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Mark in accordance with the generic marking scheme in the Syllabus. The following selective points  
referring to individual questions are indicative and not comprehensive. 
 
1 Both aspects of the second sentence need to be addressed, at the very least by identifying that  

there is a 'principal theme' (accept the label 'A') which recurs, slightly varied each time. Really 
satisfactory answers will be able to distinguish the sections in a clearly recognisable way, giving 
some idea of the different nature of the 'new' material. The best-informed may also describe the 
typically-classical phrase-structure which shapes the whole movement. Thereafter, differentiation 
will rest chiefly on the accuracy and vividness of details of instrumentation. The question asks for 
the structure to be 'explained' – identification by means of a label, e.g. Rondo is not sufficient. 

 
 
2 There are some very obvious points that most candidates should be able to make: 
 

• that Var III contrasts by being set in the minor mode 

• that the melody of the  theme returns clearly in Var IV 

• that only the harmonic framework is retained in the Adagio. 
 

The last is also true of Var III but candidates may well focus here more on the expressive nature 
of the viola part and the low register of the clarinet. Most candidates should also be able to 
comment convincingly on the 'virtuosic' nature of the clarinet part in Var IV. Apart from a 
statement that it is the case, a satisfactory explanation of Mozart's treatment of his harmonic 
outline in the Adagio may elude all but the more able candidates. These will probably also be the 
ones who are most clear about the phrasing structure, particularly the dominant tendency of the 
harmony of the third four-bar phrase. 

 
 
3 Answers should not focus only on structure but most candidates will attempt an explanation of the  

movement's double (or 'orchestral'/'solo') Exposition + Development + Recapitulation. The 
presence of a cadenza should be noted, but there will be differing degrees of understanding of its 
precise nature, function and 'typicality'. As the question asks about 'typicality', some comment on 
the unusualness of the changed orchestration and dynamic for the return of the first subject at the  
beginning of the Recapitulation might be expected from more perceptive candidates. Those who  
have developed a capacity to link different types of repertoire in their minds may make useful  
comparisons with Vivaldi's Baroque concertos studied in Section B. 

 
 The display nature of the solo violin part should be addressed with at least some references that 
 show that more is demanded technically of the player than of the orchestral violinists. The best 
 answers will also explore the relationship of the solo part, in terms of presentation and handling of  
 material, with the orchestra. 
 
 Less confident answers may, although they find it difficult to address the nature of a classical 
 concerto head on, nonetheless, through a wealth of details that they have found effective, display 
 considerable familiarity with the music. This is not sufficient in itself for the highest bands, but 
 should be rewarded. 
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4 By requiring candidates to express a view about 'effectiveness' the question expects them to go  
beyond simply describing 'what happens' in the music. Not all will have formed any strong  
preferences but most should have some feeling for 'what works' – whether the link in sound 
between music and idea is plausible, i.e. offer some response to the music. The challenge, which 
only the most able may entirely realise, is to identify what it is in the music that provokes that 
response. 

 
 Even those who find it less easy to articulate their response should find it possible to identify  
 techniques, use of instruments, rhythms, dynamics, etc.. At the more basic level, even superficial 
 commentary may be rewarded as evidence of familiarity with the music. 
 
 
5 While most candidates may be well-prepared to write full commentaries on some of the pieces  

that express their pictures most vividly, and also know that the recurring theme forms a link which 
gives coherence, the requirement to write a full commentary on its initial presentation may take 
them by surprise. At the very least, however, they should be able to identify its unison opening 
and its 'walking' pace. Some will know that the grouping is unusual (but they are not expected to 
make detailed comments about time-signatures) and that the melodic shape of the theme has 
Russian characteristics (but may not be able to put their fingers exactly on what these are). 
Those who have a particularly imaginative response to the music may describe a man walking 
purposefully into a gallery etc.: this should be supported by some attempt to describe how this 
image is suggested. 

 
 Most will probably identify its linking function and many will be able to give examples of it 
 changing mood as the viewer/listener moves away from one picture and the music prepares for 
 the next: differentiation will depend to a large extent on the level and accuracy of the musical  
 details offered to support such interpretations, e.g. the shivering tremolo before Catacombs. 
 
 
6 The question is entirely open but demanding: candidates who attempt this must know their  

chosen 'other' repertoire very well to be able to give 'a full account' that is convincing. By 
widening its focus from groups of pieces to allow for the possibility of discussion of a single large 
one, it is designed to give scope for those who have studied e.g. a Strauss symphonic poem, but 
most candidates will probably have studied something like Elgar's Enigma Variations. 

