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8 52 4.5 2.0 10 44.8 16.4

7 52 5.3 2.2 10 52.7 16.4

13 95 7.1 3.3 15 47.1 30.0

9 316 4.1 2.1 10 41.2 99.7

12 108 7.3 3.6 15 48.5 34.1

11 220 6.1 3.7 15 40.6 69.4

10 209 5.7 3.8 15 37.9 65.9

2 75 6.5 3.3 20 32.7 23.7

1 241 7.6 4.8 20 38.1 76.0

6 148 5.8 1.7 10 58.3 46.7

5 148 3.9 2.0 10 38.7 46.7

4 117 5.4 1.7 10 53.8 36.9

3 117 4.0 1.6 10 39.6 36.9

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

Performance across questions Performance By Medium Of Entry Performance By Entry Status

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.



Item Level Data 

4 53 6.0 1.7 10 60.0 55.2

5 37 3.1 1.7 10 30.5 38.5

6 37 5.7 1.9 10 57.3 38.5

1 73 7.6 4.1 20 38.2 76.0

2 23 6.1 2.3 20 30.4 24.0

3 53 3.9 1.6 10 39.4 55.2

7 6 5.5 1.8 10 55.0 6.3

11 46 7.8 3.1 15 52.0 47.9

12 63 6.9 3.7 15 45.8 65.6

13 50 7.3 3.5 15 48.4 52.1

8 6 5.5 1.5 10 55.0 6.3

9 96 4.0 2.1 10 40.2 100.0

10 33 5.7 3.4 15 38.0 34.4

WELSH 
MEDIUM

13 45 6.8 3.1 15 45.6 20.4

4 64 4.9 1.6 10 48.8 29.0

5 111 4.1 2.0 10 41.4 50.2

6 111 5.9 1.7 10 58.6 50.2

1 168 7.6 5.0 20 38.0 76.0

2 52 6.8 3.6 20 33.8 23.5

3 64 4.0 1.6 10 39.7 29.0

10 176 5.7 3.9 15 37.9 79.6

11 174 5.6 3.7 15 37.6 78.7

12 45 7.8 3.6 15 52.1 20.4

7 46 5.2 2.3 10 52.4 20.8

8 46 4.3 2.0 10 43.5 20.8

9 220 4.2 2.1 10 41.6 99.5

ENGLISH 
MEDIUM

Candidate Performance By Medium Of Entry
Medium Question 

Title
N Mean S D Max Mark F F Attempt %

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.


	WJEC 2018 Online Exam Review
	A level Music
	Item Level Data
	Section A Question *4/6
	Mark scheme
	Example 1
	Example 1 marked

	Example 2
	Example 2 marked


	Section B Question 11/13
	Mark scheme
	Example 1
	Example 1 marked

	Example 2
	Example 2 marked














		Blank Page
















		Blank Page












		Blank Page










11 
© WJEC CBAC Ltd. 


4. You will now hear an extract from Send away the tigers by the Manic Street 
Preachers. The extract will be played 3 times with a 1 minute pause between each 
playing and a 7 minute silence after the final playing for you to complete your 
answer.  [10][AO4] 


 


"You now have 1 minute to read the questions" is also on CD. 
 


The lyrics of the extract are printed below. 
 


1. There’s no hope in the colonies, 
2. So catch yourself a lifeline. 
3. Things have gone wrong too many times,  
4. So catch yourself a slow boat to China.  
5. Fixing some holes from the tiger claws,  
6. All your tears will be trembling. 
7. Stick those teeth into my back. 
8. Seasonal beasts keep them at bay. 
9. Can’t something go right? 
10. Little things change people’s lives. 
11. Hostile words won’t fill your eyes, 
12. Same noise left to destroy. 
13. Loathsome smile, head full of forevers, 
14. Will tomorrow bring some perfection? 
15. The zoo’s been overrun in Baghdad, 
16. Tiger claws still in my back. 
17. So, send away the tigers, 
18. Because we’re lonely and we’re desperate. 
19. So, send away the tigers, 
20. Because they’re creeping up and dangerous. Oh! 
21. I’ve got problems. I’ve got too many of them. 
22. Throw away your yesterdays. I did it all for you. 
23. Blank horizons and hotel rooms, 
24. Cheap whisky and god-awful truths. 
25. Look at me, I’m honest and I’m free. 
26. I was born to underachieve.  


