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All Candidates' performance across questions

Question Title N Mean S D Max Mark F F Attempt %
A1-1 781 5.3 2 10 52.6 77.4
A1-2 781 3.4 2.1 10 34.3 77.4
A2-1 205 5.4 2.2 10 53.6 20.3
A2-2 205 4.9 1.8 10 49.4 20.3
A3-1 119 3.3 1.9 10 33.2 11.8
A3-2 119 4.2 2.2 10 42.4 11.8
B4-1 333 6.4 2.1 10 64.1 33
B4-2 334 5.4 2.2 10 54.5 33.1
B5-1 507 3.2 1.9 10 31.5 50.3
B5-2 504 4.6 2.1 10 46.2 50
B6-1 74 4.4 1.8 10 43.9 7.3
B6-2 74 4.4 1.8 10 44.1 7.3
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Sticky Note
Usually the question number

Sticky Note
The number of candidates attempting that question

Sticky Note
The mean score is calculated by adding up the individual candidate scores and dividing by the total number of candidates. If all candidates perform well on a particular item, the mean score will be close to the maximum mark. 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. A simple comparison of the mean marks will identify those items that contribute significantly to the overall performance of the candidates.However, because the maximum mark may not be the same for each item, a comparison of the means provides only a partial indication of candidate performance. Equal means does not necessarily imply equal performance. For questions with different maximum marks, the facility factor should be used to compare performance.

Sticky Note
The standard deviation 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. By contrast a decrease in the standard deviation would suggest more homogeneity amongst the candidates, or a less discriminating paper, as candidate marks are more clustered about the centre.

Sticky Note
This is the maximum mark for a particular question

Sticky Note
The facility factor 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. If on the other hand 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.

Sticky Note
For each item the table shows the number (N) and percentage of candidates who attempted the question. When comparing items on this measure it is important to consider the order in which the items appear on the paper. If the total time available for a paper is limited, there is the possibility of some candidates running out of time. This may result in those items towards the end of the paper having a deflated figure on this measure. If the time allocated to the paper is not considered to be a significant factor, a low percentage may indicate issues of accessibility. Where candidates have a choice of question the statistics evidence candidate preferences, but will also be influenced by the teaching policy within centres.
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2. Mendelssohn:  Violin Concerto in E minor, first movement [Pages 44–91] 

 (a) Give one way in which the exposition in this extract differs from the vast majority of other 
concerto expositions written at the same time.  [1]

 

 (b) Mention two features of the violin soloist’s melody in bars 23–253, providing bar numbers 
where necessary. (There is no need to name cadences here).  [2]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (c) Give two differences in the accompaniment to this opening solo melody when it is 
repeated by the orchestra later in the extract (bars 473–553). You should not merely name 
instruments. [2]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (d) Comment on the harmony in bars 1–25. Give bar numbers in your answer. [2]

 

 

 

 (e) State in full (e.g., C minor) the key in bars 155–172.  [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (f) Give the bar number(s) (and beat numbers where necessary – e.g., 143) where one 
example of each of the following occurs in bars 155–1811. [2]

 (i) a suspension  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (ii) a second inversion (6/4) chord  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

© WJEC CBAC Ltd.





Sticky Note
A suspension occurs when a note from the previous chord is held as a dissonance into the next chord. The note can be either tied or repeated. It usually resolves upwards or downward by step.

Sticky Note
Answers such as arpeggios and sustained chords do not address what harmony is used.

Sticky Note
There is an imperfect cadence in bars 9-10. There are not lots of perfect cadences.

Sticky Note
When the question asks about harmony, it is not enough to just mention isolated chords, unless there is a good reason for it, or it is a unusual or unexpected chord. Brief tonicisations are worthy of mention, as are other forms of chromatic harmony.

Sticky Note
This is not a pedal as the instruments merely play one sustained tonic chord.

Sticky Note
Diatonic harmony, although partially correct, has not been qualified with bar numbers. Diatonic at start, or bars1-14 was needed for a mark.

Sticky Note
This answer has been accepted, but the correct term is timpani roll.

