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ILD Analysis for Awarding

The table below shows a detailed analysis of the performance of candidates on each item (question or part question) that can be used
for comparing performance.

The mean score will be close to the maximum mark if all candidates perform well on a particular item. Conversely, if candidates as a
whole perform poorly on the item there will be a large difference between the mean score and the maximum mark. For questions with
different maximum marks, the facility factor should be used to compare performance.

The facility factor (F.F.) for an item expresses the mean mark as a percentage of the maximum mark (Max. Mark) and is a measure of the
accessibility of the item. If the mean mark obtained by candidates is close to the maximum mark, the facility factor will be close to 100
per cent and the item would be considered to be very accessible. Conversely, if the mean mark is low when compared with the
maximum score, the facility factor will be small and the item considered less accessible to candidates.

The Standard Deviation of the marks attained (S.D.) measures the spread of the data about the mean score. The larger the standard
deviation is, the more dispersed (or less consistent) the candidate performances are for that item. An increase in the standard deviation
points to increased diversity amongst candidates, or to a more discriminating paper, as the marks are more dispersed about the centre.
For each item the table shows the number (N) and the Percentage of candidates who attempted the item (Attempt %) When comparing
items on this measure it is important to consider the order in which the items appear on the paper.

All Candidates performance across questions
1 258 8.2 4.3 20 40.9 83.0
2 53 6.1 3.3 20 30.3 17.0
3 70 4.8 17 10 48.3 225
4 78 4.6 16 10 45.9 25.1
5 198 3.7 2.2 10 37.0 63.7
6 190 5.0 2.1 10 50.1 61.1
7 43 4.1 18 10 41.2 138
8 44 5.2 2.2 10 51.6 14.2
9 311 3.3 2.4 10 33.2 100.0
10 188 7.2 4.1 15 48.1 60.5
11 186 6.4 35 15 425 59.8
12 123 9.3 3.7 15 61.8 39.5
13 122 6.1 4.1 15 41.0 39.2
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Candidate Performance By Medium Of Entry

Medium Question N Mean SD Max Mark FF Attempt %
Title
ENGLISH
MEDIUM
8.0 4.2 20

1 188 40.2 79.7
2 48 6.0 3.3 20 29.9 20.3
3 54 4.8 1.7 10 47.8 22.9
4 54 4.3 1.6 10 43.1 22.9
5 157 3.7 2.2 10 37.3 66.5
6 157 5.0 2.1 10 50.3 66.5
7 25 3.8 1.9 10 38.0 10.6
8 26 4.6 2.2 10 46.2 11.0
9 236 3.2 2.4 10 32.3 100.0
10 160 6.9 4.0 15 45.8 67.8
11 158 6.2 3.3 15 41.1 67.0
12 76 8.8 3.8 15 58.5 32.2
13 75 6.6 4.3 15 43.9 31.8
e |
MEDIUM

1 70 8.6 4.6 20 42.9 93.3
2 5 6.8 2.7 20 34.0 6.7

3 16 5.0 15 10 50.0 21.3
4 24 5.2 15 10 52.1 32.0
5 41 3.6 1.9 10 35.9 54.7
6 33 4.9 2.1 10 49.1 44.0
7 18 4.6 15 10 45.6 24.0
8 18 5.9 2.0 10 59.4 24.0
9 75 3.6 2.5 10 36.3 100.0
10 28 9.2 4.2 15 61.2 37.3
11 28 7.5 4.0 15 50.2 37.3
12 47 10.1 3.6 15 67.2 62.7
13 47 5.4 3.7 15 36.3 62.7

NOTES:
1. The item level marks used in the item level analysis and reported for each candidate are those submitted by the examiner at the time of
marking.

2. Care must be taken when making judgements about performance where the number of candidates is small.
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(f) (i) State one feature of the harmony in bars 52—55. Do not merely name individual g
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(h) Briefly discuss the various ways in which Debussy and Ravel musically illustrate the
descriptive/programmatic elements (including word painting in the song) of Colloque
Sentimental and the Prélude from Ma Mére I'Oye. Also briefly describe any similarities or

differences in Debussy’s musical treatment of descriptive elements in Reflets dans l'eau.
[10]
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(9) Describe the harmony/tonality in bars 49—69.» ' [2]

(h) Briefly outline the extent to which descriptive or extra-musical elements have
influenced Rhian Samuel’s Ariel and Andrew Wilson-Dixon’s Tango Passacaglia. [In Ariel,
though you should refer to the composer’s Programme Note in the score, you should
not merely reproduce this in your answer.] Also explain briefly how the character of
each of Lynne Plowman’s set of three Night Dances, described by the composer as “wild
and primitive, bluesy and bittersweet and simple and bluesy” respectively, has influenced
the structure/organization of the’'work as a whole. [10]

FD( ..... M&%ﬁ\i”DM/I%S{ ..... tlas... UA&/‘&L{E{!E&e,enme&QHﬂwveme/\%,
Wit the frfst ...... L}Ur\a ..... VUU}C%SF{SS[\&O\VWGQ ...... (V\U’Chmuwﬁlﬁ@it& .....

Wit fhe.. Uﬁ}xk....L@.’\Om'&qi._..&ﬂ;ﬁm&...m...fk{....pio&ma...ékpmm...fl@c&tdﬁ.......[n...m ..........
‘Ei\.ochf,.....K}.’!DVS.WMf/.....&[f,\y......Stfucﬁ%fes_....:f;.‘.bo&.ﬁd..bf.\....Wﬂ?(hc@ﬁlt....@ﬁ%..v. ....................
[@t’“}ﬂm"@’*oﬁvﬂék,y\\h\d/\LKSCSE\meﬂ/lcdfst&b"ud’ufin/\ﬂ&bfﬁmnnﬁ
8sing. 0. 0F the. 2 00tes n. (@ Chromatic. fcolt, Hiveh. than. teves..

