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QUESTION ONE: STRING ENSEMBLE (QUARTET)

Refer to the extracts from a string quartet arrangement of the jazz standard “Round Midnight” to
answer this question.

EXTRACT ONE Thelonious Monk (arr. Jeff Sultanoff), “Round Midnight”, bars 1-3
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(@) Describe the intervals bracketed and labelled (1)—(6) in Extract One. State both the quality
and quantity of each interval.
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(b) Identify ONE string technique used in this extract, and:
. name the technique
. explain the way the technique would be played
. discuss the effect of the technique on the timbre of the music.

Technique: \wﬂ’\@\d H S —

Q&(ﬁié& oNevraliam C\Q We e acsa Ae \l‘\\“‘{fj&\)

Ts cseaken oo Gaanoud, ARy Qeralkac
o TN %E.\u\é\ C_v—:_ﬂi?@ A0 k_-\.gq\(\'\; \h&'\r\}«b\g
\d\)&ﬁs ?\\_QQ_\\D_@\ \G o \\\K?S\'Qﬂ\_m\ki; i ‘&\‘Q}rx\t\u%
’*\_(‘_\(&:\3\. N o, W
e ———— e

Music 91276, 2017

ASSESSOR'S
USE ONLY



() (0
g flax -
£ flaxr -
K Flax
D flati

Music 91276, 2017

Add performance markings to Extract Two to indicate that:
e the melody should be played moderately loudly
the accompanying parts should be played very softly
groups of two quavers should be played staccato
groups of four semiquavers should be played legato.

Add accidentals to the highlighted notes in the cello part to make a descending
chromatic scale.

EXTRACT TWO Thelonious Monk (arr. Jeff Sultanoff), “Round Midnight”, bars 4-7
4 o
/- S ! K K !
- X i 2 T —
o - - — 1
ﬁ l_y @F) P
o U | 1 M I 1 ] | . " e, I |
G2 e —r—tr—+——— ===
ot §|l_ : = te He — bel l‘:f%t
‘llv"’ = {ig__ — : ] i ! f  —
e = —— =
5 | S l ' '
O HER ﬁ - 7 \1 : o I 1ﬁ —~ j = e —a
o G e =1 7 = & ! 1 I = Ir 1 2 I

ASSESSOR'S
USE ONLY



ABCHE CGEARCOE F

EXTRACT THREE Thelonious Monk (arr. Jeff Sultanoff), “Round Midnight”, bars 28-32
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(d)

(e)

Complete the keyboard reduction of Extract Three (one bar has been completed for you).

. Notate one part ft-hand stave, and the remaining three parts on the right-
hand stave.

. dnclude all necessary performance directions.

Discuss the use of texture in Extract Three. Give specific evidence from the score to support

your answer.
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QUESTION TWO: ROCK/POP SONG

Refer to the extracts from the song “Don’t You Worry 'Bout A Thing” to answer this question.

EXTRACT FOUR

Stevie Wonder, “Don’t You Worry ‘Bout A Thing”, bars 1-6

Moderate Latin rhythm (. = 126)
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(a) Add chord indications in the boxes above the keyboard part, using jazz/rock notation.
39
(b) Identify ONE rhythmic feature of Extract I%ur, and discuss the effect it has on the music.
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EXTRACT FIVE

31

6

Stevie Wonder, “Don’t You Worry ‘Bout A Thing”, bars 31-34
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(c)  Rewrite the guitar part in Extract Five in standard notation in the treble clef. The guitar part is

Vi P oHom

in standard tuning (E-A-D-G-B-E, from low to high).
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The extract below features the same lyrics as Extract Five.

EXTRACT SIX Stevie Wonder, “Don’t You Worry ‘Bout A Thing”, bars 4142
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(d) Discuss in detail ONE similarity and ONE difference between Extracts Five and Six (aside
from the lyrics themselves).
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EXTRACT FIVE Stevie Wonder, “Don’t You Worry ‘Bout A Thing”, bars 31-34
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(c) Rewrite the guitar part in Extract Five in standard notation in the treble clef. The guitar part is
in standard tuning (E-A-D-G-B-E, from low to high).
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QUESTION THREE: INSTRUMENTAL SOLO WITH ACCOMPANIMENT

Refer to the extracts from Haydn’s Trumpet Concerto to answer this question.

