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A. Rationale

Students in the Music-Performance Option and Music-Non Performance Option are required to take two or three semesters of music history.  This course is one of the music history courses students in these options can choose.  

For the non-music major, knowledge of historic music is an integral part of a liberal education. Music is often the most accessible route into other historical studies and disciplines in the humanities, hence exposure to musical styles and forms beyond those purveyed by mass media constitutes, potentially, a vehicle for further academic success. The study of music is also a legitimately life-enhancing activity in its own right, in the same way that greater knowledge and understanding of the larger realm of literature, fine arts, theater, and other art forms is valuable.

B. Student Learning Outcomes and Methods of Assessment
The following table shows the student learning outcomes and the method of assessment for each: 

	Student Learning Outcomes

Upon successful completion of the courses students will be able to: 
	Method of assessment

	1. Name the important composers of the Baroque and Classic eras
	Embedded test questions

	2. Identify the title and composers of selected works familiar to the student (previously covered in class)
	A familiar piece of music is played and the students must correctly identify the title and composer.  

	3. Define, recognize, and discuss the basic elements of Baroque and Classic era music (including tonal and rhythmic aspects, instrumentation and forms/genres) 
	Guided listening exercise where students listen to a piece of Baroque or Classic era music and then write an essay which is graded using a common rubric.  

	4. Given an unfamiliar piece of Baroque or Classic-era music, identify the historical context and style through acquired familiarity with musical elements unique to each period covered by this course 


	Listening exercise where students listen to an unfamiliar piece and correctly describe the historical context and style.  This is graded using a common rubric.  

	5. Discuss and defend aesthetic judgments about new and unfamiliar music from the Baroque and Classic eras.  
	Concert review which is graded using a common rubric.  


C. Grading
To show how coursework could be weighed, below is a recommended grading scale with a range of percentages for each of three elements.  

Tests (including Final Exam)


50% – 65% of final grade 

Written Assignments



20% – 25% of final grade

Attendance, Preparation, & Participation
15% – 25% of final grade

Letter Grades for the course will be as follows A=90-100; B=80-89; C=70-79; D=60-69; F  59 or below (although future instructors could modify this scale)

D. Planned Sequence of Topics

Music 105 is designed to build listening skills and understanding of musical culture, styles and forms. It will expose students to a variety of styles in order to build these listening skills. Students will become familiar with representative composers and selected masterpieces from the Baroque and Classic periods. Students will develop their critical listening skills by learning to use appropriate musical vocabulary as a means to parse the structure and form of a musical work.

A key teaching challenge is to overcome students’ preconceptions and misconceptions of music as it relates to their lives and experiences, and demonstrate that a variety of larger musical forms are, in fact, comprehensible by both the active musician and the non-musician.

The course begins with a brief overview of music of the Medieval and Renaissance eras (along the lines of the survey within Music 103) as an introduction (and/or review for students who have taken Music 103 prior), followed by the main course content.

The sequence should follow the outline below:


Medieval/Renaissance (approx 2 weeks): 
Medieval: the divergence of Western music away from the musics of the rest of the world from monodic chant to the development of polyphony; 
Renaissance: the refinement of polyphony into a science as well as an art, the rise of major/minor tonality, the first vocal and instrumental musical forms

Baroque (5–6  weeks): the rebellion against complex polyphony, the continuo group, the rise of opera and of idiomatic instrumental music, baroque forms including ritornello form, the concerto/concerto grosso, the suite, the cantata and oratorio, and the return to complex polyphony.


Classic (5–6 weeks): the rebellion against complex polyphony (again!), sonata form, theme and variation, minuet/trio, rondo, opera, the concerto, the symphony, Beethoven’s influence and legacy


Optional: A brief unit (approx 1 week) on music in America during the Baroque and Classical timeframe; to include sacred music of the colonial era, William Billings and the New England “tunesmiths” school, and Moravian music.

Below is a weekly outline that illustrates how these three units could be spread over a typical 15 week semester using Spring 2011 and MWF course as an example.  Future instructors are free to modify this schedule (for example devote more or less time to a particular topic), but all instructors must include all three of the units described above. 