 
Given the large corpus of 'programme' music which it produced, most examples may well be from 
nineteenth-century Western repertoire, but examples of Impressionism (if some candidates, for 
instance, play one or two Debussy preludes) or music from other traditions (e.g. the Chinese 
concerto which tells the story of two lovers) are perfectly valid. Accounts will need to explain the 
programme clearly before creditable points about the musical techniques used to express it are 
made: weaker answers, though, may devote too much time and space to this without getting to 
grips with the harder facts of what the music does. 

 
Discussion of vocal music (e.g. popular song, or nineteenth-century song cycles) is explicitly 
excluded but some candidates may stretch the interpretation of the question to focus on the 
background music for a film (or even incidental music to a play). Although the visual element at 
play in these makes identifying links between extra-musical stimulus and the music a little easier, 
convincing accounts and explanations of the techniques used should be as fully rewarded as any 
others. To give a successful account of a ballet would be very challenging and it is unlikely (but 
still possible) that any candidate would attempt this.  
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7 The question refers to 'musicians' and is not, therefore, limited to discussion of composers: a very  
detailed, full answer  that refers knowledgeably to specific composers, patrons, venues etc., may, 
nevertheless, reach the highest bands without reference to those who were performers only. 
Most candidates will be aware of the main differences between the working lives of Haydn and 
Beethoven and should be able to refer to aspects of these to illustrate the shift from full-time 
employment in an aristocratic (or church, though few are likely to be able to discuss this) post to a 
more independent, but precarious, freelance life. Many may also refer to the social changes 
which occasioned the growth in public concerts but only those who have studied the context of 
the first performance of Beethoven's Violin Concerto are likely to be able to illustrate this.  
 
Differentiation will rest chiefly on the extent of knowledgeable detail in which answers refer to 
specific venues and occasions, commissions and patrons and also show an awareness of the 
growth of music publishing. 

 
 
8 There is some material that can be used to illustrate answers to this in the Prescribed and Core  

Works. Almost too obvious for candidates might be the consistency of the 'Austrian' style of the 
Prescribed Works, but some may point to the Ländler-like nature of the second Trio in Mozart's 
Clarinet Quintet. More obvious characteristics are evident in the Core works: the 'Italian-ness' of 
Vivaldi's violin-writing, the 'Russian-ness' of Mussorgsky's style, and the 'English-ness' of Holst 
(though generally accepted, this last claim will prove harder to support in any way other than post 
hoc). 
 
For a fully satisfactory answer, however, candidates need to extend the repertoire to which they 
refer: again Section B is the most likely source, particularly some of the more obvious nineteenth-
century programme works that they may have studied, e.g. Smetana's Vltava. Resourceful 
pianists might cite any French music they have played (from the eighteenth or twentieth 
centuries) – but they would need to avoid repeating points that might have been made in answer 
to question 6. 
 
Many candidates, of course, will be sufficiently familiar with one or more examples of non–
Western traditional music to be able to identify their characteristic features. Some European folk 
music may also offer fruitful material for discussion.  

 
 

9 Candidates may legitimately interpret this as a question about 'authenticity' in the performance of  
old music. A sufficiently-detailed and knowledgeable answer that confines itself to such a 
discussion can access the highest bands. It is wide enough, however, to allow scope not only for 
consideration of more contemporary matters to do with arranging music for a different medium 
(such as Ravel's arrangement for orchestra of Mussorgsky's pieces or the addition of words to 
Holst's melody from Jupiter), or adaptation into 'jingles' for adverts, but also the practice popular 
with record companies and radio stations of offering 'extracts'. 
 
Candidates may take any position in regard to such practices but should be prepared to attempt 
an argument of a thoughtful character to support it, not simply to assert that this or that is 'wrong' 
or 'OK'. 
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10 The question is not directly about 'the growth of the orchestra': candidates may discuss individual  
works from different periods without forming an evolutionary view, though most will probably 
indicate that orchestras got bigger with more of more instruments…. They should, however, show 
a clear grasp of chronology. Indeed, most will start with the Vivaldi concertos: here the nature and 
function of the continuo must be explained. The Mozart work is not relevant, though weaker 
candidates may be under the impression that it is for an 'orchestra' – remarks made in this spirit 
should not be credited. There is a considerable time-gap between the Haydn and the Beethoven 
works, making them useful for comparison purposes: the violin concerto is a better example of 
'double wind' than the Haydn symphony but candidates may have learned that this was 
characteristic of eighteenth-century orchestras. Some explanation of the limitations of brass 
instruments and how more modern orchestras overcome these will be needed for a fully 
satisfactory answer. The Ravel and Holst offer rich sources of examples for this. 
 
The best answers will be able to be precise in their factual references and also to give some 
illustrations of how different sections and individual instruments were scored for at different times, 
particularly in matters of texture such as doubling, accompaniment, dynamics.  
 
The question does not require references to wider repertoire but, if offered and relevant, these 
should be accepted on their merits, not discarded. 
 

 
 


