
 

Student’s Guide: Area of study 1 

This resource is a student’s guide for our AS Music specification (7271). All 

students will need to study Strand A (Baroque solo concerto) and Strand B (The 

operas of Mozart). 

Area of Study 1: Western classical tradition 1650-1910 

In the listening part of the examination students will be tested on their 

recognition of musical elements heard in unfamiliar music from both of these 

strands. Their learning and understanding of these musical elements can be 

developed from their study of the set works, but in the examination they will be 

required to apply their knowledge and skills to excerpts from other works within 

the genre.  

For one of the two strands, students will also be required to use their 

recognition of these elements to place the music in context.  

Melody 

Students need to recognise the overall shape of a phrase - the contour - and be 

able to describe its elements.  The following terms are essential knowledge: 

 Stepwise/by step/conjunct - moving successively to adjacent pitches (not 

necessarily always in the same direction) 

 Disjunct/leap - moving in wider intervals (such as 3rds and 4ths or 

greater intervals) 

 Scale/scalic - a type of stepwise movement over several pitches in the 

same direction 

 Triadic - using only the pitches of a triad, but with changes of direction 

 Arpeggio - using only the pitches of a triad, always in the same direction  

 Diatonic - using only pitches in the prevailing tonality 

 Chromatic - using pitches in, and outside of, the prevailing tonality. 

  



Here are some examples from the set works. 

Descending diatonically by step: 

 

 

Ascending chromatically by step: 

 

 

Ascending triadically: 

 

 

Conjunct motion: 

 

 

The first solo episode from Vivaldi’s Flute Concerto is an example of disjunct 

melody writing (bars 13
3 
- 18

3
), with other features as identified on the score: 

i) octave leaps 

ii) trills 

iii) scales 

iv) an arpeggio. 



 

 

Non-harmony notes - melodic decorations including notes which are not part of 

the supporting chord, but where the dissonance usually passes unnoticed. 

Passing note - a note which passes between two notes of a chord, ie  the 

middle pitch of a three-note scale. A passing note must arrive and leave by step, 

and is usually unaccented. 

Auxiliary note - a type of passing note where the dissonant pitch returns to the 

note it has just left.  

Examples of passing notes and auxiliary notes with chromatic inflections can be 

found in Cherubino’s Aria in Mozart’s Marriage of Figaro: 

 

 

Note of anticipation - a note which anticipates the next change of harmony. 

Ornaments - these are used to highlight, emphasise and/or decorate important 

notes of the melody. 

Appoggiatura - an expressive device often used to depict sighing. Occurring on 

the beat (accented), the dissonance is usually approached by a leap, and always 



resolves by step on to a weaker beat. It is sometimes depicted in the score by a 

smaller-sized note, perhaps an indication that the composer wrote it in as a 

later addition. Mozart especially liked the double, and even triple, appoggiatura 

at perfect cadences. 

 

 

The first of these examples from the very end of Cherubino’s Aria is a triple 

appoggiatura, although the two lower parts (2nd violins and violas) could also be 

regarded as suspensions. The second example is not, strictly speaking, a 

dissonance, although it delays the expected resolution of the previous Vc7 chord. 

Acciaccatura - a crushed note which creates a sharp accent at the start of a 

melody note. 

 

 

Trill - rapid alternation of a note and the one above, ideal for sustaining to a 

long note value. 

Mordent - a short trill. 

Turn - a melodic shape which starts with the note above the harmony note, falls 

twice by step to the note below the harmony note before rising back to the 

harmony note. 

Melodic devices - these are used to give a melody coherence and structure. 

Motif - a short piece of melody, instantly memorable and ideal for development. 

Repetition - an exact repeat of (part of) the melody. 

Sequence - an immediate repeat of (part of) the melody at a different pitch. 

Fragmentation - repeating or developing a small portion of a phrase or motif. 



Inversion - turning a phrase upside down. 

 

This melody ascends triadically (the notes marked ‘x’), with upper auxiliaries, and 

is based on a five-note motif. After the repetition, the phrase is repeated a third 

time with an extension. A trill and anticipatory note decorate the cadence. 

In this next example from the same movement, Purcell develops a fragment (the 

last three notes) of the B section idea as a rising sequence: 

 

 

In the third movement he inverts the melody for the second half of the 

movement.  Here is the opening: 

 

 

Here is the inversion at bar 33: 

 

 

Intervals - students must be able to identify all intervals within an octave. This 

phrase from Figaro’s Cavatina offers six different examples: 

 

 



As each succeeding interval is smaller than the previous one, this phrase also 

features intervallic diminution. 

