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1. Waltz

Waltz is a dance in triple time with one beat in the bar. It first appeared in the late 18th century as a
development of the old German dance. An early example is the waltz by Diabelli, on which Beethoven composed a set
of variations in 1823.

The development of the waltz as a dance — form in the 19th century was due principally to the Viennese
composers Joseph Lanner and Johann Strauss, followed by the younger Strauss, the composer of The Blue Danube
(1867), and his brother Joseph. Sets of waltzes for piano were also written by Schubert, Weber, Chopin and
Brahms. Weber’ s Invitation to the Dance for piano solo is a programmatic piece consisting of a series of waltzes, with
introduction and epilogue. The vogue of the waltz was not confined to instrumental pieces. Brahms wrote two sets of
waltzes for piano duet, Liebeslieder — Walzer and Neue Liebeslieder — Walzer, with parts for four voices. The
influence of the waltz is to be found in many songs and operas of the late 19th and early 20th centuries; for example,
the waltzes in Richard Strauss’ s Der Rosenkavlier and Arabella. Waltzes have also appeared as movements in
symphonies, Berlioz’ s Symphonie Fantastique and Chaikovsky’ s fifth symphony being those classic examples.
Ravel’ s choreographic poem La Valse for orchestra is an impressionistic interpretation of the Viennese waltz.

" New Words |
LNew Words J

Waltz /wolts /n. (%/R%) Bk
Triple /'tripl/a. =FH
Beat /biit/ n. H

Bar /ba:(r) /n. iNi]
Variation /, vearieifan/ n. B3

Solo /'soulou/ n. Mm(rg)%E
Duet /djuzet /n. —EE
Programmatic /| prougro'metyk/a. Ly i)
Epilogue /'epilaq/ n. =]

Vogue /vaug/ n. wiT
Confine /kon'fain/ v. R

Opera /'apara/ n. K
Symphony /'simfani/ n. A2 0] il
Choreographic /, koria', koriografik / a. 23
Orchestra /s:kistra/ n. B % 5RBA
Impressionistic /im, prefomistik/ a. ENg ¥ X
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Interpretation /in, torpri'teifor/ n. R, RH

1. Diabelli Anton(1781 - 1858) : &% - P |, BBFIEME, FRERAFCBA. ML LENF—
iR A (HEZARRE) , AER 51 (EFRB T — 1 FEh B 5 A E =, 5 P8R,
XERIMBERE—BNEFEHI3 NEEH,

2. Joseph Lanner(1801 -1843): ZFK - 29, BHMFIEMEK, B XMECHER L ATEBE RSB — A,

3. Johann Strauss(1825 -1899): #8 - ¥ifesifi. RMFl/ N RBER, HHEX MR, EL(BEEZHMT)
Fid B FFEM ) T B FE. RS FRHEFILFE (1804 - 1849 ) th 2 FIFE M F M ZEM K, (R K
Hit Tl ) R RLE,

4. Johann Wenzl Anton Stamitz (1717 ~1757) : 248 - BER - BF - HEKK, BEHFKT/MESFE, 1EH
Ko WA SWMFEIR" WHEEE, BAHLS0 FHI W,

5. Carl Maria Ernst von Weber(1786 -1826): K/R - BET - BHiHF - 15 - HiA, EEAEMEK, HER,
NFR, BBIIRIER KB 154 F ) ( Der Freischutz) , fli2MEERE X LHKBIKIBITENA o

6. Frederic Francois Chopin (1810—1849): FEEMBER - BRI - UPELEWELEME,EHILFL
IRMEM , RIS H—FE T MRS EZAR,

7. Johannes Brahms(1833 —1897): ZRAHT - HiHBHT. BEEME, YtBREXMEHRZ—,

8. Liebeslieder — Walzer . (&2 % FEi)

9. Neue Liebeslieder —- Walzer: {7 % 2 B EI£i)

10. Richard Strauss(1864 1949 ) . FREM - JiiFo7Hi, BMEEME. BOEN—RIIXWEFRISLHS
MR T X TS RHREZS. PRI 2B L) (BRI A

11. Hector Berlioz(1803 -1869): R3ZFE/R - MLz, HEEMEK, HANMANEAFTFERZ—. 1oy
(Bl B S L WA B - BBH— RAHE= LN AR,

12. Piotr llyich Chaikovsky(1840 ~1893): ##% - (HFIF - BRKYE, BANRB e R, (LHEF
) RIBEIERZ —, MBAEWAERSERE(HESE - 8BS M(ERZWM)

13. Maurice Ravel(1875 - 1937 ): BLEHF - FIE/R, HEMEMK, fEdMEHSE, HEK =K R EHEBEE

LL DA%, MTEEG A Mg a9 2Rl Y8 —fs S A B REE M RA% . La Valse H( ) ;/)

. Comprehension of the Text ]

Choose the best answer for each of the Jollowing .

