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ILD Analysis for Awarding 
 

The table below shows a detailed analysis of the performance of candidates on each item (question or part question) that can be used 
for comparing performance. 
The mean score will be close to the maximum mark if all candidates perform well on a particular item. Conversely, if candidates as a 
whole perform poorly on the item there will be a large difference between the mean score and the maximum mark. For questions with 
different maximum marks, the facility factor should be used to compare performance. 
The facility factor (F.F.) for an item expresses the mean mark as a percentage of the maximum mark (Max. Mark) and is a measure of the 
accessibility of the item. If the mean mark obtained by candidates is close to the maximum mark, the facility factor will be close to 100 
per cent and the item would be considered to be very accessible. Conversely, if the mean mark is low when compared with the 
maximum score, the facility factor will be small and the item considered less accessible to candidates. 
The Standard Deviation of the marks attained (S.D.) measures the spread of the data about the mean score. The larger the standard 
deviation is, the more dispersed (or less consistent) the candidate performances are for that item. An increase in the standard deviation 
points to increased diversity amongst candidates, or to a more discriminating paper, as the marks are more dispersed about the centre. 
For each item the table shows the number (N) and the Percentage of candidates who attempted the item (Attempt %) When comparing 
items on this measure it is important to consider the order in which the items appear on the paper. 

 
 
 

All Candidates performance across questions 
Question Title N Mean S D Max Mark F F Attempt % 

1 92 8.3 3.0 17 48.7 28.2 

2 92 5.2 2.3 10 51.8 28.2 

3 186 8.2 3.5 17 48.3 57.1 

4 186 5.6 2.4 10 55.6 57.1 

5 48 9.3 2.8 17 54.8 14.7 

6 48 6.1 2.4 10 60.8 14.7 

7 326 4.4 2.1 10 43.7 100.0 

8 194 8.6 2.4 15 57.5 59.5 

9 194 9.1 4.0 20 45.4 59.5 

10 132 8.6 2.4 15 57.5 40.5 

11 132 10.3 4.4 20 51.7 40.5 
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Candidate Performance By Medium Of Entry 
Medium Question 

Title 
N Mean S D Max Mark F F Attempt % 

ENGLISH 
MEDIUM 

       

 1 59 7.6 3.2 17 44.9 22.5 
 2 59 4.6 2.3 10 45.6 22.5 
 3 156 8.2 3.5 17 48.3 59.5 
 4 156 5.4 2.4 10 54.4 59.5 
 5 47 9.3 2.8 17 54.8 17.9 
 6 47 6.1 2.5 10 60.9 17.9 
 7 262 4.3 2.1 10 43.1 100.0 
 8 175 8.5 2.5 15 56.9 66.8 
 9 175 8.7 3.9 20 43.7 66.8 
 10 87 8.4 2.6 15 56.0 33.2 
 11 87 9.6 4.3 20 48.2 33.2 

WELSH 
MEDIUM 

       

 1 33 9.4 2.4 17 55.4 51.6 
 2 33 6.3 1.8 10 63.0 51.6 
 3 30 8.1 3.2 17 47.8 46.9 
 4 30 6.2 1.8 10 62.3 46.9 
 5 1 9.0  17 52.9 1.6 
 6 1 6.0  10 60.0 1.6 
 7 64 4.6 2.2 10 46.3 100.0 
 8 19 9.5 1.7 15 63.5 29.7 
 9 19 12.2 4.0 20 61.1 29.7 
 10 45 9.1 1.9 15 60.4 70.3 
 11 45 11.7 4.3 20 58.4 70.3 

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

 
2. Care must be taken when making judgements about performance where the number of candidates is small. 
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Answer either questions 8 and 9 or questions 10 and 11 
 
Area of Study A: Religious Choral music  [15] AO4 
 
10. You will hear two extracts from settings of the Gloria section of the Mass, the first 


completed in 1749 and the second in 1798. Compare the stylistic features of each 
extract. 


 
In your answer you may refer to: 


• Orchestration, use of instruments and voices 


• Harmony and tonality 


• Texture 


• Any other features you consider appropriate 
 


Each extract will be played 3 times with a 1 minute pause after both extracts have 
been played and a 15 minute silence after the final playing for you to complete your 
answer. 