Yo thic ke memd‘ﬁf\zﬂmexsvw\v}tf\o@(’,ﬁeﬂc{eﬁtfo{t\/\o,%mg

& A,

'
5 A"

_________ o Contrast, Toome. JSsacagily. uses. the...inflvencs...of differeat ...

W addeisn, .unble. fhe. proviess. ms,ﬁn%euxsmqm,atfrw@ﬁww@rfés, ...........
Csuch as Ammold Bax ™\ ‘oo Sl o T

Examiner
only

1660U801

05

J cu ............ LY wmmcu ..... b.cc?.u ..... ...... k.10 e -Q:\.‘cm.a._.;.q'... u/rrm"w -
Joding... 5.0 deae., hroyghk, \ck. 30, thae... ] 3

© WJEC CBAC Ltd. (1660U80-1) . Turn over.






		Blank Page













		Blank Page








(h)

Briefly discuss the various ways in which Debussy and Ravel musically
illustrate the descriptive/programmatic elements (including word painting in
the song) of Colloque sentimental and the Prélude from Ma Mére I'Oye. Also
briefly describe any similarities or differences in Debussy’s musical treatment
of descriptive elements in Reflets dans 'eau. [10]

Examples of relevant answers in each set work are given below:

Colloque sentimental

“Prologue”:-

lonely, icy park — some monophonic textures — e.g., piano (1) and voice (5-
62)

while 2-part texture could represent the two ghosts

initial harmonic ambiguity (whole-tone) could suggest ghosts’ aimless
existence

recitative-like nature of the narrator’s music imitates that of spoken word
(use of repeated quaver rhythms (43-6) and repeated notes (7-8) / also
suggests a dispassionate/detached attitude on the part of the narrator /
music (rhythm/vocal melody) is very different from that associated with the
park/ghosts

“Dialogue”:-

sudden change of tonality/harmonic style underlines appearance of ghosts
texture also becomes richer

and more dissonant — e.g., begins with two octatonically related dim 7t
chords over dissonant pedal note

RH piano melody imitates nightingale’s song (from “En sourdine”™)
harmony becomes static in Ghost 2’s first two responses, underlining
his/her indifference

each successive question/statement by Ghost 1 becomes less
dissonant/octatonic as he/she gradually acknowledges the
memory/possibility of former love / as Ghost 2 adopts Ghost 1's Db tonality
texture also thickens / and range of both vocal and piano part is extended
vocal line also becomes increasingly more lyrical

use of “Tristan chord” to illustrate former romantic relationship

“Epilogue”:-

disappearance of ghosts portrayed by shortening each statement of
nightingale motif (53-56) by one note

music peters out texturally, too — sudden reduction from 8/9 parts to single
monophonic line in piano (56-57%), so emphasising the lonely park

final “unexpected” B natural/Am chord recalls mention of “morts” in bar 10
lower register and constant diminuendo markings suggest
bleakness/despondency

Prélude
Section A1/2/3:-

Opening triadic (associated with the fairies) and fanfare (signifying royalty)
motifs become harmonically darker at each statement (mixolydian
G—dorian G—partly octatonic—fully octatonic) (especially in bars 35—)
instrumental colour also becomes slightly darker in first two statements
(2flts/high bassoon—cor anglais/2 clts)





e octatonic version of triadic motif suggests the Evil Fairy (e.g., 14— where
octatonic/chromatic material is superimposed with the modal melody
associated with Sleeping Beauty (16—))

e tonality switches to pure modality at bar 19
together with greater melodic interest to underline the more innocent/folk-
like characters such as Sleeping Beauty or Petit Poucet

e these are associated with solo instruments (both WW and string)

e in A3(/B2) a solo double bass briefly depicts the Beast / again against a
thoroughly octatonic harmonic backdrop (emphasising the more
menacing/magical aspects of the fairy stories)

Section B/C:-

e Break of dawn depicted by birdsong-like fragments in WW

e over a static octatonic chord / octatonicism again employed as a signifier
of magical properties

e also accept relevant answers on effectiveness of orchestral timbres - e.g.,
glissandi (strings) and fluttertonguing (WW)

Reflets dans |'eau

o Descriptive features mostly consist of figuration typical of piano evocations
of scenes involving water in Impressionist music — e.g., Debussy’s own
description of the piece’s opening motif as “a little circle in water with a
little pebble falling into it”

e suggests a musical description of aripple effect with the repetitions of the
three RH 3-note/chord motif an 8ve higher each time tracing the expanding
circle of ripples

e bars 172-19 perhaps suggest more pebble/ripple/splash effects with RH
figuration in bars 20— describing cascading water / the whole-tone LH
motif (24-26) adding an air of “mystery”

e similar figuration appears in bars 48-55 / the slight rhythmic augmentation
of previous material and gradual reduction of speed till the end (from 71)
suggesting the various surface “disturbances” dissipating till the water is
perfectly calm

o idea of “reflection” in evidence in the (free) inversion between the LH&RH
parts in bars 16-17

e also possibly illustrated musically in terms of textural placement of
individual lines — e.g., repetition of bars 24-30 in bars 50-55 reverses
(mirrors/reflects) previous texture, with melody in inner voice moving to top
of texture, while cascading piano figuration moves from top of texture to
bottom

o the gradually diminishing tempo and dynamic level from bar 57— could
represent the fading ripples caused by the ff “disturbance” (another
“splash”?) in that bar (this “ff” dynamic level is the loudest in the entire
piece)

e could also explain the weakened sense of Db major at the return of the
main theme in bars 71-74, illustrating the ripples slowly spreading out and
dissipating - and along with them the sense of a firm tonic key - as they
lose their initial energy/power / direction “dans une sonorité harmonieuse
et lointaine” (“distant”) at bar 81 might be said to accord with this
interpretation of the passage

[Accept any similar convincing answers]





The following bands in the marking grid should be used in conjunction with the
indicative content.