Sticky Note
The second answer on the first line which refers to broken chords, even though correct,  is not acceptable,  as candidates should give only one answer per line, and this is an additional answer on the first line. A better answer would be to say that the strings are playing (syncopated) chords rather than arpeggio figuration.

Sticky Note
Incorrect use of the term unison. Unison means to play exactly the same notes, which is not the case here. 

Sticky Note
This comment does not address the question. The question asks about the melodic line played by the solo violin, not the underlying harmony, which is addressed in question (d). If the question had asked about harmony, the second part of the answer would still be wrong as the harmony emphasises chord IV more than chord V.
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2. Schubert: Ungeduld [Pages 151–152]

 (a) State in full (e.g., D major) the tonic key of this song. [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (b) Other than the repeated triplet rhythms, give three features of interest in the music of the 
opening piano introduction. [3]

  [1 mark for each relevant comment with bar number(s)]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  3.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (c) Give one word to describe the form of the song. [1] 

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (d) Other than in length, compare bars 19–26 with bars 83–18. Give three differences. [3]

© WJEC CBAC Ltd.

1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

3.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

Bars 83–18 Bars 19–26

 (e) Give the bar number(s) (and beat numbers where necessary – e.g., 143) where one 
example of each of the following occurs in the song. [2]

 (i) an inversion of a dominant 7th chord  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (ii) a suspension  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .





Sticky Note
All notes are part of a B minor chord here. There are two suspensions in bar 15 - on beats 2+3 - the G over a Bm chord and an F# over an A#dim7th chord.

Sticky Note
This is a diminished 7th; 131 would have been correct.

Sticky Note
While B minor is very briefly tonicised in bar 71, there is no hint of a tonicisation of F# minor in the later section. A comparison of quick and slow harmonic rhythm respectively would have earned a mark.

Sticky Note
Triplet rhythms occur in the piano part in bars 8-18, too, so the comparison is not a particularly good one. A comment on the different nature of the bass part (more melodic in 19-26) would have been better.

Sticky Note
This answer is "speculative" and based on one "insignificant" musical feature. The (excellent) answer in 1., though saying much the same, has a much firmer musical basis to it.
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AREA OF STUDY 3 – CHAMBER MUSIC

1. Corelli: Trio Sonata in F (Giga) [Pages 155–156]

 (a) What is the form of this movement? [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (b) Other than C major, name the two keys that are tonicised (briefly established) in bars 
35–73.  [2]

  1. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .      2. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (c) State two differences in the treatment of musical material in bars 35–41 as compared 
with bars 1–6. [2]

© WJEC CBAC Ltd.

1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

Bars 1–6 Bars 35–41

 (d) Give three features of the writing for the string instruments in bars 40–73. [3]
  [1 mark for each relevant comment with bar number(s)]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  3.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (e) Give the bar number(s) (and beat numbers where necessary – e.g., 143) where one 
example of each of the following occurs in the extract. [2]

 (i) a perfect cadence in the dominant . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (ii) stretto imitation  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .





Sticky Note
There is no imitation at all in bars 69-73. The most obvious example of stretto imitation is right at the start (1-6), where the VC imitates Vln1 before it has finished its short 4-bar "phrase". 

Sticky Note
There are no semiquaver passages in the extract; nor are there any triplets. Neither is a bass part that occasionally has one note per bar particularly noteworthy. And even if these answers had been correct, no marks could have been awarded since no bar numbers are given.