 
You may make rough notes on this page and begin your answer on the following 
page. 


 
Text and translation 


 


Gloria in excelsis Deo 
et in terra pax hominibus bonae voluntatis. 
Laudamus te,   
benedicimus te,  
adoramus te, 
glorificamus te. 


Glory to God in the highest 
and on earth peace, good will to all men. 
We praise you,  
we bless you,  
we worship you,  
we glorify you. 


 
You may make rough notes on this page and begin your answer on the following page. 
 
Rough notes 


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


 
Answer 
You may divide your page into two columns, one for each extract, if you like. 


 
....................................................................................................................................... 
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Extract 1 
Bach B Minor Mass, Gloria 


1749 


Extract 2 
Haydn Nelson Mass, Gloria 


1798 


Orchestration/use of instruments and 
voices:  
 


• Full strings, continuo, 2 flutes 
(recorders) 2 oboes, bassoon, 
trumpets and timpani 


• Chorus (5-part) throughout (no solos) 


• Melodic material and focus is in 
trumpets (in imitation) in introductory 
ritornello – suitable for the 
triumphant, fanfare-like character of 
the this Gloria section of the mass 


• Upper strings and woodwind play 
arpeggiated semiquavers 


• Continuo and bass instruments keep 
pulse (with some suspended notes 
across bars) 


• Timpani underpin with I and V  


• Strings and woodwind continue with 
the semiquaver figuration, now heard 
in sequential imitation whilst trumpets 
punctuate with detached notes 


• Further sequences lead to end of 
instrumental ritornello with perfect 
cadence 


• Entry of choral altos (repeating 
opening trumpet theme) 


• Imitated by tenors and followed by 


• Entry of rest of chorus (in 
homophonic texture) 


• Orchestra continues with the 
imitative semiquaver figuration as 
accompaniment 


• Ritornello instrumental section with 
imitative sequential entries in strings 
and woodwind, brass punctuate with 
quavers 


• Choral entries this time in A 
(dominant) and starting in sop1, 
imitated two bars later   in sop 2 and 
followed by rest of chorus in 
homophonic statement as before 


• Instruments accompany by doubling 
vocal lines (in strings and bassoon) 
with added triadic semiquaver 
figuration in woodwind 


• Reduction of forces - no trumpets or 
timpani in this section  


Orchestration/use of instruments and 
voices: 
 


• Scored for full orchestra – strings, 1 
flute, 2 oboes, 2 clarinets, 1 bassoon, 
2 horns, 2 trumpets (in D), timpani, 
continuo 


• SATB soloists and SATB chorus 


• Starts with soprano soloist’s conjunct 
statement of “Gloria in excelsis Deo” 
with appropriately 


• Sparse instrumental accompaniment 
in strings only 


• Homophonic repeat of soprano’s 
statement by full chorus with 
appropriately 


• Fuller instrumental accompaniment 
doubling vocal lines with additional 
rising semiquaver scalic figure in 
lower strings and continuo 


• Further alternation of soprano solo 
phrases and full homophonic chorus 
with  


• Solo phrases accompanied by 
sparse strings only; tutti choral 
statements by fuller orchestration as 
above, with violins taking semiquaver 
decorative figuration alternatively 
with lower string’ scalic figure 


• Full choral statement of opening 
Gloria theme (melody in sopranos) 
with tutti orchestra, violins and flutes 
providing decorative version of the 
theme whilst rest of the orchestra 
double the vocal lines 


• Movement provided by quaver 
momentum in continuo and bass 
instruments 


• Reduction of instrumental forces at 
end of choral statement to just legato 
strings over held tonic D in bass. No 
keyboard (tasto solo) 


• Change of mood for next section of 
text – “Et in terra pax” with 
introduction of solo vocal lines 
starting with bass solo, imitated a bar 
later by solo tenor and answered by 
solo soprano’s phrase which begins 
with a long-sustained note 







 


© WJEC CBAC Ltd. 29 


• Further imitative entries in chorus on 
“in excelsis” with instruments 
accompanying as before 


• Return of Ritornello in orchestra bar 
65 (in dominant, A); theme in flutes 
and oboes with triadic additions in 
strings and countersubject in trumpet 
1 