 


[Lines 17-20 repeated here] 
 


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


 


The response should include explanation of The Manic Street Preachers’ use 
of instruments in the extract, relating it to the song’s structure by referring to 
points such as the following: 


 


 Intro – begins with solo synth organ playing 3 chords (relating to those 
used at start of verse); timbre is changed slightly right at end of final chord 
(brightens) to lead into guitar entry. Solo electric guitar plays its own 
version of organ chords – bass now moves down in step; new rhythmic 
motif introduced in upper part later. Followed by heavier guitar sound in 
next phase of intro. Prefixed by repeated semiquaver motif with distorted 
palm muting on second guitar. New 2-bar guitar (pentatonic) solo 
introduced here; kit also enters on first beat (cymbal and typical heavy rock 
riff).  
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 Verse 1 (lines 1-8) – Guitar accompaniment very similar to that in intro, but 
rhythmic element reduced; bass guitar simply plays descending bass line – 
at first in minims, later in dotted crotchet-quaver rhythm; kit continues with 
basic rock riff.  


 Verse 2 (lines 9-16) – very similar to Verse 1, but dynamic drum and guitar 
fills create more excitement leading into Chorus.  


 Chorus 1 (lines 17-20) – fuller texture, with guitars more prominent in the 
mix; cymbal used more frequently on kit; sustained guitar chord on Oh! 
(line 20) dissipates sense of excitement, but return of palm muted distorted 
rhythmic figure from intro prefixes same 2-bar pentatonic guitar solo to 
lead into next verse..  


 Verse 3 (lines 21-26) – very similar to Verses 1&2.  


 Chorus 2 – more rhythmic activity/effects on guitars; ends with same palm 
muted figure, but repetition of “Oh!” followed by guitar/kit fills to lead into 
instrumental section.  


 Guitar solo – contains techniques typical of heavy rock – e.g., distortion, 
slides, tremolo effect; kit continues with standard rock riffs.  


 
Features of Manics style include those associated with heavy rock mentioned 
above – e.g., distorted guitar and standard drum riffs – cf. “Slash and Burn” or 
“Nat West-Barclays-Midlands-Lloyds”; guitar riffs and effects – e.g., “This is 
Yesterday”;  also: 
 


 Harmony is almost entirely diatonic – occasional use of VofV in Chorus (cf. 
“Born to end”). Verses use descending bass lines while Chorus is mostly 
based on circle of 5ths progression – cf. “Motorcycle Emptiness” for 
similar progressions and “simple” bass guitar line.  


 In tonic key throughout – though dominant is tonicised in Chorus – cf. 
“Enola/Alone” for use of chords and similar “Oh!” tag at end of chorus. 


 Melodic line in Verses is busy, parlando-like (e.g. repeated notes and 
repeated rhythmic motifs) – similar agitated melodic line as in, e.g., 
“Motown Junk”; Choruses are more lyrical – melodic line more conjunct, 
higher tessitura. 


 Backing vocals – used sparingly in Verses 1, 2 & 3 – join in in harmony for 
lines 5-6/13-14/23-24; used more in Chorus but further back in mix – similar 
use of vocals in “ifwhiteamerica”; vocal effects utilized more on solo voice 
in chorus – particularly line 20 with its delayed effects – cf. vocal (and 
instrumental) effects in “This is Yesterday”.  
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Band  


5 9-10 marks 


 A perceptive and detailed explanation of the use of instruments in 
the extract with accurate and detailed reference to the song’s form. 


 Appraisal will show a comprehensive contextual knowledge, with at 
least one relevant example explored in detail 


4 7-8 marks 


 An accurate and convincing explanation of the use of instruments in 
the extract showing a very good understanding of the song’s form.  


 Appraisal will show a very good contextual knowledge, with at least 
one relevant example explored in detail 


3 5-6 marks 


 A general explanation of the use of instruments in the extract 
showing a good understanding of the song’s form. 


 Appraisal will show adequate contextual knowledge, with at least 
one relevant example explored generally 


2 3-4 marks 


 An inconsistent explanation of the use of instruments in the extract 
showing some understanding of the song’s form. 