Sticky Note
These two answers say almost the same thing - one being a consequence of the other. Additionally, does merely naming an instrument that plays a melody really say anything about the treatment of the musical material? The fact that, unlike at the opening, the imitation in the later section starts on a different note would have been a better point to make.
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2. Boublil/Schönberg: Les Misérables: On my own [Pages 243–245]

 (a) Other than harmony, give two features of the music of the instrumental accompaniment 
in bars 1–10. There is no need to mention instruments. [2]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (b) Comment on the harmony/tonality in bars 1–10. [3]
  [1 mark for each relevant comment with bar numbers]

 

 

 

          

 (c) Mention any alterations the composer makes to the music in bars 264–343 as compared 
with how it was presented earlier in the song. [2]

  [1 mark for each relevant comment with bar numbers]

 

 

          

 (d) Name one percussion instrument used in the song and give one feature of interest in its 
music. Provide bar numbers in your answer. [2]

  Percussion instrument  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  Feature of interest  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

          

 (e) Name the final cadence in bars 373–38. [1]
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Sticky Note
The cadence is plagal - Bb[IV]-F major[I]. The (Db) minor inflection to IV does not change the type of cadence. It's quite a common harmonic "alteration" in such a cadence. 

Sticky Note
This is a typical example of how marks are lost needlessly. The "heart beat" comment is correct, but no bar numbers have been provided! These were clearly requested in the question and are needed for the mark.

Sticky Note
The change of key, the change to the bass line and changes to the vocal melody (with bar numbers) were some of the most obvious answers here.

Sticky Note
It's a good idea to steer clear of dynamics unless they are a really important feature. Also beware of making comments on the mood of an extract. If you do, make sure to deal with purely musical features at the same time.  

Sticky Note
"Sustained chords" gives no information on the harmony/tonality itself. Neither does "sequence". Giving the song's key (D), stating that initially the harmony is diatonic, then naming a later tonicisation are some ways to score full marks here.

Sticky Note
The question asks for features of the instrumental accompaniment; the candidate has provided information on the vocal part.



(1303-01)
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AREA OF STUDY 5: JAZZ, ROCK AND POP

1. Ellington: Black and Tan Fantasy [Pages 173–176]

 This extract begins at bar 52.

 (a) Explain the term “fantasy” used in the title and how it relates to this piece’s musical 
content. [2]

 

 

 

 (b) State in full (e.g., C major) the key at the opening of the extract. [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (c) Referring to the music on the score provided, give three features of the harmony 
in the passage for solo piano in bars 52–64. Give bar numbers in your answer where 
necessary. [3]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  3.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (d) Give an example of a “blue note” in the trumpet solo in bars 29–52. Provide a bar number 
in your answer. [1]

 

 (e) Comment on the use of percussion in bars 52–86. [2]
  [1 mark for each relevant comment with location where appropriate]

          

          

          

 (f) Name the final cadence (bars 893–90). [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
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Sticky Note
Plagal cadence

Sticky Note
The second answer suggests that the instrument plays on all four beats of the bar, just more accented on beats 2 and 4, which is not actually correct. The first part of the answer has been accepted on its own.

Sticky Note
This answer is ambiguous. A better answer would be "percussion used sparingly.

Sticky Note
Although the bass line is ascending chromatically, the answer gives no information about the actual chords used.

Sticky Note
Answers two and three do not address the question. Answers on harmony could include references to the underlying blues progressions, the use of the circle of fifths and use of dominant and diminished 7th chords with appropriate bar numbers.

Sticky Note
The first part of the answer is correct. The second part needed to say a little bit more about the sections and the different styles within them. For example, the sections are not thematically connected.
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2. Mervyn Burtch: Tair o Alawon Gwerin; Cysga di, fy mhlentyn tlws [Pages 256–258]

 (a) Give the Italian term for unaccompanied singing such as that found in this song. [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (b) Other than dynamics, state three features of the musical material in bars 1–5. [3]

  1.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  2.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

  3.  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

 (c) Using the headings below, compare the setting of Verse 1 (bars 6–15) with that of Verse 
2 (bars 20–29). [2+2]

  [1 mark for each relevant comment with bar numbers]

  Harmony

 

 

 

  Use of voices

 

 

 

 (d) Mention one way in which the music of the “interlude” (bars 16–19) relates to the music 
of the rest of the song. [1]            

 

 (e) Name the final cadence in bars 322–33. [1]

  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

END OF PAPER
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Sticky Note
The final two chords are Bm-F#m [iv-i] so making a plagal cadence.

