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Each of the music extracts in this examination will be played a number of times, as indicated, with
a pause of 30 seconds after each playing. Following the last extract in Questions One and Two,
you will have two minutes to check your answers.

You now have one minute to read Question One on pages 2 and 3.

QUESTION ONE
You will hear extracts from the Prelude and Fugue, BWV 556, by J.S. Bach.

Extract1 This extract is 10 seconds long and will be played SIX times. Complete parts (a) and (b).

(a) Name the instrument thatjis playing the music.

Or%an

(b) (i) Transcribe the rhythm only of the melody in bars 2—4.

i

(i)  Explain how the rhythm of the melody changes from bar 5.
/IL\ notes becoma :}Yt,o (et on  eopch 6{9&"
/1 Gf\'t/\}/ ftmﬂ«n OU:PL@)& A

Extract 2 This extract is 10 seconds long and will be played FOUR times. Complete parts (c) and (d).

(c) Identify the main compositional device used throughout the extract. Explain how it is used,
commenting on relevant aspects such 37 ts duration (in bars), and pitch/tonality.

Compositional deVIce e&ium Ce

bar :
H’L& Some A&m@(od&m Paﬂ@m 1< r&y@a%@& 10

RN (e f@(tg\,«_ﬂ (" Plh}ﬁ\ (,010)\ “(\M-Q. wiH\ O&u’éﬂnd}-'ﬁ

F\/\A}OF/W\V\@ v L\N/N\cqz\).

(d) Focus on the end of the extract. Describe:
(i) the tonality

Ma)or i

(i) the final cadenq'e

fexd eck

!
(i) the orna tL,éed
[ |
.
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Extract 3 This extract is 15 seconds long and will be played THREE times. Complete part (e).

r

(e) Identify the THREE different textures (e.g. A‘homophonic”) in the order you hear them, and

give detailed evidence to support your idrl tification.
|

Texture (1): MDV\ OP.‘\.O(\ TN

The Melod».\) e P\o\\&(,d( in_ beth \ﬁé" 7 d

n%\% \ands ia_umsen  (octowes) /\

Texture (2): Hgmc)pquf;. / '

The malocly conhaves n 4o 4\6\’\4 o e

and 1< oceoaponigd bﬁ block  chords

Texture (3): polapvwm'c |

Th A Cog-a}qmdc% [second  volce & m-%«o_o(uué{

1N the \rAl— haad,, ,aw(}\ﬂ N CO\J’\R/IDD{!\\'_,PO\\:S(DL\LA'\Q
. ferivce

Extract 4 This extract is 70 seconds long and is the entire prelude. It will be played TWICE.
Complete part (f).

(f)  Identify the form of the prelude (e.g. “variation form”), and give detailed evidence to support ‘

your identification. }
Form: X @(\O\‘\'O\ , S‘1 s
The f)ro,luolL be@ns with o “sechon A’ , Yhen

%H&Sh&o)
Moves  inte o clishaek kse,w&(& ‘R gechon. |

Ton theve 15 a thiredl  cechon vowe b ohwdgés
o0 \dens é«om the end Jd wohen A i o |

pMAor ‘rona\x\f\zm;\w ‘(‘T:Atxé,,_’fﬁu @ 6\7“0\)%!3 lﬂj foﬁ
restotement 0’& seghon A (reophiaheny
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You now have one minute to read Question Two on pages 4 and 5.

QUESTION TWO

You will hear extracts from El Salon México, composed in 1936 by Aaron Copland. Several of the
themes in the work are based on Mexican folk songs.

Extract 1 This extract is 30 seconds long and will be played TWICE. Complete part (a).
(a) Explain one way the orchestration could be considered typical of twentieth century music.
Use Og peccussion ingrroments (woo‘\ 'bloc)/\) c,%mbo.\sy

and  brogs  sechon @ Me)odﬂ)

Extract 2 This extract is 50 seconds long and will be played THREE times. You will hear two
similar passages based on the song “La Jesusita”, separated by a short pause. (The
opening phrase of “La Jesusita” is printed below.) Complete parts (b) and (c).
(b) Name the two instruments that play the melody.
Instrument (1): TTQ W\pe}"

Instrument (2): C\ thln ?f\'

(c) (i) Focus on the first passage. Circle TWO notes of the printed melody that the composer
has changed, and describe these changes.

#
20 ) I 7 { 7

‘ Z

4

p— N 1'\ ra ?"\‘.
&

N1

— =

e T

N>

1) estobes e note / {)\,&A(}g W hamce

2 “Jolls on the note bcdo"& thqun,?),)

\ o

(i)  Focus on the second passage. Explain precisely a way in which the melody differs from
that of the first passage.

n(\\/\o) ﬁN; O\\“OL&-L conhau ¢S aQ i 4
SN l«myﬂa@( b or&,ﬂ&@w\wﬁ - p\r\r&ﬂ ;ﬁ

@Q('MM (lokcou conne b Fmés&tfk = |
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Extract 3 This extract is also based on “La Jesusita”. You will hear a 4-bar melody played twice,

(d)

(i)

(ii)

(iii)

with different instrumentation. The extract is 10 seconds long and will be played FOUR
times. Complete part (d).

Focus on the instrumentation. Explain one way that it is similar the second time you
hear the melody, and one way that it is different.

Similarity: _OV\/'— lf\gmwn* /‘W? e o hen P[O\]Mcj ‘H\L//
: o] & ‘
W\&lodﬂ. W‘\’L\ OJ\C/L-a';lV& acacw\(’anm

Difference: |t {‘rvv«e. ,Mlod«:) .e\cuaa\ bﬁ cleagaet Lo HW

&}ﬂ;\%} f’l&*;’\‘*ﬁ CkoreLS’ 2ad Hraw Mo hoawe  aele i

Focus on the rhythm of the melody. Explain ONE way that it is similar to the original

song (printed on page 4), and one way that it is different.