 Appraisal will show some contextual knowledge, with at least one 
relevant example explored generally 


1 1-2 marks 


 A limited explanation of the use of instruments in the extract 
showing little understanding of the song’s form. 


 Appraisal will show little or no contextual knowledge 


0 0 marks 


 No response worthy of credit 


 
If no further songs are referenced subtract 2 from the mark awarded.  
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6. Next, you will hear part of Bless the Lord from Godspell by Stephen Schwartz. The 
extract will be played 3 times with a 1 minute pause between each playing and a 7 
minute silence after the final playing for you to complete your answer.  [10][AO4] 
 
"You now have 1 minute to read the questions" is also on CD. 
 
The lyrics of the extract are printed below: 
 
1. O, bless the Lord, my soul! 
2. His grace to thee proclaim! 
3. And all that is within me join 
4. To bless His holy name. Oh, yea! 
5. O, bless the Lord, my soul! 
6. His mercies bear in mind! 
7. Forget not all His benefits, 
8. The Lord to thee is kind. 
9. He will not always chide; 
10. He will with patience wait; 
11. His wrath is ever slow to rise, 
12. And ready to abate. (Repeated several times) Oh Yea! (Oh, bless the Lord.) 
13. He pardons all thy sins. 
14. Prolongs thy feeble breath; 
15. He healeth thine infirmities 
16. And ransoms thee from death, Oh yea! 
17. He clothes thee with His love; 
18. Upholds thee with His truth; 
19. And, like an eagle, He renews 
20. The vigour of thy youth. 
21. Then bless His holy name, 
22. Whose grace hath made thee whole, 
23. Whose love and kindness crowns thy days. 
24. Oh, bless the Lord, my soul. (Repeated several times) 
 
Explain Schwartz’s use of different musical styles in the extract, mentioning any 
features you consider significant. Also comment on at least one other work by 
Schwartz that uses a mixture of musical styles.  
 
The response should include explanation of how Schwartz has used different 
musical styles in the extract, referring to points such as the following:  
 


 Different styles help underline the form of the piece:  A1 [lines 1-8] - B1 
[lines 8-12] -A2 [lines 13- 20] -B2 [lines 20-23] – Coda [line 24]   


 styles initially presented in contrast with one another then progressively 
combined   


 A1 – Jazz-like, with swing/shuffle rhythm; modal (dorian with one aeolian 
moment) [accept minor]; chord progressions avoid dominant; backing 
dominated by piano; bass guitar accentuates swing beat, but drum kit add 
suggestion of rock with emphatic snare drum on beats 2&4; vocal part 
constantly anticipates beat – very syncopated.  


 B1 – Changes to (tonic) major key (dominant plays important role here), but 
retaining one modal element (flat 7th); tonic pedal repeated in (straight) 
quavers in bass guitar; faster, in heavy rock style (but with strong gospel 
element, especially with its antiphonal/call and response effects between 
solo vocalist and choir); electric guitar added – rock style, including 
feedback.  
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 A2 – begins with jazz-like improvisatory line, but now contains some 
elements from B1 - e.g., electric guitar with feedback (more associated with 
rock) and choral antiphonal responses to solo vocal (typical of gospel).  


 [B2 much the same as B1]  


 Coda – combines all three styles in even faster tempo – e.g., lyrics from A1 
now set to melody that recalls that in B1 (more conjunct); in major key, but 
the modal element from B1 is now more pronounced; strongly syncopated 
vocal line combined with tonic pedal and rock rhythms; alternates with (A) 
minor/modal phrase with harmonies derived from A sections. 


 
Reference to other works in support of the observations above could include 
appropriate examples from works such as: 
 
Pippin:  


 e.g., “Glory” – gospel feel at start with some almost classical moments 
(e.g., “Carmina Burana”); moves to a jazzy swing style; then to a type of 
comical instrumental (dance) section in “soft shoe shuffle” style 
(“Shout it out”); finally returns to opening “Glory” music.  


 “Simple Joys” – guitar-based folk-rock style – contrasts with “Magic to 
do”, which is very much a stylish 70s pop song very reminiscent, both 
harmonically and instrumentally, of Carole King; later entry of chorus 
adds a more authentic Broadway sound/idiom to the pop style.  


