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These instructions and answers cover the student activity section which can be found on page 22. This Topic Exploration Pack supports OCR AS and A Level Music.

When distributing the activity section to the students either as a printed copy or as a Word file you will need to remove the teacher instructions section.
Mapping to the specification: learning outcomes
Learners should study the development during the Romantic period of instrumental concert music that communicates a narrative or a non-musical idea:

· study examples in depth of music for orchestral, chamber or solo performance from the period of study, using live performances, recordings and scores as appropriate

· use attentive listening and contextual knowledge to analyse, evaluate and make critical judgements about the repertoire

· use technical vocabulary to communicate a sophisticated understanding of Romantic programme music and its context.

Learners should analyse, explain and compare developments in styles of programme music, including:

· concert overture

· symphonic poem

· programme symphony

· solo works

· works communicating an awareness of national identity.

Learners should study and understand how musicians use musical elements, including:

· harmony and tonality, e.g. expressive effects of dissonance, chords and modulation

· integrating structural principles and expressive freedom, e.g. melodic writing, rhythm, adaptations of sonata form

· instrumental resources, e.g. expansion of the orchestra, improvements in piano technology, instrumental technique, virtuoso soloists, the conductor

· development of dynamics, expression, articulation, complex textures, dramatic contrast and other effects.

Learners should study and understand the conditions and context in which programme music was created and performed, including:

· the Romantic movement in the arts, e.g. Goethe, English poets, Gothic, rediscovery of Shakespeare

· influence of opera on concert music

· technological advances, e.g. valved brass, piano making

· audience, e.g. growth of wealthy middle class, industrialisation, railway travel

· transmission of music to a wider audience in Europe and the United States of America, growth of orchestras. 

Introduction
This Area of Study with the focus on instrumental programme music from 1820-1910 is a useful progression for learners from their study of the instrumental music of the Classical period and can therefore build successfully from the work covered in Area of Study 1.

There is a wealth of instrumental music written at this time and in particular, programme music, with the focus on the communication of some sort of narrative or non-musical idea.

Instrumental programme music gives learners the opportunity to consider how composers can portray feelings and emotions in their music. They will need to develop their understanding of devices used in the music of this period such as the use of harmony and tonality as well as the greater development of dissonance and the use of chromatic chords which contribute towards conveying the emotion in the music. 

Developments in the use of melody writing and tonality also require consideration as well as the use of the orchestra, the use of a varied range of instrumental techniques and the use of a range of different textures from the more usual melody dominated homophony of the Classical period.

Learners will need an understanding of the different types of programme music written during the nineteenth century and a review of the Concert Overture, Programme Symphony, Tone poem as well as shorter piano pieces is necessary in order to approach this Area of Study. Although there are plenty of opportunities for wider listening which will be advantageous, learners will also need to study some pieces in detail to understand the full implications of the use of musical elements. 

The nineteenth century sees further developments in instrumental music with composers often choosing to use a larger orchestra. Practice at aural identification of instruments, previously not encountered such as cor anglais, bass clarinet and double bassoon would be advantageous as well as a review of the range of percussion instruments used during this period.

The study of instrumental music means that learners must become competent at following an orchestral score. For Area of Study 5, Programme Music 1820-1910, they will need to develop their skills of score reading to be able to read and understand larger scores. 

Composers used a variety of techniques in order to provide the emotion in their music and a study of keys and key signatures, identifying modulations to related and remote keys should prove to be a useful skill before studying some of the programme music. Learners should also understand about the use of functional harmony before going on to study the use of chromatic chords. Knowledge of seventh and ninth chords, secondary dominants, diminished sevenths, Neapolitan sixth and Augmented sixth chords will provide the necessary detail for a greater understanding of the music.

When studying a piece of music, learners should be aware of elements such as melody, rhythm and metre and texture. They will need to be able to discuss the use of these elements with appropriate language. Revision of each of these features would also be a suitable focus before attempting a study of a piece of programme music.

Learners will need an understanding of the further developments of structure in this century and they will need to study examples of programme music in detail in order to understand how composers made creative use of structures as well as the use of melody and rhythm to provide expressive freedom.

The sonata principle and the tonal implications of moving away from a key centre and returning to it have been studied as part of the Classical period and can still have relevance for the instrumental music of the nineteenth century. However, much Romantic music moved away from the structured music of the Classical period and composers looked to providing more emotion in their music as well as developing links with the literature and painting of the time.

