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All Candidates' performance across questions

Question Title N Mean S D Max Mark F F Attempt %
A 1(a) 363 8.6 4.1 18 47.6 61.8
A 1(b) 363 7.4 3.8 18 41 61.8
A 1(c) 362 7.8 3.3 14 56 61.7

A 2 362 12.2 4.5 25 48.6 61.7
B 1(a) 215 9 3.8 18 50.2 36.6
B 1(b) 216 7.5 3.8 18 41.7 36.8
B 1(c) 217 5.7 3.7 14 40.4 37

B 2 214 13.4 4.9 25 53.4 36.5
C 1(a) 8 6.6 4.2 18 36.8 1.4
C 1(b) 7 6.9 5.2 18 38.1 1.2
C 1(c) 6 2.5 1.6 14 17.9 1

C 2 5 11.6 5.3 25 46.4 0.9
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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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(1306-02)

Examiner
only

	 (b)	 Extract 2

		  This extract begins at bar 74/Fig.6

	 (i)	 State in full (e.g., B minor) the key into which the music moves in bar 74/Fig.6.	 [1]

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

	 (ii)	 Name two cadences in bars 74–97/Fig.6–Fig.9, providing bar numbers/figures. 
 
	 (a)	 Cadence . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .    Bar numbers/figures . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .     [2]	

	 (b)	 Cadence . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .    Bar numbers/figures . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .     [2]	

	 (iii)	 Other than cadences, give four features of the harmony in bars 74–86/Fig.6–Fig.73. 
Provide bar/beat (or figure) numbers in your answers where appropriate.	 [4]

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

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

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

	 	 4. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

	 (iv)	 Compare Ravel’s use of the orchestra in bars 97–102/Fig.9–1Fig.10 with that in bars 
74–96/Fig.6–1Fig.9. 	 [5]    

		  [1 mark for each relevant comment with bar numbers/figures where 
appropriate]
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	 (v)	 Give a brief account of the musical material presented by the orchestra in bars 

103–108/Fig.10–end. Though you should mention instruments where necessary, 
you should not refer to matters of orchestration.	 [4]

		  [1 mark for each relevant comment]
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Sticky Note
This essentially repeats the answer given in 1. Again, although it gives the exact key this time, it provides no information on the harmony. Had the answer been "starts on a tonic chord of E maj", a mark would have been awarded. [Mentioning one chord (in this case a simple triad) in such cases is usually not sufficient to gain a mark, but, since this is the only tonic (root position) chord in the entire passage - a chord that Ravel leads us to expect on more than one occasion later, but never quite delivers - this one triad is worthy of comment]. Many candidates gained a mark for this piece of information.

Sticky Note
Many candidates, in fact, probably the majority of them, disregarded the question here and gave unwanted information on the piano part! Always read the question carefully!

Sticky Note
To which bar is the candidate referring? The question requests bar numbers "where appropriate". The first answer given (which is correct) did not require a bar number since it was a general comment on the extract as a whole. Here, however, a location is essential.

Sticky Note
Again, no information has been given as to specific features of the harmony here.

Sticky Note
"Major key" gives no information on the harmony employed. Sometimes, harmony and tonality are grouped together in such questions, but not invariably, so always read the question carefully.

Sticky Note
What is meant by an "incomplete" cadence? Possibly "imperfect" was intended, but both imperfect and interrupted cadences are "incomplete" in their own way. Unfortunately, there is no cadence at Fig.7, so any answer here would have been incorrect. (It was possible to get a mark for a correct bar number even if the cadence was wrong.)



Sticky Note
The question calls for comment on the musical material here. The reference to the bassoon playing a "small solo" cannot be given a mark here because no information has been given on exactly what it plays. Some reference to the "z" motif or "fragment of the main theme" was all that was required.

Sticky Note
This question also precluded mention of the piano part. The string parts do not refer to the "conflicting" 3/4 and 6/8 bass part played by the piano.







Sticky Note
Excellent answers with precise locations given. To get the fifth mark the candidate could have mentioned that the cello is is occasionally used to reinforce the piano LH or the harp harmonics (with appropriate locations).

Sticky Note
Good answers could include mention of suspensions, appoggiaturas, diatonic harmonies and use of minor triads (ii, iii and vi) with appropriate location.

Sticky Note
2. and 3. give wrong chords; again, isolated chords seem to have been picked out at random. Additionally, the candidate appears to have looked at the bass note and not the whole chord - and has also disregarded the key signature!

Sticky Note
Although this answer has been credited, E major is actually the tonality and not the harmony. Under normal circumstances, choosing one isolated chord would not gain a mark. However, in this instance, because the tonic chord is so infrequently used in the movement it becomes worthy of mention. A better answer would be "only one tonic chord (E major) in passage", qualified by its location.

Sticky Note
Although there is a perfect cadence in this passage, to get the mark the location must be correct.

Sticky Note
Try not to leave questions unanswered. It is always worth making an educated guess. A mark could have been awarded for a correct bar number even if the cadence given was wrong.

Sticky Note
Although this passage doesn't have many cadences, as it is one long continuous melody, within the bars specified in the question there are two interrupted, one imperfect and one perfect cadence to choose from. The dominant chord in root position at bar 87 strongly suggests an imperfect cadence. At bar 90 the expected tonic chord is replaced by a G#7 chord making an interrupted cadence. Bars 93-94 briefly tonicise A major (perfect cadence) and in bars 96-97 the expected tonic chord is replaced by a C# major chord (interrupted cadence).