This passage from the start of the first episode of Bach’s Violin Concerto 

includes examples of many melodic features, including accented and unaccented 

lower auxiliary notes (all diatonic as the G# is in the prevailing tonality of A 

minor), falling passing notes, appoggiaturas and a one-bar sequence. 

 

The following rising intervals are also to be found in the violin melody: 

i) perfect 4th 

ii) perfect 5th 

iii) minor 6th 

iv) major 6th 

v) minor 7th  

A phrase which is repeated, but with a wider interval, known as intervallic 

augmentation.  

Purcell enjoyed the diminished 5th interval for expressive purposes: 



 

 

Mozart played around with the interval of the 3rd and its inversion (the 6th) 

memorably in Figaro’s Cavatina, finishing the opening phrase with a falling major 

3rd: 

 

 

This was later followed with a rising minor 3
rd

: 

 

 

It was finished with a rising minor 6th (intervallic inversion): 

 

Harmony 

Consonance and dissonance 

This passage from Figaro’s Cavatina is entirely consonant: 

 



Whereas the ending of Purcell’s slow movement features dissonances on each of 

the strong beats (except for the final tonic chord): 

 

Diatonic triads 

The Purcell and Vivaldi Concertos, and Bartolo’s Aria in The Marriage of Figaro 

are all written in the key of D major. These are the diatonic triads: 

 

 

I, IV and V are known as the primary triads (they are all major), and II, III and VI 

are the secondary triads (they are all minor). VII is rarely used in root position 

because of the dissonance (diminished 5th) between the top and bottom notes. 

The Bach Concerto is in the key of A minor. These are the diatonic triads: 

 

 

I, IV and V are the primary triads (I and IV are minor, but V is major). The 

secondary triads offer a variety of characteristics - II is diminished, III is 

augmented and VI is major. 

Each of these chords can be found in first inversion: 

 

  



They can also be found in second inversion: 

 

 

The dominant 7th chord has four constituent notes, and therefore can be found 

in four different positions: 

 

Here is an example of Mozart using only the primary triads (including some root 

position dominant 7ths) in Susanna and Marcellina’s duet: 

 

 

Purcell also uses a mixture of primary and secondary triads, mostly in first 

inversion: 

 

 



Chromatic harmony 

The vast majority of the harmony in the set works is diatonic, but there is 

occasional use of the following chromatic chords: 

The Neapolitan 6th is the chord of the flattened supertonic, usually occurring in 

minor keys in first inversion. Vivaldi uses it at the start of a chromatic ascent in 

the third episode: 

 

 

Bach also employs it to facilitate modulations in this colourful passage from near 

the end of the second episode: 

 

 

The diminished 7th is a more frequent chromatic harmony in Bach’s Violin 

Concerto. This example suspends the harmonic movement for two bars just 

before the end of the opening ritornello: 

 

 



Mozart dramatically illustrates Figaro’s devious intentions ‘ma piano’ with an 

underlying diminished 7th in the Cavatina: 

 

 

 

The augmented 6th features more rarely in the set works, although Bartolo 

uses it for telling effect in his bombastic ‘the matter is serious’:  

 

 

Secondary dominants and other substitution chords (chords borrowed from 

other keys) are also rare in these movements, but examples can be found as 

follows: 

a)  in the introduction to Susanna and Figaro’s opening duet: 

 

 



b) Cherubino’s Aria - the approach to the cadence at the end of the first section 

is a daring and unusual example, moving first to Ic: 

 

 

c) The chromatic ascent at the start of the third episode of Vivaldi’s Concerto is 

harmonised by a series of secondary dominants: 

 

 

d) Mozart substitutes the tonic minor chord at the end of this passage in 

Bartolo’s aria, lending a more sinister inflection to the cadence: 

 

 



Cadences 

Cadences mark the ends of phrases, or sections, and are usually identified by the 

final two chords. By far the most common cadences are the perfect cadence (V 

- I) and the imperfect cadence (anything - V): 

 

 

 

 

 

  



An interrupted cadence can be heard early in Cherubino’s aria: 

 

 

Purcell’s perfect cadences are frequently embellished by suspensions and this 

one also finishes with a tierce de Picardie: 

 

 

The suspended note is the D in the second voice (violins II), and is a 4 - 3 

suspension as the moment of dissonance is a 4th above the bass (A), falling by 

step to the resolution C# (3rd above the bass). Suspensions always occur on 

strong beats of the bar, with the preparation and resolution on the preceding 

and following weak beats. The tonality at this point in the movement is D minor, 

therefore the F# in the final tonic chord is a tierce de Picardie. 