The context of the music will also need consideration and learners will need to understand about the greater context of the Romantic movement in the arts, the developments in industrialisation and travel, giving music an availability to a wider audience as well as the conditions under which composers worked in the nineteenth century. Learners could benefit from establishing the links with art and literature and could investigate the work of nineteenth century painters and writers in order to place the music being studied into context. Some knowledge of historical events and developments in industry and travel might also help to put the music into context when covering this Area of Study.

Suggested activities overview
This Area of Study lends itself well to an integrated approach, providing plenty of opportunities for composing and performing tasks.

Each piece of music selected for the Listening questions that follow can be used as a starting point for performing and composing opportunities. Here are some suggestions for starting points for approaching each of the pieces of music used in the Listening questions. Each piece of music has been selected from a different type of programme music.

1. The Symphonic Poem

Mussorgsky: Night on the Bare Mountain

Mussorgsky often had difficulty carrying out his musical ideas into completed works. He initially began by working his ideas into two unfinished operas. Eventually he used his ideas in this tone poem. Although Mussorgsky was proud of his work, his peers and critics were not impressed and they criticized the work for the boldness, wildness and audacious harmonies. After his death many of his contemporaries revised his unfinished pieces. Russian composer Rimsky-Korsakov compiled the the basic ideas from the two operas and the tone poem into one orchestral tone poem he called Night on the Bare Mountain (1886). 

He also arranged a version for piano as well as one for piano, four hands. The link is provided for this version which could be used in a variety of ways as performance material: http://conquest.imslp.info/files/imglnks/usimg/d/df/IMSLP59100-SIBLEY1802.9940.9f50-39087011327402no5.pdf
Night on the Bare Mountain is a series of different mood pictures with very sudden changes. Composing work could use this idea as a stimulus and learners could aim to create their own descriptive pieces with a series of contrasting mood pictures.

2. Solo pieces – the Romantic miniature.

Schumann: selection from Kinderszenen

Many of the pieces in Album for the Young are suitable as performance material and can be attempted not only by pianists but could be performed as duets by other instrumentalists. Pieces such as no.2, Soldiers March, no. 8 The Wild Horseman or no. 10 The Merry Peasant will be familiar to many young pianists and would make an excellent starting point for performance work. Learners could also arrange these pieces for their own instrument with piano accompaniment.

A score is available at: http://hz.imslp.info/files/imglnks/usimg/6/66/IMSLP300406-PMLP02707-Schumann_op68_Album_f__r_die_Jugend_DinA4.pdf
The Romantic miniature is also a good starting point for composition work. Learners could listen to a variety of Romantic piano music and use these pieces as the inspiration for their own solo piece. Instrumentalists other than pianists could be directed to solo pieces such as the Schumann Fantasiestucke for clarinet and piano as a suitable stimulus.

3. The Concert Overture

Tchaikovsky: 1812 Overture.

The Listening questions have a focus on the finale of this piece but learners will also need to listen to the full overture which includes several Russian and French themes. These themes can be used as performance work in order to help learners become familiar with this longer piece of music. Examples could include:

· The Russian hymn tune, ‘ O Lord Save Thy People’ which appears at the beginning.

· The French National Anthem, La Marseillaise which first appears at bar 123, (about 6:26).

· The Russian folk tune, ‘U vorot’ (At the gate) which starts at bar 207 (about 9:30).
· The Russian National Anthem which starts at bar 358.

Some learners might like to arrange one of these melodies for the group of instruments they have available. There are some excellent examples on Youtube of this piece performed by alternative groups of instruments.

As a composing task learners could be asked to incorporate God Save the Queen as well as British folk tunes into a piece developed from a narrative of a historical event.

4. The Programme Symphony

Berlioz: Symphonie Fantastique

Before attempting the listening tasks for this piece which focus on the first movement, learners could be introduced to each of the five movements which make up this symphony. They should investigate the diverse styles in each movement, such as the waltz in movement 2 and the march in movement 4.

Other waltzes and marches from the nineteenth century could be useful performance work for an introduction to this piece. 

The first movement is entitled ‘Dreams, Passions’. It begins by introducing the listener to the vulnerable side of the Artist represented in each movement. In this movement, frightening outbursts alternate with moments of the greatest tenderness. These contrasts could be the stimulus for composing work.

The following activities focus around listening and analysing the pieces. These activities could be used independently by learners or segmented for collaborative classroom group work. Links are provided where the specific full scores used can be found and downloaded.
Listening question 1: Mussorgsky 
– Student activity sheet including answers 

Night on the Bare Mountain

This piece is an orchestral work by the Russian composer Modest Mussorgsky. It was completed in June 1867. The piece evokes the pagan festivities of midsummer associated with the summer solstice, involving fire, water, and fertility rituals as well as the gathering of witches and spirits. The name of St. John became attached to the ancient holiday when the Christian church attempted to appropriate and alter the celebrations. Mussorgsky was inspired by Nikolay Gogol’s short story, ‘St. John’s Eve’.