Sticky Note
Further answers could include mention of the sustained "pedal" in cello and double bass, the fact that the passage consists of a single tonic chord and that the bassoon solo is based on figure z from movement I. [Whereas some might hear one tonic chord throughout these bars (in which case the E would not be regarded as a pedal), others might, with some justification, hear some passing harmonies. Because of this, "pedal" is an acceptable answer here.]

Sticky Note
The candidate has talked about orchestration and included information on the piano, despite the question specifying "orchestra" only. Very many candidates made the same mistake.

Sticky Note
Musical material can include comments on such elements as melody and harmony, i.e. the notes themselves. It does not include comments on how the notes are played, for example, orchestration.
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(1306-02)

2.	 You now have 40 minutes to answer the following question.

	 What do you consider to be the main developments in the solo concerto from the Baroque era 
to the present day in (i) matters of form/structure and (ii) the relationship between the soloist and 
orchestra? Illustrate your discussion by referring to relevant solo concertos from each era, with 
particular reference to the 20th/21st centuries. Also include a brief comment on Ravel’s Piano 
Concerto in G.	 [25]
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Sticky Note
It's a good idea to take time to devise a plan for the essay, though such plans are rarely seen. This plan could be further developed.



Sticky Note
Again, it's a shame that the only comment on a chosen solo concerto was that it is "a technically demanding piece for violin". It would be good to extend the comment on form to cover the ritornello structure in more detail.

Sticky Note
Bach's A minor Violin Concerto does not include a cadenza.

Sticky Note
Here, and below, the candidate seems to think that Torelli's Op.8 is just one concerto. (References to Bach's Brandenburg concerto are also common in essays - presumably because many candidates have studied part of No.2 at AS Level. Since they are concerti grossi, it's probably best to steer clear of them completely.)

Sticky Note
Torelli rarely gets a mention in concerto essays, so, as long as the information is pertinent, this is a good start! The Op.8 group is a mixture of solo concertos (later numbers) and concerti grossi (earlier numbers), so it would have been nice to have had a little information on one specific solo concerto - and, for example, its use of burgeoning ritornello form.



Sticky Note
Would Brahms' 2nd Piano Concerto, with its extra movement, have been more worthy of mention? It finds its way into many essays - as does Liszt's 2nd Piano Concerto.

Sticky Note
"Towards the end" is a little vague. Very many candidates cite the "atypical" placing of the cadenza in the first movement of Mendelssohn's Violin Concerto when discussing this musical feature. Unusually, it's not mentioned here. 

Sticky Note
A rather dubious statement.



Sticky Note
The customary trill on the dominant does not occur in the first movement of the Mendelssohn Violin Concerto - presumably, the candidate means this movement. In fact, the opposite is the case, since, of course, the cadenza moves seamlessly (and unexpectedly) into the recapitulation by continuing its arpeggios from the latter stages of the cadenza itself.

Sticky Note
More information on Berg's treatment of form in the Violin Concerto would have been welcome. Choosing suitable examples of the genre in the 20th/21st centuries, especially those that merely mention (in particular) new harmonic idioms, appears to be a problem for candidates/centres. It should always be borne in mind that the specifications deal with the development of the genre, not just 20th century styles. The candidate "falls into this trap" here - though the choice of work was actually a very good one. It's just that other areas of the work needed to be investigated. Mentioning serialism/atonality is, of course, valid if, for instance, one links it with the fact that formal structures that had relied primarily on tonal relationships were now rendered almost "obsolete". How these forms were replaced or adapted (within the context of the solo concerto) would have been a more fruitful subject for discussion.

Sticky Note
It's good to see the candidate making an effort to address the specific exam question - and attempting to deal with the 20th century.

Sticky Note
It is rather tenuous to relate the short trill at the end of Ravel's slow movement to the trill typically associated with the end of the Classical first movement cadenza. Ravel's trill is, surely, best considered in a rather different way - as a means of combining the "momentum" of previous decorative RH figuration with a feeling of repose (based on a single note, rather than scales), so perfectly underscoring the movement's conclusion. The underlying harmony is a static tonic chord - a moment of repose - rather than the cadenza's more anticipatory dominant harmony.

Sticky Note
The fact that the soloist plays at the start of the first movement of the Emperor (as in the 4th concerto) has no real bearing on the form of the movement, which does, in fact, have a double exposition.



Sticky Note
The candidate has here veered from the point rather.

Sticky Note
Saint-Saens is not usually classed as a neoclassical composer! Despite living until 1921 - he was born in 1835 - on matters of musical style, he would not generally be considered a 20th century composer. There is no reason for him not to form part of an essay - and the candidate pertinently mentions his occasional abandonment of a 3-movement outline - but here, he seems to be included very much under a "20th century umbrella".  

Sticky Note
Since "An American in Paris " is not a concerto, it's best not to mention it unless there is a particularly good reason for it.

Sticky Note
Again, do these comments say anything about form/structure or relationship between soloist and orchestra?

Sticky Note
Not an ideal choice - since Stravinsky considered the work to be "a jazz concerto grosso" rather than a solo concerto. The information provided on the work (use of blue notes) does not address the question.

Sticky Note
These comments do not really address the question - being mostly on general matters of 20th musical style, though perhaps there was some "mileage" in pursuing the prepared piano.

Sticky Note
An apposite statement, and one worth following up - but where are the examples to support it? Again this is a very common fault in essay questions - in all three options of set works.

