
contrafacta in the Victorine sequence repertory can be considered
‘meaningful’.

How justifiable is it to consider Hildegard’s sequences as visionary music?
How much did liturgical sequence composition owe to non-

liturgical song traditions in this period? Answer with reference to at least
three examples.
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When discussing church music, the Dutch humanist Desiderius Erasmus wrote
that ‘they have so much of it in England that the monks attend to nothing else... [A]
set of creatures who ought to be lamenting their sins fancy they can please God by
gurgling in their throats.” How might this observation apply to the performance of
composed polyphony in the reign of Henry VIII, compared with compositional
practices on the Continent?

John Taverner died in 1545, four years before the introduction of the First Book of
Common Prayer. How might his music be seen to have ‘anticipated’ compositional
habits prevalent in Edward VI's reign? In your answer include some discussion of

Taverner's presence in the Wanley Partbooks.

Either (a) 'But in my opinion, the song that should be made thereunto would not be
full of notes, but, as near as may be, for every syllable a note, so that it may be
sung distinctly and devoutly’ (THOMAS CRANMER). Discuss with reference to
English composers’ experimentation with church music from c.1544 to the death of
Edward VI.

Or (b) How might the English church music of John Sheppard be viewed as
exceptional among the surviving body of works in the reign of Edward VI?

How did composers respond to the restoration of the Catholic rite under Mary 1?
Illustrate your answer with contrasting works by Thomas Tallis and John Sheppard.

‘Some of the compositions in the 1575 [Cantiones Sacrae] book were definitely or
probably not conceived as settings of Latins texts, and were converted into motets
for the sake of giving them international appeal.’ (JOHN MILSOM) Discuss with
reference to at least three works by Tallis and/or Byrd from this collection.

To what extent might William Byrd'’s later collections of Latin church music
(Cantiones Sacrae 1589 and 1591, the Masses and two books of Gradualia) be
viewed as politically motivated and/or written for the recusant Catholic community
in England?
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1. ‘The tonal allegory of the St. Matthew Passion, in conjunction with the overall
tonal planning, relates countless details to broad theological issues’ (ERIC CHAFE).
Use this statement as a starting point for discussing aspects of tonal planning in the
piece, referring to at least two specific musical examples.

2. “Staging” is a crude way to put it, because it's not theatre; but it calls for the
performer’s whole being’ (PETER SELLARS). Evaluate the practice of presenting
Bach’s Passion compositions on stage in light of Sellars’ comment, referring to at
least two recent productions.

3. What do the original manuscript sources for the St. Matthew Passion
(autograph score and performing parts) reveal about the genesis and conception of
the piece?

4, Either (a) In what ways do the libretto and musical setting of the Passion
narrative in the St. Matthew Passion amplify or mitigate the story’s sometimes violent
physicality?

Or (b) In what ways can the notion of ‘affect’ be seen to shape Bach’s
compositional choices in the St. Matthew Passion?

5. ‘Although the St. Matthew Passion became a regular part of an increasingly
historicized repertory in Europe, its performance never again excited the same
publicity, the same intellectual ferment, the same sheer amazement as it did in 1829’
(CELIA APPLEGATE). Evaluate the historical, social and aesthetic factors that
contributed to the success of the work’s 1829 performance in Berlin.

6. ‘Bach was a lay theologian of some sophistication...To suggest that he was
only a musician and not a theologian is therefore seriously misleading’ (ROBIN
LEAVER). Discuss Bach’s theology of music with particular reference to the place of
the St. Matthew Passion in the Lutheran liturgy.
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1 Either (a) ‘The programme of German nationalism quickly metamorphosed, for
music, into one of universalism. In the history of no other art has nationalism been so
pervasive — yet so covert — an issue.” [RICHARD TARUSKIN] Discuss with reference
to Brahms’s Ein deutsches Requiem.

Or (b) Writing about Beethoven’s Missa solemnis, Birgit Lodes once argued
that the composer ‘did not treat the liturgical text as something from the distant past
that could be presented dispassionately. It was alive for him, and he captured its
immediacy and relevance for mankind.” Use this quotation as the starting-point for an
essay on the text of Brahms'’s Ein deutsches Requiem.

2 Explore the nature of Brahms’s debt to the music of J. S. Bach. Your answer
need not be restricted to observations on Ein deutsches Requiem.

3 Brahms once claimed that the only thing he learned from Schumann was how
to play chess. Discuss Brahms’s musical debt to Schumann and the reasons why he
might have made light of it.

4 In conversation with Theodor Billroth, Brahms once observed that ‘the more
one has chewed over a piece of art, the tastier it becomes.’” Discuss with reference to
Ein deutsches Requiem.

