MUH 2512

Dr. Bakan

Exam 1 Study Guide
Format: This is a multiple-choice exam. It will include at least 100 questions (no more than 125). You will indicate your answers on a Scantron form. The first portion of the exam will be a listening test; this will be administered at the beginning of the exam period. The exam in total covers Chs. 1-6 and 9-11 of your textbook and its related materials (lecture materials, CD set exs., Musical Guided Tours, Online Musical Illustrations, etc.). 

The following is a detailed breakdown of the contents of the exam that is intended to guide you in your studies: 
I) Listening exam (25-35%) 

Excerpts of several musical examples from the text’s accompanying CD set and from the Musical Guided Tours for Chs. 9, 10, and 11 will be played, and you will be asked to identify the example and/or to answer one or more questions about it (all within a multiple-choice question format). Examples drawn from the Online Musical Illustrations may appear as well. The examples played will be drawn from the following list, and the information included next to the track number on this list indicates specifically what you may need to know in order to correctly identify/account for the given selection. The Guided Listening Experience and Musical Guided Tour selections will be the ones most likely to have multiple questions and/or questions that go beyond straight identification linked to them.  

CD #1: 

1-2: Japan; gagaku

1-3: Egypt/Middle East; Qur’anic recitation (or Qur’anic chant) 

1-5: Mongolia; multiphonic singing (or overtone singing)

1-6: Central Java (Indonesia); “Ketawang: Puspawarna”; Central Javanese court gamelan; multiple-melody texture

1-12: Aboriginal Australian song; “Ibis”; Alan Maralung; didjeridu

1-18: Blues/khoomei “fusion”; “Kargyraa Moan”; Paul Pena; American blues and Tuvan music syncretism

1-19: Blues; “A Funny Way of Asking”; Charles Atkins (of Tallahassee); 12-bar blues form; triple subdivision of beats (blues shuffle rhythm)

1-21: Mexico; mariachi; triple meter

1-22: Romania; Roma dance song; 7-beat meter (or 3-beat short-short-long “meter” from emic perspective) 

1-23: Bhangra; India; syncopated “hoi” shouts

1-25: South India (Karnatak): Instruments—vina, mrdangam, tambura; example of free rhythm (at beginning) 

1-26: Native American “Eagle Dance” song; characteristic descending melodic contour of Plains-style Native American music

1-32: Steel band (musical tradition originally from Trinidad and Tobago) 

1-34: ‘Au (bamboo panpipe ensemble) from Malaita, Solomon Islands; “reverse” conception of pitch

1-36: Taganing “drum chime” from Sumatra, Indonesia; melodic use of drums and heterophony between taganing and sarune (double-reed aerophone). See p. 68 of text for info. (was not discussed in lecture) 

1-37: Mbira dzavadzimu; plucked idiophone; Shona people of Zimbabwe

1-40: BaMbuti singing group, Central Africa

1-42: Interlocking panpipe (sikuri) texture; Andes (Andes mountain regions, South America)

1-44: Nkokwane “musical bow”; Qwii people, southern Africa (Kalahari Desert); ostinato-based musical form; varied repetition

CD #2: 

Exs. 2-16 to 2-26 (linked to Chs. 9 and 10)*

CD #3: 

Exs. 3-1 to 3-7  (linked to Ch. 11)*

*Study hints: For Irish examples (Ch. 9), focus on instruments, ornaments, standard song forms, featured bands and performers on the CD tracks, “markers” of traditional vs. neo-traditional vs. post-traditional musical styles. For African examples (Ch. 10), focus on instruments, jeliya performance styles (sataro, birimintingo, kumbengo), jeli instruments (kora, koni, bala), featured performers on the CD tracks, “progression” of kora part in “Okan Bale.” For Latin examples (Ch. 11), focus on different kinds of drums (e.g., batá, conga); clave rhythm, tumbao rhythm; featured bandleaders and performers; the different versions of “Oye Como Va” on your CD (featured performers, stylistic distinctions). In all cases, information contained in the Guided Listening Experience narratives and Guided Listening Quick Summaries (especially as emphasized in the lectures) will be key. 

Musical Guided Tours: 

· Ch. 9: Be able to identify melodic ornaments from the MGT

· Ch. 10: Be able to identify gongon time-line rhythm

· Ch. 11: Be able to identify clave and tumbao rhythms

Online Musical Illustrations (OMI) 

· OMI 10 (Chapter 6, p. 51): Identify/distinguish Balinese pelog and slendro scales
II) Multiple choice questions (65-75%)

Chapters 1-6 (Musical and Musicultural Elements) 