• Further imitative choral entries on 
“Gloria” starting with tenor, then alto, 
bass, sop 1 and lastly sop 2 


• More sparse instrumental 
accompaniment – just strings at first 
with woodwind joining 


• Trumpets join and double last choral 
entry, continuing with imitation of the 
Ritornello theme 


• Short full choral homophonic 
utterance on Gloria followed by 


•  Further imitative choral entries on “in 
excelsis” doubled by decorative 
versions in strings and woodwind 
and punctuated by trumpet and 
timpani  


• Slowing of tempo, change of mood 
and reduction to chorus only in p 
homophonic statement of next 
phrase of text – “Et in terra pax” 


• Accompanied only by continuo at the 
start of this new section 


• Solo vocal section is accompanied 
by legato arpeggaic quaver figuration 
in upper strings with soprano phrase 
doubled by flute and oboe 


• Repeat of foregoing bass and tenor 
imitative entries in sequence up a 
step, this time continuing with phrase 
in plaintive descending 3rds, lines 
doubled in upper strings and oboes; 
repeated quavers in continuo 


• Strings take lead for change of mood 
with disjunct octave figuration, off 
beat accents creating drama 


• Tutti chorus picks up on the change 
of mood with a simplified repeat of 
the instrumental unison/octave 
statement starting on off beat and 
including accents for “Laudamus te” 


• Choral octave statement doubled in 
fuller quaver version in strings 


• Repeat of preceding choral and 
instrumental statements in rising 
sequence and next phrase of text 
leading to 


• Dramatic ff choral homophonic 
statement of “Glorificamus te” 
accompanied by 


• Full orchestral tutti D major harmony 
with sustained wind and busy 
triumphant semiquaver figuration in 
violins 


• Return of “te laudamus” octave-
based thematic material now in a 
fuller choral version with the melodic 
line in basses and added decoration 
and harmony in the other choral 
parts 


• Violins accompany with the original 
octave statements with clarinets 
doubling sops and altos 


• Continuation of vocal phrases 
doubled in woodwind leads to perfect 
cadence concluding this choral 
statement and extract with perfect 
cadence in dominant A 


• Increase of semiquaver figuration in 
violins towards cadence at end of 
extract 


• Brass and timpani only used to 
reinforce loud tutti homophonic 
statements 
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 • Effective use of alternating chorus 
and solo voices and also differing 
instrumental combinations of full 
orchestra, strings and wind or just 
strings 


• Basso continuo still (organ) but use 
of tasto solo as necessary  


• Instruments double vocal lines, but 
add decoration too (heterophonic) in 
violins 


Texture: 
 


• Imitative entries of Ritornello theme 
by trumpets at the start accompanied 
by semiquaver triadic figuration in 
strings and woodwind followed by 


• Sequential imitation of semiquaver 
figuration in strings and woodwind 
punctuated by trumpets 


• First episode –choral imitative entries 
(alto then tenor) followed by 


• Homophonic full 5-part choral entry 
on “Gloria in excess” 


• Contrapuntal instrumental link 


• Further imitative choral entries on 
“Gloria” (Sop1, sop2) interspersed 
with homophonic utterances on “in 
excelsis” 


• Contrapuntal instrumental 
accompaniment in strings and 
woodwind 


• Trumpet 1 – countermelody above 
Ritornello in woodwind in 
instrumental link 


• Further imitative entries moving 
through each choral section in turn 
(tenor, alto, bass, sop1, sop2)   


• Imitative entries of Ritornello theme 
in trumpets 


• Homophonic choral statements and 
final imitative entries in both chorus 
and strings and woodwind 
punctuated by trumpets in full vocal 
and instrumental texture  


• Contrasting reduction of texture at 
end for soft homophonic choral 
introduction of next phrase of text – 
“Et in terra pax” 


• Continuo accompaniment only here 


• Rich polyphonic texture overall 
commensurate with Bach’s style and 
mood of this Gloria movement 


Texture: 
 


• Short solo soprano opening phrase 
(monophonic) accompanied by 
strings 


• Answered by homophonic chordal 
statement in full SATB chorus with 
instrumental doubling and decorative 
scalic lower strings 


