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QUESTION ONE: UNACCOMPANIED CHORAL MUSIC

Refer to the extracts from a choral arrangement of the song “Hine e Hine” to answer this question.

EXTRACT ONE

Slow and smooth .=c.56

Princess Te Rangi Pai (arr. Diane Cooper), “Hine e Hine”, bars 14

(a)

(b)

y mf | — ~ ! 7o
1 | N\
| [ 7 7 N 4
|  an LA /1 | | | = 2 PN
~V = | | / |  — I N / ATAY ] 3
ry) _— ~ T T N/
E ta-ngi a -na_ ko - e Hi -ne__ e i\_J n
mp !
N !
E ta-ngi a - na ko - e Hi -ne__ e hi - ne
| P
@» o —
| | e | PN
SR I A
5) E ta-ngi a - na ko - ¢ Hi - ne, e hi - ne
mp
' — | [y
.—‘_‘_i i Sl .l [4 d: ‘A
\
E ta-ngi a - na ko - e Hi - ne, e hi - ne
Three chords are
. - \Y |
’ \é‘“ [b correctly identified. l ‘

Identify the key of Extract One, and give TWO pieces of evidence from the score to support
your answer.

Key:

Bb

h'un(}},yy~

(1) 5@1\9 ch""i

em t-%\“( (/(/:Dw(/ ( Bb VL\%/QV)

2 Two J%/M{f ond o voased coii dunt oA
ws(/('fCW/[ the L(j e/f ;BL hnaa/vv

0]
(ii)

(iii)

Add chord indications in the boxes beneath the score, using Roman numerals.

The final two chord indications have been provided. Add one note per chord to the alto,

tenor, and bass parts to complete the harmony.

Name the cadence formed by these two chords.

FU%M Cocln e

(b) (i)

1 Alto part needs to be lower
than the soprano part. To
correct this, swap the tenor
and alto parts.

This was the 1 allowable error.

The response was E.




(c)

(d)
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Create a keyboard reduction of the first two bars of Extract One.
. put two notes in the right hand and two notes in the left hand part.
. include all necessary performance directions (don't include lyrics).

slow omd swooth Jz ¢ 66

ﬁ i S — B - Candidate omitted
[ Fan)
AND"4
[Y)

( [ | 1 - & . .
L a— the dynamic marking
“— — | of mf for the melody
m
Keyboard< p
e e e
\ -

‘Hine e Hine” is a lullaby (a song meant to send a child to sleep).

Identify TWO musical elements or features in Extract One that create an appropriate mood
for a lullaby, and explain how they are used.

M A dor apd  smooth fi"iﬁ_"z such ay 1, thi,
F{{Q ) ca[/w,‘mj om d %cwaf/\ V{/“YO/{"W/SWQMT

@ A majsr "’j (B* mﬁf@ﬂ/} wealyy o L'“?’pj
ol wm.{—chf éU/'YL.o) heve Mw L“‘I/f//
Ao codms " c/(AaL/LW/) O/y Fras /%Mwlj This
(/z o ot emprated b) Fl FMW Cellirng,
whicl, 2/“45 o veal comge o %A*,b_
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EXTRACT TWO Princess Te Rangi Pai (arr. Diane Cooper), “Hine e Hine”, bars 38—41
38 a - na ko - e
N
ar f i J J | |~ ‘N 7
T —r % PESEE
ANS4 I ! I — ! i
[Y) ~ -
E ta-ngi a - na__ ko - e Hi - De... @ hi - ne
E ta-ngi a - na__ ko - e =
S~
Py S S
| r el 1
<D f = f = - IP—F_" <
o | | l <. ’
a - na ko - e Hi - ne__ e hi - ne
E ta-ngi a - na_ ko - e
4 s mE_
| Fan : ‘% = = 1 ’:’ )]
E)}/ } I I % I .fl
a - na\/ ko - g Hi - ne, e hi - ne
O g g —F ® 2yt
w1 I ] [ [ =
= =
E ta-ngi a - na ko - e Hi - ne, e hi - ne

(e) ()

Identify ONE similarity and TWO differences between Extracts One and Two, and give
specific evidence from the score to support your answers.