 “War is a science” – a real mixture of musical styles – beginning in a 
circus/vaudeville-type style before moving into a section more 
reminiscent of (comic) operetta - particularly Gilbert and Sullivan - with 
its recitative/patter-song delivery; includes a military march (Sousa-like) 
in a shuffle rhythm. 


 
The Magic Show: 


 e.g., “Solid Silver Platform Shoes” – a duet in a ‘50s rock ballad style 
(influenced by the folk song “Mockingbird” as performed by James 
Taylor and Carly Simon); but also contains a disco element in the song 
(influenced by Donna Summer).  


 “West End Avenue” is very different, with a strong Bernstein influence; 
mostly in 7/4 but with sections in changing metre – very syncopated, 
with some dissonant harmonies – e.g., at the end. 


  “Lion Tamer”, on the other hand, includes simple harmonies, though 
with some rather unexpected tonicisations.  


 “Style” opens with a recitative-like section before breaking out into 
reggae style, with a bass/drum groove and use of Hammond organ. 
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Band  


5 


9-10 marks 


 A perceptive and detailed explanation of the use of different musical 
styles in the extract 


 Appraisal will show a comprehensive contextual knowledge, with at 
least one relevant example explored in detail 


4 


7-8 marks 


 An accurate and convincing explanation of the use of different 
musical styles in the extract 


 Appraisal will show a very good contextual knowledge, with at least 
one relevant example explored in detail 


3 


5-6 marks 


 A general explanation of the use of different musical styles in the 
extract  


 Appraisal will show adequate contextual knowledge, with at least 
one relevant example explored generally 


2 


3-4 marks 


 An inconsistent explanation of the use of different musical styles in 
the extract 


 Appraisal will show some contextual knowledge, with at least one 
relevant example explored generally 


1 


1-2 marks 


 A limited explanation of the use of different musical styles in the 
extract 


 Appraisal will show little or no contextual knowledge 


0 
0 marks 


 No response worthy of credit 


 
If there is no discussion of further works subtract 2 from the mark awarded 
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Examiner
only


4.	 You will now hear an extract from Send Away the Tigers by the Manic Street Preachers. The 
extract will be played 3 times with a 1 minute pause between each playing and a 7 minute 
silence after the final playing for you to complete your answer.	 [10]           


	 The lyrics of the extract are printed below.


	 1.	 There’s no hope in the colonies,
	 2.	 So catch yourself a lifeline.
	 3.	 Things have gone wrong too many times, 
	 4.	 So catch yourself a slow boat to China. 
	 5.	 Fixing some holes from the tiger claws. 
	 6.	 All your tears will be trembling.
	 7.	 Stick those teeth into my back.
	 8.	 Seasonal beasts keep them at bay.
	 9.	 Can’t something go right?
	 10.	 Little things change people’s lives.
	 11.	 Hostile words won’t fill your eyes,
	 12.	 Same noise left to destroy.
	 13.	 Loathsome smile, head full of forevers,
	 14.	 Will tomorrow bring some perfection.
	 15.	 The zoo’s been overrun in Baghdad,
	 16.	 Tiger claws still in my back.
	 17.	 So, send away the tigers,
	 18.	 Because we’re lonely and we’re desperate.
	 19.	 So, send away the tigers,
	 20.	 Because they’re creeping up and dangerous. Oh!
	 21.	 I’ve got problems. I’ve got too many of them.
	 22.	 Throw away your yesterdays. I did it all for you.
	 23.	 Blank horizons and hotel rooms,
	 24.	 Cheap whisky and god-awful truths.
	 25.	 Look at me, I’m honest and I’m free.
	 26.	 I was born to underachieve. 
		  [Lines 17-20 repeated]


	 Referring to the lyrics/lines and the song’s structure, explain the Manic Street Preachers’ use of 
instruments in the extract, also commenting on features that reflect their musical style generally. 
You should refer to at least one other song by this band that you have studied throughout the 
course to support your observations.
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Examiner
only


6.	 Next, you will hear part of Bless the Lord from Godspell by Stephen Schwartz. The extract will 
be played 3 times with a 1 minute pause between each playing and a 7 minute silence after 
the final playing for you to complete your answer.	 [10]


	 The lyrics of the extract are printed below.