SAMPLE WEEKLY SCHEDULE
1/19
Introduction to course; requirements; syllabus; concert review details

Assignment: 135–137/126–127 top/128/117–125 (Recommended! Read the chapters on Medieval and Renaissance music…)
1/21, 24, 26 
Who’s who and what’s what in the Baroque era; overview of the Medieval era

1/28, 31; 2/2
Overview of the Renaissance; introduction to the beginning of opera and intro to the continuo group

Assignment: Kamien pp. 138–42/127–129/129-131 middle/122 (bottom)–125; 164–67/151 middle–153/152-54/143–45 (Note well! Assignments always include listenings unless otherwise specified…)

2/4
Ground bass pieces I: Pachelbel Kanon in D
Assignment (review):  164-167/150–153/152-54/143–45
2/7
Ground bass pieces II: Purcell: Dido’s Lament et al

2/9
How to listen to Ground bass pieces: Pachelbel revisited

2/11
Ground bass pieces III: Purcell; J.S. Bach

Assignment: 174–177; 183–184/160–163; 168–169/162-65; 170 middle-171 middle/152–154; 158 (bottom)–159
2/14
Ground bass pieces IV: J.S. Bach; Intro to the structure of the Mass

2/16
Chorales and J.S. Bach’s church cantatas I (Cantus firmus pieces)

Assignment: 189–197/174–180/174-182 middle/161 (bottom)–169 (top)
2/18
Chorales and J.S. Bach’s church cantatas II (Cantus firmus pieces)

2/21
Chorales and J.S. Bach’s church cantatas III (Cantus firmus pieces)

Assignment: 149–154/137–140/139-142/131 (bottom)–135 (top)
2/23
Fugues I: How they work, how to listen, what goes with them

Assignment: 177–181/163–166/165 middle-168/154 (middle)–157
2/25, 28
Fugues II & III

Assignment: 154–164/141–150/143-152 top/135–142
3/2, 3/4
Baroque Opera I

Assignment: Review everything!

3/14
MIDTERM EXAM

Assignment (review): 154–164/141–150/143-152 top/135–142
3/16
Baroque Opera II

3/18
Baroque Opera III/Mid-term handback

Assignment: 167–73; 145–49; 181–83/153–55; 133–36; 167–68/135–139 top; 169–70; 155–162/145–151; 128–31; 157–58
3/21
Concerti/Concerti grossi & Ritornello form I

3/23
Concerti/Concerti grossi & Ritornello form II

Assignment: 185–87/170–171/172–173/160–61
3/25
Suites I
3/28 
Suites II

Assignment: 197–210/181–191/183-193/169–178
3/30
Oratorio/Messiah et al

Assignment: 214–24; 250–65/194–204; 227–31/196-206 middle; 229–33 (top)/183–93;

212–16 (top)
4/1
Introduction to the Classic era
Assignment: 224–29/204-11 top/ 206-210/196–97
4/4
Sonata form

Assignment: 229–232/209–213 middle/211-215 middle/197–201
4/6
Theme & variations + Minuet/Trio forms

Assignment: 232–234/213–215 middle/217-18 middle/201-02
4/8
Rondo form

Assignment: 236–237/215–216 middle; 222 bottom–225 middle; 240–244 top/217-18; 224–227 top; 242–246 top/203; 205​–210; 223–27
4/11
Classical symphony

Assignment: 216–217; 225-27 top; 244-48/218-19; 227-29 top; 246-251/204; 227–32 (top)
4/13
Classical concerto

Assignment: 224–229/251-56; 259 bottom–267/254-59 top; 262–269/234–58 (middle); 241–47
4/15 
Beethoven I

4/18
Beethoven II

4/20
Beethoven III

Assignment: 255–64/231 middle–239/233-241/216–25 (top)
4/22
Classic-era opera I

4/25
Classic era opera II

Assignment: 275–76/248 (bottom)–250/251 (bottom)–253/232–33
4/27
Classical Oratorio/Take-home essay portion of the Final Exam handed out

Assignment: Review everything since the Midterm!
TBA
FINAL EXAM 
E. Student Learning Activities and Assignments

Today, a myriad of multi-media resources are available to instructors for use in the classroom, and the supplemental materials that accompany the recommended textbook The Enjoyment of Music (see Section H, below) create opportunities for instructors to enhance their classroom activities beyond the traditional lecture/listen-to-examples model. The instructor’s CD-ROM provides illustrations, interactive media, and PowerPoint presentations—in short, rich supplemental resources for students.  Additional discretionary listening assignments may be put on reserve in the Library.   