Similarity: Q\’\UH\M vses  Sawt Laaﬁ’uns ;x |
Qouys  ond  crotchets

Difference:  Genne  coe Lok b e lote e\

20kl

woith AOPOvers  of

Focus on the melody. Explain ONE way that it is similar to the original song (printed on
page 4), and one way that it is different.

Similarity: 6\"\\\ vees,  robken chorcd N’\/\L\Od\p\j

@ﬁ&fhs 6“‘0(?\ O‘(!(&\)\NO\\ 300(3
Difference: p‘hmb(’). w2 »(Jd"tf\(kU‘\. ’ 4
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You now have one minute to read Question Three on pages 6—8.

QUESTION THREE

You will hear extracts from two performances of the song “Stormy Weather” by Harold Arlen and
Ted Koehler. The lyrics of the first verse are printed below.

Don’t know why there’s no sun up in the sky,
Stormy weather.
Since my man and I ain’t together,

Keeps rainin” all the time.

Extract1 This is the first verse, and the beginning of the second. It is 30 seconds long and will be
played FOUR times. Complete parts (a) and (b).

(@) Name the voice type (e.g. bass)
S(,?rodr\ O

(b) (i) Explain ONE rhythmic d|fference between the vocalist and the accompaniment at the
beginning.

Ubu\a} ncopa N on :
Vocalist s %ﬁ:ﬂiﬂ while

acQOMPANAMNY (S Lewac, sbconemk  pharhnas].
|
I?
(i) Explain TWO different ways the accompanying instruments are used in the extract.
Refer to the lyrics in your response.

(1) To PfOV\oLL Fra \’\0‘”’“0“ B-s @Mf\@
Ckordsj/} undemeath 203 in Hu. awrg\'
Jine. |

2 To plosy 0 4 couates wd‘od.uj [Mlex  obaa
S\f\coe,f s Sinpy \MX Qo Yer e

'\/&Q a\n‘\’ ¥oaaM "x&orc 3 (a\/\ma
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Extract 2 This is the verse, in an arrangement for clarinet and piano. It will be played FIVE times.
Complete part (c).

(c) Add the missing chord indications to the score, using jazz/rock notation/'ré key isﬁ/r'najor.

i <
(do=d D) , G G#° Am? D G \C

Ex=

ot %ﬁi e
arine

cee ., -
(concert pitch) o i

N . 3 W

! 5 1o
i A’m D é Z D E ™M Ab@ddyp G
S — e I

A

Extract 3 This is the introduction, from the same arrangement. It is 15 seconds long and will be
played FOUR times. Complete part (d).

(d) The arranger has used two motifs from the verse in the 4-bar introduction.

Note: You may refer to the melody above and the Iyrics on page 6, and/or quote from the
music in your response.

(i) Identify the TWO motifs from the verse that are used in the melody of the introduction,
and precisely specify the bar number and beat on which they occur.

LD | ‘f(zs — il /
A e ! == ]
D ==t i # 1 I
[Y) = I R / P A x

2

() T~ bor {> et %«om 2ee)  bar Js verse
@ bar % - th!\ oM and 4 Do 2 uﬁ
: we\odu

(i)  Explain TWO ways the arranger has developed these motifs. Refer to bar numbers in] \
your response.

=

[ fan Y

i
o bar\ /
M plaged  motl\  wiee in sequence, sccond ]“‘

‘\'V\»—: aF _a.  \owsiey p‘d’d’\- in bar 2

@ Sored  with a nores ! hlore  flaoy

YV\Q}MS- al e,r\ak J) @7\ 8 2 !
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Extract 4 This is the bridge, from the same arrangement. It will be played SIX times. Complete
part (e).

(e) Transcribe the missing notes in the clarinet part and the left hand of the piano part. (Notate
the rhythm using the convention for swing shown above the first bar.)

(D:TB) . /

. % 4 \ i
Clarinet id | ! i i “ C}
t pitch) [P—g—w—® e P ¥
(concert pitch) > i
PE
0 5
Piano L #
)&
3 3 ’ 3
% ﬂ — | | 2 | Irl) ‘11\ ‘ — =] | |
| | | | | | bt ‘l l‘ [r' 1 | | | |
nY—gwe == =5 = = is s oG v s s u

AN
pe v =

Jd
"
f
Jd
L1

6 e
$H I = \/\/
# T — . —— e — E
D) 0 — = ~——
" L
e - "
NV N
o Z s @ 2 #f #
'I:H P iD &
/.
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Grade
score

Annotation

E7

Evidence towards Excellence is provided in parts (e) and (f). While
sonata form is identified in (f), the description provides an accurate
account of what is happening and identifies that the middle contrasting
section has changed tonality. Had either part (b) (ii) identified that both
semiquaver and triplet movement was involved or part (c) specified that
the sequence had moved upwards by a tone (major 2nd), there would
have been grounds to award an E8 grade.

E7

Parts (c) (i) and (ii), and (d) (ii) and (d) (iii) provide opportunities to
demonstrate knowledge at the Excellence level. While (c) (i) and (d) (iii)
are not at that standard, (c) (ii) and (d) (ii) are consistent with what is
required to award an Excellence grade.

E7

There is considerable variability in the quality of evidence provided in
this question. Parts (a), and (b) (i) are not at Achievement level, and the
transcription response in part (e), while secure in bars 2, 4 and 6, does
not meet the criteria for Merit or Achievement. Chord recognition in part
(c) comes close to meeting the Excellence criteria, but it is on the basis
of the response to parts (b) (ii) and (d) (ii) that the Excellence grade is
awarded.