A score may be found at:

http://imslp.org/wiki/Special:ImagefromIndex/17143
You will need a recording of this piece as well as the score and many suitable recordings are available on Youtube.

1. Listen to bars 1 to 35.
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How does the composer try to build up the tension in this part of the music? Refer to use of textures, use of instruments, melody and any other points that are relevant.

2. What happens in the music at bars 36 to 66? 
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How does this contribute to the building up of the atmosphere?

3.
Now listen to the section from bar 67 to 119. Look at the main melody at bars 67, 82 and 98.

How does the composer make changes to the melody at these points?

[image: image10.jpg]AS and A LEVEL

MUSIC
Student Activity



Refer in particular to rhythm but also consider the melody writing, structure and instrumentation.

4. What features of the music in this section has the composer used to continue to build the atmosphere? 

5. Now listen to the section from bar 120 to 133.

Describe the melody and rhythm at 120.

How does this section continue from bars 128 to 133?
6.
Now continue by listening to bar 134 to 151.

(a)
Describe the new melody that appears at bars 134 – 139.

(b)
Describe the use of texture and instruments in this section and write about the way these elements help provide the sense of building intensity.

7.  Now concentrate on the final section from bar 381.

(a)
Listen to bars 381 to 392. How does the music change in this section? 

(b)
Describe the use of melody, rhythm and instrumentation from 392 to 412.
(c)
What happens in bars 413 to 432?
(d)
Now listen to the final section from 433 to the end. Write about the use of melody, rhythm, 
texture and instrumentation to show how the composer ends the music peacefully.
You might also like to try the following:

Listen to the rest of the piece from 151 – 380 and discuss the features of melody, rhythm, texture and instrumentation that help to describe the programme.
Listening question 2: Schumann - Kinderszenen
– Student activity sheet including answers 

No. 4 Bittendes Kind (Entreating Child)

No. 5 Gluckes Genug (Perfect Happiness)

No. 6 Wichtige Begebenheit (An Important Event)

No. 7 Traumerei (Dreaming)

The pieces are a selection from the 12 pieces in this set called Kinderszenen (Scenes of Childhood). The pieces are intended as pieces for adults to play and describe different aspects of a child’s life. They are not to be confused with Album for the Young which, as the name suggests, is a set of much easier pieces, intended as music for young people to play and enjoy.

You are going to investigate the above pieces and from your investigations work out what musical features contribute to the overall picture that the composer is portraying in the music.

Listen to each piece and follow the score.

A score is available at:

http://imslp.org/wiki/Special:ImagefromIndex/03060
Recordings are available on Youtube.

You should investigate each piece by answering the following questions:

1.
What is the structure of each piece?
	No. 4
	No. 5
	No. 6
	No. 7

	A Bars 1 to 4

B Bars 5 to 8

C Bars 9 to 12

A Bars 13 to 16
	A  Bars 1 to 8

A  Bars 9 to16

A’ Bars 17 to 24
	A Bars 1 to 8

B Bars 9 to 16

B Bars 9 to 16 repeated

A Bars 17 to 24
	A Bars 1 to 8 

A Bars 1 to 8 repeated

B Bars 9 to 16

A Bars 17 to 24


2.
What key does each piece start in? Are there any modulations?
	No. 4
	No. 5
	No. 6
	No. 7

	D major

Modulation to G major at bar 5

Modulation to A major at bar 9
	D major

Modulation to F major at bars 15 to 16
	A major

Modulation to D major at bar 84
	F major

Modulation to G minor at bar 10

Modulation to Bb major at bar 12

Modulation to D minor at bar 14


3.
Describe the melodies used. Are they conjunct, disjunct or Arch shaped?
	No. 4
	No. 5
	No. 6
	No. 7

	Section A: rising 6th then conjunct descent. 2 bar phrase repeated

Section B: descending line of 3rd, 4th, 3rd. 2 bar phrase, repeated

Section C: rising conjunct line. 2 bar phrase, repeated.
	Arch shaped and disjunct.
	Section A: Descending, conjunct line. 

2 bar descending sequence

Section B: repeated notes then disjunct. Leaps of 5th and 4th.
	Arch shaped.

Use of rising 4th which is extended to octave on repeat at bars 5 to 6.


4.
Write about the rhythm and metre used in each piece?
	No. 4
	No. 5
	No. 6
	No. 7

	Simple duple metre.

Mainly quaver movement with semiquaver accompaniment.
	Simple duple metre.

