DMA REPERTOIRE EXAM
GUIDELINES FOR STUDY AND PREPARATION

KBased on my experience administering this exam a few times. 9 have compiled a list of
suggestions which I hope may be helpful to you in preparing to pass this exit
requirement When we, the piano Jaculty, were designing this repertoire list we were
very conscious of how we acquired our own knowledge of the literature We often asked
ourselves just how much did we know at your age and what would be useful to have had
fedtous Obviously. teaching experience is one of the most natural means of acquiring a
wide conversance with repertoire, but even in teaching it is possible to paint oneself into a
safe corner One of the many values that we share is the high premium we place on
curiosity, a firm informed basis forexploration and research, and the security that
comes with a broad overview of the subject matter You would not have been accepted into
this DMA program if you were not already well on your way to finding a personal
identification with some of these corners of the literature , but we would be remiss if we did
ot offer you the opportunity to dear up any gaps you may have in your knowledge of the
literature  Jf. after graduation, you choose never to play another Beethoven Sonata or
Mozart Concerto. this is your personal choice You may want to record the complete
Dussek, dig up a new set of Hummel Variations froman attic in Graz, or play only
the newest works of one of your contermporaries But when you're invited to judge your
first state MINA event we don't want you to be in the uncomfortable position of
wowdering how to ask for the part of Faschingschwank you can't name or wondering
whether you should hear the second or third moverment of Prokofiev Fourth Sonata.

You will all have job interviews just around the corner Chances are, you will have to teach
a Beethoven Sonata and Ab Rallade but you may have to teach Turina Sacro-
Monte or Emma Lou Diemer Toccata. e hope this listwill bolster your
confidlence in your ability to draw parallels from perhaps disparate corners of the
repertoire At the very least you will start your teaching careers with access to a wider
range of teaching repertoire

You may need to take this exam more than once to reach a score of 75%, but we encourage
you to take it every semester until this requirement 1S out of theway  Technically by
DMA guidelines, it must be passed before you will be allowed to take the Major Field
Exam

Sulian Martin
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I Pool resources. Form study groups. Divide up any areas which invoive
supplemental research. You will need to generate of list of works of the composers who
appear by name only at the ends of the solo and concerto lists. From these lists you will
not be asked to go into great detail, but you could be asked to generate short lists of
works by these composers' works. Many of their works are at least as significant as those
relegated to the secondary (italicized) column. Exercise your judgement in sorting out the
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works of which you need a working knowledge.
DATES: Although you will not be asked to ever list composers' birth and death
dates, you need to develop the habit of noting the dates of composition. Form an
overview---what was Scriabin writing when Prokofiev and Rachmaninoff were still
studying harmony at the Conservatory? A sample question to evaluate this type of
thinking could be: List fifteen works written between 1890 and 1915. Or, list ten
major solo sonatas written between 1820 and 1830. To this end, it is a good idea to
make study charts----a time line of composers and a time line for major works would be of
tremendous help in gaining a birdseye view of the whole literature,

3. THE LISTENING EXAM: When organizing your listening time, try to hear (always
with a score) works which you might confuse. Listen to Barber, Bartok and Prokofiev,
Khatchaturian and Stravinsky Concertos in a relatively short space of time. With each
work, ask yourself "what could this be mistaken for.?" "Is it possible to find parts of
Dvorak which could be taken for Franck, Liszt or Brahms? "

You will find that over half the listening excerpts begin at the opening theme of a
movement. Whether you hear the beginning or the middle depends on the relative
importance of that work in the literature. For example, NIGHTS IN THE GARDENS OF SPAIN
would be played from the first entrance of the solo piano (from any of the movements),
but a Chopin Etude could be started at any moment where a snippet of the main material
is recognizable. With excerpts from works such as SCHONBERG CONCERTO, you would
hear from 20 to 30 seconds; whereas you would hear from 5 to 10 seconds of a CHOPIN
ETUDE.

