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Foreword
This booklet outlines the performance of candidates in all aspects of this specification for 
the Summer 2019 series.

CCEA hopes that the Chief Examiner’s and/or Principal Moderator’s report(s) will be viewed 
as a helpful and constructive medium to further support teachers and the learning process.

This booklet forms part of the suite of support materials for the specification.  Further 
materials are available from the specification’s section on our website at www.ccea.org.uk.
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GCSE MUSIC

Chief Examiner’s Report

Component 1 Performing and Appraising

Overview

This component is externally assessed by a visiting examiner and receives a weighting of 35% 
of the total examination.  It comprises three core components: solo performance (15%), 
ensemble performance (15%) and discussion (5%).  The duration of both performances 
should not be longer than 6 minutes.  Students discuss and evaluate performances with the 
visiting examiner for approximately three minutes.

Candidate Performance 

Assessing the performances of young musicians across the Province is one of the most 
encouraging and rewarding processes in music education, and I would like to commend 
everyone who has been part of the process of assisting and encouraging the candidates 
to present their best efforts.  The centres were, on the whole, very well organised and 
examiners were welcomed into the Music Departments, and were shown respect by 
teaching colleagues who displayed professionalism and passion, creating a safe and positive 
atmosphere for the candidates.  
The report on this component attempts to provide support for teachers and candidates 
by distilling some of the most significant observations and issues raised by the team of 
examiners following their visits to centres throughout the past examination period.  It 
was pleasing to note that examiners reported many positive conversations with teaching 
colleagues concerning the new specification’s approach to assessment of performances.
There continued to be fewer performances that required backing tracks this year and when 
they were used, it was with varying degrees of success.  Some provided a secure support for 
the performer, but others were detrimental by exposing issues of imbalance and sometimes 
played unreliably.  Centres should also be aware that while a teacher may change levels to 
help with the sound check, it is up to the candidate to make the final call, using their musical 
awareness of balance, and these levels should not be changed during the performance.
Most centres have now fully complied with the guidelines on the use of technology, full 
details of which can be accessed through previous Chief Examiner Reports.  The use of 
mobile phones, pen drives or other devices connected to the internet are strictly prohibited 
and will result in the candidate being investigated for malpractice.  This includes the playing 
of backing tracks or reading music and lyrics from such devices.  We would also encourage 
centres to be aware of the other distractions to their candidates including telephones 
ringing, public address systems/school bells and nearby classrooms.
It is also a requirement of each centre to have prepared the Candidate Assessment 
Forms before the visiting examiner arrives.  This includes the candidate information and 
programme details, as well as any use of technology and a judgement on the level of 
demand for both solo and ensemble performances.  We would ask that particular attention 
is given to this for future examinations and that the level of detail regarding the ensemble 
performance is sufficient to be able to assess the performance of the candidate from an 
audio recording.  Where possible, teachers should also consider the size of the room chosen 
for the performance as the size and volume of ensembles can be overpowering in some 
smaller rehearsal type rooms.
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Many centres provided a running order, including candidate details, for the examiner at the 
start of the day and were happy to keep this flexible as the day unfolded.  This was useful 
on several levels as it allowed the examiner to check the candidate information against 
what was entered on the Candidate Assessment Form, and also supported the smooth 
running of the day.  The variety of expectations between centres for the speed at which 
an examiner is expected to carry out their work continues to be significant, and we would 
ask that centres be aware of this when planning the day.  Some examiners reported feeling 
rushed without sufficient time to carefully consider and complete the Candidate Assessment 
Form.  It is beneficial to the candidates that the examiners are given sufficient time to write 
detailed comments reflecting the performance that has taken place.  We would ask centres 
to note that normally no more than 18 candidates should be examined in one day, with 
an appropriate break for lunch.  On the other hand, a few examiners were left waiting for 
lengthy periods of time either upon arrival at a centre or between candidates.  In many cases 
an examiner will have to visit two or more schools on the same day.  It is vital that all schools 
are well organised and that no time is wasted, ensuring the examiner has time to travel to 
the next school and also have a break for lunch.  Centres who are unsure or have any doubt, 
are encouraged to check their proposed schedule of times and number of candidates with 
the examiner prior to their arrival.  Examiners will usually plan to arrive in time to greet 
pupils, and after about 10 minutes begin their examinations.  This time of greeting all the 
candidates is an important moment for both pupils and the examiner as it does tend to put 
the performers at ease, as well as giving the examiner an opportunity to share information 
about the examination process with them all.  This saves time from having to do this with 
each candidate individually as they come to perform. 
There were very few performances offered below a Grade 3 standard, but it is essential 
that the teacher makes an informed and accurate judgement on this level for both solo and 
ensemble performances.  There also continues to be a significant number of candidates 
who opted to perform at a higher level, grade 6 and above, for both the solo and ensemble 
examinations.  This opened the way for more errors to be made, as the demands on the 
performer were greater.  It is also worth noting that although a piece may have scored well 
in a Grade Examination, it is essential that the piece allows the candidate the opportunity 
to demonstrate the technical and expressive skills as outlined in the assessment criteria 
for this particular examination.  It is best practice for this to be discussed at an early stage 
of preparation for the performance.  There were also many examples of well-planned or 
arranged performances that demonstrated the candidates’ strengths, without exposing 
areas which were less developed.