Band
9-10 marks
5 e A comprehensive knowledge and understanding of the use of
descriptive elements in “Colloque sentimental” and “Prélude”
e A comprehensive comparison with “Reflets dans I'eau”
7-8 marks
4 e A convincing knowledge and understanding of the use of descriptive
elements in “Colloque sentimental” and “Prélude”
e A convincing comparison with “Reflets dans I'eau”
5-6 marks
3 e A general knowledge and understanding of the use of descriptive
elements in “Colloque sentimental” and “Prélude”
e A general comparison with “Reflets dans I'eau”
3-4 marks
2 e Some knowledge and understanding of the use of descriptive
elements in “Colloque sentimental” and “Prélude”
e Aninconsistent comparison with “Reflets dans I'eau”
1-2 marks
1 ¢ Alimited knowledge and understanding of the use of descriptive
elements in “Colloque sentimental” and “Prélude”
e Alimited comparison with “Reflets dans I'eau”
0 0 marks
e No response worthy of credit






(h)

Briefly outline the extent to which descriptive or extra-musical elements have
influenced Rhian Samuel’s Ariel and Andrew Wilson-Dixon’s tango
passacaglia. [In Ariel, though you should refer to the composer’s Programme
Note in the score, you should not merely reproduce this in your answer.] Also
explain briefly how the character of each of Lynne Plowman’s set of three
Night Dances, described by the composer as “wild and primitive, bluesy and
bittersweet and simple and bluesy” respectively, has influenced the
structure/organization of the work as a whole. [10][AO4]

Ariel

Tentative/ambivalent opening — both parts play only sporadically (— bar 7)
and have very brief statements of similar material in alternation

gaining confidence/increased co-ordination —illustrated by more frequent
statements of (2-note) motifs with extended pitch range (8—)

material becomes slightly more distinct (10*—), as protagonists appear to
become more “distrustful”

but briefly play together for first time from 13—, suggesting conformity
flute’s ever-growing confidence expressed in cadenza-like passage (144-17)
(accel)

bars 18(-23) — a new (tentative) attempt at co-ordination implied, though
flute material retains traces of its more confident cadenza (26-28) / also
note increased dynamic level from 26— (signifying growing confidence)
29— piano’s material begins to assume elements of the flute (e.g., triplet
rhythms, wider ranging melodic motifs)

dialogue becomes more structured (30-34) as piano and flute engage in a
brief call and response passage / reaching a moment of complete rhythmic
co-ordination/unanimity (bar 35)

solo cadenza (43-60(61)) also begins quite tentatively (43-46) but again
gains in confidence with a more expansive melodic line and increased
rhythmic interest (shorter note lengths) (—50°)

constant semiquavers portray exuberance/confidence but lead to gradual
petering out (553-602) (note lower tessitura) and gradual reduction of tempo
flute and piano engage in “playful opposition” (61-87) — material quite
differentiated here

72— repeated, syncopated chords on piano and prolonged 4/4 metre
emphasise dance-like nature of music

from bar 90 “playful opposition” turns to a more confrontational style
(allegro) / time signatures change more frequently and there appears to be
little engagement between the two protagonists —e.g., flute’'s 4-note (5
guaver) figures in bars 90-92 are out of sync with the piano’s 5-quaver
chordal figures

opposition more pronounced from 100— with the piano chords (though
also over 5 quaver beats) seemingly totally divorced (both metrically and
“thematically”) from flute’'s scalic semiquaver figuration

both parts begin to run out of steam in 108-12 as both parts become rather
more fragmentary

but each make one last attempt to assert their superiority/independence
(113-17) (flute till 119) — parts are rhythmically distinct thought
“melodically” have elements of similar intervallic construction / note how
dynamics and “energy levels” complement each other in this passage
both protagonists seem exhausted as bars 120-32 return to the material and
tentative opposition of the piece’s opening section / with piano filling in the
rests/sustained notes of the flute part until both give up the ghost





Tango-passacaglia

o Far less reliance on extra-musical elements than “Ariel” / does not set out
to describe a particular series of events

it does, though, attempt to combine two rather disparate elements — an
Argentinean tango (a dance dating from the late 19" century in 4/4) and a
passacaglia (itself originally linked to a form of slow dance music in 3/4
dating from the early 17" century), this taken directly from Bach’s famous
Cm organ passacaglia

this subtly introduces an element of syncopation into the rhythmically
repetitive passacaglia theme, so making a closer link between the two
different styles

additionally, Bach’s original theme seldom appears in the bass in this piece
(so avoiding any possibility of a rhythmically unsuitable, burdensome bass
line

more frequently occurs in decorated form as a melody or (inner-voice)
accompaniment

bars 8-12 exemplify the combination of a Baroque-type bass (along with
Bachian contrapuntal lines in the RH) with a more 20" century dance-like
melody in the flute

bars 13-18, on the other hand, present atypically tango-like rhythmic
accompaniment in the piano RH with a more Baroque-like decorates
version of the passacagliain the flute

Night Dances

e Sequence of moods dictated by the (programmatic) nature of each dance
(“as night is gradually overwhelmed by sleep”) / results in an atypical
series of movement types

e e.g. slow movement would usually be framed by two faster outer
movements, with the third generally being the faster of the two

¢ the three Night Dances, however, subvert this with the speed and energy of
each successive movement progressively diminishing

The following bands in the marking grid should be used in conjunction with the
indicative content.