4. SCORE RECOGNITION: This has proven to be an expecially difficult area for most of
the students who have taken this test so far. The ability to hear what you're reading is as
important to a musician as forming concepts from newsprint to a journalist. If this
seems to be a weak area for you, the best way to increase your fluency is to work with a
buddy system. Three people can scan more music than two. Five is even better. This, by
the way is how ALL law students prepare for their Board Exams.

5. To further clarify just how to use your two repertoire lists, perhaps it will be
helpful to know a question or two given in the last exam. In a category called "NAME THE
COMPOSER" the following appeared: AZULEJOS, RECUERDOS DE YIAJE,

NAYARRA ___. (Answer--ALBENIZ). And, FIVE CONCERTOS, RAPSODIE
D'AUVERGNE (PNO/ORCH) , WEDDING CAKE (PNO/ORCH) ___ - (Answer---SAINT-
SAENS). Notice that , in both cases, few if any of these works come from LIST A. In the
case of ALBENIZ, “Navarra"” is probably the giveaway, but the other two could sound like
Granados, or maybe de Falla (but not if you've looked at their works lists). As for SAINT-
SAENS, knowing that he/she wrote five concertos is not much help (a nice question could
be "list at least three composers who wrote five -- and only five---concertos...), but the
other two orchestra pieces should ring a bell for SAINT-SAENS. Who can forget the title
“"WEDDING CAKE? " Often, when listing in this category, generic titles (Sonatas, Preludes,
Etudes, etc), it is necessary to list the dates of composition . For example, a listing of
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TWO SONATAS ( 1922 and 1943) could point to a number of people; you'd need to read on
to 24 PRELUDES & FUGUES (still not too much help, but combined with the previous dates,
it's getting narrowed down); if you haven't guessed by now, THREE FANTASTIC DANCES,
and APHORISMS should clearly point to SHOSTAKOVITCH.

6. Pay particular importance to key relationships within works. One way of testing
your familiarity with the works is to ask you to list the keys of second or third
movements. ie., name the key of the slow movements of: Grieg Concerto, Mozart K.
488, Beethoven Opus 106, Brahms F minor Sonata.

7. Include in your study notes the key preferences of composers. ie, LIST BY OPUS
NUMBER ALL THE BEETHOVEN SONATAS IN C MINOR. LIST THE KOCHEL NUMBER OF MOZART
CONCERYOS IN Bb (NB. some of these may not be in your AURAL or SCORE RECOGNITION
list).

8. Let me know if you find any inaccuracies in these repertoire lists. Should there be
a mistake anywhere, w e need to adjust the lists for everyone as soon as possible.

ADDENDUM

l. When studying the concerto list, note the orchestration; one way of familiarizing
yourself with the list is to make note of the works which are for piano and chamber
orchestra, which would call for full orchestra, which are for piano and strings only,
and/or piano and winds only.

2. Before beginning your detailed prepare for the exam, it's a good idea to give
yourself a diagnostic exam. BEFORE you read over the list, read only the composer’s
name and list as many works as you can before seeing the list; then note the ones you are
sure you could already identify aurally and/or at sight (any portion) . Then begin your
study with a prioritized list starting from the most important works in the literature that
you do not yet know well, working out to the less familiar, and less significant works.
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CONCERTO/PIANO & ORCHESTRA
=*+++ [Jorks in column A are to be recognized aurally and from score---all

movements or sections.

Works in column B (/TALICZED) must be Tamiliar by

title and association with composer. You may be asked to list works from this
group, but you will net be held accountable for detailed recognition.

sees vYou will not be asked for composers' dates, but you should take note
of their dates or the dates of major works for purposes of an infermed

chronological overview.