	 1.	 O, bless the Lord, my soul!
	 2.	 His grace to thee proclaim!
	 3.	 And all that is within me join
	 4.	 To bless His holy name. Oh, yea!
	 5.	 O, bless the Lord, my soul!
	 6.	 His mercies bear in mind!
	 7.	 Forget not all His benefits,
	 8.	 The Lord to thee is kind.
	 9.	 He will not always chide;
	 10.	 He will with patience wait;
	 11.	 His wrath is ever slow to rise,
	 12.	 And ready to abate. (Repeated several times) Oh Yea! (Oh, bless the Lord.)
	 13.	 He pardons all thy sins.
	 14.	 Prolongs thy feeble breath;
	 15.	 He healeth thine infirmities
	 16.	 And ransoms thee from death, Oh yea!
	 17.	 He clothes thee with His love;
	 18.	 Upholds thee with His truth;
	 19.	 And, like an eagle, He renews
	 20.	 The vigour of thy youth.
	 21.	 Then bless His holy name,
	 22.	 Whose grace hath made thee whole,
	 23.	 Whose love and kindness crowns thy days.
	 24.	 Oh, bless the Lord, my soul. (Repeated)


	 Explain Schwartz’s use of different musical styles in the extract, mentioning any features you 
consider significant. Also comment on at least one other work by Schwartz that uses a mixture 
of musical styles.
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11. Discuss ways in which composers of the symphony from 1830–1910 
incorporated programmatic elements into their works.  [15][AO4] 
 
The quality of written communication and the accurate use of specialist 
vocabulary is assessed in this question. 
 


Answers should address the following: 


 An understanding of programme music i.e. as music in which 
the composer sets out to portray a story or specific image 
through music (story, poem, image, philosophical belief etc.); 
reflection of the increased interlinking of the arts during 19th 
century; (Beethoven 6) 


 Relevant forms include symphonies, though reference to 
symphonic poems is also acceptable 


 Seen through use of various stylistic areas in symphonic music 
such as tone colour (made possible by advances in 
instrumental developments; extended harmonic language;  


 Challenge of developing structures compatible with the 
programmatic content; effect on sonata form and other 
established structures 


 Methods of integration of material to reflect the programme 
 
Some of the following composers’ symphonies/symphonic poems/ 
could be discussed in support of the above  


 Berlioz: Symphonie fantastique; Harold in Italy: discussion of 
the composer’s development of idee fixe as a method of 
unifying the movements of his symphonies; characteristics of 
idee fixe seen affecting all aspects of the composition (thematic 
integration, influence on harmony, tonality, rhythm); expansion 
of orchestra and novel use of orchestration to reflect aspects of 
programme; expansion of number of movements 


 Liszt: developed the symphony and symphonic poem genres:  
transformation of themes (from small cells) throughout the 
composition; all aspects of music integrated; one-movement 
works as a structural solution; Les Preludes etc. (12 symphonic 
poems) 


 Russian Five: used symphonic music to promote nationalist 
style of composition 


 
Symphonic music (including symphonic poems) by composers such 
as  


 Mendelssohn (Hebrides); Calm sea and Prosperous Voyage, 
Midsummer Night’s Dream 


 Strauss: Also Srach Zarathustra; Don Quixote, Tod und 
Verklarung 


 Smetana: Ma Vlast 


 Dukas: Sorcerer’s Apprentice 
 
These are some that may be discussed; there are others.   
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The following bands should be used in conjunction with the indicative content.  Credit 
will be given for: 


 Sensible and supported musical explanation which is relevant to the 
discussion of symphonic music 


 Detailed, comprehensive information, fluently expressed and correctly written 
with appropriate technical vocabulary 


 
Marking grid 
 


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


Band Criteria 


5 


13-15 marks 


 A highly perceptive and thorough discussion of symphonic music 


 Appraisal will show a comprehensive contextual knowledge, with a variety of 
relevant examples explaining how composers incorporated programmatic 
elements 


 The answer is well structured and presented in a highly appropriate manner with 
thoughtful use of specialist vocabulary and accurate grammar, punctuation and 
spelling 


4 


10-12 marks 


 A convincing discussion of symphonic music 


 Appraisal will show a good contextual knowledge, with relevant examples 
explaining how composers incorporated programmatic  elements 