1. Waltz originated from

A. an old French dance. B. an old German dance.

C. an old Austrian dance. D. an old English dance.

: bR R pa e



2. The development of the waliz in the 19th century was due mainly to

A. some German composers. B. some French composers.
C. some Austrian composers. D. some Italian composers.
3. The waltz was
A. not for instrumental pieces. B. for instrumental pieces only.
C. for vocal music. D. for both vocal and instrumental pieces.

4. A choreographic poem is, in other words.
A. a dance poem. B. a singing poem.
C. a symphonic poem. D. an orchestral poem.

5. Who composed a set of variations on the dance —form by Diabelli?

A. Johann Strauss did. B. Brahms did.
C. Weber did. D. Beethoven.

ll. Vocabulary and Structure

For each of the following, four choices are given. Choose the most appropriate one :

1. Tom wrote a beautiful Waltz, I am going to compose a set of variations.
A. in which B on which C. which D. who

2. The development of musical thought those great composers.

A. due to B. was due C. was due to D. was

3. Robert’s “Dancing With Me” a series of waltzes.
A. consisted of B. composed C. made up of D. composed of

4. The vogue of dance music instrumental pieces.

A. didn’t confine to B. wasn’t confined to C. confined to D. confine

5. The influence of impressionism is to be in many modern compositions.

A. well B. made C. exerted D. found

6. She Beethoven’ s Pastoral.
A. proceeded playing B. proceeded to play C. proceeded into D. proceeds

7. An idea in her mind, which later became the motive of her serenade.

A. sprang off B. sprang C. sprang over D. sprang up




8. I don’t feel just now.

A. Like singing B. like to sing C. to like singing D. singing
9. He it an honour to be a composer.

A. played B. composed C. counted D. regarded
10. A great change the music world.

A. took place B. brought about C. happened D. came over




2. String Quartet

String quartet is the music for two violins, viola and cello. A string quartet is, in effect, a SONATA in three of
four movements for those instruments. Its history began between 1750 and 1760, with the early quartets of Haydn,
which were probably written for outdoor performance, and therefore in the absence of a continuo part. The twelve
quartets of his op 1 and 2 are in the style of divertimenti, and have five movements, including two minuets. From op
3 onwards Haydn adopted the four — movement form, and with op 9 he began the development of style, form and
texture in quartet writing which continued to the end of his life. Mozart dedicated to Haydn the first six of his ten
mature quartets. The concept of the possibilities of this medium at which Beethoven arrived in his last quartets put
them for nearly a century outside the main stream of the history both of the string quartet and the sonata form. In their
linear style, and in their treatment of thematic development and tonality, they are closer to the quartets written in
modern times than to those of the nineteenth century. Between Schubert and Brahms the quartet, an apt medium for
lyrical expression but not for rhetoric, has a patchy history. With Debussy’ s quartet of 1893 it entered a new phase,
which later included the remarkable series of six quartets by Bartok and some of the most characteristic compositions
of Ravel, Schoenberg, Berg, Webern, Hindemith and Walton. Though Boulez has declared the string quartet to be
no longer viable as a musical form, he himself has written some impressive music in that medium, and the U. S.
composer, Elliott Carter, has produced three important, progressive quartets. Messiaen’ s Quartet for the End of

Time’ is not a string quartet, but a work for piano, clarinet, violin and cello.

String /strig /n. (73
Quartet /kwor'tet /n. mEZE
Viola /viaula/n. PRE
Cello /'tfalou/n. K=
Sonata /samasts/n. Zng
Movement/'murvmont /n. KRE
Continuo /kan'tinjusu/n. HERT
Divertimento /di, vosti'mentai/n. =0 il
Minuet /, minki‘et /n. V /NS
Texture /'tekstfa(r) /n. 4k
Medium /'mi:disom /n. FB
Linear /'laina(r) /a. 53]

Treatment /‘tritmoant /n. AbxE




Thematic /6i'metik/a. FEH)
Tonality /tounzloti/n. It
Rhetoric /'retorik/n. B
Patchy /'patfi/a. *E
Phase /feiz/n. BBt
Viable /vaiabl /a. ATfTHY
Progressive /prau‘gresiv/a. BEH)
Clarinet /,kleri'net /n. HEE