Sticky Note
The dynamics don't really come under the question's "music"; it could have, had the question just read "one way in which the interlude relates..." The same modality, C#m/F#m harmony or melodic outline would have been good answers.

Sticky Note
Correct answers could have mentioned the more melodic interest in the tenors (20-24) or the increased use of rests in verse 2 (e.g., sopranos, 201-3).

Sticky Note
This statement is a little vague - and incorrect as it stands. In questions on comparison, similarities can also be mentioned - e.g., the alto sings the melody in both verses.

Sticky Note
Mentioning the different harmonisation of the same melody in bars 12 and 26 and the use of inversions in bars 8-9 compared with the root position chords in bars 22-23 would have gained two marks.

Sticky Note
Though this statement is correct, there is no comparison made with bars 20-29. This is a common error in such questions, often accounting for marks being lost needlessly. Also, it is not a good idea to concentrate on individual voices in questions on harmony.
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Q.2 Mendelssohn:  Violin Concerto in E minor, first movement [Pages 44-91][1-72] 


(a) Give one way in which the exposition in this extract differs from the vast 
majority of other concerto expositions written at the same time. [1] 


Exposition not repeated / no orchestral introduction (exposition) / Single 
(integrated) exposition (not a double exposition) / 1st subject appears 
on solo instrument rather than in orchestra / soloist plays at start 
(enters immediately) 


(b) Mention two features of the violin soloist’s melody in bars 23-253, 
providing bar numbers where necessary.  
(There is no need to name cadences here). [2] 


 All on the E string (generally high tessitura)


 repeated notes (motifs) (e.g., bars 23-42) / arpeggio figures
(e.g., bars 2-4, 21-23) / elements of sequence (21-24)


 combines both conjunct and disjunct elements
[both needed for mark]


 end of melody (243-242) repeats opening motif


 3 (8-bar) phrases / but feeling of continual growth
(development) throughout melody (increased quaver movement) /
e.g., new melodic
idea introduced in bars 144-183 / which forms the basis of
the 3rd phrase (194→)


 Give credit for reference to motivic content of phrases
(1 mark for each piece of information):


 a + b  a + c  c (+ reference to a at end) 
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 Melody begins on (initially outlines) notes of tonic triad 


 Melody begins with anacrusis 
 
 
 (c) Give two differences in the accompaniment to this opening solo melody   
  when it is repeated by the orchestra later in the extract (bars 473-553). 
  You should not merely name instruments  [2] 
 


 Vlns’/Vlas’ arpeggios changed to syncopated chords /  
VC/DB pizz changed to arco / also play different (more active) 
bass line / though E is sustained initially 


 Timps added (rolls, repeated notes)  


 Cls/Bns play rather more active (slightly syncopated)  
part / Hrn/Tpt play “punctuating” part [1] in 8ves [1] 


 
 
 (d) Comment on the harmony in bars 1-25. Give bar numbers in your  
  answer. [2] 
 


 Bars 1-14 all diatonic in (E minor) / i, ii7, iv and V (all tonic, 
subdominant, dominant chords) 
[3 chords needed for mark] 


 brief tonic [1] pedal [1] in bars 1-6   


 some chromaticism / in the form of brief tonicisations  
of A minor (15-16, 19-20, 21-22) (V7 of iv-iv)  


 
 
  (e) (i)  State in full (e.g., C minor) the key in bars 155-172  [1] 
   G major 
 
  (ii)  Give the bar number(s) (and beat numbers where necessary –  
   e.g., 143) where one example of each of the following occurs 
   in bars 155-1811. [2] 
 
  (i) a suspension   Bars 1631/ 1633/ 1641 


 
  (ii) a second inversion (6/4) chord  Bars 166 / 172 / 174 /   
   (accept 158, 1684, 1694) 
 
  





		Blank Page
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Q.2 Schubert: Ungeduld [Pages 151-152] 


(a) State in full (e.g., Db major) the tonic key of this song. [1] 
A major 


(b) Other than the repeated triplet rhythms, give three features of interest 
in the music of the opening piano introduction. [3] 


[1 mark for each relevant comment with bar number(s)] 


