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

Slow and smooth .=c.56
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Identify the key of Extract One, and give TWO pieces of evidence from the score to support
your answer.

Key: %‘0 N\o()or Accurate and detailed response

(1) B MO‘P‘ has 2 Hats whidh Hee o ™
de  key Q‘Q:ﬂjfw& alko He omy Ot~ key with 2

flods & & o~ wihada  eould also’ Viewe an TF wdach Hars does

() ,
G Bnotrer 'mo\\Ccz\‘Ov A O N =) Ma}o« e

ast nmole i< a EP whigh s fe H4onic andt
also 1% chova comtenng BY D and F wheh ark

(i)  Add chord indications in the boxes beneath the score., using Roman numerals. é‘b"x‘f ok
. fonic s(A
(i)  The final two chord indications have been provided. Add one note per chord to the alto,

tenor, and bass parts to complete the harmony. ®) (i)
i

(i) Name the cadence formed by these two chords. | 1 Unclear as to the pitch of this note.
For-fer The tenor part should be higher

than the bass.

2 The bass part of both chords was
(a) The first and last chords are correctly notated in the treble clef.

identified. For Merit the ringed chords
need to be in the correct inversion —
Vb and 1b — indicating first inversion.
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(c) 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).
Stww and Smooth A= <. 5¢

Z Accurate response.
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(d) “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.

1 Mere . T ose f a very slow ‘empo  ensureg
Hws piece s calm and soothing  allowng  gen
2 J 4o Sl a'g::;

D\/\\am‘\csk N e lower parts ( ‘&TSS/'TQV\O;* and Afé))
are W\odz’_{'d“‘ﬁ[\j ?wk Wit only M
velodly carcted b SOProne e
\ou\d.y Becaus. 9?7/ ihs He o veserd
obfect s oM.

()

Accurate and detailed responses.
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EXTRACT TWO Princess Te Rangi Pai (arr. Diane Cooper), “Hine e Hine”, bars 38-41
38 a - na ko - e
~
or S ] 4 P R NP N N N
e i - e —
<Y ] —— — ] ] ' — I — ;
[Y) ~ N
E ta-ngi a - na__ ko - e Hi- ne,__ e hi - ne

™
-
Q

'

=}
.
(V)

1
=
]
=
Q

1

o

Q +
y
ﬁ
b
1
D

=~y
<

s}

\

: e
[V}

= —t
e}

0

o

&

1

=3

o

o

2.

'

E ta-ngi a - na_ ko - e
7 N
N N
f J B
Z z 53 %
| ] | | 1)
\9’ ! } — | I | ] | — =
\/ .
a - na ko - e Hi - ne, e hi - ne
L B e
7 | | 1 | ! ! r -
\ l — | l
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: 112 mfe\od7 is Jhe same notes  and
rl'\y~lrll\mg e oM\ S-S (E »-}C’x\f\j\' ana
koﬂ N H}V\Q/ e ‘/\\\V\@ T

Difference (1): Counter  eYodhes lowve  baen  added .

B Fader fhan dec j'v1g-f };,ef?j ‘E Mnﬁf ana’
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with  He use Ogom\xj rv\—p and P /MWC?’
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Responses at M level.
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(i) Explain how the sound of Extract Two would differ from the sound of Extract One.
hs extrad 2 s more  vocahsts Ao Sound
would be o (o denser  Hovn n -
Exboct 1 a2 inchumek Pmduc@ oy

Csound than G

For excellence, the candidate needed to explain exactly how the eight vocal parts
came about — ie SS, AA, TT, BB.

Eight instruments (or in this case voices) do not necessarily produce a louder
sound. This depends on the dynamics.

MG




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)

g S — — by
Flute i‘x"; 7 E:j
| = b
M ] .1'. 1‘»- Ig"—f;l%“ﬁ?——\
Oboe %@g !‘* [ 7 Hﬁgﬁ% E;‘l 3 j}
N4
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___/——54‘“‘—\
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#ﬁ:ﬁ—ﬁ—ﬁw—ﬂﬁ
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R S e - DL B araarass
nV7V/V7V7V7V7V7V7
(a) Write an appropriate time signature at the beginning of Extract Three.
(b) Describe the scale used in the flute part (e.g. “An ascending scale of A major”).
]
g Xy Lluse Uses & def;ﬁI‘\d\V\D chromahe scale .
For merit, the response
(¢) (i) Add articulation markings to the flute part to indicate that: needed to state that the

. semiquavers should be played /egato

chromatic scale begins on
E.

. 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 /egato phrases.