• Alternating textures of sparse solo 
soprano and strings with fuller tutti 
homophonic chorus and orchestra 


• Complete tutti texture for 
homophonic choral Gloria statement 
with scalic decorative figuration in 
violins and flutes 


• Contrasting texture of just undulating 
string quaver accompaniment over 
sustained bass tonic and sustained 
chords in wind for  


• Solo vocal section starting with  


• Imitative solo vocal entries (bass 
then tenor) answered by soprano 
solo first time 


• Continuation of second imitative 
phrase for bass and tenor as a 
plaintive duet, often in 3rds or 6ths 


• Change of texture to octave strings 
alternating with full choral octaves 
leading to 


• Full homophonic choral and 
orchestral outburst for “Gloria in 
excelsis” with decorative semiquaver 
strings  


• Repeat of octave texture in chorus 
with doubling in clarinets and 
decorative version (heterophonic) in 
strings leading to perfect cadence in 
A (dominant) at end of the 
section/extract 


• Use of monophonic, homophonic, 
imitative and heterophonic textures 
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• Some doubling of choral lines by 
instruments, but independent 
material for both also 


• Also some antiphonal contrasts of 
vocal solo and tutti chorus sections 


• Orchestral parts often double vocal 
parts, or add more decorative 
versions; some clear subordinate 
accompanying textures for strings 
(e.g. opening) 


Harmony and tonality: 
 


• Major (D major) opening, the bright 
major key and triadic harmony 
underlining the triumphant nature of 
this Gloria movement 


• Clear I – V harmonies at start 
confirming key 


• Sequential progressions tonicising E 
minor then back to tonic D.  


• Clear harmonic progression at end of 
instrumental ritornello (ii Ic V I) and 
perfect cadence (with anticipation 
note) in tonic key (D major) 


• Tonic continues for first choral 
entries with imperfect cadence in 
tonic (bar 33) 


• Sequential harmonic movement 
tonicising B minor on the way to 
dominant key A major for next choral 
entries 


• Repeat of the above with clear 
cadence in dominant A major (bar 
65) 


• Instrumental ritornello confirms A 


• Choral entries then move through E 
minor, back to D with clear use of I 
and V in that key 


• Repeat of above progression with 
clear perfect cadence in tonic D 
major to end the Gloria section 


• Extract ends with introduction of C 
naturals and move to G major, 
contrasting calmer key for the 
change of mood for “Et in terra pax” 


• Clear cadences (imperfect and 
perfect) and expected modulations 
and harmonic progressions 


• Use of harmonic sequences 


• Some use of suspensions at the start 
and 7ths  


• Much triadic harmony  


Harmony and tonality: 
 


• Major (D major) opening, this 
traditionally triumphant key suitable 
for the character of this Gloria 
movement 


• Clear use of primary harmonies with 
use of chord ii also 


• Opening I – V solo statement 
repeated tutti, with additional 
chromatic passing note D sharp  


• Further clear use of primary 
harmonies and elongated chromatic 
D sharp leading to clear Ic V I 
cadence in tonic D major 


• Repeat of this section tutti chorus 


• Held tonic D for solo entries and 
move away from tonic with flattened 
C and D sharp this time modulating 
to E minor via perfect cadence 


• Repeat of previous harmonic 
sequence up a tone with held E tonic 
now and addition of chromaticism 
tonicising C major briefly  


• C major is then turned into an 
augmented 6th chord with addition of 
A sharp resolving onto B major 
harmony, constituting V of E minor 
and return to that key 


• Rising chromatic bass leading 
through IV (A minor harmony) 
cadencing in E minor with Ic V7 
perfect cadence 


• In contrast to preceding colourful 
harmonies, there follows unison 
writing outlining i and V9 harmony in 
E minor at first, then chromatically 
rising to repeat this harmonic 
progression up a tone in F sharp 
minor before dramatic move down a 
third to ff tutti homophonic statement 
of Gloria back in tonic D major 
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• Continuo underpins harmonic 
direction clearly 


 


• Quick move via secondary dominant 
harmony (E7) to dominant key A 
major and repeat of I and V 
harmonies in that key using the 
octaves thematic material 