Traditionally, classroom activities in a course such as this consist of lectures, discussions and guided listening, since the course content will often constitute entirely new material and information for the majority of students. Music is frequently and regularly played for exposure and as catalysts for discussion. Other video media may be employed to focus on specific elemental or historical topics. In the case of opera especially, it is crucial that students see opera in production on video, as this is far more immediate and contextual than merely listening to excerpts. 

An important and necessary element of this course is requiring student attendance of at least one live concert of music covered by this course, followed by the writing of a newspaper-style concert review. The online resources accompanying the recommended textbook Music: An Appreciation includes a mock concert program and rules regarding concert etiquette to help students prepare before attending a concert.

In the appendix are two documents designed specifically for the student. For the concert review, instructors should inform students early in the semester that a concert review will be required. This will allow students time to search for suitable concerts and make necessary arrangements. However, students should attend the concert and write the review later in the semester after they have had exposure in class to the music itself and have had some practice in analytical listening.  

F. Required and Optional Texts/Readings/Materials
The criteria to be used for selecting required textbooks for Music 105 are listed below:

• The material is presented in a clear and reader-friendly manner.

• A glossary is available at the end of the text.

• The technical material is clearly explained and illustrated.

 • Supplemental materials, including on-line resources, annotated research links, and a DVD-ROM containing multimedia study tools and resources for at-home student use are included with the textbook.

• Detailed listening charts are integrated into the text and easily referenced at a glance. 

• The text comes with a comprehensive CD set that provides examples of the music discussed in the text.

• Appendices appear with specific technical or otherwise relevant musical topics.

• The textbook’s content is comprehensive: the text introduces a full range of historical material in the areas covered by this course, focusing on important composers and their work in an accessible manner.

At this writing, Roger Kamien’s Music: An Appreciation (now in its 10th edition) has been used in the Music Department in the past as primary textbook for Music 105. We recommend that this textbook continue to be used. The book includes multi-media resources, an interactive website with on-line quizzes that can be sent directly from the student to the instructor for a grade, on-line listening charts, world music discussions with audio samples integrated into each discussion of historical western music, and a comprehensive 9 CD/DVD set containing all the music discussed in the text. It is “user-friendly;” i.e., the language is accessible; and, aesthetically, the book itself has a modern design and layout.
As new textbooks are published, they should be examined by music faculty for consideration as the primary textbook or as an additional resource, in accordance with the selection criteria stated above. While the choice of textbook is left to the instructor, a published textbook must be used.  

While this course is not specifically designed to address or promote computer literacy, interactive web sites (which include quiz modules and additional links, information not contained in the textbook, and supplemental interactive review/in-depth modules) are now part and parcel of many recent textbooks.

The following web resources may be used to enhance the text and CDs used in Music 105:

Classical Net This website contains over 6000 files of CD, DVD & Book Reviews, plus over 5000 links to other classical music sites.

http://www.classical.net/music/welcome.html
Grove Music Online  Full text encyclopedic music dictionary.  Can be accessed from the library’s computers, or from home through a subscription.


http://www.grovemusic.com

OCLC WorldCat Catalog records and holdings information for materials owned by libraries worldwide.


http://www.worldcat.org

Essentials of Music Offers basic information about classical music.


http://www.essentialsofmusic.com/

Gramophone: The Classical Music Website  Provides access to reviews of classical recordings, industry information and offers free access to a concise version of Grove Music Online. 


http://www.gramophone.co.uk
AMG All Music Guide  An introdution to all types of music including blues, jazz, rock, and world.


http://www.allmusic.com/
Instructors may wish to make the above information available by including it in the course syllabus, by posting it on the course homepage, by distributing it to students, or by posting it in the classroom. 

G. Resources needed for this course

No resources are needed for this course.  

.  