 The answer is mostly organised and presented in an appropriate manner using 
appropriate specialist vocabulary with accurate grammar, punctuation and spelling 


3 


7-9 marks 


 A general discussion of symphonic music 


 Appraisal will show a adequate contextual knowledge, with mostly relevant 
examples explaining how composers incorporated programmatic elements 


 The answer is partly organised with some use of appropriate specialist vocabulary 
and reasonably accurate grammar, punctuation and spelling 


2 


4-6 marks 


 An inconsistent discussion of symphonic music 


 Appraisal will show a some contextual knowledge, with some relevant examples 
explaining how composers incorporated programmatic elements 


 The answer shows a basic level of organisation and basic use of specialist 
vocabulary with errors in grammar, punctuation and spelling affecting clarity of 
communication 


1 


1-3 marks 


 A limited discussion of symphonic music 


 Appraisal will show little or no contextual knowledge, with very few relevant 
examples explaining how composers incorporated programmatic elements 


 The answer shows a limited level of organisation and limited use of specialist 
vocabulary with many errors in grammar, punctuation and spelling affecting clarity 
of communication 


0 
0 marks 


 No response worthy of credit. 


 
  







32 
© WJEC CBAC Ltd. 


13. Discuss ways in which composers of religious choral music from 1800 – 1890 
incorporated word painting into their works.  Though you may mention Verdi’s 
Requiem in passing, you should not refer to it in any detail in your essay.    
 
The quality of written communication and the accurate use of specialist vocabulary is 
assessed in this question. [15][AO4] 
 


Answers should address the following: 


 An understanding of the different ways in which composers use 
musical elements to create word painting.  These could potentially 
cover all aspects of musical composition including word setting, 
melody, harmony, tonality, rhythm, texture, dynamics, articulation and 
the way in which instruments/accompaniments are used in support. 
In all cases, answers should address specific examples from the 
works chosen for discussion, and a clear explanation of how the 
meaning of the words is illuminated should be present. 
 


Students do, potentially, have recourse to any religious choral works from 
1800 – 1890, as word painting is present to a certain extent in all the 
repertoire of this time period. 
 
Examiners will need to verify the validity of the particular examples chosen 
for discussion by candidates. 


 
Possible composers and works could include: 


 Haydn: Harmonie mass (1802); Seasons (1801) 


 Beethoven: Christ on the Mount of Olives; Mass in C  (1807); Missa 
Solemnis (1819-1823) 


 Spohr: oratorio (1826) 


 Schubert masses 


 Schumann Requiem 


 Rossini: masses 


 Mendelssohn: psalms and oratorios e.g. St Paul (1836) Elijah (1846) 


 Brahms: a capella motets; German Requiem (1865-1868) 


 Berlioz: Requiem (1837); Te Deum (1849-1855); Childhood of Christ 
(1854) 


 Bruckner: motets; masses (1860s) 


 Frank: Les Beatitudes (1879) 


 Saint-Saens: Oratorio de Noel 


 Liszt: masses, (1855, 1867); Oratorio (1857-1862) 


 Cherubini: Requiems in C and D 


 Faure: Requiem (1887-1890) 


 Puccini: Messa di Gloria (1880) 


 Wesley: anthems 


 Gounod: masses and oratorios e.g. La Redemption, Tobias, Mors et 
Vita (1882, 1888) 


 Parry: Judith 


 Sullivan: The Prodigal Son 


 Dvorak: Requiem (1890) 
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Verdi: Requiem 
Example points that could be mentioned are: 


 Dies Irae – many dramatic instances of word painting through rising 
chromaticim, dotted rhythms, syncopation, use of brass fanfares 
(some off stage)  and bass drum accompaniment; diminished 
harmonies, tutti ff orchestral accompaniment contrasted with pp 
chant-like utterances  


 Tuba Mirum – brass writing supporting text  


 Recordare – contrastingly serene, lyrical setting for mezzo over calm, 
repetitive bass pattern 


 
Examples points from other works that could be mentioned: 
Berlioz Requiem 
Dies Irae – 4 brass groups with fanfare chant motive building texture to 
lead to ff bass solo entry of Tuba Mirum followed by dramatic pp contrast 
for Mors stupebit; imitative vocal entries representing the “pale offenders 
rising with surprise”; double dotted bass utterances with dramatic 
dynamic contrasts in orchestral accompaniment for “viewing their Judge 
with frighted eyes”. Also use of tremolo strings to add to atmosphere. 
 