Sticky Note
Stravinsky's "Piano Concerto No.2"? To which work is the candidate actually referring?



Sticky Note
The mark scheme's comments for the range of 17-20 seem pertinent here - e.g., "reasonable contextual knowledge", "offering less specific knowledge of works" and "only general comment regarding representative works". The essay also contained some irrelevant detail and inaccuracies, so a mark towards the lower end seemed a natural fit. A mark of 18 was awarded.

Sticky Note
A final paragraph that sums up the "essay" is not essential. Far better to use the time to include information on some later 20th/early 21st century concertos. This is a glaring omission in this essay - as it is in the majority of them - especially since the question specifically called for "particular reference to the 20th/21st centuries". The works of a composer such as Henze might have provided some useful and pertinent information.

Sticky Note
Another typical weakness in essays is in evidence here - mentioning composers without any information on a particular (and relevant) composition - which would have proved very difficult in this instance! 
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Examiner
only

	 (b)	 Extract 2

		  This extract begins at bar 233/Fig.27

	 (i)	 Give an account of the first part of the extract (bars 233–288/Fig.27–31) using the 
headings below. 

		  [1 mark for each relevant comment with bar numbers/figures]

		  Melodic material:	 [4]

	

	

	

	

	

	

		  Harmony/tonality:	 [4]  
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	 (ii)	 Describe Shostakovich’s use of instruments and texture in bars 289–323/
		  Fig.31–33.	 [5] 
		  [1 mark for each relevant comment with bar numbers/figures]

	

	

	

	

	

	

	

	

	

	 (iii)	 What changes occur in the use of instruments and texture in bar 324/Fig.33 as 
compared with bars 289–323/Fig.31–33?	 [2]

		  [1 mark for each relevant comment with bar numbers/figures]	

	

	

	

	

	 (iv)	 State three features of the harmony/tonality in bars 324–348/Fig.33–end. Provide 
bar/beat numbers where appropriate.	 [3]

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

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

	 	 3. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
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Sticky Note
Figure 27 strongly suggests G# minor, not B major. The candidate appears to have based his/her answer merely on the 5-sharp key signature, without looking at the opening chords.  

Sticky Note
Again, this sentence gives no real information on the harmony/tonality of the extract.

Sticky Note
"Chromatic" refers to the harmony rather than the tonality.

Sticky Note
"Monophonic" refers to the texture of the music; it gives no information on the melodic material itself. The reference to "sparse accompaniments" is not pertinent for the same reason - and it gives information on the accompaniment rather than the melody.



Sticky Note
To get a mark here, the candidate needed to name the exact minor chord/triad used.

Sticky Note
Candidates should avoid answering in terms of clefs. In most cases, a change of clef is merely to avoid leger lines, and has no other significance. However, a significance can be in terms of the resulting texture. Here, the Vla & VC play "within" the Vlns' musical space, resulting in a "condensed", "strained" texture. 

Sticky Note
The Vla and VC do not play in 8ves here, while the comment on "false relations" has nothing to do with the use of instruments or texture.

Sticky Note
"Homophonic" is, surely, a little too simplistic a description of the texture here. The lower strings do more than supply a "chordal accompaniment".  





2



Sticky Note
Other answers could include reference to the tonality being unclear and use of Neapolitan touches. Mention of single chords such as E minor at bars 259-264 are noteworthy here because of the dissonant nature of the passage in question.

Sticky Note
The violin plays the melodic line; this is, therefore, incorrect.

Sticky Note
Harmony/tonality means types of chords and keys used. It does not include texture or reference to one melodic line.

Sticky Note
This is a good answer but the candidate has not always supplied a location. However, a mark has been given since the examiner assumes that, when no location is provided with the first answer given, the candidate refers to the start of the extract, as is the case here. The candidate also needs to supply a fourth answer for the final mark, such as a comment on the use of the DSCH motive or the different phrase lengths, with locations. 

Sticky Note
Melodic material refers to the main melodic line, or tune, not the accompaniment. This can include comments on phrase structure.



2

Sticky Note
The candidate could have referred to the prominent #4 or the influence of Jewish scales and modes.

Sticky Note
Answer should be C# diminished (7th).

Sticky Note
Additional answers could mention that the texture becomes more condensed or strained.

Sticky Note
This is all one point, the candidate is referring to the reversal of previous roles.

Sticky Note
Further answers could include the pairing of the two violins and the viola and cello, and the use of parallel intervals (augmented 4ths, perfect 5ths).

Sticky Note
Augmentation refers to melodic material rather than instrumentation or texture.

Sticky Note
Points 2 and 4 repeat the same answer in a different way. Point 4 was given the credit because it mentions the octave writing. "Dactylic rhythm" does not come under texture or use of instruments.
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2.	 You now have 40 minutes to answer the following question.

	 What do you consider to be the main developments in the string quartet from the Classical era 
to the present day in (i) matters of form/structure and (ii) the relationship between the individual 
instruments? Illustrate your discussion by referring to relevant string quartets from each era, with 
particular reference to the 20th/21st centuries. Also include a brief comment on Shostakovich’s 
8th Quartet.	 [25]
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Sticky Note
The following paragraph does address the question as far as the relationship between the instruments is concerned. In the vast majority of essays, Haydn is dealt with successfully.