Mainly quaver movement with semiquaver accompaniment.
	Simple triple metre.

Crotchet movement with featured dotted quaver, semiquaver.

Use of longer notes as contrast in section B such as minims and dotted minims.
	Simple quadruple metre

Mainly quaver movement with longer note at beginning and end of phrases.


5.
Describe the textures used in each piece. 
	No. 4
	No. 5
	No. 6
	No. 7

	Melody dominated homophony.

Melody in right hand and accompaniment of broken chords with semiquaver figuration in middle.
	Melody dominated homophony.

Melody alternates between right hand and left hand.

Semiquaver figuration in the middle register again.

Some octaves in left hand near the end.
	Homophony. Chords in right hand with octaves in left hand accompaniment.
	Melody dominated homophony. 

Melody in right hand with simple chordal accompaniment. Some two part counterpoint at ends of phrases.


6.
Does Schumann uses functional harmony in each piece? Locate some cadences for each piece.
Functional harmony throughout. 

Some examples of cadences:

	No. 4
	No. 5
	No. 6
	No. 7

	Imperfect: I – V at bar 4.

Imperfect: G major at bar 8.

Perfect: A major at bar 12
	Perfect: bars 3 to 4

Perfect: bar 24
	Perfect: bar 8

Perfect: D major at bars 15 to 16.
	Imperfect: I – V at bar 4

Perfect: G minor at bars 10 to 11.

Perfect: Bb major at bars 12 to 13.


7.
Locate some of the chromatic chords Schumann uses.

8.
What is the range of each piece?
	No. 4
	No. 5
	No. 6
	No. 7

	Highest note: G at top of stave

Lowest note: A on bottom space.
	Highest: F on top line

Lowest: A an octave below bottom space.
	Highest: A on first leger line.

Lowest: D an octave below D under first leger line.

Uses many octaves in low left hand range.
	Highest: B above first leger line.

Lowest: B below 2nd leger line.


Make use of the information you have gathered to write a few lines about each piece, detailing how the composer has made use of the musical features you have investigated. Show how he has tried to describe the mood of the title in each of the pieces. 
Listening question 3: Tchaikovsky 1812 Overture
– Student activity sheet including answers 

The composer wrote this piece in order to celebrate Russia’s defence against Napoleon’s Grand Army at the Battle of Borodino in 1812.

The overture is best known for its use of cannons, the ringing chimes and the brass fanfare finale. It has also become a common accompaniment to fireworks displays. The 1812 Overture is one of Tchaikovsky's most popular works.

The piece incorporates several well-known themes such as:

Example 1: The French National Anthem, the Marseillaise. This is first played by the horns at bar 123.
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Example 2: The Russian National Anthem of Tchaikovsky’s time, God Save the Tsar. This appears at bar 358 on brass and woodwind.
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Example 3: This well-known melody, which first appears on brass and woodwind at bar 78, perhaps signifying that French soldiers are on the way:
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Tchaikovsky also makes use of a Russian hymn tune and a Russian folk tune during the Overture.

Listen to the final section, from bar 307 (about 11:30) to the end.

This section starts with the French National Anthem and continues with cannon blasts to signify the powerful Russian army fighting back against their enemies. We then hear the rejoicing of the Russian people and the bells confirming the Russian victory as the French retreat. At about 14:10 “Bozhe, Tsarya khrani!” (“God save the Tsar!” the Russian Empire’s national anthem during Tchaikovsky’s lifetime) overtakes the French theme, and we hear ten more cannon blasts, the last of which, at about 14:30, overlaps with a return of the bells, confirming the Russian victory

Listen to the music and follow the score several times. What other features in the music, in addition to those mentioned above, do you hear that would suggest the actions described? As well as considering the use of instruments, you should focus on the textures, tonality, rhythm and melody.

You might also like to try:

Listen to the beginning of the piece and describe how Tchaikovsky sets the scene for what happens later in the music.

Listening question 4: Berlioz, Symphonie Fantastique
– Student activity sheet including answers 

A score is available at:

http://imslp.org/wiki/Special:ImagefromIndex/24830
Suitable recordings are available on Youtube.

This Symphony was written in 1830 and at the time was said to sound ‘Like no music written before’

Berlioz was one of the first composers to tell a complete story through pure orchestral music. The story was in part inspired by his own experiences of his very stormy love life. It is a very emotional piece of music, in five movements which tell the story of an artist gifted with a lively imagination who falls desperately in love with a woman who embodies all he is looking for. He is tormented by recurring thoughts of her and in a fit of despair poisons himself with opium. Finally in a horribly drug induced nightmare, he dreams that he is condemned to death and he witnesses his own execution. 