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

Polyphanic.  pithough Charined | Bassoon and Hovrn
ove o\ p‘\o«/\r\@ choors  So me\oo\y cs (%
Homophowe | Hhere acz alhple  meloolee <
PlOl‘/"?j ¥ onc on Fluk anol Oboe e
s ple s Pelyphonic

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

1) rRQPQ'h‘hOV\ Cn Ye piano ﬂ}nu—\\» L e A<V bors
G (e \'xgxko\ in s R and 4 "dQV\%‘C.o\\\y‘

2 Imtatoa  In He Oboe Par—)- He fist 3
beak art imvroded (rom Veats 4 - 7
whee W} P\QVS Same v\mj{fkw\ (addmj 2
SQW\\CVAGWUS roode e AR eren) woles.

(d) For merit, the candidate Repetition is a restatement by the same instrument.
needed to explain that each Imitation is a restatement by a different instrument.

part had an independent The restatement described by the candidate in (2) is
RHYTHM and melody. rhythmic repetition.




EXTRACT FOUR Poulenc, Sextet (1932), first movement, bars 35-38
35 solo B T § T I
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o 7 — | ! i | e —
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(f)  Explain why the French horn part changes from bass clef to treble clef in Extract Four.
K, becauie ot —varge fF fek noks
hed been wnten n He bas  clef fey woud
howe ek o ¥ on o (of o (QCj‘&~ hres
which ot Fake Up o lob %POC@ oA

M\j ol \a~d Yo vead < + s coxes
do " wrie A~ o He Heble ol

An accurate merit response.
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(9) Explain what each of the following terms and symbols used in Extract Four would mean to
the player.
i What it would mean to the player
symbol
Flo fnis ot sacbon o~ octave K gﬁ
g ] P~ i+ B e . To achieve e on Ak,
A owe Ao vlow Wwowd e,
Piay’ a Ile <ol so f£o~ He oboeistk
pikep it ‘moy  mean puHmﬁ (ess aim Hvoug
H-e\r ynshr e
This  means $orce e nole whichh im-
sf voive s b)owv? A (ot of @ Jdhrogh
He  inshunes
This  meong piay o+ JIMIIQ\‘Z s for Jhe
sim pianis¥  Hdiey kave Ho QVW noYe
Steccoto (sl'\mf“‘ avd OQJrC«C JQS W e | i
/:Z —n\(S ’\Ok, 1S (Cc.evH-CéJ( SO cu=ela] ym*
i be Playeo( sirghﬂy \oudar  evnct Hae
= shigind| < Sino rde .
N Accracotrueae Meas 7/0\,\ P\c\k dat 7\0\-0\
Sy e C
Apart from piu piano (more softly), the candidate
fully described each term / symbol.
EXTRACT FIVE Poulenc, Sextet (1932), first movement, bars 147-150
. . /_\ -F- T
Clarinet ; :f;-:l%:ﬁﬂ— e W
in Bb e e s == B Bt P
[y} mp —Y
T~
: ; ",Jg' . /_‘,—\ /j
Clarinet ﬁ &ﬁ ! ,’_, == ! ‘#F—f # l’ #ﬁéq:r: ' %
(concert pitch) E<&P: - ; = — o e S I
o) 1 —
P

(h)

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

An accurate transposition to D major. However to achieve

with excellence, the transposition to concert pitch needed
to be to B> major.

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

MS
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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 . = 160)
o)
Alto *b—f&\‘ - I - f - i ‘o {
Saxophone ®Q) —47 { t .' i !
mf
#:%\ T T T T T T T j—
) 172 | L2 i1 y 2 *“ 1 e Il < I 2 T Y & 1 2 T
v & VA % 7 %h’ 7 i A i & !h Vi % e & |
) i .
. : ¥ > 2 . : ¥ .
Piano mp - = =
TR, i n i |
75 ’v";"q} — —. S— —7—N&H5 e - " — —7—N&— ]
o o LA z ¢ ° =
| h | \ N | | DI S N L]
Bass By ¢ —53—¢— 3-—3—3—4 —3—y—3—
Guitar B A\ 74 = h 3
mp
on rim
t | Y 3 )J T ! | 3 T | ! 3 )J T ]
DrumKitmE(%%"fée Te le lie tet—r Z |
. Y ] 7 1 D D Y 2 () 1 1
K = 7 <]

(a) Explain the metre of Extract Six.

Ths wmeane e 5 crobhd bats pe bar.

A merit response.

(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.