Solo Performance

There were many well-prepared solo performances this year on a wide variety of musical 
instruments, with piano or vocal performances being very popular options.  Many 
performances fulfilled the two minute duration requirement but a significant number 
of performances fell short of this time.  While some performances were technical and 
challenging, others did not offer enough content to make a full assessment and where two 
solo performances were offered, it was often the case that one of the performances was less 
well prepared.  On the other hand, DJ performances tended to be lengthy, often exceeding 
ten minutes.
While it is not a requirement for singers to perform from memory, candidates should 
remember that reliance on music or text, or hiding behind a music stand, tends to 
detract from the important communication between soloist and listener.  The quality 
of musicianship of many of the piano accompaniments is to be commended, but many 
examiners drew attention to the dominant nature of many accompaniments. We encourage 
centres to be aware of this when planning the layout of the examination room.  It is also 
worthwhile noting that candidates should be given time to rehearse on the instruments and 
in the space that will be used for the examination, as some examiners made reference to 
candidates not being used to, for example the Grand Piano or the microphone. 
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The candidates should be able to enjoy a significantly different experience from performing 
a solo to being part of an ensemble, but some centres presented solo performances in a 
similar way to ensemble performances and vice versa.  We encourage teachers to help their 
students keep this clear and, within the spirit of the specification, ensure that they choose 
repertoire that gives them the opportunity to do this clearly.  The accompaniment for solos 
should be minimal and without a focus on ensemble, and within an ensemble the focus 
should be on the performance achieved by working together with others.  At the other 
extreme there were many solo performances presented without an accompaniment where 
one would have been beneficial to the candidate particularly in terms of timing, tuning and 
dynamics. 

Ensemble Performance

There were many examples of well-chosen and entertaining ensembles by candidates.  
They were appropriate to the musical abilities of the group of pupils, without exposing any 
weaknesses.  These included vocal ensembles, instrumental quartets, drumming circles, 
traditional groups, rock groups and duetting instrumentalists, including an increase in the 
number of piano duets.  Teachers are reminded that ensembles must consist of at least two 
live musicians performing undoubled, independent parts that are played simultaneously.  
While there will be occasions in a performance where a part may be doubled, particularly 
in Irish Traditional Groups and African Drumming, it should be ensured that the candidate 
being assessed has opportunity to take a solo part exemplifying the level of performance 
they are capable of during any given performance.  Should an examiner discover that 
another player is doubling a candidate’s part, that player will not be permitted to remain 
in the ensemble during the examination.  Most ensembles tended to have small numbers 
meaning that a candidate’s contribution was easily identifiable, and candidates also realised 
that they did not need to be the prominent instrument to be examined successfully.  
For the first time, it was a requirement that a grade level be entered by the teacher for 
ensemble performances.  With the increase in piano duets it is important to be aware that 
some primo parts can be quite limited in their musical requirements.  Some candidates 
performed as a sensitive and musical piano accompanist to other pupils.  Traditional groups 
often performed to a very high standard, with less doubling of parts and music selected to 
feature individuals within the ensemble.
There were many candidates who demonstrated that they had developed their ensemble 
awareness with independent entries and a wide range of dynamics explored within well-
rehearsed groups.  It is hoped that candidates themselves will set these ensembles up, 
with teacher guidance, and then practise together in preparation for the examination.  
However, a repeat of the solo style performance with candidate and accompanist is not a 
true ensemble in the spirit of the specification, and it is often the case that when a pupil 
performs with a teacher accompanist as an ensemble, the teacher invariably “leads”.  This 
year there were many ensembles where the candidate had very limited opportunity to 
influence the performance of the ensemble as it was teacher-led, or the more mature 
musician dominated.  It is also worth noting that the layout of ensembles should be 
considered so that each performer can communicate throughout the performance, and that 
the balance is also considered well in advance of the performance.   If a soloist performs 
with an accompanist (e.g. guitar or piano), it is permissible for the accompanist to use this 
performance for their ensemble performance assessment, but not for the soloist.