Sticky Note
This is beginning to read like a (prepared) general survey of the development of the string quartet as a genre rather than an essay that is tailored specifically to the exam question. This is one of the most common faults in the essay question on the whole, and, depending on how the survey happens to address the question in passing, it can seriously affect the mark awarded.  

Sticky Note
The candidate has not referred to the question set on the paper. While there is nothing wrong with starting with an introductory paragraph, it is not necessary, especially if it says nothing pertinent about the question; it could also leave the candidate short of time later.



Sticky Note
What is meant by forming a melody "by row"? It is unlikely that the candidate has mixed Beethoven up with Schoenberg, so this is an unfortunate choice of words. 

Sticky Note
The candidate has not yet mentioned form/structure in the essay. Many candidates provide a "run-down" of the various forms associated with each of the four movements in the typical quartet.

Sticky Note
Most candidates mention Mozart, but, as here, comments tend to concentrate on harmonic matters (possibly because of the famous "Dissonance" quartet). There is very little in this paragraph that addresses the actual exam question. And what exactly is "unusual" about the Mozart quartets? Such a comment needs further explanation.



Sticky Note
Perhaps the candidate could have made a more clear link between these composers' use of personal motifs and formal structure. It would also have been advisable to mention which of Brahms' quartets includes the F-A-F motif (the Quartet in Am).

Sticky Note
Do the last two sentences in this paragraph have any relevance to the question? The nature of the link made between Beethoven and Shostakovich in the final sentence is also very debatable.

Sticky Note
To what extent does this paragraph on Beethoven address the question? The subject of form is only partly dealt with. The candidate seems unaware that there are three Razumovsky quartets, not just one, and has yet to give some pertinent information on an individual string quartet. 



Sticky Note
The essay was given 13 marks. Some of the descriptors linked with the range of marks from 13-16 include: "somewhat incomplete", "insufficient level of relevant comparison" and "limited knowledge of developments in the genre". 

Sticky Note
Some of the most important developments in the genre (including those mentioned in the question) are found in later quartets. The most successful candidates give pertinent information on quartets by composers such as Elliott-Carter.

Sticky Note
The question's "referring to relevant quartets .... with particular reference to the 20th/21st centuries" has been almost entirely ignored - as well as the candidate having strayed from the original "brief".

Sticky Note
This final phrase is extremely perfunctory - and simplistic. The question asked for information about the 20th/21st centuries in particular. This is a very important part of the essay - which has been almost totally disregarded by the candidate. This is the single biggest fault in the essay question, and is responsible for the greatest loss of marks.

Sticky Note
This is typical of the information supplied by candidates on, in particular, the composers of the 2nd Viennese School. Unfortunately, it concentrates on matters of harmony/tonality and says nothing about the development of the genre itself.



(1306-02)

22
Examiner

only
	 (b)	 Extract 2

		  This extract begins at bar 238/Fig.38 and includes the beginning of the 4th movement

	 (i)	 Which instrumental effect is used on woodwind and brass instruments in the 
opening seven bars of the extract? Give a reason for the use of this effect here.	[2]

		  Instrumental effect . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

		  Reason . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

	 (ii)	 Comment on Mathias’ use of rhythm/metre in bars 238–267/Fig.38–3Fig.39.
		  [1 mark for each relevant comment with bar numbers/figures where 

necessary]	 [2]

	

	

	

	

	 (iii)	 Provide some information on the way in which Mathias establishes a sense of 
structure in bars 238–269/Fig.38–39.	 [4]  

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

	

	

	

	

	

	

	 (iv)	 Give three ways in which the celeste motif from the opening of the movement 
(bars 12–21) is modified in the extract. State a bar number(s) and, whenever 
possible, instrument(s) in your answers.	 [3]

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

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

	 	 3. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
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	 (v)	 Comment on the fanfare-like brass chords in bars 2682–269/2Fig.39–1Fig.39. Why 
do you think Mathias has used these chords at this point in the third movement?

		  [1 mark for each relevant comment]	 [2+1]                                                                                     

		  Chords . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

	

	

	

		  Reason . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

	

	 (vi)	 Describe the opening six bars of the fourth movement, paying particular attention to 
any similarities and differences with material heard in the third movement. Provide 
bar numbers/figures where appropriate.	 [4]
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Sticky Note
A simple answer here would have been its frequent transposition, use of diminution (or augmentation)  or the different R/RI versions (all with appropriate bar numbers).

Sticky Note
Both these answers are correct. The other two marks available could have been gained by, for example, mentioning how the pedal notes demarcate the different sections, and how the octatonic fanfares act as a type of coda to the movement (or transition into the next movement.)

Sticky Note
Mentioning a change of instrument does not give any information as to how the motif itself is modified. 

Sticky Note
The answer given here is not really a reason for the use of fluttertonguing. Rather, it is used because it creates a more "chilling" or "sinister" atmosphere. 



Sticky Note
Merely mentioning that the chords were octatonic would have gained a mark. As would stating that these chords recall the same fanfares found in the first movement (bar 8). 

Sticky Note
The answer to "Chords" is more to do with the "Reason". Despite the wrong location, the mark was awarded.
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26
Examiner

only
You now have 40 minutes to answer the following question.

2.	 What do you consider to be the main developments in the cantata from the Baroque era to 
the present day in (i) matters of form/structure and (ii) the use of voices/instruments? Illustrate 
your discussion by referring to relevant cantatas from each era, with particular reference to the 
20th/21st centuries. Also include a brief comment on Mathias’ This Worlde’s Joie.	 [25]  

END OF PAPER
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Sticky Note
It is good to see that the candidate took some time to plan the essay. This prevents it from following a "prepared" format.