Band

9-10 marks
A comprehensive knowledge and understanding of the use of
descriptive elements in “Ariel” and “tango passacaglia”
A comprehensive description of inter-relationship between structure
and mood in “Night Dances”

7-8 marks
A convincing knowledge and understanding of the use of
descriptive elements in “Ariel” and “tango passacaglia”

A convincing description of inter-relationship between structure and
mood in “Night Dances”

5-6 marks
A general knowledge and understanding of the use of descriptive
elements in “Ariel” and “tango passacaglia”
A general description of inter-relationship between structure and
mood in “Night Dances”

3-4 marks
Some knowledge and understanding of the use of descriptive
elements in “Ariel” and “tango passacaglia”

An inconsistent description of inter-relationship between structure
and mood in “Night Dances”

1-2 marks
A limited knowledge and understanding of the use of descriptive
elements in “Ariel” and “tango passacaglia”

A limited description of inter-relationship between structure and
mood in “Night Dances”

0 marks
No response worthy of credit
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() (i) State one feature of the harmony in bars 52—55. Do not merely name individual
chords. M e

(i) State the function of the E flat major chord in bar 56. 11 %l
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(h) Briefly discuss the various ways in which Debussy and Ravel musically illustrate the
descriptive/programmatic elements (including word painting in the song) of Colloque
Sentimental and the Prélude from Ma Mére I'Oye. Also briefly describe any similarities or

differences in Debussy’s musical treatment of descriptive elements in Reflets dans l'eau.
[10]
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(9) Describe the harmony/tonality in bars 49-69. [2]
: v ’ _
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(h) Briefly outline the extent to which descriptive or extra-musical elements have

influenced Rhian Samuel’s Ariel and Andrew Wilson-Dixon’s Tango Passacaglia. [In Ariel,

though you should refer to the composer’s Programme Note in the score, you should
not merely reproduce this in your answer.] Also explain briefly how the character of
each of Lynne Plowman’s set of three Night Dances, described by the composer as “wild
and primitive, bluesy and bittersweet and simple and bluesy” respectively, has influenced
the structure/organization of the’'work as a whole. [10]
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(f) (i) State one feature of the harmony in bars 52—-55. Do not merely name individual
chords. 1]

(i) State the function of the E flat major chord in bar 56. 1]

(g) Describe one feature of the phrase structure in the extract. Give bar numbers in your
answer. (1]

(h) Briefly discuss the various ways in which Debussy and Ravel musically illustrate the
descriptive/programmatic elements (including word painting in the song) of Colloque
Sentimental and the Prélude from Ma Mere I'Oye. Also briefly describe any similarities or
differences in Debussy’s musical treatment of descriptive elements in Reflets dans I'eau.

[10]
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(g) Describe the harmony/tonality in bars 49-69. 2]

(h) Briefly outline the extent to which descriptive or extra-musical elements have
influenced Rhian Samuel’s Ariel and Andrew Wilson-Dixon’s Tango Passacaglia. [In Ariel,
though you should refer to the composer’s Programme Note in the score, you should
not merely reproduce this in your answer.] Also explain briefly how the character of
each of Lynne Plowman’s set of three Night Dances, described by the composer as “wild
and primitive, bluesy and bittersweet and simple and bluesy” respectively, has influenced
the structure/organization of the work as a whole. [10]
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4. You will now hear an extract from Demons by the Super Furry Animals. The extract will be
played 3 times with a 1 minute pause between each playing and a 7 minute silence after the
final playing for you to complete your answer. [10]

You now have 1 minute to read the question.
The lyrics of the extract, together with an outline of the structure, are printed below

And by the year four million,
Our skins will be vermilion.
I own a dartboard memory,
So I’ll forget any felony.

[Verse]

But the demons never need to know
What the demons never got to see.
As we fall in and out of line.

Stay in touch now for a while.
[Lines 5-8 repeated]

Cause | know that you know that we know
They don’t know what’s going on.

[Chorus]

PNSG AN

[Bridge]

=)
Sw©

Instrumental leading to

[Chorus] Repeats lyrics of lines 5-8 with additional repetition

Referring to the lyrici‘gljnes and the sohg’s structur€, outline the Super Furry Animals’ use
of melodic material”and harmoriy in the extragt also commenting-on other features that

reflect their musical style generally (e.g., rhythn"and other elements). You should refer to at
least one other song by this band that you have studied throughout the course to support your

observations.
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6. Next, you will hear a complete song from Into the Woods by Stephen Sondheim. The lyrics,
which describe Little Red Riding Hood’s encounter with the wolf, are printed below. The extract
will be played 3 times with a 1 minute pause between each playing and a 7 minute silence
after the final playing for you to complete your answer. [10]
You now have 1 minute to read the question. =
The lyrics of the extract are printed below. res Qubf\)e 22O

A NOKTORDR %icess
1. Mother said, “Straight head!” e Ot
N 2. Not to delay or be misled. — Frge e - w&b\‘xﬁ
“§ A\) 3. [ should have heeded her advice .Aanngke (QSS
NN 0 4 But he seemed so nice.
‘505\ 5. And he showed me things, many beautiful things, CO\’\;)O(\Ct .
6. That I hadn’t thought fo explore. SuW0UaTC

oUn 7. They were off my path, so I never had dared. Y

qRe” < 8. | had been so careful, | never had cared, .