Berlioz uses a range of instruments and techniques to provide a variety of different orchestral colours to suggest the story portrayed in each movement.

Movement 1: Reveries, Passions
This movement describes the moods and feelings of the young man, before and after meeting his beloved. 

1. Listen to the first section up to bar 71.

(a) Describe the tempos used in this section.
(b) What are some of the different instrumental techniques Berlioz specifies in this section?

(c) Describe the composer’s use of the instruments and textures.
(d) Describe the use of melody and rhythm at bars 3 to 6.

(e)
Describe the use of melody and rhythm at bars 17 to 19.

(f)
Write about the rhythm and metre used in this extract.

(g)
 Describe some of the accompaniments to the main melodies.

Use your answers to the above questions to help you make some judgements about how successful you think Berlioz is at describing the dreams and passions from the subtitle to the movement.

2. Now listen to the next section from bar 72 to 110.

In this section Berlioz introduces his recurring theme, the idee fixe. This represents the woman with whom he has fallen in love.

(a) How does Berlioz make this theme seem important?

(b)
What are the features of the theme and how does it change.

(c)
Describe some features of the accompaniment.
Online resources

Learners might benefit from studying a short extract from one of the more well-known pieces before progressing to one of the longer works.

For example:

Danse Macabre by Saint Saens

The Sorcerer’s Apprentice by Dukas

Individual movements from the Peer Gynt Suite

Movements from Carnival of the Animals by Saint Saens

Scores for the above are available at:

http://imslp.org/  which provides a huge free library of scores and recordings.

Recordings are available on:

https://www.youtube.com/
YouTube recordings and live performances. Live performances have the advantage of allowing learners to see the instruments that they are hearing, the standard seating positions within an orchestra, many significant performance venues, some of which date to the time of the period under study. Seeing and hearing a performance makes the experience far more engaging for learners. Some recordings also provide useful illustrations which can help when providing a suitable starting point for learners.
http://www.bbc.co.uk/programmes/b006tn54
BBC Radio 3 Discovering Music. A wealth of archived programmes, many of which are about individual works from this topic.

http://www.theguardian.com/music/series/50-greatest-symphonies
Tom Service's series of blogs for The Guardian on the top fifty symphonies includes:

Berlioz: Symphonie Fantastique

Beethoven: Symphony No. 6 (Pastorale)

http://www.philharmonia.co.uk/explore/films/listening_guides
Listening guides include:

Berlioz; Symphonie Fantastique

Debussy: L’apres midi d’un faune


Topic Exploration Pack

Area of Study 5 – Programme Music 1820 – 1910
Student Activity
Listening question 1: Mussorgsky

Night on the Bare Mountain

This piece is an orchestral work by the Russian composer Modest Mussorgsky. It was completed in June 1867. The piece evokes the pagan festivities of midsummer associated with the summer solstice, involving fire, water, and fertility rituals as well as the gathering of witches and spirits. The name of St. John became attached to the ancient holiday when the Christian church attempted to appropriate and alter the celebrations. Mussorgsky was inspired by Nikolay Gogol’s short story, ‘St. John’s Eve’.

A score may be found at:

http://imslp.org/wiki/Special:ImagefromIndex/17143
You will need a recording of this piece as well as the score and many suitable recordings are available on Youtube.

1. Listen to bars 1 to 35.

How does the composer try to build up the tension in this part of the music? Refer to use of textures, use of instruments, melody and any other points that are relevant.

2. What happens in the music at bars 36 to 66? 

How does this contribute to the building up of the atmosphere?

3.
Now listen to the section from bar 67 to 119. Look at the main melody at bars 67, 82 and 98.

How does the composer make changes to the melody at these points?

Refer in particular to rhythm but also consider the melody writing, structure and instrumentation.

4. What features of the music in this section has the composer used to continue to build the atmosphere? 

5. Now listen to the section from bar 120 to 133.

Describe the melody and rhythm at 120.

How does this section continue from bars 128 to 133?

6.
Now continue by listening to bar 134 to 151.

(a)
Describe the new melody that appears at bars 134 – 139.

(b)

Describe the use of texture and instruments in this section and write about the way these elements help provide the sense of building intensity.
7.
Now concentrate on the final section from bar 381.

(a)
Listen to bars 381 to 392. How does the music change in this section? 


(b)
Describe the use of melody, rhythm and instrumentation from 392 to 412.
(c)
What happens in bars 413 to 432?
(d)
Now listen to the final section from 433 to the end. Write about the use of melody, rhythm, 
texture and instrumentation to show how the composer ends the music peacefully.
You might also like to try the following:

Listen to the rest of the piece from 151 – 380 and discuss the features of melody, rhythm, texture and instrumentation that help to describe the programme.