EXTRACT SEVEN Joseph Haydn, Trumpet Concerto, third movement, bars 5768
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(a) Identify ONE compositional device used in Extract Seven, and explain its effect on the music.
Give specific musical evidence to support your answer.
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(b) Focus on the last two bars.
(i)  Complete the harmony in the keyboard part, using the chord indications provided.

(i) Name the cadence formed by these two chords.
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(c) The solo trumpet part has been written at concert pitch (the pitch the audience will hear).

Transpose the music in Extract Eight so it could be played by an alto saxophone.

EXTRACT EIGHT Joseph Haydn, Trumpet Concerto, third movement, bars 142-149
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QUESTION THREE: INSTRUMENTAL SOLO WITH ACCOMPANIMENT

Refer to the extracts from Haydn’s Trumpet Concerto to answer this question.

EXTRACT SEVEN Joseph Haydn, Trumpet Concerto, third movement, bars 5768
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in its effect on the music.

()

(a) Identify ONE compositional device used in Extract Seven, and expl
Give specific musical evidence to support your answer.
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(b) Focus on the last two bars.
(i) Complete the harmony in the keyboard part, using the chord indications provided.
Name the cadence formed by these two chords.
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EXTRACT NINE

10

Joseph Haydn, Trumpet Concerto, third movement, bars 72-82

4t
EEEE

(d)  While the tonic key is Eb major, the passage above passes through two related keys.

()  Add accidentals to the highlighted parts of the score so that:
. bars 72-76 are in C minor
. bars 79-82 are in B> major.

(i)  State the relationship of these keys to the tonic key.

Key Relationship to Eb major
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Merit exemplar 2017

Subject: | Music

Standard: | 91276 Total score: | 18

Grade

Q score

Annotation

(a) Achieved — only three qualities are correct

(b) Excellence — has identified the technique, described it, and attempted to
describe the effect on the timbre

(c) Excellence -all requirements met

(d) Merit — too many inaccuracies (confusion over how to notate notes on an
adjacent line and space, missing slurs and ties) for Excellence

(e) Achieved —candidate has misidentified chordal movement without a
melody as monophonic rather than homophonic, and bracketed it with the
actual monophonic texture in the extract. The description of the
homophony in bars 2 and 3 would be good qualitative evidence, but
unfortunately the basic misidentification and understanding of texture
means this answer is Achieved level overall

The question achieved E7 overall due to two pieces of Excellence evidence,
but individual marks are mixed across the question.

This question is M5 because: the candidate has a reasonable basic
understanding of jazz / rock notation, chord identification, and syncopation, is
able to accurately transcribe guitar tab, and makes a good attempt at
describing a similarity and a difference in the two extracts.

The candidate has described the melisma but doesn’t know the terminology;
there are also more convincing similarities other than the time signature, but
overall there is enough evidence for a Merit mark on that part of the question.

(a) Merit — the candidate has given a good description of “ostinato”, but
needed to identify that the ostinato is actually a pedal in order to be able to
give Excellence-level detail on the effect on the music. Ostinato alone is
quite a difficult device to describe the effect of to Excellence level in this
context

(b) Excellence — the root notes of the notated cadence are correct, and all
three notes of the chord are present; voicing and rhythm are not expected
to be perfect for an Excellence mark in this question

(c) Achieved — the candidate has made a consistent transcription but into the
wrong key

(d) Merit — the candidate has correctly identified the relative minor
relationship, and has the correct accidentals for the piano part of the B-flat
major section — the one in the trumpet part is missing but this is the
allowed error for a Merit mark. NB: dominant alone would not be enough
for credit here; candidates must include “major”.