Appendix A
Concert Review
Listening to live performances is an essential part of learning to understand new and unfamiliar music. This course requires attendance at one live music concert, which you must attend during this current semester. You must submit a program or ticket stub along with your report. Baroque and/or Classic-era music should be the content of the concert. If you have any questions regarding whether the concert you choose to attend is appropriate, please ask me. Your report should be at least 3–4 pages (double-spaced with a 12 point font and 1 inch margins). Following are some general guidelines to help you listen, think, and write about a concert.

Basic information to include:


• When and where did the concert take place? How long did it last?


• How many pieces were performed? What were their titles?


• Who were the performers?


• What types of instruments were played and/or what types of voices were featured?


• Was there any special purpose to the concert? If so, explain.

General Questions to Keep in Mind:



• What was your general reaction to the concert? How did the performance sound to you?  Was the music performed well? (e.g., Were the musicians rhythmically together; were they playing/singing in tune; did any instruments/voices stick out? How would you rate the musician’s technical ability and the “energy” of their performance? Did the musicians seem prepared for the concert?)


• Which piece did you like the best? Why? (e.g., what specifically did you like about the piece or the way it was performed?)


• Which piece did you like the least? Why?


• Did any of the pieces trigger an emotional response from you? What were your specific thoughts or feelings in response to the music?


• Is this type of concert new to you? How do you think that might influence your perceptions of what you heard and observed?

Specific Questions to Consider: 

You may want to focus your discussion and analysis of the concert on one or more of the following questions:



• Describe what you heard and observed using the following musical terms, elements, and concepts discussed in class:



• Genre (e.g., symphony, concerto, string quartet, etc.)



• Stylistic period (e.g., baroque, classical, romantic, etc.)



• Mood (e.g., emotion conveyed by the musicians)



• Rhythm (e.g., beat, accent, meter, syncopation) How are these elements of rhythm used to create “special” or interesting musical effects?



• Dynamics (e.g., level of sound) Identify changes in dynamics and discuss the effect these changes create.



• Tone color (Timbre) (e.g., bright, brassy, warm, hollow, etc.)



• Mode (e.g., major, minor)



• Melody/Harmony—Discuss the balance (or lack of it) between the melody and its “accompaniment.”  Did you hear consonance, dissonance, or a combination of both?



• Texture (e.g., monophony, homophony, polyphony)



• Motives/Themes—Identify and note where individual motives and themes are first introduced.



• Form (e.g. sonata form, ABA, theme and variation, etc.)


• Using the musical terminology and concepts covered in class discuss the most interesting musical elements/features of the pieces performed.


• Compare the pieces from this performance with other compositions you have studied in class, noting similarities and differences.


• Describe the behavior of the performers and the audience. What, if any, interaction occurred between the two? What kind of behavioral expectations do performers and audiences bring to the concert? How are these expectations satisfied or frustrated?

Final Exam Study Guide
Repertoire and People:

Johann Sebastian Bach:

Brandenburg Concerti #s 2, 5

Suite #3 in D major

George Frederick Handel:

Water Music Suites

Music for the Royal Fireworks
Messiah (excerpts covered in Kamien)
Franz Joseph Haydn:

Symphony # 94 “Surprise”

The Creation—Representation of Chaos; Opening Recit & Chorus; Recit #13 & Chorus #14
Trumpet Concerto in Eb—Mvt. III

Claudio Monteverdi:

Orfeo
Wolfgang Amadeus Mozart:

Don Giovanni
Eine Kleine Nachtmusik—Minuet

Symphony #40 in G minor

Piano Concerto #23 in A

Requiem: Introit/Kyrie and Dies Iræ
Ludwig van Beethoven:

Choral Fantasy
Symphony #5

Symphony #9—4th movement

William Billings (pieces tba)

Moravians in America (pieces tba)
Roger Norrington

You will be expected to identify any of the pieces above in the listening portion of the exam (BF entries are not in the Kamien book; in-class lectures only!)

Readings/Listenings (Kamien text)

145–149

167–177

181–183

185–187

197–210

214–296 except: 255–265; 275–277; 284–287

Vocabulary

167

173

187

229

232

236

239

240

(BF entries are additional vocabulary in the Kamien book since the midterm)

and
“French” Overture

binary form/ternary form/“rounded binary” form
motive/motif

double exposition

“fuguing tune“

anthem

Class notes (over and above class discussions of material in the readings!)

Music in America during the time of the Baroque & Classic eras in Europe (in-class discussion only; not in the Kamien book!)