The Discussion (Viva)

Teachers and examiners considered the most significant change of the examination to 
be in the discussion section.  A set of five questions was circulated in the months before 
the examination, and asked of all candidates in order to give each candidate the same 
experience and opportunity to reflect on one of their performances.
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These discussions, which should still take place immediately after the performance to which 
it relates and the majority of which were based on the candidate’s solo performance, varied 
significantly in terms of preparation and focus.  The best showed a clear understanding of 
the music, what they intended to do and how they would achieve it, and the full range of 
marks awarded provided significant differentiation of reflective understanding.  Although 
many provided a wealth of insightful and musical answers, in comparison to the level of 
their performance many candidates answered in a way which lacked depth and exposed lack 
of awareness of the preparation for their performance.  This resulted in some candidates not 
achieving top marks as their viva did not reflect the same standard as their performances.  
It was not uncommon for one-word answers to be given, whereas others would choose to 
demonstrate on their instrument or highlight points of interest on the score. 
Question 1 was designed as an opportunity for each candidate to give a short, factual 
answer of the title and the composer of the piece that they have performed, and was 
generally answered well, although a few confused composers and performers.
Questions 2 and 3 required the candidate to identify the style or period of music of their 
chosen piece, and then to discuss why this was the case.  The best responses provided three 
reasons for why their piece was clearly written in the style, whereas responses which only 
outlined biographical details of composers or background to songs were not generally of 
relevance to the question.  It is important that while preparing the performance repertoire 
that candidates have a clear understanding of the style in which they hope to perform, or 
the period to which the music belongs, and can back this up with evidence.
Questions 4 and 5 were the least well answered with a significant number of candidates 
providing a rather superficial response, or stating that they didn’t find it difficult at all, or 
simply “a lot of practice!”.  Similarly to question 3, the candidates achieving higher marks in 
this question would highlight at least three specific challenges for question four and then 
elaborate on these for question five. 
All the examiners continue to report how much they enjoy the experience of visiting 
schools, meeting fellow teacher-musicians, and comment on the very high standards of 
professionalism and passion for the subject.  They appreciate the opportunity it affords 
many teachers for professional development and encourage colleagues to enquire about 
becoming examiners for future examination series. 
Finally, we should like to commend the schools for their support of this subject with the 
unique skills it nurtures and develops and to heartily congratulate each candidate for their 
enjoyable performances. 
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Principal Moderator’s Report

Component 2 Composing

Overview

This component is a controlled assessment component and receives a weighting of 30% of 
the total examination.  Students compose two compositions: one to a pre-released stimulus 
and the second is free choice.  Centres mark the compositions across a series of core and 
optional criteria, which are then moderated by CCEA.  Compositions are submitted with 
options for lead sheets, written accounts or scores, and are accompanied by a compulsory 
sound recording.

Performance of the component

It was most encouraging to see a vast range of very fine compositions which showed 
great artistry and individual creativity.  There were some excellent portfolios which 
stemmed initially from class-based activities but progressed to well-structured and unique 
compositions, offering clearly differentiated outcomes.
Overall outcomes for this component were broadly similar to those in the previous 
specification, which bodes well for the future.  The introduction of the stimulus-based 
Composition B requires compositional skill and planning in excess of that expected in 
previous specifications, so it is encouraging to note that the grade boundaries have not 
fluctuated greatly from the past year.   
The vast majority of portfolios settled in the C/D grade boundary, but the ‘bunching’ 
effect which had been witnessed towards the end of the previous specification, did not 
materialise. 
While there may have been fewer A* portfolios, there were also very few compositions 
which fell into the F/G grade boundary.  
This is a credit to all students who worked so hard during their GCSE years and reflects well 
on the skill, focus, determination and direction given by hard working music staff in our 
schools. 

Administration

The majority of Centres are to be congratulated for their compliance with the specification 
requirements, including the submission of folios and their presentation (including 
accompanying sound recordings, scores or leadsheets and relevant pro-forma). 
• A number of centres did not include the pro-forma cover sheet attached to the front 

of each composition.  It is good practice that all accompanying scores, lead sheets, 
libretti etc., have student and centre identification.  Quite a number were unidentified 
in envelopes containing many loose-leaf sheets.