5 Either (a) Carol Bechtel Reynolds has referred to Brahms’s use in Ein
deutsches Requiem of ‘composite poetry [...] snippets of several biblical poems
spliced artfully together’. Expand on this observation.

Or (b) Ernest Newman once claimed that Brahms’s Ein deutsches Requiem
was a ‘composite work’, and that it had been accused, perhaps rightly, of a lack of
unity. Discuss.

6 Gustav Ophitls, a friend of Brahms, once described the Vier ernste Gesange,
Op. 121, as a ‘second German Requiem’. Discuss, ranging as widely as seems
appropriate.
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1. 'In the domain of form, Messiaen has proven completely - and | fear
definitively — impotent. For it soon becomes apparent that the most
anachronistic aspect of Messiaen's music is its ultra-static character' (ANDRE
HODEIR). Discuss with reference to two of the following: Cantéyodjaya;
Oiseaux exotiques; any one movement from Catalogue d’oiseaux; Couleurs de
la cité céleste.

2. 'l was struck by the presence of the birds of several continents — Europe,
Asia, America — which could never sing together in reality, and the connection
between that and the combination of Greek and Indian rhythms — a kind of
global universality' (GILLES TREMBLAY). Discuss the relationship between
Messiaen's diverse inspirations — including birds and nature as well as foreign
musical cultures — and the Western music tradition.

3. Messiaen thought that through his musical compositions he could expound
a theology. How does this work, and does it necessarily involve the
programmatic? Discuss with reference to two or more works.

4. Either (a) ‘Messiaen's recent works had led some to fear that he might have
become trapped in his own system. This was not the case, and it is the sign of
a great artist, coupled with a great spirit, that he is no slave to procedures’
(NORBERT DUFOURCAQ, January 1942). How might Dufourcq's observation
apply to the music written from 1949 to 1953 (inclusive)?

Or (b) 'Just as the seven colours of the prism blend together into white light, an
excess of brilliance turned everything grey. So many durations, subtly
interleaved, ended by obliterating all sense of rhythm' (BERNARD GAVOTY,
reviewing Chronochromie). How would you defend or challenge Gavoty's view
that Messiaen failed to take into account the limitations of human perception?
Discuss with reference to Chronochromie and one other work.

5. Discuss the proposition that the aim of the music Messiaen composed
between 1949 and 1964 is to evoke a non-human experience of time without
reducing it to the human.

6. 'Like all artists, the birds are open to influence. But like all artists worthy of
the name, if they try to reproduce the sounds of Nature (water-droplets, the
crack of a breaking branch), or if they borrow a theme from another species,
they imitate by recreating, transforming, and incorporating into their personal
aesthetic' (MESSIAEN). Were the birds more important to Messiaen as artistic
role-models or as sources of melody? Include detailed discussion of (one or
more movements from) at least two different works in your answer.

END OF PAPER



EiE UNIVERSITY OF
<¥ CAMBRIDGE

MUT2
MUSIC TRIPOS Part Il

Monday 28 May 2018 9.00 - 12.00

Paper 14

ISSUES IN MUSIC AND THE MOVING IMAGE

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




Rick Altman describes, in the film musical, ‘a “place” of transcendence where
time stands still, where contingent concerns are stripped away to reveal the
essence of things’. To what is Altman referring, and does this ‘place’ exist in
all film musicals?

‘Herrmann always insisted he was not a “film composer” but a composer who
worked in film’ (S.C. SMITH). Discuss the possible motivations for and validity
of Herrmann'’s distinction, in relation to Herrmann himself and more generally.

Either (a) What are the constraints and possibilities typically afforded music in
television? You should refer to both aesthetics and the circumstances of
production. Use specific examples and theories where appropriate.

Or (b) With reference to specific examples from each media form, compare
and contrast the functions that music serves in narrative films and video
games, and provide an appraisal of the techniques used to these ends.

. ‘For many filmmakers music is a platform for the idiosyncratic expression of
taste, and thus it conveys not only meaning in terms of plot and theme, but
meaning as authorial signature itself.” (GORBMAN) Discuss this claim with

reference to specific films by Stanley Kubrick and Martin Scorsese.

Ben Winters (2010) refers to a ‘nondiegetic fallacy’. What does he mean, and
how useful is it to maintain a distinction between diegetic and nondiegetic
music in media-music contexts?

. ‘While pop records are extremely effective in suggesting a film’s sense of time
or place, they remain somewhat limited in terms of other dramatic functions’
(J. SMITH). Evaluate this claim, with reference to examples from at least
three films.
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1 ‘[Chopin’s] ornamentation represents the high-water mark of the artistic
versus the mechnical use of embellishments’ (John Petrie DUNN, 1931).
Discuss this statement by describing and giving examples of Chopin’s use of
ornamentation in works from different periods.