Similarity: | b VLv;/ﬂ% iy SHM somenhod fle Sie,
M/{‘/L e wns M@oof) umj Wnorf/j crofbet)
A nd  gheaers, The Aseot Loy lfo hay

Mr 1 dbats cad VW b thet in extrat tro

Difference (1): The [(u,p has bee, cﬂ/\wng,u,{

v&mw B sy, ((,w W“ﬁ) T DMW

(‘ﬁwo Sbw‘as et th FUM (e /](éﬁmaf’&v‘%
D mo\)‘/w»>

Difference 2): The fLxbime (4 Uuche, «s 4

hew pawh (Oee (n each Selion) b beer,

0\640{00{' T(AAS L.,l/(/{ (,,,gw/e o //‘\/o&(ot/ Séw-mo(,
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(i)  Explain how the sound of Extract Two would differ from the sound of Extract One.
Thiy (tihoad 1) wilh sond pauch #\A/(/{I’V e fo
e Londin oéyfhmcs ectth ['H, Compred fo rp)
and odds h e "/(‘ /oovl/{') (hovdad cccompennut).

W WW% %CU’W, 1(,4/( ,é(\/c (,,t/(/f Jv(fo o dd
tor te «6"4’(*“"’) ool W%MU ot e s,

I'& v~t7(/‘ w(;a S oL 4‘4’7/‘*1; M‘bﬁ 17»6
‘u/y (/[Am;/c o d W%sl/pg"-ﬁ'h o%—/k—r’fx.

This detailed response with pertinent
evidence gained E.

ES8




QUESTION TWO: CHAMBER MUSIC

Refer to the extracts from the first movement of Francis Poulenc’s Sextet for piano and wind quintet
to answer this question.

EXTRACT THREE Francis Poulenc, Sextet (1932), first movement, bars 13-16

13 (Allegro vivace)

Flute
Oboe
5 T ﬂr’ T T ﬂc’ —
Clarinet AW ——w b= Lo 75—~ & M8-= & = o - 5
in Bb } f I—r fo I f %t’
mf
€) Py o —
Bassoon 92 '5 7 £ iﬁ —=% ig 7 & iﬁ va 7?:;'Ei
o S = I 'y T |4 a:!
9 4] \ T T A T 1
Horn L= N < 73 1 < ¥ —N < ¥ - ) < 7 j |
" F 7 7 & ! I/ 7 & Jl_ﬁlll P PN I l/\ VA PN %
m Y m Y
S ;
Piano mf
| P—— | ——
#ﬁ:ﬁ — A A A s
ol e o e S S S S s SEess
P ——— o P — &

(a) Write an appropriate time signature at the beginning of Extract Three. v~

(b) Describe the scale used in the flute part (e.g. “An ascending scale of A major”).
A D(LSCM\A'T,] Womaﬁc SCW 19624"\ hi'n) ond ?Aa{/w:r)
N wmn € |

(c) (i) Add articulation markings to the flute part to indicate that:
. semiquavers should be played /egato v~
. quavers should be played staccato.

(i)  Add articulation markings to the right hand of the piano part to indicate that:
. the scales should be played in two-bar legato phrases.v/

Accurate responses to all items




7

(d) Explain the type(s) of texture used in Extract Three, and give specific musical evidence to
support your answer.

Pa’(,ta/r("o":] - (,4914‘{7/6‘47 o en betwwn P{OW‘O g o{aoe,
owd Ak o s L end 3. Comtrerh,
VWJAOOLVQ oauref VL*77/‘Z“—~ bﬁh%w /7/0410/ obp € auncf

W' An accurate and detailed response.

(e) Explain TWO compositional devices that have been used in Extract Three, and give specific
musical evidence to support your answer.

(1) W%ﬂf\ Sv/hcor)o]{'b&\ 7
baw 2 darinek ¢ oOboe %WJW weah Lot

wrechny an sgrop afecd gk
@  Reprhhien | | -
Piouno pa/ht Vefewf) Doy | 42 exmﬂ",@j F Sese
on oy 3 44 (affernaho, Lepees not) (-
Lrays d.c»«. mnod Lo n e as(,o,.,\oé,‘\,) end des c,a«,(//
S(/"(J. e tl/(b(ﬂ (/(J.«M

Two compositional devices identified and explained with specific evidence.




Flute

Oboe

Clarinet
in Bb

Bassoon

Horn
in F

Piano

()  Explain why the French horn part ch‘?&g

Tt e come)
ts owoid ,Za,o(?,&/ b ~ss.