  



This excerpt contains both 7 - 6 and 9 - 8 suspensions, as well as a long- 

sustained inner dominant pedal point: 

 

 

Classical composers frequently approached cadences with a 6/4 (chord Ic) 

harmony. As the 6/4 is a mildly dissonant chord, each of the constituent notes 

fall by step over a repeated (or sustained) bass note to a 5/3 (chord V) harmony.  

A typical example can be found in Cherubino’s Aria: 

 

  



A harmonic sequence occurs when a chord progression is immediately followed 

by the same progression at a different pitch.  In this passage from the Violin 

Concerto, Bach uses the chord progression I - V7d - Ib - V7c three times in 

succession as a descending sequence: 

 

 

  



The most common type of harmonic sequence is the circle (or cycle) of 5ths, as 

heard in this flute and viola duet near the finish of the Vivaldi Concerto: 

 

 

Pedal notes - are sustained or repeated notes in the bass whilst the harmony 

above changes.  Tonic pedals anchor the tonality, usually at the start or finish of 

a movement, whilst dominant pedals build up the expectation of a return to the 

tonic chord. If the pedal note is at the top of the texture it is known as an 

inverted pedal, and if it is in the middle of the texture it is known as an inner 

pedal. 

Here Vivaldi uses an inverted dominant pedal in the violin part: 

 

 

 

  



Mozart uses a tonic pedal just before the end of Cherubino’s Aria: 

 

 

Tonality and modulation 

Students must be able to recognise changes of key as follows:  

Tonic (I) to subdominant (IV) 

 

  



Tonic (I) to dominant (V) 

 

 

Tonic (I) to supertonic minor (II) 

 

 

Tonic (I) to tonic minor (I) 

 

 

 

 

 



Tonic (I) to relative minor (VI) 

 

 

For those movements which start in a minor key, the modulations will sound like 

this: 

Tonic (I minor) to subdominant (IV minor) 

 

 

Tonic (I minor) to dominant (V minor) 

  



The opening ritornello of Bach’s Violin Concerto begins in A minor and ends (at 

bar 24) in the dominant (E minor):  

 

Structure 

Binary form:  a movement in two halves, typically the first section modulating to 

a related key and the second section starting in the new key and then returning 

to the tonic. Often, each section will be repeated in the form A A B B. 

The slow movement of Purcell’s Trumpet Sonata is in binary form, albeit with an 

unusual tonal scheme: 

A bars 1 – 4: cadencing in B minor 

A bars 5 - 8
3
:
 
cadencing in

 
E minor

 



B bars 8
4 
- 14

3 
:
 
cadencing in

 
A minor 

B bars 14
4 
– 20: cadencing in D minor 

Ternary form:  a movement in three sections, the second section being 

contrasting in character and key, and the third section a (modified) repeat of the 

first section in the form A B A
/
. 

The opening movement of Purcell’s Trumpet Sonata is in a type of ternary form: 

A bars 1 - 11
1
: D major - A major - D major 

B bars 11
2 
– 19: B minor - A major - A minor 

C bars 20 – 29: D major
 

 

Ritornello form: a movement where a tutti refrain is interspersed with solo 

episodes in the form A B A C A. 

The opening movement of Vivaldi’s Flute Concerto is in ritornello form: 

First ritornello  bars 1 - 13
1
:
 
D major 

First solo episode  bars 13 – 20: D major 

Second ritornello  bars 21 - 26
3 
:
 
D major 

Second solo episode  bars 26
3 
- 47

2
:
 
D major - B minor 

Third ritornello  bars 47
3 
– 52: B minor 

Third solo episode  bars 53 – 95: B minor - various keys - D major 

Fourth ritornello  bars 96 – 100: D major 

 

Sonata form: the pre-eminent instrumental form of the Classical period, and 

beyond. Its primary ingredients allowed two contrasting musical ideas to be 

presented, developed and tonally reconciled within a single movement, most 

usually the opening movement of a sonata or symphony. One of Mozart’s great 

achievements in The Marriage of Figaro was to integrate elements of sonata 

form within the dramatic framework of the arias.  

