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[bookmark: TemplateOverview]This report provides sample answers or an indication of what answers may have included. Unless otherwise stated, these are not intended to be exemplary or complete responses. The statistics in this report may be subject to rounding, resulting in a total of more or less than 100 per cent.
Section A: Listening and interpretation
Question 1a.
	Mark 
	0 
	1 
	2 
	3 
	4 
	Average 

	% 
	0.2
	12
	39
	35
	14
		2.5





Students were asked to describe how the performers used articulation and tone colour to convey musical character in the excerpt.
Students were very thorough in identifying the musical character and sometimes their description of this dominated the answer, leaving little time for the actual musical elements of tone colour and articulation. Responses on articulation were good, with most students identifying staccato and legato. Higher-scoring responses also described tremolo, glissando, arco and marcato. Problems arose in linking the articulation and tone colour to the musical character without evidence. For example, ‘the flute melody created a joyful character’ does not explain how the flute melody created this character. 
The following is an example of a high-scoring response.
The overall tone colour of the ensemble creates a bright sound which reflects the joyous character. Bright individual tone colours such as the flute, piccolo and high trumpet played a syncopated melody with detached notes and punchy accents to create a festive sound which reflects the celebratory character …
As outlined in the cross-study specifications for critical responses, ‘objective evidence can also be used to substantiate personal subjective responses to the music’ (VCE Music Study Design 2023–2027, p. 15).
Responses to this question could have included the following.
Articulation
staccato is used to emphasise the shape of the theme and to accentuate uneven timing
accompaniment figures are also detached (e.g. strings)
glissando and tremolo are used on low strings
strings arco – gives a romantic style to the Cuban dance theme
low brass staccato is not as precise as trumpet, giving a humorous edge
pizzicato, spiccato and tremolo articulations are used in the strings
Tone colour
instrumental sections and combinations create different tone colours as they repeat and vary the opening theme
strings set a warm tone colour and detached articulation of the theme
reeds imitate the theme and the contrasting tone colour is emphasised
the low brass tone colour gives a humorous edge
piccolo gives a brighter edge to the woodwind sound
small interlude of glissando and tremolo strings gives a very dark tone followed by a full orchestral version of the theme
dry rhythmic conga and woodblock tone colours with some brass interjections create a transition to the Cuban dance
dark and passionate arco strings give colour against the percussion in a new theme
Question 1b.
	Mark 
	0 
	1 
	2 
	3 
	4 
	Average 

	% 
	0.8
	15
	40
	33
	12
	2.4


Students were asked to discuss how repetition was used in the excerpt.
Many students missed the command term ‘discuss’ and devoted too much text to the character or story, which was not asked for. Most students were able to identify that the ‘repeated motif’ was passed from one instrument to another. Identification of which instruments they heard, however, was not always accurate, with some identifying strings only. Instrument identification is a weakness that appeared throughout Section A responses. It would be beneficial for students to undertake more instrumental identification listening tasks. Higher-scoring responses also included how repetition works as a compositional device and what it achieved in this piece, such as in the following example:
… the melody is repeated between different instruments. For example the melody is passed from reeds to French horn, to trumpets and then to the piccolo. This allows the composer to reinforce the melody while keeping the music interesting. Repetition is used to establish thematic material, and in this piece, creates a sense of building and drive towards new material …
Responses to this question could have included:
repetition occurs on a very small scale (repeated notes), on a small scale (opening motif), and on a slightly larger scale via the opening motif returning frequently between the contrasting material 
short string motif is immediately passed to the woodwind consisting of repeated notes and, due to the tempo, is almost a trill
many melodic ideas are repeated immediately with an interjection of a new musical idea; this structure is then repeated many times throughout the excerpt
the opening motif consists of two short figures that are largely the same except for the ending, which is either a question or an answer, creating call and response
a great deal of rhythmic repetition in both melody and accompaniment patterns
repeated clave pattern later in the excerpt
the composer uses the compositional device of repetition to create familiarity and stability for the listener, as well as to contrast new material, and give a structural scaffold.