• Introduction of G natural and 
descending bass line as if heading to 
D, but tonality stays firmly in the 
dominant A with strong perfect 
cadence (Ic V I) to end 


• Clear primary harmonies for much of 
the time but also some modulation 
and tonicisation of keys (A, E minor, 
F sharp minor) with a little use of 
chromatic colouring and 7th, 9th and 
one augmented 6th chord 


• Continuo and bass line still clearly 
underpin harmonic movement 


Any other features: 
 


• 3/4 {triple} metre 


• Brisk tempo and triple feel 
appropriate for the mood of this 
Gloria movement 


• Rhythmic momentum achieved by 
continuous semiquaver movement  


• Strong underlying pulse by continuo 
and bass instruments 


• Some syncopation {hemiola} at 
cadences adding to rhythmic 
momentum 


• Trumpets and timpani often 
emphasise beat  


• Fortspinnung of melodic material 
typical of this style resulting in 


• Lack of clear balanced phrases 


• Use of Ritornello structure typical of 
high Baroque style with clear 
sections for instruments and chorus 


• Use of both melismatic and choral 
word setting 


• Dynamics are as a result of the 
textural changes 


• Rising nature of opening thematic 
material – appropriate for the 
triumphant nature of the music 


• Opening quite disjunct, the triadic 
statement appropriate for the mood 
and words (Gloria) 


• Some contrasting conjunct 
semiquaver melodic movement for 
melismatic passagework 


Any other features: 
 


• 4/4 metre 


• Brisk allegro tempo in keeping with 
character of this Gloria movement 


• Specific details of dynamics – 
sometimes dramatic contrasts of f 
and p – and articulation with clear 
contrasts of legato phrasing, 
marcato, accents and occasional 
gradations of dynamic 


• Variety of durational values including 
some dotted rhythms, with 
momentum ensured by quaver 
movement and semiquaver figuration 


• Some dramatic rhythmic changes 
with the use of off beat fzs creating 
syncopated feeling 


• Syllabic word setting only in chorus; 
some melisma in solo sections 


• Predominance of conjunct melodic 
movement with some contrasting 
disjunct movement in the octave 
thematic material 


• Use of both triadic and scalic lines 


• Clearer, more balanced phrase 
structure in keeping with its classical 
style 


• Word painting seen in the use of 
clear 2-bar opening phrase 
emphasizing the tonic note and 
ensuing choral repetitions 


• Structure as a result of text setting 


• Contrasting material now present – 
typical of classical style 
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• Scalic and triadic melodic movement 
present 


• Bass outlines notes of the harmonies 


• Little dissonance 


• One mood (affection) as typical of 
this style (until next section with 
change of text begins 


 


AO4 
Use analytical and appraising skills to make evaluative and critical judgments 


about music 


Band Criteria 


5 


13-15 marks 


• A highly perceptive answer which presents a detailed comparison of the 
stylistic features of the two extracts. 


• There is thoughtful use of specialist vocabulary with detailed and 
accurate reference to the two works. 


4 


10-12 marks 


• A generally secure answer which presents a reasonable comparison of 
the stylistic features of the two extracts. 


• There is appropriate use of specialist vocabulary, with general reference 
to the two works 


3 


7-9 marks 


• An inconsistent answer, with some comparison of the stylistic features of 
the two extracts. 


• There is some use of appropriate specialist vocabulary, but the 
references to the two works lack detail. 


2 


4-6 marks 


• A basic answer with little explanation comparison of the stylistic features 
of the two extracts. 


• There is some use of specialist vocabulary and a few references to the 
two works. 


1 


1-3 marks 


• A limited answer with little or no comparison of the stylistic features of 
the two extracts. 


• There is very little accurate use of specialist vocabulary or reference to 
the two works. 


0 
0 marks 


• No response worthy of credit. 
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Or,


Area of Study A: Religious Choral Music


10. You will hear two extracts from settings of the Gloria section of the Mass, the first completed 
in 1749 and the second in 1798. Compare the stylistic features of each extract.


 In your answer you may refer to:


 • Orchestration, use of instruments and voices
 • Harmony and tonality
 • Texture
 • Any other features you consider appropriate [15]


 Each extract will be played 3 times with a 1 minute pause after both extracts have been 
played and a 15 minute silence after the final playing for you to complete your answer.