Bartolo’s La Vendetta aria shows some of the features of a sonata form 

exposition: 

First subject  bars 1 – 14: D major 

Transition  bars 15 – 29: D major - A major 

Second subject bars 29 – 50: A major 

 



Through-composed: a movement where there is no repetition of material, 

usually applying to a song or choral piece where the music changes with the text.  

In the Marriage of Figaro, the recitatives are all through-composed. 

Introduction: an opening which prepares the main musical substance of the 

movement. In a sonata form movement, the introduction is often slow in tempo, 

and in the tonic minor key.   

 

Coda: literally a tail-piece which acts as an addition to the main musical material 

of the movement. A coda will normally follow a decisive perfect cadence in the 

tonic key.  A codetta serves a similar function at the conclusion of a sonata-

form exposition, and the name also refers to a short coda. 

 

Recitative: a style of writing in opera and oratorio where the narrative is 

presented in speech rhythm as economically as possible. Usually the vocal part is 

accompanied only by the basso continuo (recitative secco) with the barest 

harmonic support. The melody has a narrow tessitura, rarely includes any 

repetition of material and is performed syllabically in free rhythm. 

 

Antecedent and consequent phrases: a pattern of structuring equal-length 

(balanced) phrases, often using similar rhythms and melodic shapes (sometimes 

inverted). The opening phrase (the antecedent) is likely to move from chord I to 

chord V, and the next phrase (the consequent) will return back from V - I. The 

start of Figaro and Susanna’s duet is an example: 

 

 

Sonority (Timbre) 

Students need to be able to recognise the sounds of the standard baroque and 

classical period orchestral instruments, and understand the differences from 

their modern equivalents. They should also be familiar with the different types of 

voice. 

 Flute (wood and metal) and recorder 

 Oboe 

 Clarinet (in B flat) 

 Bassoon 



 Natural Horn (in various keys) 

 Trumpet in C/D 

 Trombone 

 Timpani 

 Violin 

 Viola 

 Violoncello 

 Double Bass 

 Harpsichord 

 Organ 

 

 Soprano 

 Mezzo Soprano 

 Contralto 

 Tenor 

 Baritone 

 Bass 

 

The Basso Continuo performs an essential function in music of the baroque 

period and in some classical forms too. The keyboard player provides essential 

harmonies above the given bass line according to figuring (known as ‘figured 

bass’), either to support the inner parts (such as the 2nd violins and violas) or to 

add extra harmonies. Frequently the composer himself would direct the 

performance from the keyboard, and so the figuring was only written in 

shorthand. In slow movements, such as the middle movement of Purcell’s 

Trumpet Sonata, the player might also improvise elaborately on the given 

material. 

Here is a possible realisation of bars 24 - 26 of Vivaldi’s Flute Concerto: 

 



Only harmony notes are harmonised, with passing notes and other auxiliary 

notes left untouched, thereby also giving the continuo player an important 

rhythmic role in the performance. A harmony note without any figuring is given 

a root position chord, a 6 indicates a first inversion chord (playing the 3rd and 

6th above the bass) and 4 - 3 indicates a suspension. The exact positioning of 

the chords is left to the player’s discretion. 

 

Special instrumental effects: 

 Tasto solo - an instruction for the keyboard player to sound only the 

given note (ie the bass part) without harmony. See bars 69 - 76 in the 

Vivaldi Concerto. 

 Pizzicato - an instruction for string players to pluck the strings, providing 

a stronger attack to the notes, but with less sustaining power, than when 

using the bow. Mozart tellingly uses this effect at the beginning of 

Figaro’s Cavatina to illustrate the reference to his guitar playing (il 

chitarrino). 

 Arco - the instruction for string players to resume using their bows (bar 

21 in Mozart No.3). 

 Con sordini - with mutes. For string players this involves attaching a 

small piece of rubber to the bridge to dampen the vibrations. In addition 

to making the sound quieter, it also changes the character of the tone, 

most notably reducing the strength of the upper harmonics. Mozart calls 

for all the violins to be muted in Cherubino’s Aria (No.6), to help evoke 

the whispered character of the music.  