~ cokchet
160 * beats pec Min ke TRYS

VWOU\O\ be Peg\or‘mef)\ &xGY pf\SO MCQ\A&Z \(-
scujs swwt) f(—\ceir H—tge J1 waulol be

would meon plece

d

Description of “Swing feel” included a musical
example and was at excellence level.

played 73 P




(c)
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Explain how each of the following terms and symbols used in Extract Six would be played.

Symbol How it would be played

— stacato G O P\qy He C‘ié;z.
% Syt awd dLiadlah e Ty ou Wt of
.

. G t\’\\gj )

These would be PlayCO( on e irim of
Je drum raf~- Hran  fle middle o
et o C’((%{/\-" Honora) e PlerA

Tenuto meEars VWoldh  He oYl Do s
Ju\ it~ s

Th\ S mMmeaans on Hhet Araamm DU have to 4\1
P \c«j deval semi quavers (o #e wvoalex oF
‘)"C V\O(’(. (V\f\‘ N (2 et §)>

Ths meons cormhnug —(or'e’oecr" e bor yeq
}‘us~\— Pla\/eo(.

A full description that
gained merit.
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EXTRACT SEVEN Paul Desmond (adapted), Take Five, bars 25-28
»5 Mm@ (5)
_ o — — L
Ao Ar—ePre i e s I e B et
Gr ettt iRy e e e , E==
Saxophone o S B2 . ” e e e
f A‘O - Bb 7("7)
Eb769 ™ M Gar C
l‘? thb I N+ ] t N J I N3 I i 2
v 7 1. 1].}15 = - Lr N N z zi;::‘_}_F
. i: ! 2 % 1: * 2]@4) i 't 6)* etk 2
Piano f ) ; = (6) > v
- Y R — . NN T 'y f K n F rec—
Eare—ui ] st e r—=
. =N . [~ - I I
> >
> > > A
L b | P\ I
C?qis g = e — L3 ; ¢ 22—
ultar 3
f :
Drumkit ———F&— & —F——— & —]
r X A ) 1 0 AN ) | O A ) 1 1
A A A =
f > > > A%
(d) Describe the intervals bracketed and labelled (1)—(6) in Extract Seven. State both the quality

(e)

and quantity of each interval (e.g. “minor seventh”).

2 ~nAd
m Mape 2
< s
(5) Dimarsedd 5™
()

boxes above the right-hand stave.

(ii)
Perfect

(d) Intervals:
All correctly and fully described

Pe-Secd 5
\J\a‘y;r £
Perdect @

()
“4)
(6)

Add chord indications for the chords in the piano part, using jazz/rock notation, in the

Name the cadence formed by the final two chords.

(e)
(i)

(ii)

Chord indications:

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.

The cadence ended on chord V in F
minor and should therefore have been
identified as imperfect. Accurate
identification of the cadence would have
been an E response.
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EXTRACT EIGHT Paul Desmond (adapted), Take Five, last three bars
- )
) : = Q m Z
Alto A ——» e — —— " — e — — ] 1
Saxophone ':)‘V — == — = —] ; { : -
mp S
=Y
f) [ ) m
G 1 7 = =
=] h
R £ $ 2 s
Piano : i = ) - m
mp : S = ]
[0 [ | "
752> y — . S— I —NEHB = =
B A e g
. i . 7N o
! N . | ) . l & I .
Bass T 3 $ 3 e 3 %3
A 7 & 2 7 [ S - 1
Guitar B 3 - 1
mp Vi
7N ~m o
35;)10 fill | 5 '
| | J | | & . fill
: 7 7 ? P — 1
Drum Kit jj:jg S : o - — = |
—— Fj? . A =
==
mp S
() Rewrite the bass guitar part in Extract Eight in standard notation in the bass clef.
. The bass is in standard tuning (i.e. the strings are tuned E-A-D-G from lowest to
highest).
$ Include the key signature. | The final note in each bar should have been a minim.
. . . . n) o)
| N | | N o @ |
Bass Guitar 3—+3~% 3—7—3 3 = —
(tablature) B 1
. @ . N~ M~
Bass Guitar [$):H— D A < — e 1
(notation) a—— p— ] - Ef) c :

to the player? Give specific musical evidence to support your answer.

'solo R

imPlies 40 e drumme-

©

What will the instructions to the drummer in the last two bars (highlighted on the score) mean

Pt o \'hov}jﬁ-\

e howe to do a Kl ‘“\Qtf’ Con  Improvise
™ d?kwms e Gest hoo pauses wheras
last Prus fley have  Jo folows
anol P[ij

He.

U o

on

aAem\ sern %:%CXV'@J“S\;

(g) For excellence, the candidate needed to fully
explain the significance of the three pauses /
fermatas.

MG