EXTRACT FOUR Poulenc, Sextet (1932), first movement, bars 35-38
I A |
e @ fa
... T
ai— —% =7 j‘ = iﬁ
v, T 7
S >
»
0O L=
v 4 T T - ]
{5 - == = =7 7. 1 {
7, S et | uf | ! e | et I ¥ I ]
piu p ff
P
o) e N He
A - i e by % "
[ Fan) Tk / & 1 &/
\Q_}/ L]r[l ’ L 1 I'/ | Iy .ﬂ. 13 71
f . . - I 7k
be te be _be @ fe £ Lt He o bettle o
“)y— 0 ] ] HF— — i — " i ) E —
V4 F 'V ! R—— } } j I— 14 74 { 1 BSR—— | 4 7 ]I
mf
%) T - I I . ]
ey p3 i 2 o—o—5— —]
] I I 5} T 1| 1
F s
f) p ¥ ] ds o L ¥ 7 ib 4 $ 7 £
>, - 7 e ) 7 DM‘ Et—— —— — —
{en—7 = = = >y > > = » o I . . I I
AN i @ ® et et e ® T i e i T 1 §
byt bﬁ' H ﬁ; 2 e 5‘#; % - B #; F
L e — — e —qui—a_—-i—

i ghor

es_tr(om bass clef to treble clef in Extract Four.
iy

?/\ so AR ’l\/é(a(L (_/(L% 0 €A

An accurate merit response.




9

(@) Explain what each of the following terms and symbols used in Extract Four would mean to
the player.
S0 What it would mean to the player
symbol
- - P/[“b a P@y‘,g_*d oc{»aWc M*’{L"V hem, wfl‘”ﬂk
piip he come ove SOW.
S| ply nebe il g
sim. F[ay o [94%*9/5 (Sﬁﬂ Vt(cj Lotes as
-} AL M“)
- Acant - acm?v:w{t no U o rovp ik
g bt WEGYE | A Vo’(ﬂw ;
N :
%’ Acuag ofra - pote os ‘7“’0‘@
;aoSSiLU m\‘U{: a/{‘ {7/«6\/{’ W W
Candidate fully descrlbed each term / symbol
EXTRACT FIVE Poulenc, Sextet (1932), first movement, bars 147-150
147 — — /—\
. ‘ ® . /—'\
Clarinet i - "FF—_-“ ‘g'l'l # B W
in By & / m | =2 r—
o Voo g A i —
Clarinet “94 I,"’ e B A 4 A jp_# 7 S —.
(concert pitch) FXED—74—p4 o o —] — =1 e
) I = 7
mp
An accurate transposition to the correct key — Bb major

(h)

Transpose the clarinet part in Extract Five into concert pitch (the pitch the audience

hear). Add a key signature, and include all performance markings

vill
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QUESTION THREE: INSTRUMENTAL JAZZ COMBO

Refer to the extracts from a simplified arrangement of the jazz standard Take Five to answer this
question.

EXTRACT SIX Paul Desmond (adapted), Take Five, bars 9-12
9 (Swing feel J - 160)
n /
Alto *‘i‘;‘—%\l - f - ] - = » |
Saxophone ®e) 4 t } { — =
mf
#’—_%\ T T T T T T T T
| 72 Il L2 & L] 1 & | L7 I L) & L] 1 < &
% 7 ‘A 7 | / giﬂg 7 i 7 i PN L‘ Vi i 7 i ‘L
H L Vv
. : i £ 3 ; Sl : . ¥ : : E
Piano mp - - -
| | |
Y b5y T——— T —o— ¥tz & I 7 W ) ]
v J % 7 (\,‘A 7 % 7/ l\,A 'IP % 7/ I\,) r A } I 7/ l\’A r 4 T
—e——s v CA 3 v =
1 N . | \ N . l l D ) L] N . L
Bass  ——@yr e ko7 e e
Guitar B A7 £ — < 3 < 3
mp
on rim
.W{:Jz7;743=7mﬁi= T
el e r = = !
J”q) ¢ ] ; ¢ | | ¢ |

Metre fully described

(a) Explain the metre of Extract Six.

F(A/e WMM la(wﬁ FW (wu/ (Wv!;”w{w vae),

(b) Comment on the effect of the tempo indication on the way the music would be performed,
and give specific musical evidence to support your answer.