S{(\%“\B ‘&\And he made me feel excited — well, excited and scared.
10. When he said “Come inl” with that sickening grin, PO SSOAH
11. How could | know what was in store? JQ(L‘(\%/% vass Wk

12. Once his teeth were bared, though,

13. I really got scared — well, excited and scared —

14. But he drew me close

15. And he swallowed me down, : .
16. Down a dark slimy path where lie secrets that I never want to know. (YWOYO(U
17. And when ev’rything familiar seemed to disappear forever, Pour\,Cc
18. At the end of the path was Granny once again!

19. So we wait in the dark

20. Until someone sets us free,

21. And we’re brought into the light, ¢ oseed
22. And we’re back at the start. SQV\CO‘P .
23.  And I know things now, many valuable things, # Qc CON\PGJ\’-(\“@\t
24. That I hadn’t known before:

25. Do not put your faith in a cape and a hood,

26. They will not protect you the way that they should.

27. And take extra care with strangers, m%’OT
28. Even flowers have their dangers: : '
29. And though scary is exciting, nice is diff’rent than good.

30. Now I know; don’t be scared. :

31. Granny is right, just be prepared.

32. Isn’tit nice to know a lot!

33. And a little bit not ...

Outline Sondheim’s-use of melodic material and harmony to illustrate both the lyrics of the
song and the character/feelings of Little Red Riding Hood. You should also mention other
features that reflect his musical style generally (e.g., rhythm and other elements) and commenit
on at least one other song/chorus by Sondheim you have studied during the course to support
your observations. ' :
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You will now hear an extract from Demons by the Super Furry Animals. The extract
will be played 3 times with a 1 minute pause between each playing and a 7 minute
silence after the final playing for you to complete your answer. [10][AO4]

The lyrics of the extract, together with an outline of the structure, are printed below.

[Verse 2] 1. And by the year four million,
2. Our skins will be vermilion.
3.1 own a dartboard memory,
4. So I'll forget any felony.
[Chorus 2] . But the demons never need to know

. As we fall in and out of line.

5

6. What the demons never got to see.

7

8. Stay in touch now for a while. [Lines 5-8 repeated]

[Bridge 2] 9. ‘Cause | know that you know that we know
10. They don’t know what’s going on.

Instrumental leading to
[Chorus 3] Repeats lyrics of Chorus 2 (lines 5-8) with additional repetition

Referring to the lyrics/lines and the song’s structure, outline the Super Furry Animals’
use of melodic material in the extract, also commenting on features that reflect their
musical style generally. You should refer to at least one other song by this band that
you have studied throughout the course to support your observations.

Some of the following answers should be given:

Verse 2

e In 2-bar “phrases” (each phrase = aline of lyrics and separated by rests) /
each “phrase”/line has a similar melodic and rhythmic profile

o lines 3&4 repeat lines 1&2 at a higher pitch [cf. - “Fire in my Heart” begins
with a verse constructed from similar 2-bar segments, and in which the
repeated chord progression in the first half changes slightly in the second
half / the (almost) sequential nature of the third 4-bar phrase is also similar]

o use of suspensions (retardations) at “phrase2 endings

e harmony follows same outline / with lines 1&2 set to same two chords while
lines 3&4 have their own two-chord harmonic basis

e chords for lines 1&2 = major chord and chord a step/tone below

e phrases 3&4 introduce minor™ chord ( as second of two) and bass
movement is by leap of 4"/5t"

Chorus 2

e 2-bar fragments similar to those in the verse but melody is rather more
expansive and uses higher tessitura

e repeated notes become a feature in lines 5&6

e rhythms not so repetitive as in lines 1-4, with lines 7&8 repeating neither
the rhythmic nor melodic profile of lines 5&6

e also slightly more chromatic (“see”)
use of melisma for first time on “while” on repeat of line 8





Instrumental

Initially has no melodic interest, but (after 4 bars) begins to repeat melody
of verse 2 (on trumpets)

Bridge 2

Consists entirely of arpeggio motifs / melody of “I know ... know” repeated
in descending sequence (“we know ... what’s”)

melody is rhythmically more repetitive than verse or chorus —“I know .....
what’s” repeats same 3-note rhythmic figure [accept use of triplets
here???]

Chorus 3 —[repeats melody of Chorus 2]

On features reflecting the band’s style, answers might include some of the
following:

Harmony/tonality

Lines 1&2 use same two chords; lines 3&4 also use two (but different)
chords

lines 1&2 — major chord plus major chord a step (tone) below (possible
subtonic chord) (E—D- cf. similar progression in verse of “International
Language of Screaming”); lines 3&4 —introduce bass movement by 4"/5"
and introduce minor(7*") chord (A—Em® — again, cf. verse of “International
Language of Screaming” where subtonic D is followed by chords of A and
E)

all chords in root position [any number of songs could be given here — e.g.,
“Juxtapozed with U”

tonality slightly ambiguous (possible use of “modal mixture”) — cf. both
verse and chorus of “Slow Life” (chords are A-C-Fmaj7(-A); montage of
samples and sound effects, such as in Introduction, add to the “tonal”
confusion here); also “Blerwytirhwng?”, with its rather unusual
progression of G-F-Bb-D-Am chords

(consequently) cadences not conventional

unusual chord change at start of Chorus (“see”, line 6) — minor chord
moves to major chord a semitone below (Bm—Bb ) — similar progression
found in number of songs by the band — e.g., C#m—C in both” Ice Hockey
Hair” and “Hometown Unicorn”, Bbm—A in “Herman loves Pauline”;
descending semitonal progression also forms basis of almost entire
section of “Do or Die” (as guitar power chords of (Eb)—Db-C-B-Bb(—Eb)) —
would appear to be a harmonic “fingerprint” of the band

lines 7-8 also use bass movement by step (D—E™) /| E® chord finally
resolves to “tonic” A at start of Instrumental

but, as in Verse, tonality is still slightly ambiguous

start of Instrumental reproduces Verse’'s opening bass movement by step
(A—G) / then reproduces harmony of Verse as before (E—D etc.