Sticky Note
Here was an opportunity for the candidate to provide some precise examples of, in particular, some of the "many new forms developed .... in modern cantatas". An exact example of a da capo aria should also have been given. [Lack of musical detail on pertinent works is a common weakness in essays.] The rather "unusual" structure of Carmina Burana (with its link to the Fortuna Wheel) would have provided some welcome information.



Sticky Note
The candidate is beginning to deviate from the question here. The choice of text could well have an effect on the forms used - but an example is needed.

Sticky Note
A wider range of examples would have been beneficial here - both of composers and works. There are many examples, too, of 20th century cantatas with chamber-like dimensions - e.g., Stravinsky's Cantata.



Sticky Note
In general, the candidate has attempted to address the question. It did, however, require reference to "relevant cantatas from each era" (only partly achieved), with particular reference to the 20th/21st centuries" (two works mentioned, without any actual discussion of the music.) The "less specific knowledge of works" and "only general comment regarding representative works" comments in the mark scheme would place this essay somewhere in the 17-20 box. The "satisfactory though somewhat incomplete answer, with insufficient level of relevant comparison" in the 13-16 box also fits the essay. Hence the lowest mark of the 17-20 box was awarded.

Sticky Note
Just as essays on the concerto merely mention the serial basis of a Schoenberg concerto, or those on the string quartet single out the use of string effects in 20th century quartets in general, the candidate (though only briefly) is commenting on general stylistic attributes of an era's style. 


	WJEC 2014 Online Exam Review
	GCE Music MU6A (Part Two) Appraisal 1306-02
	Item Level Data
	Facility factor graph
	Option A - Ravel
	Question 1b
	Mark scheme
	Example 1
	Example 1 marked

	Example 2
	Example 2 marked


	Question 2
	Mark scheme
	Example
	Example marked



	Option B - Shostakovich
	Question 1b
	Mark scheme
	Example 1
	Example 1 marked

	Example 2
	Example 2 marked


	Question 2
	Mark scheme
	Example
	Example marked



	Option C - Mathias
	Question 1b
	Mark scheme
	Example
	Example marked


	Question 2
	Mark scheme
	Example
	Example marked









© WJEC CBAC Ltd. 


37 


 (b) Extract 2 [Bars 74-97] 
 
  This extract begins at bar 74/Fig.6 
 


 (i) State in full (e.g., Bb minor) the key into which the music moves in 
bar 74/Fig.6.  [1] 


 
   E major 


 
 (ii) Name two cadences in bars 74-97/Fig.6-Fig.9, providing bar 


numbers/figures. [4] 


 imperfect cadence -  bars 86-87(88)  


 interrupted cadence – bars 90- 


 interrupted cadence – bars 96-97 


 perfect cadence – bars 93-94 
 


 
 (iii) Other than cadences, give four features of the harmony in bars 


74-86/Fig.6-Fig.73. Provide bar/beat (or figure) numbers in your 
answers where appropriate. [4] 


 Completely diatonic quite prominent use of ii, iii & vi 
(minor triads) / provide some modal touches (e.g., bars 77-
83)  


 only one tonic chord (74-5) (E major chord) 


 some dissonances (appoggiaturas) caused by non-
chordal melody notes / e.g., A in bar 74 clashes with G#  / 
some 7th/9th chords (e.g., bars 78 (Amaj7), 79 (F#m7(9))  


 harmony complicated by prominent use of suspensions / 
and passing notes in inner parts and bass line   


 strong linear element in harmony (e.g., bass part 
descends by step from 76(78) to 86(93))  


 
 (iv) Compare Ravel’s use of the orchestra in bars 97-102/Fig.9-1Fig.10 


with that in bars 74-96/Fig.6-1Fig.9. 
 
[1 mark for each relevant comment with bar numbers/figures 
where appropriate] 


 


 Solo cor anglais has principal melody (74-971)   


 reduced [1]  string section provide chordal 
accompaniment  


 VC occasionally used to reinforce 6/8 rhythms of piano’s 
LH (e.g., bars 83-84) / Vlns1 briefly added in bars 94-95 to 
highlight (reinforce) inner voices of piano line (with Vln2 & 
Vla)  


 unexpected C# major chord (97) introduces new timbres -  


 e.g., bassoons and brass take over accompaniment 
previously given to strings / harp plays chords in 
harmonics / horns are muted (97→) 


 melody also switches to solo flute (98) / its final notes 
echoed by oboe & cor anglais (100-01) 


 strings tacet (97-102) 


 muted horn / trumpet 
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 (v) Give a brief account of the musical material presented by the 
orchestra in bars 103-108/Fig.10-end. Though you should mention 
instruments where necessary, you should not refer to matters of 
orchestration   [4] 


   
  [1 mark for each relevant comment] 


 


 VC/DB sustain tonic note throughout (accept “pedal”)  


 consist of a single (decorated) tonic chord (E major)/ 
lydian touch in bar 104  


 possible references to motifs from movement’s opening 
melody (allow extra credit for one example – such as the 
3-note stepwise motif in Vlns1 (103) and Vlns2 (104), 
which could recall bar 3) / also recalls Vlns1 in bars 94-5) / 
as does VC in 104 


 inversion of this figure in Vlas (105)  


 different 3-note motif highlighted in solo bassoon in 105-
06 / perhaps recalls bars 83-92 (figure z from 1st movement) 
/ VC has similar contour at this point 


 some close harmony in strings  
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You now have 40 minutes to answer the following question. 
 