 You may make rough notes on this page and begin your answer on the following page.


 Text and translation


Gloria in excelsis Deo
et in terra pax hominibus bonae voluntatis.
Laudamus te,
benedicimus te,
adoramus te,
glorificamus te.


Glory to God in the highest
and on earth peace, good will to all men.
We praise you,
we bless you,
we worship you,
we glorify you.


 Rough Notes . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
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 For your answer you may divide the page into 2 columns, one for each extract, if you wish.
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		Q8 bAND 5 Comments


















harven

Sticky Note

Good use of columns here. The candidate can also use columns in the main answer.Band 4. A generally secure answer with a reasonable comparison of the stylistic features of the two extracts.
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		Q8 Band 4 Comments






















harven

Sticky Note

Good to see rough notes being used in two columns, lots of detail contained here.Band 5. A detailed comparison here, laying it out in columns makes it clear for the examiner to see the points made. This candidate is using detailed bullet points and this is a good choice.
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		Q8 bAND 5 Comments
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		Q10 Band 4 comments
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		Q10 Band 5 comments
















		Q10 band 2 (1)

		Q10 Band 2 Comments 


















harven

Sticky Note

Use of columns here, good practice.Band 4. The columns help with the clarity in this answer making it easier for the candidate in time management and easier for the examiner to reward marks. A generally secure answer here with areasonable comparison of the two extracts.
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		Q10 Band 4 comments


















harven

Sticky Note

Good use of columns, lots of good informaon evident through the listening.Band 5. This is answered using prose rather than columns/bullet points. Personal choice from candidate, consider their handwriting, quality of written  communication etc. This is a highlyperceptive answer, mentioning suspensions in the harmony for example.
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		Q10 Band 5 comments
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Sticky Note

Band 2. Columns used which is good for clarity and organising the answer, also good for time management. However, in this instance a basic answer with little explanation or comparison between the two extracts.
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Answer either questions 8 and 9 or questions 10 and 11 
 
Area of Study A: The Symphony 
 
8. You will hear two extracts taken from symphonies, both of which are in major keys. 


The first was composed in 1774 and the second in 1812. Compare the stylistic 
features of each extract.  [15] AO4 


 
In your answer you may refer to: 


• Orchestration/use of instruments 


• Harmony and tonality 


• Texture 


• Any other features you consider appropriate 
 


Each extract will be played 3 times with a 1 minute pause after both extracts have 
been played and a 15 minute silence after the final playing for you to complete your 
answer. 


 
You may make rough notes on this page and begin your answer on the following 
page. 


 
Rough notes 
....................................................................................................................................... 


 
Answer 


 
You may divide your page into two columns, one for each extract, if you like. 
 


 


Extract 1 
J C Bach Symphony in Bb, mvt 1 


1774 


Extract 2 
Beethoven Symphony no 8 in F, mvt 1 


1812 


Orchestration/use of instruments and 
texture: 
 


• Classical orchestra including full 
double woodwind and horns 


• Opens with loud tutti chordal 
statement 


• Opening subject taken by piano 
violins with light repeated note 
accompaniment in viola, interspersed 
with 


• Repeat of opening tutti chords and 
repeat of string theme 


• Contrast continues with loud tutti 
statement in violins, this time 
doubled by flutes 


• Repeating quaver accompaniment in 
lower strings and bassoons, offbeat 
chords in oboes and clarinets and 
repeated semiquavers in 2nd violin 


Orchestration/use of instruments and 
texture: 
 


• Larger orchestra 


• Has double w/w, 2 horns, 2 trumpets, 
timpani and full strings 


• Opens with f tutti phrase – clear 2 + 2 
bars 


• Violins take the melodic line, second 
two bars doubled by w/w 


• Contrasting p answering phrase 
taken by w/w and horns only with 
melody in clarinets 


• f tutti repeat of answering phrase, 
tune in violins and continuation 


• Theme continues in violins with busy 
semiquaver accompaniment in 2nd 
violins and violas, quaver pattern in 
cellos and basses and detached 
homophonic chords in wind and 
brass 
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• Use of octaves in most instruments 
with sustained notes in clarinets 
towards end of this (transition) 
section 