 Double stopping - an instruction for string players to sound two pitches 

simultaneously, creating a bigger texture and stronger sound. See the 

opening of Dr. Bartolo’s Aria (No.4) - and at bars 30 - 35 in the same 

aria first and second violins are triple stopping. (In the 17th and 18th 

centuries violins had curved bows with a slacker hair tension, making it 

possible to sound all three strings simultaneously - in modern times 

players rapidly spread the notes from bottom to top. 

 Sotto voce - ‘in a low voice’, i.e. in an undertone.  

 Vibrato - a slight wavering of the pitch which is applicable to singers and 

wind players as well as stringed instruments. In the 17th and 18th 

centuries it was used sparingly to decorate and colour the tone of the 

most important notes in a phrase. 

 



Texture 

Texture refers to the quantity, quality and density of parts sounding 

simultaneously in a passage of music. When assessing the texture, students 

should therefore consider each of these three specific aspects: 

a) how many parts are existing concurrently? 

b) what is the contribution of each of these parts to the overall music  

 (ie melody, counter-melody, bass, accompaniment)? 

c) how are these parts spaced in the pitch spectrum? 

Consider the beginning of the first solo episode from Vivaldi’s Flute Concerto: 

 

 

a) there is a single unaccompanied part (monophonic texture) 

b) it is the melody 

c) it is high in pitch. 

 

Compare this with the opening of Purcell’s Trumpet Sonata (first movement). 

Here the solo part is accompanied by 4 - part chords which lie underneath the 

melody. It can be correctly described as melody and accompaniment, which is a 

type of homophonic texture: 

 

 



Another type of homophonic texture is the chordal texture, where the top line 

moves in a similar rhythm to the other parts. This is also known as a 

homorhythmic texture. The chords are in a close texture in the first bar, but 

become more widely spaced in bars 2 - 4. 

 

 

 

In the passage above towards the end of the first duet in The Marriage of Figaro, 

Susanna and Figaro display their unity of purpose with melodies running in 

parallel compound thirds (or 10ths). At the start, the accompaniment consists 

of chords above a repeated pedal note in octaves, but from bar 63
3 
the vocal 



parts are doubled, and in bars 65 - 66 there are antiphonal exchanges 

between voices and orchestra. 

An antiphonal texture can also be heard between the trumpet and strings in the 

final movement of the Purcell: 

 

 

Students in these examinations must be careful to distinguish between unison 

(where two or more voices or instruments are doubling at the same pitch) and 

octaves (where the doubling is at different octaves).  (In rehearsals, conductors 

do not usually make this distinction, asking for ‘unison’ when bass voices and/or 

instruments will naturally sing/play at a lower octave). 

The ending of the Vivaldi is in octaves (at four different octaves as the double 

basses sound an octave lower than the violoncellos), but the violins and flute are 

playing together in unison: 

 

 

If two or more melody lines are occurring simultaneously, then the texture is 

said to be polyphonic or contrapuntal.  



Polyphonic is the term normally used to describe vocal textures in Renaissance 

music (and some imitative 20th century styles), whereas contrapuntal more 

properly describes the instrumental textures of Baroque music. Students of A 

level can consider them synonymously.   

The most sophisticated counterpoint in the set works can be found, not 

surprisingly, in Bach’s Violin Concerto: 

 

Here the four voices are of equal melodic importance, and the wide leaps in each 

of the lines creates frequent crossing of parts, adding complexity to the aural 

effect. Close inspection will reveal some imitation between the two violin parts, 

and also between the violas and basses including brief moments of inverted 

imitation. 

One distinctive type of imitative counterpoint is the fugal texture, where the 

parts enter alternately in the tonic (the subject) and the dominant (the answer), 

gradually building the texture from one, to two, to three, to four and even 

sometimes to five parts. In a real fugue, each part will follow on from the subject 

(or answer) with the countersubject which will have a different rhythmic and 



melodic character from the subject.  Although not strictly speaking a fugue, the 

opening of the third movement of Purcell’s Trumpet Sonata is fugal in character: 

 

 

Another strict type of imitative counterpoint is the canon. Here, each part 

follows the other exactly over a whole passage. Bach was a master technician 

when it came to writing canons - The Art of Fugue and The Musical Offering are 

full of canons, sometimes with the voices inverted (mirror canons), or played 

backwards (crab canons), and also ones with succeeding voices entering one 

note higher, or in rhythmic augmentation. 