Q.2  
 


What do you consider to be the main developments in the solo concerto from the 
Baroque era to the present day in  
 


(i) matters of form/structure 
and  


(ii) the relationship between the soloist and orchestra?  
 


Illustrate your discussion by referring to relevant solo concertos from each era, 
with particular reference to the 20th/21st centuries. Also include a brief comment 
on Ravel’s Piano Concerto in G.  [25] 
 


Mark Criteria 


21-25 Relevant references to representative solo concertos in the 20
th
/21


st
 


centuries as compared with earlier concertos are made. A convincing 
comparison with the Ravel and other works will be made and a genuine 
knowledge and understanding of both Ravel and works from various eras 
will be in evidence. The essay will fully address the specific issues raised 
in the question. 
Material is structured effectively and includes apt use of specialist 
vocabulary. Spelling, punctuation and grammar are secure. 


17-20 A less secure essay on the whole, showing a reasonable contextual 
knowledge and comparison, but offering less specific knowledge of works. 
An otherwise good essay but with only general comment regarding 
representative works from the chosen eras would fall into this category. 
The essay will make a good attempt to address the specific issues raised 
in the question. 
Material is organised coherently and uses specialist vocabulary. Spelling, 
punctuation and grammar are generally secure. 


13-16 A satisfactory though somewhat incomplete answer, with an insufficient 
level of relevant comparison. Answers in this category generally 
demonstrate only adequate musical understanding and might show limited 
knowledge of developments in the genre throughout the chosen eras. The 
specific issues raised in the question are only partly addressed in the 
essay. 
Some use of specialist vocabulary; spelling, punctuation and grammar are 
reasonably secure. 


9-12 The material included lacks conviction and accuracy, resulting in a less 
than satisfactory answer, with little reference to representative works. The 
essay will make little attempt to address the specific issues raised in the 
question. 
Scant use of specialist vocabulary; spelling, punctuation and grammar 
feature some inaccuracies. 


5-8 Limited understanding shown and much uncertainty, failing to make any 
valid comparisons or with many unsound judgements. The essay will make 
very little attempt to address the specific issues raised in the question. 
Little evidence of specialist vocabulary; spelling, punctuation and grammar 
are weak. 


0-4 Very weak, showing little or no understanding of the Ravel concerto and/or 
knowledge of the development of the solo concerto in relevant eras. The 
essay will make no attempt to address the specific issues raised in the 
question. 
Little use of specialist vocabulary. Frequent errors in expression. 
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(b) Extract 2 [Bars 233-end] 
 


  This extract begins at bar 233/Fig.27 
 


 (i) Give an account of the first part of the extract (bars 233-
288/Fig.18-31) using the headings below.  


 
  [1 mark for each relevant comment with bar numbers/figures] 


 


   Melodic material:  [4] 
 


 Variation of movement’s opening melody   


 dactylic rhythms eliminated (minims replaced by repeated crotchets)  


 opening phrase now 7 bars long rather than 8 as before / 
chromatic motif / in ascending, rather than descending, 
sequence (cf. 5-7 with 237-39) 


 next strain of melody  also varied (bar 245) / and lasts only 
6 bars (phrase further reduced in length)  


 next 2 phrases (246-59) retain the 7-bar length and 
melodic outline of previous phrase / but now transposed 
up a minor 3rd (starts on D natural) / slight alteration to 
final bar (258 – semitone higher than expected – cf. 245)  


 from bar 259-75 Vln1 line based on permutations of  7-2-3 
segment of DSCH motif / “missing” F natural (1) 
introduced in bar 265 / transposed semitone higher in 265 
/ in different permutation (7, 1, 3 is basis in 265-66) / 
chromatic scalic figure interpolated in 267-69 and 274-75 / 
sequences by ascending semitones 


 further references to permutations on DSCH in bars 276-79 
and 283-86 / based on G# and D# / chromatic interpolations 
again separate these statements / sequence “replaced” by 
continued chromatic ascent in 287-88  


 


   Harmony/tonality: [4]   
 


 Begins with G# minor chords (tonality) / 5th omitted in all 
chords /  


 Dissonant 


 Tonality uncleartonic pedal / now in treble voice (Vln1) 
(inverted) 


 VC moves to Neapolitan A (246-58) (possibly neighbour-
note chord) / with flat degrees of scale / otherwise, chord 
in 246-58 is unclear / and dissonant  / statement of theme 
on D natural  here perhaps accounts for omission of D# in 
earlier G#m chords / WJEC notes say B minor 


 settles on E minor chord in bars 259-64 / again no 5th / 265-
75 – diatonic neighbour-note chord / but Vln1’s A natural 
creates acute dissonance 


 return to G#m chords in 276&278 


 A minor chord (283-88) / Neapolitan flavour / recalls 13-15 / 
also omits 5th (E) 
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 (ii) Describe Shostakovich’s use of instruments and texture in bars 
289-323/Fig.31-33.  [5]  


 
  [1 mark for each relevant comment with bar numbers/figures] 


 


 Vlns and Vla/VC are paired / each pairing states different 
material  


 Vlns play melody in 8ves / Vla/VC play continuous stream 
of crotchets closely voiced  