N

1. Arrive at: AB(FABRE) , BI(HAEE),
After full discussion we arrived at a decision at last,

2. Divertimento: ZFIEFHTI8 LXK, MFEHRREN HENEFTHBRHMENASRENELRE
#h,

3. Dedicate to: E({EHZ)BREA,
He dedicated his life to music,

4. Franz Joseph Haydn (1732 -1809): 3BBAXK - AFK - Wi, FHFHEH R, MHNFRRISHESBP Ak 4h
F M ; AR AR TR I S FIE BB b7 Ay BBUE B B B E AR 45 1 12 33T h 45,

5. Wolfgang Amadeus Mozart(1756 —1791) : K/RKN - FIBEFH - HHA4F, RMFEME. HNE
HE” FEREXA"ZK,

6. Ludwig Van Beethoven(1770 - 1827 ). BR{E%#% - # - MBI, HER L EAEBEMK, HREH
R F X ZXWEEIEM K, Missa Solemnis { FE=HRM i) BAb 69— IBE MEMES

7. Claude Achille Debussy(1862 - 1918 ) : 3TI58E - PIA/R - B, HEEME, IREAREAY,

8. Bela Bartok(1881 -1945): llfy - Bftw, SIFFEME, AER, MW EEESEH THET. &
R Ay KRR ERE, LE B &R, R 20 #HESFHEEAYZ—,

9. Arnold Schoenberg(1874 —1951) : Piif/R{8 - By{Atk, RIFIEM K, 20 #HEBHEAXTFERZ—. “+=
FAEME" BIMA A o Berg( J1/RHs ) Fl Webern(511) BIBHE

10. Paul Hindemith(1895 -1963) : &% - KK, BEMEMK, LA 2L, EEFEL . HE IEM
FARUEFORBME AR TR, EHSTHEE ; BHEMBR) (F4,1937 #1939) %, BEBRHE
KEEH,

11. William Turner Walton(1902 - 7). BUBE - 1940 - /KRB, HEEMK, B 1923 EFERIA T K
RESR TR LET R ENESM—HBS/NEOTE) Ti—2845 .

12. Pierre Boulez (1925 - ). MKIR/R - Hi¥zL, LEEMK, BEX, NER, AIRESEETEHNAYZ
—o BMES(EENET)ERITMRE I,

13. Olivier Messian (1908— ). WA - FT%, REFHE, ERER, AMAHFPRE BRI,

th RBA MM — 1 RR, AEFETHBRE,

wpddt e s R R



{ 1. Comprehension of the Text i

Choose the best answer for each of the following :

1. A string quartet is actually
A. a sonata in three movements for two cellos, violin and viola.
B. a sonata in four movements for two violins, viola and cello.
C. a sonata in three movements for two violins, viola and cello.
D

. a sonata in four movements for two cellos, violin and viola.
2. Its history began
A. in the fifties of the 18th century. B. in the sixties of the 18th century.

C. in the fifties of the 17th century. D. in the sixties of the 17th century.

3. Between Schubert and Brahms the quartet has

A. a smooth history. B. a well — balanced history.
C. an uneven history. D. an integrated history.
4. The possibilities of this medium whichBeethoven tried in his last quartets the main stream of the history both of the

string quartet and the sonata form.

A. made these works excluded for nearly a hundred years from
B. put these works for nearly a century over

C. got these works for almost a hundred years into

D. had these works accepted for more than a century by

5. Boulez who had written some impressive string quartets thought

A. the string quartet as a musical form was perfect.

B. the string quartet as a musical form couldn’t be workable any more.
C. the string quartet as a musical form was on longer weak.
D

. the string quartet as a musical form could be naive no more.

[ ll. Vocabulary and Structure J

For each of the following , four choices are given. Choose the most appropriate one .

1. The symphenic poem is program music.
A. in effect B. impossibly C. contrary to D. ironically




2. This divertimenti has five movements two minuets.

A. include B. including C. included D. and
3. Williams his wife three quartets.
A. dedicated B. provided C. dedicated to D. provided for
4. His sonatas are closer to the works written by his opponent those by his teacher.
A. against B. thanto C. and D. from
5. The idea he arrived in his early quartets was not accepted by most of his contemporaries.
A. at which B. which C. when D. of which
6. 1 prefer Jazz Rock’ n’ roll.
A to B. for C. from D. than
7. It was wrote this prize composition.
A. her who B. her C. she who D. she
8. The concert will be broadcast on TV.
A. alive B. live C. lively D. living
9. The music acted stirringly the emotions of the audience.
A as B. for C. upon D. over
10. Though at Huaibai Road, I was still one dilometre Shanghai Music Conservatory.