Listening question 2: Schumann - Kinderszenen
No. 4 Bittendes Kind (Entreating Child)

No. 5 Gluckes Genug (Perfect Happiness)

No. 6 Wichtige Begebenheit (An Important Event)

No. 7 Traumerei (Dreaming)
The pieces are a selection from the 12 pieces in this set called Kinderszenen (Scenes of Childhood). The pieces are intended as pieces for adults to play and describe different aspects of a child’s life. They are not to be confused with Album for the Young which, as the name suggests, is a set of much easier pieces, intended as music for young people to play and enjoy.

You are going to investigate the above pieces and from your investigations work out what musical features contribute to the overall picture that the composer is portraying in the music.

Listen to each piece and follow the score.

A score is available at:

http://imslp.org/wiki/Special:ImagefromIndex/03060
Recordings are available on Youtube.

You should investigate each piece by answering the following questions:

1. What is the structure of each piece?

2. What key does each piece start in? Are there any modulations?

3. Describe the melodies used. Are they conjunct, disjunct or Arch shaped?

4. Write about the rhythm and metre used in each piece?

5. Describe the textures used in each piece. 

6. Does Schumann uses functional harmony in each piece. Locate some cadences for each piece.

7. Locate some of the chromatic chords Schumann uses.

8. What is the range of each of piece.

Make use of the information you have gathered to write a few lines about each piece, showing how the composer has made use of the musical features you have investigated. Show how he has tried to describe the mood in each piece. 

You might also like to try:

Explore some of the other pieces from this collection. 

Investigate some of the pieces from Album for the Young which you also might like to play.

Listening question 3: Tchaikovsky 1812 Overture
The composer wrote this piece in order to celebrate Russia’s defence against Napoleon’s Grand Army at the Battle of Borodino in 1812.

The overture is best known for its use of cannons, the ringing chimes and the brass fanfare finale. It has also become a common accompaniment to fireworks displays. The 1812 Overture is one of Tchaikovsky's most popular works.

The piece incorporates several well-known themes such as:

Example 1: The French National Anthem, the Marseillaise. This is first played by the horns at bar 123.
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Example 2: The Russian National Anthem of Tchaikovsky’s time, God Save the Tsar. This appears at bar 358 on brass and woodwind.
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Example 3: This well-known melody, which first appears on brass and woodwind at bar 78, perhaps signifying that French soldiers are on the way:
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Tchaikovsky also makes use of a Russian hymn tune and a Russian folk tune during the Overture.

Listen to the final section, from bar 307 (about 11:30) to the end.

This section starts with the French National Anthem and continues with cannon blasts to signify the powerful Russian army fighting back against their enemies. We then hear the rejoicing of the Russian people and the bells confirming the Russian victory as the French retreat. At about 14:10 “Bozhe, Tsarya khrani!” (“God save the Tsar!” the Russian Empire’s national anthem during Tchaikovsky’s lifetime) overtakes the French theme, and we hear ten more cannon blasts, the last of which, at about 14:30, overlaps with a return of the bells, confirming the Russian victory

Listen to the music and follow the score several times. What other features in the music, in addition to those mentioned above, do you hear that would suggest the actions described? As well as considering the use of instruments, you should focus on the textures, tonality, rhythm and melody.



Listening question 4: Berlioz, Symphonie Fantastique
A score is available at:

http://imslp.org/wiki/Special:ImagefromIndex/24830
Suitable recordings are available on Youtube.

This Symphony was written in 1830 and at the time was said to sound ‘Like no music written before’

Berlioz was one of the first composers to tell a complete story through pure orchestral music. The story was in part inspired by his own experiences of his very stormy love life. It is a very emotional piece of music, in five movements which tell the story of an artist gifted with a lively imagination who falls desperately in love with a woman who embodies all he is looking for. He is tormented by recurring thoughts of her and in a fit of despair poisons himself with opium. Finally in a horribly drug induced nightmare, he dreams that he is condemned to death and he witnesses his own execution. 

Berlioz uses a range of instruments and techniques to provide a variety of different orchestral colours to suggest the story portrayed in each movement.

Movement 1: Reveries, Passions 

This movement describes the moods and feelings of the young man, before and after meeting his beloved. 

1.
Listen to the first section up to bar 71.

(a)
Describe the tempos used in this section.
(b) What are some of the different instrumental techniques Berlioz specifies in this section?

(c)
Describe the composer’s use of the instruments and textures.


(d)
Describe the use of melody and rhythm at bars 3 to 6.