 Vla initially plays repeated pedal-like Ds / Vla/VC very 
briefly swap roles in bars 297-98 (VC plays repeated 
notes) /  


 Vla/VC play in parallel 3rds or 4ths in bars 2993-032 


 Bars 305-23 repeat the use of instruments/texture of bars 
289-304 / except that VC initially plays repeated notes 
(lower part) (305-06)   


 parallel intervals change to aug 4ths in 310 (314, 318) / and 
perf 5ths in 311 (315, 319) / leading to parallel 8ves in bars 
322-23    


 


 (iii) What changes occur in the use of instruments and texture in bar 
324/ Fig.33 as compared with bars 289-323/Fig.31-33? [2] 


 
  [1 mark for each relevant comment with bar numbers/figures] 
 


 Reversal of previous roles  


 Vla/VC play melody in 8ves / Vlns play series of closely 
voiced arpeggios / Vln1 always above Vln2 in 324-333 / 
some crossing of Vln parts in 334-48 


 Vla/VC play within the musical space delimited by Vlns’ 
arpeggios / results in much more “condensed” and 
strained texture than in previous bars 


 Vla becomes highest voice in texture in bars 334-48 
(except for Vln2’s top Bb)  


 


 (iv) State three features of the harmony/tonality in bars 324-
348/Fig.33-end. Provide bar/beat numbers where appropriate. [3] 


 


 (Begins) in C minor  


 C minor chord (324-333) (static harmony) / C#dim7th (334-
48) (or A7 with min9th)   


 prominent #4 (F#) / chromatic appoggiatura (e.g., 328) / 
also #6 (A§) (e.g., 334-45) / influence from Jewish 
scales/modes 


 Vln2’s top Bb  forms exposed dissonant semitone clash 
with Vla’s top A(e.g., 335) 


 Tonally unresolved at end (could imply preparation for G 
minor of next mvnt.) 
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You now have 40 minutes to answer the following question. 
 


Q.2 What do you consider to be the main developments in the string quartet from  
 the Classical era to the present day in  
 


 (i) matters of form/structure  
 and 
 (ii) the relationship between the individual instruments? 
 


  Illustrate your discussion by referring to relevant string quartets from each 
era, with particular reference to the 20th/21st centuries. Also include a brief 
comment on Shostakovich’s 8th Quartet. [25] 


 


Mark Criteria 


21-25 Relevant references to representative string quartets in the 20th/21st centuries 
as compared with earlier quartets are made. A convincing comparison with the 
Shostakovich and other works will be made and a genuine knowledge and 
understanding of both Shostakovich and works from various eras will be in 
evidence. The essay will fully address the specific issues raised in the question. 
Material is structured effectively and includes apt use of specialist vocabulary. 
Spelling, punctuation and grammar are secure. 


17-20 A less secure essay on the whole, showing a reasonable contextual knowledge 
and comparison, but offering less specific knowledge of works. An otherwise 
good essay but with only general comment regarding representative works from 
various eras would fall into this category. The essay will make a good attempt 
to address the specific issues raised in the question. 
Material is organised coherently and uses specialist vocabulary. Spelling, 
punctuation and grammar are generally secure. 


13-16 A satisfactory though somewhat incomplete answer, with an insufficient level of 
relevant comparison. Answers in this category generally demonstrate only 
adequate musical understanding and might show limited knowledge of 
developments in the genre in the chosen eras. The specific issues raised in the 
question are only partly addressed in the essay. 
Some use of specialist vocabulary; spelling, punctuation and grammar are 
reasonably secure. 


9-12 The material included lacks conviction and accuracy, resulting in a less than 
satisfactory answer, with little reference to representative works. The essay will 
make little attempt to address the specific issues raised in the question. 
Scant use of specialist vocabulary; spelling, punctuation and grammar feature 
some inaccuracies. 


5-8 Limited understanding shown and much uncertainty, failing to make any valid 
comparisons or with many unsound judgements. The essay will make very little 
attempt to address the specific issues raised in the question. 
Little evidence of specialist vocabulary; spelling, punctuation and grammar are 
weak. 


0-4 Very weak, showing little or no understanding of the Shostakovich quartet 
and/or knowledge of the development of the string quartet in relevant eras. The 
essay will make no attempt to address the specific issues raised in the 
question. 
Little use of specialist vocabulary. Frequent errors in expression. 
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 (b) Extract 2 [Bars 238[III]-bar 6[IV]] 
 
  This extract begins at bar 238/Fig.38 and includes the beginning of 


the 4th movement 
 


 (i) Which instrumental effect is used on woodwind and brass 
instruments in the opening seven bars of the extract? Give a 
reason for the use of this effect here.  [2] 


 
  Instrumental effect   Fluttertonguing  
 
  Reason  Helps to create chilling (menacing, ominous, sinister etc.)  
  atmosphere that accords with sense of decline (contributes to the  
  coda’s transition into, and preparation for, the work’s “nadir” of  
  opening moments of “Winter/Death”) 
 


  (ii) Comment on Mathias’ use of rhythm/metre in bars 238-267/Fig.38- 
  3Fig.39.  
 