• Sustained chords in winds and low 
strings alternating every other bar, 
with second theme (in dominant) in 
1st violins, more decorative 


• Staccato accompaniment in violin 2 
and viola 


• Violins still predominate in taking 
melodic material 


• Detail of articulation (detached) 


• Semiquaver scalic passagework and 
dotted rhythm patterns in violins, 
some doubling in simplified form by 
wind 


• Momentum achieved by repeating 
quavers in lower strings and 
bassoons 


• Theme 3 – again 1st violins with wind 
sustained chordal accompaniment 


• At the end of the extract, some 
independent melodic material for 
flutes and oboes, answered by 
clarinets and bassoons, with violins 
accompanying with repeated quavers 


• All arco string writing 


• Later wind and brass double 1st 
violins’ melody in full rich 
orchestration 


• Culminates in detached tutti chords 
with emphasized off beat 


• Cords echoed in p upper strings only 
then bassoon added as violins take 
lyrical legato p second subject 
(surprisingly in D) 


• Repeat of this subject then (in 
expected dominant key C) by flute, 
oboe and bassoon with strings 
chordal accompaniment 


• Leads to sustained wind chords and 
staccato quaver triads in alternating 
low and upper strings 


• Tutti ff sf and staccato chords and 
dotted figuration 
(hemiola/syncopation) 


• Contrasting p legato theme 3 in flutes 
and oboes with undulating imitative 
quaver accompaniment in violins 


• Repeat of previous ff tutti dotted 
rhythm chordal figuration followed by 
contrasting p melodic material now in 
bassoons, viola and cellos 


Harmony and tonality: 
 


• Major key (B flat major) 


• Tonic clearly established at start and 
underpinned with repeated tonic in 
viola 


• First section very straightforward 
harmonically with predominance of I 
and V  


• Modulation to dominant  


• Further clear use of V I and primary 
harmonies in new key F major 


• Confirmation of this key with 
repeated quaver tonic in middle 
strings 


• Moves back to B flat original tonic 
(showing its embryonic use of sonata 
form and key scheme) 


• Dominant note (F) then repeated by 
violins under wind figuration 


• Finishes on imperfect cadence in 
tonic B flat 


• Very straightforward harmony and 
tonality  


Harmony and tonality: 
 


• Major key (F major) 


• Tonic clearly established with I – V 
harmonic progression for opening 
statement 


• Antecedent (in winds) moves from V 
to I 


• Repeat of V - I  


• Tonic chord for start of theme 2 in 
violins 


• Still clear harmonic progress with 
predominance of primary triads – I-
IV-ii-V7 


• Repeat of previous progression with 
repetition of Bb7 2nd inversion 


• Step down to A7 and resolution onto 
D for next theme in violins 
(unexpected modulation and key) 


• Quick move through G7 (1st 
inversion) and sequentially through 
dim 7th to G7 leads to repetition of 
theme in the expected key, dominant 
C major 
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• Clear cadences – perfect and 
imperfect only 


• Further use of dim 7ths harmony 
before perfect cadence back into C 
followed by plagal progression in C 


• Underpinned by repeated Fs 


• Theme 3 in wind is in C, with some 
chromatic decoration. 


• Repeat of previous progression 
ending with perfect cadence 
confirming the dominant C 


• Clear cadences and straightforward 
harmony overall with a little 
chromaticism and unexpected twists 
of harmony (D major) 


• Some 3rd related harmonic and tonal 
shifts, typical of Beethoven 


Texture: 
 


• Tutti chordal texture to begin 
followed by sparse 
homophonic/melody and 
accompaniment texture with violin 
taking melody 


• Tutti but still homophonic with tune in 
violin 1 (doubled by flute) and 
accompanied by the rest of the 
orchestra 


• Much use of repeating quavers in 
string accompaniments, achieving 
sense of momentum 


• Winds often accompany with chords 
or sustained notes 


• Some use of octaves in transition 
section 


• Very much strings oriented with wind 
doubling or accompanying tune in 
violins 


• Short use of imitative figuration in 
flutes and oboes at the end 


• Quite a few repeated tonic and 
dominant notes – not really pedals as 
harmonies not changing/dissonant 
above 