 Chromatic appoggiaturas (e.g., 22, 52) / appoggiaturas
(e.g., 31, 61)


 sequence (e.g., LH – bars 21-2, 51-2)


 repeated notes (any bar) / RH moves in 3rds/6ths (1-6)


 rather unusual rhythmic placement of sequential
motif / moves from end of 3rd beat to end of 2nd beat
(1-5) / portrays protagonist’s agitation (confusion)


 confirmation of tonic key withheld till end of intro (7-10)


 3-bar phrases / 1st tonicises E major / 2nd tonicises
D major / opening (incomplete) A major/F# minor chord
(1-22) functions more like a “predominant” chord in
E rather than a tonic / major→minor shift in bars 3-4


 has the feel of 9/8


(c) Give one word to describe the form of the song. [1] 
Strophic 
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 (d) Other than in length, compare bars 19-26 with bars 83-18. Give three  
  differences. [3] 
 


Bars 83-18 Bars 19-26 


Constantly repeats same rhythm Rhythmically more diverse 


Mostly short notes Longer note lengths 


Mostly stepwise movement in 
vocal melody 


More disjunct (arpeggio-based) 
melodic figures 


Fairly quick harmonic rhythm Slower harmonic rhythm 


Simple bass line (one note per 
beat) 


More melodic bass line 


with no reference to introduction with reference to introduction 
(23-24) 


Totally syllabic Melismatic in bars 23-26 


No repetition of text “Ewige” repeated 


Opening phrase (83-102) 
repeated in sequence a step 
higher (103-122) 


Opening phrase (19-20) repeated 
in sequence a 3rd higher (21-22) 


All in breathless 2-bar phrases In one lyrical 8-bar phrase 


RH triplets have rest on every 
beat 


RH triplets have fewer rests 


Anacrusis at start of phrase No anacrusis 


 
 (e) Give the bar number(s) (and beat numbers where necessary – e.g., 143)  
  where one example of each of the following occurs in the song. [2 
 
 (i) an inversion of a dominant 7th chord   Bars 71 / 81 / 102 / 131+3 /  
  173 (accept 171) / 19-20 
 
 (ii) a suspension  Bars 53 / 152+3 / 161 / 172 / 181 / 182  
 





		Blank Page
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AREA OF STUDY 3 – CHAMBER MUSIC 
 
Q.1 Corelli: Trio Sonata in F (Giga) [Pages 155-156] 
 
 (a) What is the form of this movement [1] 
  Binary 
 
 (b) Other than C major, name the two keys that are tonicised  
  (briefly established) in bars 35-73 [2] 
  D minor (bar 45)          G minor (bar 49) 
 
 (c) State two differences in the treatment of musical material in bars 35-41 
  as compared with bars 1-6. [2] 
 


Bars 1-6 Bars 35-41 


All in tonic key Tonicise closely related keys 


Entirely diatonic Some chromatic harmony 


Vln1 imitated by Vln2&VC Vln2&VC imitated by Vln1 


Imitation is on same pitch (C) Vln1 imitates on different pitch 


Monophonic opening Opens in two parts 


Interval from 1-2 is ascending 
4th 


Interval from 35-36 is 
descending 4th 


 
  [Accept statement that bars 35-40 freely invert bars 1-6] 
 
 (d) Give three features of the writing for the string instruments in bars  
  40-73.   [3] 
 
  [1 mark for each relevant comment with bar number(s)] 
 


 Parallel 3rds in Vln2&VC (58-65)  


 Vlns1&2 alternate in taking upper part (crossing parts)  
(40-49, 52-56, 65-73)  


 Vln2&VC paired (share similar material) in bars 49-65 /  
Vlns1&2 paired in bars 42-49, 66-69 / all three have  
equal interest in last 4 bars  


 imitative texture (57-64) / contrasts with homophonic texture 
in 67-73 


 
 (e) Give the bar number(s) (and beat numbers where necessary –  
  e.g., 143) where one example of each of the following occurs 
  in the extract. [2] 
 