  [1 mark for each relevant comment with bar numbers/figures  
  where necessary] [2] 
 


 Despite being notated entirely in 4/4 there is little sense of 
a regularly recurring 4-beat bar   


 frequent (quaver/crotchet) triplet figures (e.g., bars 2404, 
249 (brass), 265-67) disrupt even the sense of a crotchet 
beat (cross rhythms between quavers and triplets) / 
similarly with (partially) syncopated statements of “12-
note” motif / in combination with triplets (e.g., bars 252-53, 
26-61) (stretto entries on strings starting in bars 251 do 
not follow same rhythmic outline)  


 repetitions of “12-note” motifs occasionally suggest 6/4 
metre rather than 4/4 (e.g., bars 2382-393→2394-2411)  


 polyphonic (rather than mere contrapuntal) nature of 
instrumental writing also obscures sense of regularly 
recurring beat  


 Constant juxtapositions and superimpositions of motif 
also tends to dislocate the rhythm/metre  


 
 
 (iii) Provide some information on the way in which Mathias establishe 


a sense of structure in bars 238-269/Fig.38-39 [4] 
 
  [1 mark for each relevant comment with location where necessary] 
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 Constant use of celesta motif in different forms provides 
sense of overall unity  


  sustained bass (pedal) notes demarcate various divisions 
of the section / regular pattern of ascending semitones 
(from F# (238) →G (250) → G# (258) → A (268))  


 G, G# and A pedals initiated by identically structured 
chords / with distinctly octatonic features / slightly at odds 
with the prevailing highly dissonant (atonal) harmonies 
that prevail in the section as a whole  


 chord on A is repeated two bars later (2693) in a totally 
octatonic form to suggest the change of harmonic style in 
the next, 4th movement 


 passages based on G and G# pedals also share very 
similar treatment of the celesta motif / transposed up a 
semitone, like the pedal 


 octatonic fanfares in bars 2682-69 also function as a kind 
of “mini coda/transition” to the section as a whole / have 
an almost cadential quality 


 
 (iv) Give three ways in which the celeste motif from the opening of the  
  movement (bars 12-21) is modified in the extract. State a bar  
  number(s) and, whenever possible, instrument(s) in your answers. [3] 


 


 Frequently transposed (e.g., Violins in 2454-2471 – starts 
on B (major 3rd higher) 


 RI versions (e.g., fl/celesta – bar 2401(2431))  


 also in diminution compared with coda’s opening in same 
bars (quavers→semiquavers )  


 augmentation (e.g., brass in bar 246→ in  minims/triplet 
crotchets) 


 R versions (e.g., WW in bars 250-51)   
 
 


 (v) Comment on the fanfare-like brass chords in bars 2682 
269/2Fig.39-1Fig.39. Why do you think Mathias has used these 
chords at this point in the third movement?  


 
  [1 mark for each relevant comment] [2+1  


 
   Chords 
 


 Present a new, homophonic texture in the “coda” / with a 
uniform sonority, which is also new  


 octatonic / Collection III (A semitone-tone version) / each 
“voice” outlines a diminished triad 


 triplet figure recalls same fanfares in, e.g., bar 8 of 1st 
movement / perhaps prefigured by prominent crotchet 
triplets in previous bars / derived from notes of 
“structural” octatonic chord at 2681   
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You now have 40 minutes to answer the following question. 
 
Q.2 What do you consider to be the main developments in the cantata from the 
Baroque  


 era to the present day in  
 
 (i) matters of form/structure 
 and 
 (ii) the use of voices/instruments?  
 
 Illustrate your discussion by referring to relevant cantatas from each era, with particular 
 reference to the 20th/21st centuries. Also include a brief comment on Mathias’ This 
 Worlde’s 
 Joie.     [25]  
 


Mark Criteria 


21-25 Relevant references to representative cantatas in the 20
th
/21


st
 centuries as 


compared with earlier cantatas are made. A convincing comparison with 
the Mathias and other works will be made and a genuine knowledge and 
understanding of both Mathias and works from various eras will be in 
evidence. The essay will fully address the specific issues raised in the 
question. 
Material is structured effectively and includes apt use of specialist 
vocabulary. Spelling, punctuation and grammar are secure. 


17-20 A less secure essay on the whole, showing a reasonable contextual 
knowledge and comparison, but offering less specific knowledge of works. 
An otherwise good essay but with only general comment regarding 
representative works from various eras would fall into this category. The 
essay will make a good attempt to address the specific issues raised in the 
question. 
Material is organised coherently and uses specialist vocabulary. Spelling, 
punctuation and grammar are generally secure. 


13-16 A satisfactory though somewhat incomplete answer, with an insufficient 
level of relevant comparison. Answers in this category generally 
demonstrate only adequate musical understanding and might show limited 
knowledge of developments in the genre in the chosen eras. The specific 
issues raised in the question are only partly addressed in the essay. 
Some use of specialist vocabulary; spelling, punctuation and grammar are 
reasonably secure. 


9-12 The material included lacks conviction and accuracy, resulting in a less 
than satisfactory answer, with little reference to representative works. The 
essay will make little attempt to address the specific issues raised in the 
question. 
Scant use of specialist vocabulary; spelling, punctuation and grammar 
feature some inaccuracies. 


5-8 Limited understanding shown and much uncertainty, failing to make any 
valid comparisons or with many unsound judgements. The essay will make 
very little attempt to address the specific issues raised in the question. 
Little evidence of specialist vocabulary; spelling, punctuation and grammar 
are weak. 


0-4 Very weak, showing little or no understanding of the Shostakovich quartet 
and/or knowledge of the development of the string quartet in relevant eras. 
The essay will make no attempt to address the specific issues raised in the 
question. 
Little use of specialist vocabulary. Frequent errors in expression. 
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