A. away B. far C. short off D. short of




3. Accompaniment

Accompaniment is a subordinate part or parts, most frequently instrumental, added to a principal part or parts.
Such accompaniment may be merely a duplication, as often happens with the organ accompaniment of vocal church
music, in which case it can be dispensed with at will. More often it is independent, though it may incorporate some
details of the principal part or parts. In the 17th and early 18th centuries keyboard accompaniment was normally from
FIGURED BASS and hence involved an element of improvisation. With the decline of figured bass, such
accompaniment was less likely to be purely subordinate. In many 19th and 20th century songs the accompaniment is
at least as important as the vocal line; such works are rather duets for voice and piano than songs with piano
accompaniment. The popular view that an accompanist is a person inferior in skill and importance to the person
accompanied has no justification. In the 18th century sonatas for violin (or flute) with harpsichord (or piano) were
commonly said to be for keyboard instrument with accompaniment, for example, J. C. Bach’s op 10 Six Sonatas for

the Harpsichord or Piano Forte; with an Accompagnament for a Violin.

Accompaniment/ a'kampanimant /n. =
Subordinate /sa'bo:dinat /a. MR
Add /=d/v. 7
Principal /'prinsapal /a. FHEH
Duplication /djuzplikeifan/n. =l
Organ /5:gan/n. BEXEF
Vocal /voukl/a. FRE)
Church /tfastf/n. ok
Dispense /dis'pens /». A e
Incorporate /in'ko:pareil /v. &3
Keyboard /ki:bs:d/n. HARE
Figured /'figad/a. S &t
Bass /'beis/n. &
Improvization /,impravai'zeifon/n. 1P 3
Decline /di‘klain /n. il
Accompanist /3'kampanist /n. HZE
Inferior /in'faria(r) /a. KEH
Justification /| dzastifikeifon/n. B
Harpsichord /‘ha:psika:d/n. PERF

—




1. Addto: ¥SH0,%MFEo
She added more sugar to her coffee,

2. Dispense with: &%, %8,
Machinery dispenses with much labor,

3. Atwill: {FE . K&,

With an air conditioner you can enjoy comfortable temperatures at will,

e

a
L I. Comprehension of the Text

Choose the best answer for each of the following .

1. The organ accompaniment of vocal church music is usually

A. a repetition of a principal part. B. a modulation of a principal part.

C. a variation of a principal part. D. a duplication of a subordinate part.

2. Figured bass played a significant role in keyboard accompaniment
A. two hundred years ago. B. about three hundred years ago.
C. more than four hundred years ago. D. five hundred years ago.

3. When figured bass in it became less important, the accompaniment seemed

A. more subordinate. B. less significant.
C. more principal. D. more independent.
4. Accompaniment in many 19th and 20th century songs is as important as the vocal line.
A. almost B. approximately
C. to say the least D. to tell the truth

5. The idea that an accompanist is inferior in skill and importance to the person accompanied is
A. justified. B. unreasonable.

C. acceptable. D. unobjectionable.

s




. Vocabulary and Structure )

For each of the following , four choices are given. Choose the most appropriate one

1. The music playing , the house rose to its feet and gave him a standing ovation.
A. having stopped B. have stopped C. stopped D. had stopped
2. A full life sometimes better understanding of music.
A. makes up B. makes of C. makes out D. makes for
3. Rogers will surely when he knows that he has been enrolled as a student of this famous music school.
A. light on B. light up C. light out D. light off
4. He to learn harmony which was somewhat beyond him.
A. went down B. went up
C. went out of his way D. went in his way

5. We sent him an invitation to the concert, but he

A. rejected B. refused C. denied D. declined

6. his performance, he ought to succeed.
A. Judging from B. Judge from C. Judged from D. Judging
7. Some of the music students didn’t seem to attach any importance literature.
A. with B. on C. to D. from
8. His talk church music.
A. ranged from B. ranged over C. about D. delt
9. The boy to see his idol drunk and in disarray.
A. was dismayed B. surprised C. dismayed D. was excited
10. Heis to teach piano, for he even can’t read the score.

A. able B. content C. qualified D. incompetent