Essay (take-home portion of the exam!): You will be asked to define Classic-era music and compare it to Baroque music, using the readings on Baroque music 135–142 and Classic-era music 218–221 as starting points, and you will be expected to draw upon the music to which we have listened this semester to illustrate your discussion. More specifically: your essay should cover at least five of the following eight points. All the items below pertain specifically to the Classic era unless otherwise indicated; each “discussion point” will be worth 8 points each, totaling 40 points for the essay; extra credit will be possible for each additional point you cover. A single sentence or two does not constitute a discussion!

• Timeline & composers—Europe & America

• Role of the composer & cultivated music in society; including the rise of public concerts for the middle class

• Instruments of the era—what instruments were added to those of the Baroque era; which instruments were improved technologically

• Musical forms: Sonata form in the Classic as opposed to the Baroque era; development of the solo concerto and the symphony; theme & variations; rise of themes constructed from motives & how this was vital to sonata form

• Influence of Greek philosophy—both the Baroque & Classic eras drew inspiration from & were influenced by the Greeks, but exactly how did that influence manifest itself in each era?

• Dances and Suites: talk about “dance mixes” in the Baroque era—some of the different varieties & which dance(s) became important in the Classic era

• Unity of mood vs. “dramatic tension” in music in these eras

• Beethoven’s legacy—how did he change the state of western music & set the stage for the Romantic era?

MUSIC 105

FINAL EXAM
Answer 30 out of the 50 questions; 2 points each correct answer.

___1.  In the baroque era, dynamics consisted mainly of sudden alterations between loud and soft called 


A.  cantus firmus


B.  basso continuo 


C.  terraced dynamics


D.  basso ostinato 

___2.  A concerto grosso most often has ______________ movement(s). 


A.  three 


B.  two


C.  one


D.  four 

___3.  The large group of players in a concerto grosso is known as the 


A.  concertino


B.  tutti


C.  orchestra


D.  soloists 

___4.  The first and last movements of the concerto grosso are often in ________ form. 


A.  sonata


B.  theme and variations 


C.  ritornello


D.  ternary 

___5.  The solo instruments in Bach's Brandenburg Concerto No. 5 are the _____________, violin, and 



harpsichord. 


A.  oboe


B.  trumpet


C.  flute


D.  cello 

___6.  Which of the following statements is not true? 


A.  The sonata originated in Italy but spread to Germany, England, and France during the seventeenth 



century. 


B.  The sonata da chiesa had a dignified character and was suitable for sacred performance. 


C.  Sonatas were played in palaces, in homes, and even before, during, and after church services. 


D.  The trio sonata usually involved three performers, two on high instruments and one on a bass



line.

___7.  A Vivaldi concerto usually has ________ movements. 


A.  four


B.  three 


C.  a variable number of movements


D.  two 

___8.  Vivaldi wrote concertos 


A.  only for violins with continuo 


B.  only for string instruments 


C.  for a great variety of instruments 


D.  only for keyboard instruments 

___9.  Sets of dance-inspired instrumental movements are called 


A.  concertos


B.  cantatas


C.  suites


D.  sonatas 

___10.  Although all the movements of a baroque suite are in the same key, they differ in 


A.  tempo


B.  meter 


C.  national origin


D.  all of the above 

___11.  Which of the following is not a part of the baroque suite? 


A.  waltz


B.  allemande


C.  sarabande


D.  gigue 

___12.  The various dances of the baroque suite are usually 


A.  polyphonic in texture

B.  in AABB form 

     C.  in theme and variation form

     D.  in ABA form

___13.  Oratorio differs from opera in that it has no 


A.  choral part 


B.  acting, scenery, or costumes 


C.  orchestral accompaniment 


D.  vocal soloists 

___14.  The first oratorios were based on 


A.  contemporary literature


B.  Greek and Roman literature 


C.  stories from the Bible


D.  Greek mythology 

___15.  In oratorio, the story is carried forward by the 


A.  narrator's recitatives


B.  chorus 


C.  arias


D.  duets 

___16.  Handel offered his oratorios during ________ when operas were prohibited. 


A.  the winter holidays


B.  the summer 


C.  Epiphany


D.  Lent 

___17.  Which of the following statements is not true? 


A.  The focus of the Handelian oratorio is usually the chorus. 


B.  Most of Handel's oratorios are without plot or characters since they were primarily intended for 



church use. 