N & ’ _-aA Ja
swlhj #ﬂbl < ba’ L" ‘a ¥
_— : | /4—‘ §a VS P e Py
| I — i ™ 7 [ 4 S/ 4 P AR 4 "
 — - ] I 1 = 778 1
7z 7 y 4 J ra { - ] r —1 .
34 v | w54
? % ‘ L3

R“)t“""" P, a/(/(quw L{W{:r 'Eﬂ/’) @% f’L\L
e unhe the  gue wlbidk %aﬂf G the
M Leat &4 MW"‘eﬁ(/ wd Ho o e

w bhicl M)’ LMLC% Seats /s shorfened.
This wentts o pory  dike fel.

Description of “Swing feel” included a musical
example and was at excellence level.
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(c) Explain how each of the following terms and symbols used in Extract Six would be played.

Symbol How it would be played

Ctaccafo - o te pla«%d cletodched

b

on rim

tre yim o) the drdatian Ly
He P i ‘ﬂ%j rre Ui %{uoam

T - hode e l{ o L vedree

LQH"")

W :
F[ﬁ»y the  Same Vé'yfbl«w« as /owawj Low.

= ll&f
:

Each term and symbol
fully described.
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EXTRACT SEVEN . ’ Paul Desmond (adapted), Take Five, bars 25-28
Alto
Saxophone
Piano f )
N ; \ . > A
)b H5— r— I Ne— + Nt u'ﬁq =
y A l;’\ {,V é ? ‘A -;‘jz IR a]l " d PN d‘ } ['Yi %
> ' = q q
> > > A
. D | LD TR Y O S
Bass x e $—3 ; : ¢ b2
Guitar B 3
f :
DrumKit E———— T — & 2 & —
) DY ] 1 b IR o) | AN ) 1 |
A A =7 =
f > >

(d)

(e)

Describe the intervals bracketed and labelled (1)—(6) in Extract Seven. State both the quality
and quantity of each interval (e.g. “minor seventh”).

(1) mejor g5t @ wpf & }M/W§ 4
. rdh ) ~
; 6 i
B) Mma erfv 3T . @ M “ﬁ" Qllll;ntervals
(5) WW'V\ (shed § (6) le ﬁu‘} OC!LMC described

()  Add chord indications for the chords in the piano part, using jazz/rock notation, in the
boxes above the right-hand stave. v’

(i)  Name the cadence formed by the final two chords.

U trv #CL ( [ -\ () (e) Chord indications:

uf ' ’ (i) Correct identification of the first three
chords. For each of these chords, the
bottom note of the piano RH was the
same as the piano LH. This candidate
did not include the piano LH in the
calculation of the chords. The final
chord should have been C’/E.

(i) The cadence ended on chord Vin F
minor and should therefore have been
identified as imperfect. Accurate
identification of the cadence would have
been an E response.




EXTRACT EIGHT Paul Desmond (adapted), Take Five, last three bars
A
0 . . = . 9 /) >
Alto v Ry et " — 1 = T 1
Saxophone ';?V —] — — = — l i : i
- V4
~ 0
n I III ‘h T I I ik m
(o> —7— F——t=% ] g — —— = &
NV & 12} 1*/‘
() % i ) i % { HE Z
Piano mp = Nid m
R l‘ o m H
Pyt ==
b4 4 4 - | g
~ Loy
| N l N | 5
Bass T 3 —i—F— 3 —3—3 H
Guitar B 9 = 1
mp S
) 5
] __ J# &
Drum Kit - e —} G = = H
mp
() Rewrite the bass guitar part in Extract Eight in standard notation in the bass clef.

(9)

. The bass is in standard tuning (i.e. the strings are tuned E~A-D-G from lowest to

highest).

g Include the key signature. | The final note in each bar should have been a minim.
. . . . m a)
| N | N & |

. i 9

Bass Guitar —X—a——3 % 346 3—%—3 3 3 =

(tablature) B¢ 1
. . ’ . /'_\ N ;

Bass Guitar : . — LS B — : I

(notation) % —— : ,lrl S i ;

What will the instructions to the drummer in the last two bars (highlighted on the score) mean
to the player? Give specific musical evidence to support your answer.

AN = hodd ho e Lo (o, valree, 5o
hodd ot —atl Loy 7?):0465. "7:{ T te
50 Qreag 1t and 29 pofes ia boy @ Gw.
50[012,',&; - ]/.,.P./ow'se vUhine nele o a soo
%’M - (}W,r;mufse witha~  nobe UMM,M}OJAWN’V/

AL A Wsicsems. 7 = ollent
% M/LM«HSC note. g

Candidate did not fully explain the difference E 7
between a “fill” and a “solo fill”