(e)
Describe the use of melody and rhythm at bars 17 to 19.

(f)
Write about the rhythm and metre used in this extract.

(g)
Describe some of the accompaniments to the main melodies.
Use your answers to the above questions to help you make some judgements about how successful you think Berlioz is at describing the dreams and passions of the subtitle to the movement.

2.
Now listen to the next section from bar 72 to 110.

In this section Berlioz introduces his recurring theme, the idee fixe. This represents the woman with whom he has fallen in love.

(a)
How does Berlioz make this theme seem important?

(b)
What are the features of the theme and how does it change?

(c)
Describe some features of the accompaniment.

You might also like to try:

Movement 2: Un bal

Berlioz writes music for a scene at a Ball. Consider the use of instruments, textures and melodies that he uses to describe this scene. Listen for the idee fixe reappearing and note how it has changed to incorporate the style of this movement.

This pattern continues throughout this section. Dynamics are mainly piano.

Use of ostinato. E.g. high string triplets (half bar pattern) and lower strings joining after two bars with repeated one bar motif.


Addition of further ideas e.g. two bars later woodwind with ascending then descending scalic passage using demisemiquavers. Each time rising to a higher note to build tension.


Use of textures in octaves or unison e.g. high strings at octaves, low strings in octaves, woodwind over two octaves.


Change of idea at bar 12, repeated quavers in major and minor thirds, Lower brass have strident, menacing theme of more sustained notes. Again in octaves and also conjunct apart from descending 6th at bars 19 to 20.


Dissonance e.g. semitones in ostinato. Alternating major and minor thirds at bar 12, use of tritone at bar 18. Lack of cadences.


Variety of rhythmic ideas e.g. fast triplets at beginning, use of demisemiquavers, repeated quavers over sustained note melody at bar 12. Grace notes to emphasise chords at 32 to 33.





A repeat of the music from 1 to 35, written a semitone higher. 


The listener hears the introductory music again, setting the scene and creating the menacing atmosphere. The repeat a semitone higher contributes to the tension.





Mussorgsky uses the same melody for each of these sections with some changes each time.


At bar 67, the melody is syncopated. It is heard on woodwind and horns mainly in fifths, with strings joining for the second phrase in octaves.


At bar 82, the melody starts on the first beat of the bar and is not syncopated. It is played on oboe and bassoon an octave apart and is a quieter version.


At bar 98 the melody is again heard in syncopated form and is again mainly in fifths. It is louder and the music is directed to be played Allegro feroce.


The melody itself is a simple two bar phrase. E.g at bar 82. Where it is repeated four times with a different ending to phrases 3 and 4.





Use of same melody


Repeated phrases of the melody.


Use of syncopation.


High woodwind shrieks e.g. bar 70


Quieter and more sustained section at bar 82 returning to louder section with fuller orchestration.





The melody at bar 120 is a simple one bar phrase which is repeated five times with a two bar chromatic scale ending.


The melody features a semitone and is mainly conjunct. 


It is all in quavers.


This is followed by a rising chromatic scale on strings leading to a development of the quaver theme featuring semitones. It is louder and has chordal accompaniment. It is repeated and leads on to the next section.





A repeated two bar phrase again. An arch shaped conjunct melody in staccato quavers. Semiquaver motif at end of phrase.





The two bar melody repeats with the addition of more instruments on each repeat. First time is just clarinet and bassoon, then oboe is added. Flute is added on third repeat. Starts with low instruments and gradually adds instruments at the octave.


Double bass continues playing pizzicato crotchets throughout.


Continues with fuller orchestration. Flute, oboe and upper strings have the first bar of the melody repeated over and over to build the intensity. 


Addition of trombone, viola and cello with syncopated ascending scale.


Answering phrase at bar 144, again with four repeats with continuation of the accompaniment ideas.


Section finishes with rising scalic idea derived from the first bar of melody with full orchestra – syncopated brass and woodwind trills add to the intensity.





Slows down slightly. 


Instead of the fast moving quavers we hear long held notes on woodwind and the church bell striking to signify dawn is breaking.





Long sustained notes on woodwind. Cello plays pizzicato with the bells.


New melody appears at bar 392. It consists of a descending interval followed by repeated notes. In the first bar it is a descending fifth and in the next bar a descending fourth. There is then a chromatic rising passage. This idea is repeated three more times.


It is played con sordino (with mute) on violins. Accompaniment consists of sustained chords on woodwind and long held note on cello for the whole of this section of 16 bars. 


The harp concludes this section with ascending arpeggios.





A repeat of the previous 20 bars.