Use of instruments

Ascending gliss synth sound “effect” at opening — cf. fx/samples at start
(and elsewhere) in “Slow Life”

plus use of electric piano as keyboard accompaniment to start of Verse 2 -
cf. use of piano in “Hello Sunshine”

also strummed acoustic guitar — cf. accompaniment to opening female
vocal solo in “Hello Sunshine”

drums and electric guitar enter in line 3 — (cf. similar addition of
instruments in “Hometown Unicorn”)





while distorted guitar introduced in Chorus (cf. use of distorted guitar in
“God! Show me magic”)

bass guitar also more active in Chorus, having played mainly sustained
notes in Verse

backing vocals introduced in Chorus ( at “out of line”) — (cf. similar addition
of instruments and backing vocals in, e.g., “Golden Retriever”)

Form/structure

Verse-Chorus form —common in SFA songs —e.g., “lce Hockey Hair”
(which also contains a Bridge into 2" instrumental) [also see answers

above]
Band

5 9-10 marks
A perceptive and detailed explanation of the use of melodic material
and harmony in the extract.
Appraisal will show a comprehensive contextual knowledge, with at
least one relevant example explored in detail

4 7-8 marks
An accurate and convincing explanation of the use of melodic
material and harmony in the extract.
Appraisal will show a very good contextual knowledge, with at least
one relevant example explored in detail

3 5-6 marks
A general explanation of the use of melodic material and harmony in
the extract.
Appraisal will show adequate contextual knowledge, with at least
one relevant example explored generally

2 3-4 marks
An inconsistent explanation of the use of melodic material and
harmony in the extract.
Appraisal will show some contextual knowledge, with at least one
relevant example explored generally

1 1-2 marks
A limited explanation of the use of melodic material and harmony in
the extract.
Appraisal will show little or no contextual knowledge

0 0 marks

No response worthy of credit






Next, you will hear a complete song from Into the Woods by Stephen Sondheim. The
lyrics, which describe Little Red Riding Hood’s encounter with the wolf, are printed
below. The extract will be played 3 times with a 1 minute pause between each
playing and a 7 minute silence after the final playing for you to complete your
answer. [10][AO4]

Mother said, “Straight ahead!”

Not to delay or be misled.

| should have heeded her advice ...

But he seemed so nice.

And he showed me things, many beautiful things,

That | hadn’t thought to explore.

They were off my path, so | never had dared.

| had been so careful, | never had cared,

And he made me feel excited — well, excited and scared.
10. When he said “Come in!” with that sickening grin,

11. How could I know what was in store?

12. Once his teeth were bared, though,

13. Ireally got scared —well, excited and scared -

14. But he drew me close

15. And he swallowed me down,

16. Down adark slimy path where lie secrets that | never want to know.
17. And when ev’rything familiar seemed to disappear forever,
18. At the end of the path was Granny once again!

19. So we wait in the dark

20. Until someone sets us free,

21. And we’re brought into the light,

22. And we're back at the start.

23. And I know things now, many valuable things,

24. That | hadn’'t known before:

25. Do not put your faith in a cape and a hood,

26. They will not protect you the way that they should.

27. And take extra care with strangers,

28. Even flowers have their dangers.

29. And though scary is exciting, nice is diff'rent than good.
30. Now I know; don’t be scared.

31. Granny isright, just be prepared.

32. Isn’tit nice to know a lot!

33. And alittle bit not ...

©CoNoU~WNE

Outline Sondheim’s use of melodic material and harmony to illustrate both the
lyrics of the song and the character/feelings of Little Red Riding Hood. You should
also mention features that reflect his musical style generally and comment on at least
one other song/chorus by Sondheim you have studied during the course to support
your observations.

Some of the following answers should be given:

Lines 1-4

o Melody of lines 1-3 consists of short repeated (essentially identical)
pentatonic motifs as Little Red Riding Hood recounts her mother’s
instructions

e Jaunty rhythms and major key (together with diatonicism) suggest LRRH’s
youthful, carefree disposition





new (cadential, non-pentatonic but still simple, stepwise) figure introduced
in line 4 as she begins to speak for herself

both motifs suggest child-like nature of main character — especially the
repeated minor 3 motif of lines 1-3

harmony is initially diatonic and quite simple (mostly |-V “vamp” with
Sondheim’s favourite “suspended” harmonies)

but little sustained cluster chord accompanies LRRH’s statements of her
mother’s warnings, possibly hinting at the repercussions if they are not
heeded

LRRH’s own words (line 4) accompanied by different harmonic (slightly
more chromatic), motivic (characterised by perfect 4ths) and textural
(monophonic rather than full harmony) music

Lines 5-9

Vocal melody is less motivic (begins in similar fashion to line 4)

rhythms are rather more simple / but intervals are expanded

phrases become more extended (to 4-bars) — such examples of metrical
expansion are quite common in Sondheim’s music — e.g. title song of
“Company”, or extended 5/8 passages in Sweeney Todd (such as opening
of “Pretty women” or “My song”, with its 4/4 insertions into the mostly 3/4
song

but final phrase extended to 6 bars (lines 7-8, with inclusion of 6/4 bar) /
which, with increased quaver movement underlines LRRH’s excitement
(and fear)

harmony is slightly more dissonant though almost entirely diatonic /
underpinned by (double) pedal

uses/develops same “vamp” as opening

at “off my path” (line 7) bass line begins to change (descends by step,
takes a new direction) / and pedal is abandoned