C.  Messiah, set to a text compiled by Charles Jennings from the Old and New Testaments, is 



meditative rather than as dramatic as Handel's other oratorios. 


D.  Handel's oratorios are usually based on the Old Testament. 

___18.  The first book with music to be published in America was 


A.  Ainsworth Psalter 


B.  Whole Booke of Psalmes 


C.  Bay Psalm Book, 9th edition 


D.  The Singing Master’s Assistant 

___19.  The preclassical period roughly encompassed the years 


A.  1770-1820


B.  1820-1900


C.  1600-1750


D.  1730-1770 

___20.  The fully developed classical style in music flourished during the period 


A.  1730-1770


B.  1770-1820


C.  1600-1750


D.  1820-1900 

___21.  Which of the following statements is not true of the classical period? 


A.  Philosophers and writers in the classical period believed that custom and tradition, rather than 



reason, were the best guides to human conduct. 


B.  Philosophers and writers in the classical period saw their time as a great turning point in history 



and called it the “age of enlightenment.”


C.  During the early eighteenth century, the heavy, monumental baroque style gave way to the more 



intimate rococo style, with its light colors, curved lines, and graceful ornaments. 


D.  By the late eighteenth century, the rococo style had been superseded by the neoclassical style, 



which attempted to recapture the "noble simplicity and calm grandeur" of ancient Greek and 



Roman art. 

___22.  Which of the following instruments were not normally included in the classical orchestra? 

A. Trumpets

B.  trombones

C.  timpani

D.  horns

___23.  A symphony is a 


A.  multi-movement work for orchestra


B.  work for piano solo 


C.  work for chorus and orchestra


D.  work for solo instrument 

___24.  Joseph Haydn was content to spend most of his life 


A.  as a church musician and organist


B.  as a professional free-lance musician 


C.  serving a wealthy aristocratic family


D.  as an independently wealthy composer 

___25.  Vienna, when Haydn, Mozart, and Beethoven were active, 


A.  had a population of almost 250,000 


B.  was the seat of the Holy Roman Empire 


C.  was the fourth-largest city in Europe 


D.  all of the above 

___26.  Sonata form consists of three main sections, exposition, development, and 


A.  recapitulation


B.  introduction


C.  motives


D.  transition 

___27.  In the exposition of a sonata-form movement 


A.  a new theme is always presented in the bridge 


B.  the closing theme is in the tonic key 


C.  a new meter enters with the second theme 


D.  the second theme is in a new key 

___28.  In the recapitulation of a sonata-form movement 


A.  the closing section is in the tonic key 


B.  there is no second theme 


C.  a new theme is presented in the bridge 


D.  the second theme is in a new key 

___29.  A transitional passage that leads to a contrasting section is called a 


A.  theme


B.  motive


C.  coda


D.  bridge 

___30.  Short musical ideas or fragments of themes that are developed within a composition are called 


A.  melodies


B.  codas


C.  rides


D.  motives 

___31.  The ___ movement of Haydn's Surprise Symphony is in theme-and-variations form. 


A.  second


B.  fourth


C.  first


D.  third 

___32.  The movement of a sonata-type composition often patterned after a dance is the 


A.  fourth


B.  second


C.  first


D.  third 

___33.  In many of Beethoven's works, there is a _______ movement instead of the minuet. 

A.  fugato

B.  scherzo

C.  ritornello

D.  presto

___34.  Which of the following statements is not true? 


A.  A classical symphony usually consists of four movements that evoke a wide range of emotions 



through contrasts of tempo and mood. 


B.  The opening movement of a classical symphony is almost always slow and in ABA form. 


C.  In most classical symphonies, each movement is a self-contained composition with its own



themes. 


D.  Beethoven's concluding movement of a symphony tends to be more triumphant and heroic in 



character and sometimes is meant as the climax of the whole symphony. 