Question 2
	Mark 
	0 
	1 
	2 
	3 
	4
	5
	6
	7
	8
	9
	10
	11
	12
	Average 

	% 
	0.2
	0.2
	2
	5
	11
	12
	18
	17
	13
	8
	8
	3
	3
	6.8


Students were asked to compare the ways in which two interpretations of piano ‘Etude No. 16’ by Phillip Glass used the elements of duration, dynamics and articulation. 
Some students misread the question and only compared two of the listed elements. Other students continued to write about character and ‘E O’ (expressive outcomes), which was not required. These responses indicated that students had prepared formulaic answers based on previous exams.
Most students were able to write about the three elements but in very rudimentary forms; for example, dynamics was often described in terms of loud, soft and crescendo. Higher-scoring responses observed that because Interpretation B was faster and louder it had a more consistent dynamic, and not the dynamic range demonstrated in Interpretation A.
Duration was problematic for many students. Duration covers any aspect to do with time. It is not the length of the excerpt, which is printed on the exam paper. Obvious differences in tempo were well observed, together with the effect that this had on each interpretation. Some high-scoring responses identified the 7 or septuple metre and the accents used therein, and most were able to describe the use of tempo rubato in Interpretation A. 
Articulation was handled reasonably well. Students were able to describe and compare the use of the sustain pedal, the degree of staccato when repeated notes or chords were struck, and the use of legato when the hands are trying to balance melody and accompaniment. Students should guard against describing articulation in terms of attack and decay only. The specific instrumental technique should be noted, together with the resulting sound. Students should prepare for this and other questions in Section A by familiarising themselves with all the mandated elements of music for this study (see the cross-study specifications in the study design, pp. 16–19). This includes their respective definitions and the examples of concepts that could be explored for each, depending on the works. In particular, students need some knowledge of the basic articulations of all instruments, together with the correct musical terminology. Avoid using the term ‘sharp’ when discussing ‘quick and sharp playing’. To musicians, this term refers to intonation; therefore, it is better to use ‘crisp’ or ‘accented’.
Responses to this question could have included the following as part of a comparative response.
	Interpretation A – performer Simone Dinnerstein
	Interpretation B – performer Maki Namekawa

	Duration
Septuple/7 beat metre, organised into 3+2+2
Metre is asymmetrical (‘limping’ irregular) but consistent throughout
Semiquaver quicker figure on the third beat
Much slower, the 7 pulse is almost the beat
Much use of tempo rubato with delayed beat one (‘agogic accent’) and elongated beat one
	Duration
Septuple/7 beat metre, organised into 3+2+2
Metre is asymmetrical (‘limping’ irregular) but consistent throughout
Semiquaver quicker figure on the third beat
Much faster, the 3+2+2 pulse is clearly the beat 
Asymmetrical metre is more obvious because of the faster tempo and almost no use of tempo rubato

	Dynamics
Softer at the beginning (p)
Climax is much louder (f)
Lots of small variations in dynamics
The climax section is more as a ‘terraced’ effect
The inner quaver line is louder 
	Dynamics
Louder at the beginning (mp/mf)
Climax is only slightly louder (f)
Much less variation in dynamics
The climax section is more of a continuation
The inner quaver line and melodic figures (upper and lower parts) are all closer in dynamic level

	Articulation
Less accented overall
Middle voice slightly separated
Outer melodic voices more legato
Climax uses much more powerful accents including loud bass attacks
Use of tenuto on beat one
A gentler touch, warmer tone
Each bar feels like a phrase at this tempo
	Articulation
More accented overall
Chord line 3+2+2 is more separated
Outer melodic voices less legato
Climax uses powerful accent, but with less contrast
Use of tenuto on beat one
Harsher touch, brighter tone
At this tempo, two (and even four) bar phrases emerge


Section B: Music language
Question 3
	Mark 
	0 
	1 
	2 
	Average 

	% 
	10
	27
	63
	1.6


Melody 1: C
Melody 2: D
It appeared that many students had analysed the melodies and noted the differences before the actual playing, which was a good way to approach this question. Many thought that the second melody was B but did not note the leap of a 6th from the fourth note.
Question 4a.
	Mark 
	0 
	1 
	Average 

	% 
	32
	68
	0.7


Lydian mode
This was answered well.
Question 4b.
	Mark 
	0 
	1 
	2 
	Average 

	% 
	17
	36
	47
	1.3


[image: ]
A completely accurate bass clef, beginning on the f line (5th line) with the two dots also defining the f line was required to gain one mark. The key signature also had to be correct with the sharps placed in the correct order on the correct lines and spaces to gain a second mark. Most students wrote a correct key signature, but the bass clef proved problematic for many. As a basic form of notation, students are encouraged to spend some time reviewing the accurate writing of clefs (treble, bass, alto and tenor). (Note the cross-study specifications in the study design, p. 14.) 
Question 4c.
	Mark 
	0 
	1 
	2 
	3
	Average 