Lines 10-13

Begins by repeating music of lines 5-9

but from line 12 (*Once his teeth ...”) harmony becomes more chromatic
and dissonant (harmonically from end of line 11 — “what was in store”) / and
moves into (tonic) minor key

similar example of dissonant harmony (with a possible influence from
Hindemith) appears in “On the steps of the palace” from the same show

Lines 14-22

In line 14 vocal melody becomes more “constricted” intervalically and
motivic repetitions become more frequent

rests that separated musical phrases in lines 5-11 now eliminated as
phrasing becomes unclear in an unbroken series of motifs (mostly
consisting of quaver movement) — this further underlines LRRH’s
trepidation and bewilderment

at “where lie secrets ...” (line 16) rhythms become similar to those in line 9
(same repeated quavers and 6/4 bar)

and vocal line (like the harmony) becomes more chromatic / though the
original pedal initially remains, so increasing to the dissonance level
further

from line 14 melodic line also gets progressively higher (to “sets me free”)
highlighting the growing tension and anxiety felt by LRRH





inner “countermelodies” (already present since line 5) become more
prominent (more developed) from “But he drew me in ...” —device that
permeates Sondheim’s songs (possible influence from Rachmaninov) —
e.g., chromatic ascending line in “Losing my mind” (“Follies”)

from “that | never” (line 16) vocal melody is based on repetitions of motifs
from previous phrase

from line 17 music modulates quickly (every 4 bars) / pedal moves at “wait
in the dark” (line 19)

at “brought into the light” (line 21) harmony suddenly becomes diatonic
and less dissonant (over a pedal point) / phrase ends on a clear dominant
79" chord

Lines 23-29

Line 23 (*And I know ...”) returns to original key

lines 23-26 (“the way they should”) repeat the vocal melody from lines 5-8
harmony also duplicates that found earlier

lines 27-29 (“scary is exciting”) extends/develops that from line 9

line 29 ends on imperfect cadence (on V7sus4), setting up return to song’s
opening material

Lines 30-33

Line 30 — original “vamp” returns, with remainder of song based very much
on the opening section, except that LRRH’s opening lines (30-32) are all
accompanied by the “cluster” chord

vocal line and accompaniment from line 4 now separated and juxtaposed /
meaning that single bar of 4"-based material appears without vocal line /
which instead sings the final line (33) unaccompanied

song ends with V7sus4-I cadence / with tonic chord (delayed mischievously
by 2 beats, with the whole passage hinting at LRRH’s impish delight in her
experience) being supplanted by the tonic note only

On features reflecting Sondheim’s style, answers might include some of the
following:

Use of “vamp”

“Rocking” vamp (e.g., opening bar) —“vamps” often form basis of a
Sondheim song, which change reflecting the lyrics they accompany - e.g.,
alterations in lines 16-22, where it becomes more “fractured” and covers a
wider span

variants of same vamp also accompany songs involving Cinderella (e.g.,
sections of “On the steps of the palace”), Jack (e.g., “Giants in the sky”)
and The Baker’s Wife (e.g., “Moments in the woods”), who all experience a
similar process of “self-discovery” in the show / initial staccato articulation
(important here, being one of the means by which the four characters’
vamps are differentiated)

vamp is subjected to slight variations depending on the lyrics —e.g., itis
partly abandoned in the second section of “Moments in the woods”, where
the lyrics “Wake up! Stop dreaming...” demand a more assertive (repeated
chordal) “vamp”, before reverting to a more expansive version of the initial
vamp at as the lyrics become rather more reflective

Form

Does not follow 32-bar “standard” song form (as usual with Sondheim)





e Sondheim’s use of motivic development and harmonic exploration in the
song (with the close relationship between lyrics and music) work against
such pre-determined structures (see above for examples of phrase and
metric extension)

e lines 1-4 function as an introduction, while lines 31-33 function as a short
coda

e lines 5-9 and 23-29 have the character of a verse (1&3), while lines 10-22
begin as though verse 2 but are extended and developed in a central
section appropriately describing LRRH’s “journey” into unfamiliar and dark
regions / so making a kind of A-B-C-B-A format where C is a development
of material from B

Use of instruments

Candidates could mention such features as:

e Small string group at the start

e glissando and tremolando effects (used to depict the villainous wolf or
“slimy path” —e.g., lines 9-12 and 14-16 respectively)

e solo clarinet and pizz strings (used to state the “4""-based” motif
(accompanying “But he seemed so nice”)

e solo piano used for the sustained “cluster” chords (e.g. lines 1&2)

e bassoon used to outline dominant—tonic bass notes in, e.g., lines 5-7
(along with pizz bass)

e triangle also used (e.g. on final note)

Band
9-10 marks
5 o A perceptive and detailed explanation of the use of melodic material
and harmony in the extract.
e Appraisal will show a comprehensive contextual knowledge, with at
least one relevant example explored in detail
7-8 marks
4 e An accurate and convincing explanation of the use of melodic
material and harmony in the extract.
o Appraisal will show a very good contextual knowledge, with at least
one relevant example explored in detail
5-6 marks
3 o A general explanation of the use of melodic material and harmony in
the extract.
o Appraisal will show adequate contextual knowledge, with at least one
relevant example explored generally
3-4 marks
> e Aninconsistent explanation of the use of melodic material and
harmony in the extract.
e Appraisal will show some contextual knowledge, with at least one
relevant example explored generally
L 1-2 marks
¢ Alimited explanation of the use of melodic material and harmony in
the extract.






