
Special Project:  PART I Panel Member (one time) 
   PART II Audience Member (two times) 
 
This project will give students some experience discussing music with other musicians 
using terms and concepts learned in class. Relationships between the listed questions 
(and any other students wish to raise) and performance/interpretive decisions should 
comprise much of the discussion time. Ideally, student groups will perform the 
selections in class at the beginning and near the end of discussion. All pieces are 
available in Bribitzer-Stull, Anthology for Analysis and Performance. 
 
 
PART I (Panel Member) 
 

1. The panel will comprise four students. These students will have thoroughly 
prepared the repertoire in question. This means listening to the selection a 
number of times, making copious analytic notes, mulling over the discussion 
questions, and playing through the selection at the piano.  

 
2. Panelists will be expected to answer questions from the audience and support 

their views with evidence from the score, possibly illustrating their points by 
singing and or playing the piano. Active debate and discussion with the other 
panelists will occupy the majority of class time. 

 

 
PART II (Audience Member) 
 

1. Audience members are expected to attend the full length of the discussion  
session, having listened to the repertoire in question and having read through  
the discussion questions. 

 
2. Each audience member is expected to address the panel at least once with a  

question or a comment for discussion. These questions and comments should 
either amplify or refine the discussion questions or be on another topic 
altogether. They should not merely reiterate the discussion questions listed on 
the assignment sheet. 

 
*** Grading *** 

 
Quality and quantity of participation as panelist     50% 
Attendance as audience member (10% * 2 sessions)     20% 
Participation as audience member 
 (at least one question for the panelists: 5% * 2 sessions)   10% 
Quality of participation as audience member 
 (originality and relevance of question(s): 10% * 2 sessions)   20% 
 

 
Note: The discussion questions are merely intended as a guide to get you thinking 
about these pieces. You are expected to come up with your own observations and 

questions to contribute to each discussion session.



PANEL DISCUSSION 1: Corelli, Trio Sonata Op. 4, No. 11 
 
 

1. Explain the logic of the harmonic progression in mm. 2–3.  
 
2. Explain the logic of the harmonic progression from m. 19, beat three to m. 20, 
beat three. 
 
3. How is tonic prolonged from bar 1 to beat 3 of bar 4. What happens immediately 
after this and what kind of cadence closes the first phrase?  
 
4. What key areas besides tonic do you hear in this work? Are these keys closely or 
distantly related to the c-minor tonic?  
 
5. Can you explain the unresolved bass leading tone from bar 10 to 11? 
 
6. Would you say this music is driven most by melody, harmony, or counterpoint? 
Why?  
 
 

 
PANEL DISCUSSION 2: Brahms, Intermezzo, Op. 118, No. 2 

 
 
1. This work exhibits a high degree of thematic/motivic unity. Can you find places 
where the melodic idea from the opening two measures is repeated in a new harmonic 
and/or contrapuntal context? 
 
2. Of all the different themes you hear in the piece, are any melodically related to 
one another? How so? 
 
3. How would you describe the texture throughout this piece? Does it change from 
section to section? Are there points at which you hear imitation between the soprano 
and an inner voice? 
 
4. What key is the music in bars 57–64 in? Is it closely related to the overall tonic A? 
How did Brahms get to this key? Why do you think he spelled one chord in bar 59 with 
flats in the midst of all the sharps? 
 
5. In mm. 38–40 an upper-voice A is articulated on beat 3 of each bar. How is each 
A harmonized? What is the pattern? How is this progression restated in mm. 42–44? 

 



PANEL DISCUSSION 3: Ewald, Quintet #1 
 

 
Note that this is a C score. The trumpet and horn parts need to be transposed when 
played. 

 
1. What elements of melody and harmony strike you as “Russian,” or, at least, 
different from the common practices of Western music? 
 