Vivaldi offers a brief canon in the 3rd episode of ‘Il Gardellino’, when the first 

violins act as the ‘comes’ (the companion) to the solo flute’s ‘dux’ (the leader). 

The impression given is of two goldfinches having an animated dialogue. The 

canon is supported by a sustained pedal note. As the two melody parts are high 

in pitch, and the bass is low (with no inner filling from the harpsichord or other 

instruments), this is known as a polarised texture. 



 

 

Another typical texture is the trio sonata texture, referring to the many such 

sonatas written in the Baroque period, usually for two violins, violoncello and 

harpsichord (therefore including four players!), but sometimes for flutes or 

oboes. Bach himself wrote six Trio Sonatas for the organ (only one player) where 

the three lines of the texture were distinguished by contrasting stops on two 

different manuals (one for each hand) supported by the bass part in the pedals.  

This is a typical trio sonata texture, the ripieno violins supplying the 

countermelody to the soloist’s main melody over a walking bass line: 



 

 

Tempo, metre and rhythm 

Students will be expected to know the standard Italian terms for tempo as used 

in the baroque and classical periods, and be able to recognise and identify simple 

and compound time signatures. Changes of tempo within a movement were rare 

in these periods, although Figaro’s Cavatina is a notable exception. Freedom of 

pulse occurs during the cadenzas in some concertos, and the first solo episode 

in Vivaldi’s ‘Il Gardellino’ is marked ‘a piacimento’. The recitatives in The 

Marriage of Figaro are all sung with a degree of flexibility in the pulse to emulate 

the changing pace of spoken dialogue.  

Baroque music can often be identified by its motor-rhythms.  This means that a 

particular rhythmical pattern is used throughout a movement, giving the 

impression of non-stop motion.  The opening rhythm of Purcell’s Trumpet 

Sonata (1st movement) is an example - the pattern is repeated 15 times in the 

first 10 bars. Composers varied the sense of rhythmical flow by changing the 

harmonic rhythm, frequently increasing the rate of change during the approach 

to the cadences, propelling the music forwards towards the ends of the phrases. 

Again, the Purcell is a good example of this technique: 



 

 

One harmony in the first bar, four in the second bar, and six in the final bar with 

a single dissonance (the suspended 4th) adding to the harmonic drive into the 

cadence. 

Another means of varying the metrical regularity is the hemiola. It occurs in 

movements in triple time when the harmonic rhythm changes every two beats, 

making two bars of triple time sound like three bars of duple time. Again, this 

rhythmical effect tends to happen in advance of cadence points to highlight the 

ends of sections. In this passage from the third movement of Purcell’s Trumpet 

Sonata (which brings the first half of this binary form movement to a close) the 

hemiola effect is indicated by the brackets, the accent on bar 32
2
 further 

emphasised by a trill in the trumpet part, and a 4 - 3 suspension in the 

harmony. 

 

 

Another feature of this passage is the cross-phrasing in bars 28, 29 and 30, 

where the slurring provides an accent to the second (normally weak) semiquaver 

of each bar. 

Cross-rhythms abound in Mozart’s The Marriage of Figaro, more often than not 

to convey anxiety in one or more of the characters. 



 

 

In this example, the triplet quavers in the second violins are working across the 

dotted rhythms and quavers in the first violins, indicating that there is more to 

be read between the lines of Marcellina’s apparent deference. 

Syncopation is a particular type of cross-rhythm where notes are placed off the 

beat and then sustained across the beat, creating a restlessness in the music. 

Woodwind chords provide this effect at the start of Cherubino’s Aria: 

 

 

Cherubino himself picks up on this a few bars later with a syncopation on the 

second syllable of ‘donna’: 



 

 

Dynamics and articulation 

Students need to be familiar with the common dynamic terms and how they are 

used to enhance the expressive effect of the music. Likewise with the different 

sorts of articulations and accents. 

In addition to showing knowledge and understanding of the musical elements, 

students must also be able to write melodies in staff notation from dictation (up 

to eight bars in length).  The passages used may be in major or minor keys up to 

five sharps or flats, and could be in either simple or compound time. 

Students also need to recognise and identify the features of unfamiliar music 

which place the music in context for either the Baroque solo concerto or the 

operas of Mozart. Examples can be found in the sample assessment materials 

elsewhere on the website. 