 (i) a perfect cadence in the dominant   Bars 17-18 (accept 56-57) 
 
 (ii) stretto imitation Bars 1-6 / 183-252 / 57-65  
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Q.2 Boublil/Schönberg: Les Misérables: On my own [Pages 243-245] 
 


 (a) Other than harmony, give two features of the music of the instrumental 
  accompaniment in bars 1-10. 
  There is no need to mention instruments [2] 
 


 3-note motif / syncopated / repeated in sequence / first 
ascending (1-3) / then descending (4-5) / ascending at 
distance of half bar, descending at distance of a bar / ostinato 


 combined with / arpeggio figuration / two “motifs” combined  
on same instrument  (motifs “interlinked)” 


 sustained chords  


 chromatically [1] descending bass line (6-7)  


 time signature changes ((7)8-10) 
 
 


 (b) Comment on the harmony/tonality in bars 1-10. [3] 
 


  [1 mark for each relevant comment with bar numbers] 
 


 D major / brief tonic pedal (1-3)   


 A major tonicised (5-6) / perfect cadence (5-6)  


 B minor tonicised (7-8) / perfect cadence (7-8)  


 return to tonic key (9-10) / imperfect cadence (9-10)  
[harmony diatonic at first (1-4) [1] but becomes more  
chromatic (other keys tonicised) in bars 5-8 [1])  


 harmony fairly static at first (1-4) 


 (dissonant) passing notes given prominence in bars  
1-5 (middle note of 3-note motif)   


 circle of 5ths 73-10  


 parallel harmony 6-7 
 
 


 (c) Mention any alterations the composer makes to the music in bars  
264-343 as compared with how it was presented earlier in the song. [2] 


 


[1 mark for each relevant comment with bar numbers 
 


 Begins with drone bass (bass line changes)  


 melody altered in bars 293-302 / rises rather than falls  / 
more assertive (positive) use of 7-1 at the cadence   


 greater prominence given to 3-note motif (Vlns) / doubled  
in 6ths in 27-28 / Vlns play ascending scale on upbeat to 
bar 27 


 vocal leap up a 5th from 33-34 is new / previous occurrences 
had been leap down a 4th (+ intervening appoggiatura)  


 brass more prominent (28→)   


 modulation (change of key) (F major) (key up a 3rd) 


 no longer has semiquaver figuration 
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(d) Name one percussion instrument used in the song and give one 
 feature of interest in its music. Provide bar numbers in your answer. [2] 


 Bass drum - Repeated short-long (heartbeat) motif
(bars 11-33)


 (Suspended) cymbal – roll (bar 18)


 Timpani – roll (bars 26-7)


(e) Name the final cadence in bars 373-38. [1] 
Plagal 





		Blank Page
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AREA OF STUDY 5: JAZZ, ROCK AND POP 


Q.1 Ellington: Black and Tan Fantasy [Pages 173-176] 


This extract begins at bar 52. 


(a) Explain the term “fantasy” used in the title and how it relates to this 
piece’s musical content. [2] 


 Piece with no particular form (composer’s imagination takes
precedence over conventional forms) / usually consists of
linked / but not thematically connected sections or different styles


 Piece is in (7) discrete sections / though elements are shared
between some of them


(b) State in full (e.g., C major) the key at the opening of the extract. [1] 
Bb major 


(c) Referring to the music on the score provided, give three features of 
the harmony in the passage for solo piano in bars 52-64.  
Supply bar numbers in your answer where necessary. [3] 


 Harmonic basis is I, IV and V7 / but with chromatic [1]
dominant and diminished 7th chords (majority of chords are
dominant or diminished 7ths) (example needed)


 mostly root position chords / but inversions in bars
52, 591-2, 3-4, 631-2, 641-2


 lack of conventional cadence in bar 64 (Gb9 expected
to “resolve” to F(7) rather than Fm9)


 “appoggiatura” chord (parallel harmony) (643) / or
tritone substitution for C7 chord (V7 of  V)


 Blues progression as a basis


 Circle of 5ths (qualified with bar numbers)