	% 
	9
	20
	5
	67
	2.3


[image: ]Students had to write the scale of C melodic minor, one octave ascending and descending, commencing on the given starting note (C), using minims and accidentals (no key signature). 
Students generally answered this question well and had read it accurately, using accidentals and minims. Flats written beside notes need to be on the same line or space as the note, while stems on minims need to change direction at the upper octave. No Eb was required in the descending octave if it had been written in the ascending octave but was accepted. Natural signs in the ascending octave were not needed on notes A and B but were accepted.
Question 5a.
	Mark 
	0 
	1 
	2 
	3 
	4
	5
	6
	7
	Average 

	% 
	9
	10
	6
	13
	12
	9
	6
	34
	4.3


[image: ]
Most students were able to correctly identify the final three notes that moved by step to the Ab in the given part. Many also identified the octave leap from the given part Bb to the Bb at the beginning of bar 3. Although the melody was moving by leap, the tonic chord of Eb major, starting on the dominant, was outlined by the notes in bar 3. 

Question 5b.
	Mark 
	0 
	1 
	2 
	Average 

	% 
	5
	51
	44
	1.4


Bar 1: Perfect 4th
Bar 4: Diminished 5th
Most students correctly identified the first interval as a perfect 4th but missed the diminished 5th, perhaps because they forgot that the key signature included an Ab. Many students wrote tritone, which was accepted, but this is technically an aural term used when the ear cannot distinguish between an augmented 4th and a diminished 5th and no interval is printed on the page. When the interval is visible, as it was in this melody, diminished 5th should be used.
Question 5c.
	Mark 
	0 
	1 
	Average 

	% 
	15
	85
	0.9


Most students correctly identified the correct Eb major scale of the melody.
Question 6
	Mark 
	0 
	1 
	2 
	3
	Average 

	% 
	9
	24
	35
	32
	1.9


[image: ]
Most students were able to correctly write a perfect 4th above Eb. The diminished 7th above C# was problematic. A diminished 7th can be thought of as a major 7th that has been lowered by two semitones using the same letter name (B# – B natural – Bb) or it can be regarded as a minor 7th lowered by one semitone. A minor 6th below A was difficult for some students. Some wrote a flat against the given note A to create the interval. When asked to write an interval above or below a given note, it is not acceptable to alter the given note.

Question 7a.
	Mark 
	0 
	1 
	Average 

	% 
	55
	45
	0.5


[image: ]
Many students incorrectly used accidentals instead of a key signature. Some students also did not notice that a 7th chord was required and omitted the 7th note C from the top of the chord.
Question 7b.
	Mark 
	0 
	1 
	Average 

	% 
	17
	84
	0.9


F major
This was answered well.
Question 7c.
	Mark 
	0 
	1 
	Average 

	% 
	29
	71
	0.7


[image: ]
This was answered well.
Question 7d.
	Mark 
	0 
	1 
	Average 

	% 
	23
	77
	0.8


Leading note 7th (chord 7) built on leading note OR half diminished on leading note OR 7th chord on 7.
Some students correctly identified the half-diminished 7th chord. On the leading note or on 7 was acceptable. Some students wrote 7th chord on subtonic. Although this was accepted, as it is clearly indicative of the direction of student thinking, subtonic should be avoided because it has multiple meanings and can cause confusion.

Question 8a.
	Mark 
	0 
	1 
	2 
	3 
	4
	5
	6
	Average 

	% 
	10
	16
	15
	15
	15
	15
	13
	3.1



	Bass note
	D
	F#
	B
	A
	E 
	G
	D

	Quality
	major
	minor
	minor
	major
	minor 7
	major 7
	major


Many students correctly identified the bass notes but missed the 7th chord quality in chords 5 and 6. This question requires consistent aural practice as well as an understanding of chords and chord function.
Question 8b.
	Mark 
	0 
	1 
	Average 

	% 
	38
	62
	0.6


Plagal or IV – I
Question 9
	Mark 
	0 
	1 
	2 
	3 
	4
	5
	6
	7
	8
	Average 

	% 
	14
	11
	11
	7
	7
	7
	7
	8
	28
	4.4


[image: ]
Rhythmic transcription is still problematic for some students and many appear to find compound time a difficult concept. Some students tried to notate this in 9/8 time, while others forced it into simple time groupings, unaware of the dotted beats. This skill is one that comes with consistent practice over time as well as an understanding of note values, groupings, beat and pulse.
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