J.S. BRCH
16851758
Germany

SAMUEL BARBER
1918-1988, U.S.A

BELA BARTOK
1881-1945, Hungary

L. v. BEETHOUEN
1778-1827, Germany

JOHANNES BRAHMS
1833-97, Germany

FREDERIC CHOPIN
1810-49

@

Concerto in f, S. 1856
Concerto in d, S. 1852

Concerto, 0p. 38 (1962)

Concerto #1 (1926) Rhapsody, 0p. 1

Concerto #2 (1931) (1984)

Concerto #3 (1945) Scherzo, 0p. 2
(1984-85)

Concerto #1, C, 0p. 15, (1798)
Concerto #2, Bb, Op. 19 (1795)
Concerto #3, c, Op. 37 (1880)
Concerto #4, G, 0p. 58 (1885-86)
Concerto #5, Eb, Op. 73 (1889)
Concerto #6, D,
Op. 61a
Rondo, Bb, Wo0 6
Choral-Fantasy,
Op. 88

Concerto #1, d, Op. 15 (1858)
Concerto #2, Bb, 0p. 83 (1881)

Concerto #1,e, Op. 11 (1838)
Concerto #2, f, Op. 21 (1829-38)
UVariations on "la ci
darem [a mang”
{Mozart), 0p. 2
Grand Fantasia on
Polish Rirs, Op. 13
Krakowilak, 0p. 14



EANST v. DOHNANYI
1877-19608, Hungary/UsA

ANTONIN DUORAK
1841-1984, Bohemia

GABRIEL FRURE
1845-1924, France

CESAR FARNCK
1822-98, France

GEORGE GERSHWIN
1898-1937, USA

MANUEL de FALLA
1876-1946, Spain

EDUARD GRIEG
1843-1987, Norway

FRANZ JOSEF HAYDN
1732-1889, HAustria

PAUL HINDEMITH
1895-1963, Germany

ARAM KHATCHATURIAN
1983-78, Armenia

FRANZ LISZY
1811-1886, Hungary

EDWARD MACDOWELL
1861-1988, USA

e S

Uariations on a Nursery Song, 0p. 25 (1913)
Concerto, 0p. 5 (1899}

Concerto, 0p.33 (1876)

Ballade, Op. 19 (1881)
Fantaisie, Op. 111,(1919)

Pariations symphoniques (1885)
Les Djinns (1884)

Concerto In F (1925)
Rhapsody in Blue (1923)
Second Rhapsody (1931)
“I 6ot Rhythm* Variations
(1934)
Nights in the Gardens of Spain (1915)

Concerto in a, Op. 16 (1868)

Concerto in B, Hob. RUII: 11

The Four Temperaments (1948)
Concerto (1945)

Concerto (1935)
Concert-Rhapsady (1969)

Concerto #1, Eb, S. 124
Concerto #2, A, S. 125
Totentanz, S. 126
Hungarian Fantasy, §. 123
Malediction, §. 121
Wanderer-Fantasy (Schubert]
Polacca Brillante, 0p. 72
toncerto Pathetique, S. 258
Spanish Rhapsody, S. 254
(transc.-- Busoni)

Concerto #2, d, Op. 23 (1885)
Concerto #1, a, Op. 15 (1832)



FELIH MENDELSSOHN
1809-1847, Germany

OLIVIER MESSIREN
1988-92, France

WOLFGANG A. MOZART

s Y

Concerto #1, g, Op. 25 (1832)

Concerto #2,d, Op.48 (1837)
Capriccio Brillant,

Olseaux exotiques (1953)

Reveil des Oiseaun (1953)

Sept Haikai (1962)

Couleurs de Cite Celeste (1963)
Des Canyons aux Etoiles (1971-74)
Turangalila-Symphonie, (1946-48)

CONCERTOS:

Eb, K. 271

Eb, K. 449 (Kammerkonzert)

6, K. 453

d, K. 466

C, K. 467

Eb, K. 482

A, K. 488

[ K. 491

C, K. 583

Bb, K. 595
F, K. 413
A K. 414
C, K. 415
Bb, K. 458
0, K. 451
Bb, K. 456
F, K. 459

D, K. 537 "Coronation”

TIWO CONCERT RONDOS
b, K. 382
A, K. 386

TRANSCRIBED CONCERTOS:
F, K. 37
Bb, K. 39
b, K. 48
6 K. .41

EARLIEST ORIGINALS:
b, K. 175 F, K. 242
Bb, K. 238 C, K