Appraisal will show little or no contextual knowledge

0 marks
No response worthy of credit
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6. Next, you will hear a complete song from Into the Woods by Stephen Sondheim. The lyrics,
which describe Little Red Riding Hood’s encounter with the wolf, are printed below. The extract
will be played 3 times with a 1 minute pause between each playing and a 7 minute silence
after the final playing for you to complete your answer. [10]
You now have 1 minute to read the question. J=
The lyrics of the extract are printed below. res Qubf\)e 22O

A NOKTORWR %icess
1. Mother said, “Straight head!” e Ot
N 2. Not to delay or be misled. — Frge oy - w&b\‘xﬁ
“§ A\) 3. [should have heeded her advice .Aanngke (QSS
NN 0 4 But he seemed so nice.
‘505\ 5. And he showed me things, many beautiful things, CO\’\;)O(\Ct .
6. That I hadn’t thought fo explore. SuW0UaTC

oUn 7. They were off my path, so I never had dared. Y

qRe” < 8. | had been so careful, | never had cared, .

S{(\%“\B ‘&\And he made me feel excited — well, excited and scared.
10. When he said “Come inl” with that sickening grin, PO SSOAH
11. How could | know what was in store? JQ(L‘(\%/% vass Wk

12. Once his teeth were bared, though,

13. I really got scared — well, excited and scared —

14. But he drew me close

15. And he swallowed me down, : .
16. Down a dark slimy path where lie secrets that | never want to know. (YWOO(U
17. And when ev’rything familiar seemed to disappear forever, Pour\,Cc
18. At the end of the path was Granny once again!

19. So we wait in the dark

20. Until someone sets us free,

21. And we’re brought into the light, ‘ os=ed
22. And we’re back at the start. SQV\CO‘P .
23.  And I know things now, many valuable things, # Qc CON\PGJ\’-(\“@\t
24. That I hadn’t known before:

25. Do not put your faith in a cape and a hood,

26. They will not protect you the way that they should.

27. And take extra care with strangers, m%’OT
28. Even flowers have their dangers: ; '
29. And though scary is exciting, nice is diff’rent than good.

30. Now I know; don’t be scared. :

31. Granny is right, just be prepared.

32. Isn’tit nice to know a lot!

33. And a little bit not ...

Outline Sondheim’s use of melodic material afc>jarmony to illustrate both the lyrics of the
song and the character/feelings of Little Red g Hood. You should also mention other
features that reflect his musical style generally (e.g., rhythm and other elements) and commenit
on at least one other song/ us by Sondheim you have studied during the course to support
your observations. ' _ i

< 7 ; : -
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Sticky Note

It is important to refer to particular songs, not whole shows in general.
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You will now hear an extract from Demons by the Super Furry Animals. The extract will be
played 3 times with a 1 minute pause between each playing and a 7 minute silence after the
final playing for you to complete your answer. [10]
You now have 1 minute to read the question.

The lyrics of the extract, together with an outline of the structure, are printed below

[Verse] 1. And by the year four million,
2. Our skins will be vermilion.
3. [lown a dartboard memory,
4. So I'll forget any felony.
[Chorus] 5. But the demons never need to know
6. What the demons never got to see.
7. As we fall in and out of line.
8. Stay in touch now for a while.
[Lines 5-8 repeated]
[Bridge] 9. ’Cause | know that you know that we know

10. They don’t know what’s going on.
Instrumental leading to
[Chorus] Repeats lyrics of lines 5-8 with additional repetition
Referring to the lyrics/lines and the song’s structure, outline the Super Furry Animals’ use
of melodic material and harmony in the extract, also commenting on other features that
reflect their musical style generally (e.g., rhythm and other elements). You should refer to at

least one other song by this band that you have studied throughout the course to support your
observations.
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Next, you will hear a complete song from Into the Woods by Stephen Sondheim. The lyrics,
which describe Little Red Riding Hood’s encounter with the wolf, are printed below. The extract
will be played 3 times with a 1 minute pause between each playing and a 7 minute silence
after the final playing for you to complete your answer. [10]

You now have 1 minute to read the question.
The lyrics of the extract are printed below.

Mother said, “Straight head!”

Not to delay or be misled.

I should have heeded her advice ...

But he seemed so nice.

And he showed me things, many beautiful things,

That | hadn’t thought to explore.

They were off my path, so | never had dared.

I had been so careful, | never had cared,

And he made me feel excited — well, excited and scared.
When he said “Come in!” with that sickening grin,

How could | know what was in store?

Once his teeth were bared, though,

I really got scared — well, excited and scared —

But he drew me close

And he swallowed me down,

Down a dark slimy path where lie secrets that | never want to know.
And when ev’rything familiar seemed to disappear forever,
At the end of the path was Granny once again!

So we wait in the dark

Until someone sets us free,

And we’re brought into the light,

And we’re back at the start.

And | know things now, many valuable things,

That | hadn’t known before:

Do not put your faith in a cape and a hood,

They will not protect you the way that they should.

And take extra care with strangers,

Even flowers have their dangers.

And though scary is exciting, nice is diff’rent than good.
Now | know; don’t be scared.

Granny is right, just be prepared.

Isn’t it nice to know a lot!

And a little bit not ...
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Outline Sondheim’s use of melodic material and harmony to illustrate both the lyrics of the
song and the character/feelings of Little Red Riding Hood. You should also mention other
features that reflect his musical style generally (e.g., rhythm and other elements) and comment
on at least one other song/chorus by Sondheim you have studied during the course to support
your observations.
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Examiner

[
You will hear an extract from a Miles Davis performance of Yesternow recorded in 1970. The o

music will be played three times with a 1 minute pause between each playing and a 7 minute
silence after the final playing for you to complete your answer. [10]

You now have 1 minute to read the question.

Outline any musical features in the extract you consider to be typical of Miles Davis’ style of jazz
at that time (1970). Also comment on at least one other piece by Davis you have studied during
the course to support your observations.
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