Give credit for following chords – 2 correct chords per mark: 


Bar 52-3 54 55 56-7 58 59 60 61 62 63 64 


Chord Bb(6) C7→F7 Bb7 Eb(6) E°7 Bb/F→D7 G7 C7 F7 Bb/F→ 
E°7 


Bb/F→Gb9→Fm9 


(d) Give an example of a “blue note” in the trumpet solo in bars 29-52. 
Provide a bar number in your answer. [1] 


 Db (bars 33, 34, 41, 43) [accept C# in bar 35]


 Eª/Fb (bars 34, 38, 41)


 Ab (bars 48, 49, 50)
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(e) Comment on the use of percussion in bars 52-86. [2] 


[1 mark for each relevant comment with location where appropriate] 


 Uses only (suspended) cymbal / used sparingly / because
early recordings unable to cope with full drum kit


 plays on beats 2&4 in bars 65-72 / plays on beat 4 in bars
78, 80 (off beat)


(f) Name the final cadence (bars 893-90) [1] 


Plagal 
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Q.2 Mervyn Burtch: Tair o Alawon Gwerin; Cysga di, fy mhlentyn tlws  
 [Pages 256 -258] 
 
 (a) Give the Italian term for unaccompanied singing such as that found in this 


song. [1] 
  A capella 
 
 (b) Other than dynamics, state three features of the musical material in bars 1-5.


 [3] 
  


 Tonally ambivalent – A major or F#m(modal)  / bar 5 suggests 
   V7 in A major  


 staggered entries / A begins with short imitation of S’s  
   opening 3-note motif / in inversion  


 3-note motif is a reference to folk song’s opening notes  


 parallel 3rds between S&A in bars 24-4 / tenors “imitate”  
   S&A’s 3-note motif from bar 3 in bars 34-43 / similar reference 
   in A&T in bar 5  


 moves mostly by step  


 hummed rather than sung (no words) 
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 (c) Using the headings below, compare the setting of Verse 1 (bars 6-15) 
  with that of Verse 2 (bars 20-29). [2+2] 
 
  [1 mark for each relevant comment with bar numbers] 
 
  Harmony 
 


 Root position (F#m & C#m) chords in bars 22-23 while bars 
8-9 used inversions  


 bar 26 - F#m→C#m rather than D→E in bar 12  


 slightly more (different) decoration of cadential F#m chord 
in 271-4 – cf. 131-4 (which used just one passing note) 


 different cadence (chord progression) in bars 14-15 (no chord  
(or F#m)→C#m5/3→Bm5/3→F#m6/3) compared with 28-29  
(F#m6/3→C#m6/4→ F#m6/3→5/3)  


 Bar 15 – plagal cadence – replaced by weak form of perfect  
cadence over 1½ bars in 28-29 (plagal cadence occurs within 
one bar at 15, over two bars at 28-29) 


 
  Use of voices 
 


 Melody in altos in both versions throughout  


 sopranos (6-15) occasionally use motifs from introduction – 
just one reference (23-241) in bars 20-29 / similar situation  
with bass part (apart from bar 29) / mostly restricted to tonic  
and dominant notes  


 tenors have more melodic interest in 20-24 (particularly in 
214-25 and 26-27) / reference to intro’s stepwise motif 


 3-part setting of tune’s final 2-bar tag in 28-29 compared with 
4-part setting in bars 14-15 [Also allow as answer under 
“harmony” above, but no double credit] 


 Slightly more use of rests in verse 2 (sopranos 201-3 and 28-29) 
 
 (d) Mention one way in which the music of the “interlude” (bars 16-19)  
  relates to the music of the rest of the song .[1] 
 


 Same modality / alternation of C#m and F#m harmonies  
(cf, for instance, bars 20-29  


 use of crotchet-quaver rhythm in bar 17, which is an  
almost constant  feature of the folk song   


 bar 19 has same melodic outline as bars 24-32  
(similar melodic motif used) / mostly stepwise movement in T  


 
 (e) Name the final cadence in bars 322-33. [1] 
  Plagal 
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