Mendelssohn Elijah  
Examples of choral, recitative and solo sections reflecting meaning of text 
e.g.  


 Part II, no 36: triadic rising nature of opening T/B lines followed by S/A 
with melodic direction and rhythmic setting matching the instruction, 
“Go, return upon thy way”; clear C major, diatonic, timp roll. 


 Followed by recitative: descending triadic line for Elijah’s accepting 
response; large upward leap to emphasis “Lord”; harmonic colouring 
(e.g. dim 7th harmony) on text “I will suffer for Thy sake” 


 No 37 Air: diatonic, straightforward harmony, constant crotchet 
accompaniment featuring pastoral oboe and strings to underpin lyrical 
legato line of Elijah’s aria; all reflecting the mood and context of the 
text. 


 
Bruckner Mass in E minor 
Sanctus and Benedictus: 


 Sanctus - imitative polyphony of a capella double chorus, and modal 
inflections hark back to earlier styles (typical of Cecilian movement of 
the time) 


 Benedictus – chromatic appoggiaturas, auxiliary and other passing 
notes typical of Romantic vocabulary and serve to heighten mood of 
this section.    


 
Elgar Dream of Gerontius 


 Dramatic homophonic full chorus in syllabic word setting for “Praise 
to the Holiest in the height” over tremolo strings; melodic line 
contains wide leaps typical of Elgar’s style and rich late Romantic 
harmony. 


 
These are examples only.  Candidates should answer with relevant examples 
from whatever works they have studied.  It is likely that these will be drawn 
from the list above. 
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The following bands should be used in conjunction with the indicative content.  Credit 
will be given for: 


 Sensible and supported musical explanation which is relevant to the 
discussion of oratorios 


 Detailed, comprehensive information, fluently expressed and correctly written 
with appropriate technical vocabulary. 


 
Marking grid 
 


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


Band Criteria 


5 13-15 marks 


 A highly perceptive and thorough discussion of the use of word painting. 


 Appraisal will show a comprehensive contextual knowledge, with a variety of 
relevant examples illustrating different approaches. 


 The answer is well structured and presented in a highly appropriate manner with 
thoughtful use of specialist vocabulary and accurate grammar, punctuation and 
spelling 


4 10-12 marks 


 A convincing discussion of the use of word painting in oratorio 


 Appraisal will show a good contextual knowledge, with relevant examples 
illustrating different approaches. 


 The answer is mostly organised and presented in an appropriate manner using 
appropriate specialist vocabulary with accurate grammar, punctuation and spelling 


3 7-9 marks 


 A general discussion of the use of word painting in oratorio 


 Appraisal will show a adequate contextual knowledge, with mostly relevant 
examples illustrating different approaches. 
The answer is partly organised with some use of appropriate specialist vocabulary 
and reasonably accurate grammar, punctuation and spelling 


2 4-6 marks 


 An inconsistent discussion of the use of word painting in oratorio 


 Appraisal will show a some contextual knowledge, with some relevant examples 
illustrating a few approaches. 


 The answer shows a basic level of organisation and basic use of specialist 
vocabulary with errors in grammar, punctuation and spelling affecting clarity of 
communication 


1 1-3 marks 


 A limited discussion of the use of word painting in oratorio 


 Appraisal will show little or no contextual knowledge, with very few relevant 
examples used in illustration. 


 The answer shows a limited level of organisation and limited use of specialist 
vocabulary with many errors in grammar, punctuation and spelling affecting clarity 
of communication 


0 0 marks 


 No response worthy of credit. 
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Examiner


only
11.	 Discuss ways in which composers of the symphony from 1830-1910 incorporated programmatic 


elements into their works.	 [15]


	 The quality of written communication and the accurate use of specialist vocabulary is assessed 
in this question.
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(1660U80-1)


Examiner
only


13.	 Discuss ways in which composers of religious choral music from 1800-1890 incorporated word 
painting into their works. Though you may mention Verdi’s Requiem in passing, you should not 
refer to it in any detail in your answer.


	 The quality of written communication and the accurate use of specialist vocabulary is assessed 
in this question.	 [15]
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