• No dramatic contrasts of texture; 
mainly tune and accompaniment 


Texture: 
 


• Tutti homophonic texture to begin 
with tune in violins and chordal 
accompaniment elsewhere 


• Contrasting sudden reduction of 
texture to wind only, with tune in 
clarinets 


• Repeat of tutti with tune in violins 


• Detached chordal accompaniment in 
winds 


• Semiquaver and quaver repeated 
accompaniment figures in lower 
strings outlining harmonies 


• Accompanying wind chords become 
sustained 


• Further sudden textural contrasts 
with detached string chords joined by 
bassoons whilst violins take the tune  


• Reversal of roles with tune moving to 
woodwind and strings taking the 
chordal accompaniment 


• Sustained wind chords and rising 
quaver figuration in strings 


• Tutti detached homorhythmic chords 
followed by  


• Reduction in texture to contrasting 
legato melodic line in winds with 
flowing imitative quaver 
accompaniment in violins 


• Repeat of previous two textural 
sections 


• Predominantly homophonic in texture 
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Any other features of interest: 
 


• Duple time 


• Fast – typical of 1st movement 


• Clear use of keys to define thematic 
material and structure 


• Some evidence of early sonata form 
but return to tonic key shows it is 
embryonic as yet 


• Typical of early classical style with 
use of short phrase lengths  


• Galant style 


• Contrasting dynamics  


• Use of scalic melodic material – 
typical of early style 


• Much repetition 


• Fairly narrow range to melodic 
material 


• Pedals and triadic accompaniments 


• Some melodic decoration 


• Details of articulation 


• Straight forward rhythmically; some 
dotted rhythms introduced 


• Mostly string dominated, but some 
independent use of w/w at the end 


Any other features: 
 


• Triple time 


• Fast movement – typical of 1st 
movement 


• Use of off beat accents and 
syncopation and generally more 
variety and dramatic use of rhythm 


• Detail of articulation and dynamics 
with some sudden dramatic outbursts 
and quite long crescendos 


• Use of GP (dramatic) 


• Phrase structure less predictable 


• Sonata form aspects clearly present 
with clearly defined themes 
(contrasting) and keys but with some 
harmonic and tonal surprises 
attesting to the more Romantic 
elements of style 


• Some use of pizzicato strings 


• Melodic lines not as predictable in 
phrasing, with some chromaticism 
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AO4 
Use analytical and appraising skills to make evaluative and critical 


judgments about music 


Band Criteria 


5 


13-15 marks 


• A highly perceptive answer which presents a detailed comparison of 
the stylistic features of the two extracts. 


• There is thoughtful use of specialist vocabulary with detailed and 
accurate reference to the two works. 


4 


10-12 marks 


• A generally secure answer which presents a reasonable comparison of 
the stylistic features of the two extracts. 


• There is appropriate use of specialist vocabulary, with general 
reference to the two works 


3 


7-9 marks 


• An inconsistent answer, with some comparison of the stylistic features 
of the two extracts. 


• There is some use of appropriate specialist vocabulary, but the 
references to the two works lack detail. 


2 


4-6 marks 


• A basic answer with little explanation comparison of the stylistic 
features of the two extracts. 


• There is some use of specialist vocabulary and a few references to the 
two works. 


1 


1-3 marks 


• A limited answer with little or no comparison of the stylistic features of 
the two extracts. 


• There is very little accurate use of specialist vocabulary or reference to 
the two works. 


0 
0 marks 


• No response worthy of credit. 
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Either,


Area of Study A: The Symphony


8. You will hear two extracts taken from symphonies, both of which are in major keys. The 
first was composed in 1774 and the second in 1812. Compare the stylistic features of each 
extract. [15]


 In your answer you may refer to:


 • Orchestration/use of instruments
 • Harmony and tonality
 • Texture
 • Any other features you consider appropriate


 Each extract will be played 3 times with a 1 minute pause after both extracts have been 
played and a 15 minute silence after the final playing for you to complete your answer.


 You may make rough notes on this page and begin your answer on the following page.


 Rough Notes . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
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Turn over.(2660U30-1)


 For your answer you may divide the page into 2 columns, one for each extract, if you wish.
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