2. What chords does Ewald use in mm. 13–14 and 68–69? Why do these make good 
transitional harmonies? 

 
3. Find some places where Ewald heads toward a cadence and then avoids or 
postpones it. How does he accomplish this? What implications does it have for phrase 
lengths and relationships? 
 
4. Locate all of the instances you can of the motive featured in the opening bar of 
this work. How is this motive transformed throughout the movement? Do its 
recurrences and/or transformations have implications on harmony?  
 
5. Ewald makes use of both the natural and harmonic forms of the minor scale. 
Find a couple instances of each and explain why you think he chose one over the other. 

 
 
 

PANEL DISCUSSION 4: Mozart, Quintet for Piano and Winds, K. 452, III 
 
 

Focus your study on the cadenza at the end of this movement. Be sure that you have 
the transpositions for the horn (in Eß) and clarinet (in Bß) parts correct. 

 
 

1. Where does the V@ the opens the cadenza resolve? Within the cadenza? At the 
end of the cadenza? Both? Neither? 
 
2. There are a number of both melodic and harmonic sequences in this cadenza. 
Find and mark all of them. Are all the melodic sequences also harmonic sequences, and 
vice versa? Are there any “nested” sequences (sequences within sequences)? 

 
3. How does Mozart elide the end of the cadenza with the music that follows it? 

 
4. Usually, cadenzas occur in concerto movements and feature a drastic change of 
texture from tutti orchestra to soloist alone. Why do you think Mozart included a 
cadenza in this work? How does the audience know that it’s a cadenza if there is no 
orchestra/soloist textural distinction? 

 
5. Cadenzas in late classic-era pieces (like this one) are usually left up to the 
performer. Why might Mozart have written this one out? 

 
 



PANEL DISCUSSION 5: Beethoven, Quartet Op. 18, No. 6 
 

 
1. Do your best to provide Roman-numeral/figured-bass labels for the entire 
Malinconia movement. Where these labels seem not to make sense, can you come up for 
an alternate explanation for Beethoven’s choice of sonorities that explains them in terms 
of tonal/linear/contrapuntal cohesion and/or expressive value? 
 
2. In what ways does the Malinconia section affect the Allegretto movement that 
follows? Do you hear this movement ultimately conquering the Malinconia? Absorbsing 
it? Avoiding it? Succumbing to it? Explain your hearing. 
 
3. How many themes or musical ideas does the Allegretto comprise? 
 
4. What keys besides the tonic Bß major are implied or confirmed in each 
movement? Is there any relationship evident in Beethoven’s key choices? 
  
 

 
PANEL DISCUSSION 6: Schubert, “Erster Verlust” 

 
 

Ach, wer bringt die schönen Tage,  Ah, who will bring back those days, 
Jene Tage der ersten Liebe,   Those beautiful days of first love, 
Ach, wer bringt nur eine Stunde   Ah, who will bring back but an hour 
Jener holden Zeit zurück?    Of that lovely time? 
Einsam nähr' ich meine Wunde,   Alone I nourish my wound, 
Und mit stets erneuter Klage   and with constantly fresh laments, 
Traur' ich ums verlorne Glück,    I mourn my lost happiness. 
Ach, wer bringt die schönen Tage,  Ah, who will bring back those days, 
Jene holde Zeit zurück!   Those beautiful days of first love? 

 
 

1. What key is this song in? Upon what do you base your decision? Would you 
decide differently if the song ended one bar earlier, omitting the last bar?  
 
2. How many phrases does this song contain? What kind of cadence ends each one? 
 
3. Provide Roman-numeral/figured-bass labels for the following chords. Also 
explain their function if the label doesn’t tell the whole story: m. 2, m. 5 beats 1 and 2, 
m. 6 beat 3, m. 7 “and” of beat 2, m. 11 first half of measure, m. 12 first half of measure. 
 
4. Do the tonal areas implied or confirmed in this song correlate at all with the text? 
How? 
 
5. Do the roles of singer and pianist differ at all in terms of their expressive content 
or relation to the text? If so, how? 
 