2 In what ways, and for what reasons, is Chopin’s music susceptible to
expressive ‘appropriation’? Support your arguments by referring to music in
different genres where such ‘appropriation’ might occur, providing relevant
explanations.

3 Write an essay addressing the following claim: ‘[Chopin’s] innovations
arose from and were implied by the post-classical repertoire, and they were
conditioned in every particular by its central assumption — that work and
performance are inseparably fused’ (Jim SAMSON, 2004).

4 Either (a) How does Chopin break the ‘generic contracts’ implied by the
titles of some compositions? Provide examples from several contrasting
genres.

Or (b) To what ends and in what musical contexts did Chopin employ a
‘rhetoric of genre’?

5 Describe the influence of inherited formal paradigms on Chopin’s works
at different stages of his musical development, referring to specific
compositions.

6. Write a scholarly review of Jim Samson’s book The Master Musicians:
Chopin (1996), from which the table of contents is reproduced in Figure 1 on
the next page. Your review should contextualise the book within the literature
on the composer, evaluate its structure and contents, summarise the main
arguments put forward by the author, and offer an overall critical assessment.



Figure 1:

- Hustrations xi

“%.'1 n his homeland 1
. 2 ‘A virtuoso in his own right’ 34
) Pedagogy and other influences 51
3 New frontiers 70
4 ‘A zebirth of pianistic art’ 93
Chopin’s piano writing 109
The best society : , 126
; ‘A new world for myself’ 148
Issues in musical style 163
Years of refuge 187
‘The perfection of art . . 207
Chopin’s genres ' 224
- 9 Twilight 241
10 ‘Simplicity itself’ 261
Compositional process: sketches, fair copies, editions 270
A1 Images of Chopin 282

' Appendices
A’ Calendar 295
B List of works 301
C Personalia : 305
R D Select bibliography : 311
i’-‘igf-llpdex 315

Table of Contents from Jim Samson, The Master Musicians: Chopin
(Oxford: Oxford University Press, 1996)
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1 In what ways did Francoist music policy change during the regime?
Your answer should focus on any relevant genre(s).

2 In what ways does flamenco articulate Andalusian identity? Your
answer should make reference to both historical and present-day issues.

3 Discuss the links between the Catalan Nova can¢é movement and
political protest towards the end of the Franco regime.

4 To what extent does music facilitate the social integration of Moroccans
in Andalusian society? Discuss this question in relation to the work of two
scholars.

5 Either (a) The French tried to ‘appropriate Falla’s success, emphasising
the contribution of Paris and French musicians in bringing about the greatest
achievement of a living Spanish composer. They presented Falla as an exile
neglected by his motherland and who had discovered his true identity and
pursued his ultimate fate in France’ (Samuel LLANO). Discuss this quotation,
making explicit reference to Manuel de Falla’s La vida breve.

Or (b) Following the Desastre of 1898, Miguel de Unamuno stated:
‘Spain remains still undiscovered and will only be discovered by Europeanized
Spaniards’. In what ways did Spain’s European identity factor into debates
about musical nationalism in the late 19" and early 20" centuries?

6 Discuss how flamenco was developed under the Franco regime, with
reference to both nacionalflamenquismo and Gitano identity.
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1. Discuss the claim that “the function of music is wholly and solely to
communicate emotion” (CROSS and WOODRUFF)

2. Design a study that explores the extent to which participants agree on
the relative importance of different aspects of what happened in a musical
activity.

3. Either (a) Discuss the theories and empirical evidence that explain the
place of social interaction in rhythmic entrainment and the extent to which
focussing on the social aspects explains rhythmic entrainment in its entirety.

Or (b) Discuss the research evidence that underpins claims about links
between coordinated behaviours and prosociality.

4, “Music can exert powerful physical effects, [and] can produce deep and
profound emotions within us”. (MACDONALD) Assess the research evidence
about music’s influence on our behaviour, perceptions and/or mood.

5. Either (a) Compare different approaches to the analysis and evaluation
of musical interventions and/or therapies.

Or (b) ‘Support for the existence of a music-processing module can be
found in reports of selective impairments in music recognition abilities after
brain damage.’ (PERETZ) Discuss the observations that have led to such
conclusions with reference to specific cases of people living with different forms
of brain damage.

6. With detailed reference to a research study of your own devising,
discuss the pros and cons of different methodological choices (including, for
example, alternative data collection procedures and participant inclusion and
exclusion criteria) in the exploration of your research question or questions.
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