___35.  The symphonic movement usually lacking in the concerto is the 


A.  minuet or scherzo


B.  slow movement 


C.  sonata-form movement


D.  rondo finale 

___36.  In the first movement and sometimes in the last movement of a classical concerto there is a special unaccompanied showpiece for the soloist, the 


A.  fermata


B.  cadenza


C.  finale


D.  coda 

___37.  Which of the following statements is not true? 


A.  Mozart wrote masterpieces in all the musical forms of his time. 


B.  Between the ages of six and fifteen, Mozart was continually on tour in England and Europe. 


C.  Mozart's trips to Italy enabled him to study and master the current operatic style. 


D.  In his later years, Mozart was financially well off, widely acclaimed, and sought after by an 



adoring public. 

___38.  Mozart's Requiem was 


A.  composed by a nobleman using Mozart's name 


B.  an early work 


C.  finished by one of his pupils 


D.  a high point in his career 

___39.  Which of the following is not true of the late eighteenth-century fortepiano? 


A.  Its pitch range was smaller than the modern piano. 


B.  It had thinner strings held by a frame of wood, rather than metal. 


C.  Its tone was softer and lasted a shorter time than that of the modern piano. 


D.  It weighed the same as the modern piano. 

___40.  Beethoven 


A.  began to feel the first symptoms of deafness in his twenty-ninth year 


B.  was a brilliant pianist 


C.  was self-educated and had read widely, but was weak in elementary arithmetic 


D.  all of the above 

___41.  Which of the following statements is not true? 

A.  In the finale of his Ninth Symphony, Beethoven took the unprecedented step of using a chorus



and four solo vocalists. 

B.  The finale of Beethoven's Ninth Symphony is based on Schiller's poem about human



brotherhood, Ode to Joy. 


C.  Like Haydn and many other composers of the classical period, Beethoven was most successful 


financially when in the service of the aristocracy. 

D.  Beethoven opened new realms of musical expression that profoundly influenced composers 
throughout the nineteenth century

___42.  In colonial America, which of the following is not true of composers? 


A.  Composers often worked at other trades and did not make their living solely from music. 


B.  Composers were well-respected members of colonial society. 


C.  Composers were referred to as “tunesmiths.” 


D.  Composers often worked as itinerant singing teachers. 

___43.  A “fuguing tune” 


A.  is a piece written for chorus 


B.  is usually sacred in nature 


C.  is usually in the form ABB 


D.  features a short polyphonic section 


E.  all of the above 

___44.  Vivaldi spent most of his life working at an institution for orphaned and illegitimate girls in 


A.  Venice


B.  Cremona


C.  Rome


D.  Florence 

___45.  Baroque suites frequently begin with a 


A.  gavotte


B.  French overture 


C.  gigue


D.  sarabande 

___46.  Although Handel wrote a great deal of instrumental music, the core of his huge output consists of


English oratorios and Italian 


A.  operas


B.  songs 


C.  madrigals


D.  chorales 

___47.  The Moravians came to America as 


A.  refugees fleeing religious persecution 


B.  conquerers of indigenous peoples 


C.  missionaries 


D.  explorers 

___48.  Vivaldi wrote approximately _________ concerti grossi and solo concertos. 


A.  95


B.  450


C.  10


D.  30 

___49.  Oratorios first appeared in 


A.  Italy


B.  Germany


C.  France


D.  England 

___50.  Which of the following statements is not true of the Moravians? 


A.  Choirs were as important to communities as families. 


B.  Hymns often served as message-bearing vehicles as well as congregational music. 


C.  Like their counterparts in colonial New England, the Moravians rejected the 



musical culture of Europe. 

     D. Moravian musicians often held other jobs, including teaching or serving as clergy. 

LISTENING PORTION

(25 points)


Identify composer and title for each example played. 2.5 points for each correct title and composer.

2 pts. extra credit for correct identification of a movement within a larger piece if and only if title and composer are also correctly identified.

1.

2.

3.

4.

5.

MYSTERY PIECE!

(15 points)

You will hear a piece written between 1600 and 1825 that we have not discussed nor listened to in class. Using everything you have learned in this course about music from the Baroque and Classic eras, describe what you are hearing in as much detail as you can—instrumentation, form, style, etc.—and then, based on what you hear, place a guess as to when (in what era) the piece was written and who the composer might be. The description of what you hear will count more than correct guesses!

� Kerman, Joseph. Listen Online, <http://www.bedfordstmartins.com>
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