A new melody appears, first on clarinet and then on flute. This is more interesting rhythmically with use of grace notes, triplet crotchets and quaver crotchets. It uses both conjunct and disjunct movement with some movement between chord notes. Texture is melody dominated homophony with lower strings playing chords. We again hear the harp arpeggios between the two entries of the theme.





Possible examples include:


No. 4: 	Diminished 7th, bar 2.


No. 5: 	Secondary dominant V7 of IV, bar 6.


No. 6: 	Secondary dominant V of V, bar 21.


	Diminished 7th, bar 5.


No. 7: 	Secondary dominant V7 of V, bar 8.


	Diminished 7th, bar 152.





Marseillaise played on brass in three parts.


Answered by fast staccato string phrase of quaver, semiquaver pattern in descending sequence suggesting busy activity.


Timpani rolls starting pp and crescendo poco a poco to ff building up the intensity.


Development of Marseillaise theme now incorporating brass and woodwind in counterpoint, again suggesting the busy scene. At the same time there are contrapuntal lines on strings with descending semiquavers and long sustained notes on lower strings.


Build up in intensity to full orchestra. Crescendo to ff. 


Addition of side drum, often used to depict military events.


Long section of descending scalic sequences with poco a poco rallentando on woodwind and strings with further slowing down in triple time


A triumphant section with brass and woodwind playing a two bar phrase ‘Long live the Tsar’ answered by semiquaver strings, now ascending. Tubular bells represent the rejoicing of church bells. 


This section is followed by the well-known melody (example 3) now played ffff and by full orchestra in homophony with side drum, bass drum and cymbals. We then hear ‘Long Live the Tsar’ incorporated with this melody.


Triumphant ending with string ascending scales leading to final cadence on full orchestra.





Starts in slow tempo (Largo).


Picks up speed slightly at bar 17 (piu mosso)


Tempo again moves on at bar 20 (un poco piu mosso)


Back to tempo 1 at bar 28 after rit.


Continues in tempo until bar 64. Here tempo changes to a fast two in a bar (Allegro agitato)





Muted strings (con sordino).


Pizzicato strings.


Double bass soli (bar 12)


A punta d’arco (with the point of the bow)


Divisi strings


Tremolando





Uses woodwind and strings separately (e.g. bars 1 to 11)


Woodwind in octaves at bar 1. 


Strings in Melody dominated homophony at bar 3.


Counterpoint between 1st and 2nd violins at bar 20.


Woodwind (flute and clarinet) have melody at bar 24 with other woodwind accompanying and strings with different accompaniment figure.


Melody returns to strings at bar 28 with accompaniment on woodwind in semiquaver sextuplets.


Continues with string melody and accompaniment from lower strings and woodwind.


Homophonic chords at bar 61.


Chords on woodwind with off-beat chords on strings at bar 63.


Full orchestra in homophony at bar 64.





Two phrases.


Starts in conjunct movement. Use dotted quaver, semiquaver rhythm.


Pause after first phrase.


Second phrase has descending leaps of thirds followed by ascending sixth.


Makes use of dotted rhythmic idea and finishes on sustained note.


Pause again after this phrase.








Conjunct ascending scales in semiquaver sextuplets. 


Followed by descending semiquaver scales in sequence.


Rising scalic semiquavers and triplets in bar 19





In simple quadruple time throughout.


Makes use of a variety of rhythms such as:


Quaver triplets at the beginning.


Dotted rhythms at bar 3.


Use of pauses on rests e.g. bar 4.


Semiquaver sextuplets e.g. bar 17.


Cross rhythms e.g. bar 28.


Syncopation e.g. bars 42 to 43.


Long held notes e.g. double bass, bars 46 to 60.





Homophonic with lower string providing the accompaniment to the violin 1 melody. e.g. bars 3 to 6.


Use of off-beat chords on lower strings e.g. bars 15 to 16.


Counterpoint between violins 1 and 2 e.g. bars 19 to 20


Triplet quavers accompany the flute melody and lower strings play ascending broken chords sextuplets. E.g. bars 24 to 27


Flute and clarinet play semiquaver sextuplet figuration against the main melody at bars 28 to 34.





Played without any accompaniment on flute and violin in unison at bars 72 to 77 and again at bars 80 to 83. Sparse accompaniment by lower strings on long notes at end of phrases.





Long note (G) followed by rising 4th. Return to original note, then rising 6th. This is followed by conjunct movement to end the phrase.


Second phrase starts on D and follows same pattern of rising 4th and 6th but ending changes to include a rising 5th.





Lower strings only. Homophonic chords on beats 1 and 3 as repeated quavers.


Violin 2 and viola double stopping.
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