· GENERAL: Use assigned readings, CD exs., key terms lists/study questions/discussion questions at ends of chapters, Blackboard-posted lecture notes, and study resources at Online Learning Center to prepare. 
· SPECIFIC:
· Five propositions for exploring world music
· HIP approach (and the whole intention/perception issue re: music)
· John Cage, 4’33”
· Qur’anic recitation re: music/not-music issue
· Ethnocentrism
· Ethnomusicology
· Culture (Tylor def.), cultures (as distinct from societies)
· Musicultural
· Cultural aspects of specific music traditions (Warao healing and inflicting songs, “Rabbit Dance” re: song text re: defying cultural stereotypes, “Eagle Dance” re: characteristic Plains-style descending melodic phrases, ‘Are’Are “inverse” conception of pitch and ‘au classification of instruments)
· Society (defined), social institutions (types, examples, significance)
· Imagined community
· Nation/nation-state, diaspora
· Fieldwork (in ethnomusicology)
· Four music creation processes (composition, improvisation, interpretation, arranging)
· Tradition, musics of tradition (as per the text/lecture materials) 
· Four basic properties of tones (duration, frequency, amplitude, timbre) and their musical correlates (rhythm, pitch, dynamics, timbre)
· Syncopation, meter, subdivision, tempo, accent, free rhythm
· Melody (what are the elements of one, examples discussed), octave, interval, chord, harmony, chord progression, scales, modes
· Articulation, ornamentation
· Hornbostel-Sachs instrument classification system (plus its extension with electronophones. Know examples of all types of instruments)
Chapter 10 (African music) 

· River-and-path proverb (name of drum, meaning of proverb, language, drum speech) 
· Concept of polyvocality as it applies to musical “conversations”
· Geographical/musicultural foci of the chapter
· Akan, Mande, jeli, jeliya, Fontomfrom (names of drums, which is lead drum, which drums engage in call-and-response, which instruments play more variations and which do more ostinato-based playing, what is time-line [be able to identify in notated form] and what instrument plays it, cultural issues [royal patronage, etc.]) 
· Salif Keita, Seckou Keita, Sidiki Diabate, Toumani Diabate, Mamadou Diabate, Angélique Kidjo, Paul Simon, Ladysmith Black Mambazo, Damascus Kafumbe
· Ghana, Mali, Benin (also Senegal, Gambia, Paris/London/New York)
· Histories of colonization (nations formerly colonized and by whom) 
· Musical Africanisms (list, p. 195-96) 
· Designated jeli instruments
· Nature of “conversation” in Seckou Keita’s “Dounuya” (multiple voices of kora plus singing voice) 
· Sataro, kumbengo, birimintingo—What are they? Where do they occur in examples? 
· Mande musical family lineages (espec. re: kora) 
· “Kaira,” “Atlanta Kaira”: history (sociopolitical and musical)
Chapter 11 (Latino/American music)

· Different definitions of “Latin dance music,” “Latino/American”
· West African/Spanish “roots” of Cuban musics discussed
· Drums used in Santeria (Orisha) rituals, drums used in rumba—musicultural features of both genres 
· Charanga (instrumentation, associated musical styles) 
· Son, Cha cha chá, danzón, danzón-mambo, mambo (big band mambo—bullet list, p. 228), salsa, Latin jazz, Latin rock, Latin Dance* (*Tito Puente Jr.) 
· Enrique Jorrin; Arcaño y Sus Maravillas; Tito Puente, Tito Rodriguez, Machito and the Afro-Cubans (“mambo kings)
· Ethnic and cultural admixture in New York (Cuban, Puerto Rican, Newyorican) and ethnic/cultural identities of main musicians discussed 
· Compare and contrast the various recordings of “Oye Como Va” focused on in the chapter (musical features, instrumentation, historical significance, performers, improvised solos, treatment of the cha cha chá groove, etc.) 
· By-products of commercial success of Santana’s “Oye” (re: career of Tito Puente, pan-Latino identity, etc.) 
· Tito Puente, Carlos Santana, Tito Puente Jr. (biographies, relationships, interconnections musically in “Oye”, issues of identity) 
· Celia Cruz, Rubén Blades, Xavier Cugat, Desi Arnaz
Chapter 9 (Irish) 

· Basic info on Ireland (political/geographical division of the landmass of Ireland, history of national independence, issues of religion, languages) 

· Potato famine, Irish diaspora, Irish music revival, Radio Éireann

· Sean nós, Irish harp, dance tunes and medleys

· Irish traditional music, ceílí, session, traditional/neo-trad/post-trad performance contexts, ornaments and styles of ornamentation (espec. re: Musical Guided Tour)

· Seamus Ennis, Sean Ó’Riada, Ceoltoiri Cualann, Paddy Moloney, The Chieftains, Mairéad Ni Mhaonaigh, Altan, Eileen Ivers 

· Uilleann pipes (construction, pieces featuring, performers, musical functions of the various pipes), tinwhistle, fiddle, bodhrán, other instruments 

· Stylistic comparison: Seamus Ennis (traditional) vs. Altan (neo-traditional) vs. Ivers (post-traditional)

· Names of tunes in medleys (especially Ivers “Gravelwalk”) 

· Features of a medley (Same rhythm or different from one tune to next? Standard song forms? Typical number of tunes?) 

· Main features of modern ensemble sound (neo-traditional—bullet list, p. 175)

· Instrumentation, featured musicians (Altan, Ivers band, Chieftains examples) 