• Teacher comments re: assistance given, when used, provided excellent information 
which was helpful to the moderation process.

• Teacher comments re: the marking, ranged from one-line, short statements to very 
detailed comprehensive accounts.

• The presentation of the folios by most centres was exemplary.
• The quality of CD recordings in most centres was of an excellent standard with a 

significant number using technology to record the compositions.
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• The overall length of submissions was within the 3-6 minute time frame and there 
were only a very small number of single compositions which extended beyond 5 
minutes in length. 

• As the CD recording is the only obligatory requirement from centres, the quality of 
the recording is key to ensuring the student’s intentions are realised.  Some CD’s had 
significant background noise, extraneous additions or interruptions which hampered 
the overall sound quality.

• The majority of centres submitted all recordings on one, well-labelled CD, as required.
 It is important that precautions are taken to ensure the CD is not damaged in transit, 

which happened on a few occasions this series.

Candidate Submissions

Written accounts
• Written accounts were submitted by the majority of candidates.  These, however, 

often lacked compositional detail with regard to style/form, resources chosen, chordal 
structure, use of texture and accompaniment and expressive interest.

• The written account for Composition B, in the majority of cases, did not indicate 
where the stimuli is heard in its original format, and how they developed this within 
the structure of the piece. 

Lead Sheets
• Lead sheets were a common choice for submission, from the most basic which 

included words with chords written above, to detailed analytical outlines of what was 
happening in the composition.

Scores
• The majority of scores were of an excellent standard with regard to notation, using 

a variety of software options.  Some centres scored meticulous detail including 
expressive features, performance directions and articulation, which were particularly 
important when assessing marks awarded under expressive interest.

• A number of centres’ scores, however, had instruments, vocal lines and parts that did 
not appear on the recordings.  Often submitted songs did not have the words being 
sung on the recording - replaced by a digital vocal sound. 

Sequencer/Notational software
• Garage band was the program of choice from a number of centres, and there were 

many imaginative and stylistic motifs and riffs created with some excellent realisations 
of their chosen instruments.  Logic Pro x was also very successfully used, as was 
Sibelius.  Musescore was sometimes used to notate, but the software issues meant 
the notation of rhythm was incorrect.

COMPOSITION A (Free composition)

Compulsory criteria – creation, organisation and development of ideas
There are three ‘expectations’ in this criteria, and the best examples from students 
illustrated a number of effective melodic and contrasting musical ideas which were 
woven into a well-defined musical structure, and then effectively developed through the 
composition.
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• In too many cases, the first two ‘expectations’ were met effectively but the 
development of these first ideas was limited or ineffective.  Many of the musical ideas 
were repetitively stated or merely echoed between instruments and greater structure 
and development was needed to score in the upper bands.

• Many lacked creativity, fluency, overall organisation and sophistication.
• The majority of submissions, however, showed flair and individual creativity.
Compulsory criteria – Use of resources
• Instrumental writing demonstrated a good understanding with some very idiomatic 

submissions.
• The range of the chosen instrument(s) were not always fully explored with limited 

attention given to the instrument’s capabilities, especially in particular styles/genres.
• The use of notational software often allows notes which are not within the 

instrument’s acoustic capabilities.  This should provoke learning discussions with 
students prior to submission.

Additional criteria – Use of harmony 
• Candidates demonstrated a fair understanding of primary chords and harmonic pulse, 

but for Mark Band 4, the work needs to show excellent understanding of secondary 
chords, colour added to chords, etc. 

Additional criteria - Texture and accompaniment 
• Marking under this criterion was frequently lenient, where the compositions too often 

had little variation in style (eg. Broken chord/arpeggio accompaniment throughout) 
and lacked imagination (eg. lack of contrasting textures/ sustained accompaniments 
throughout).

Additional criteria - Rhythmic interest 
• Marks awarded in Mark Band 4 must show the development of rhythms used and 

should demonstrate originality with a sense of idiomatic writing.  Greater use of 
syncopated ideas and off-beat rhythms, for example, should be encouraged.

• A significant number of submissions marked under this criterion were variations of 
the same melodic idea but with different note values accompanying.

Additional criteria - Expressive interest 
• There were a significant number of issues when there was no correlation between 

what was notated on the score and mentioned in written account/lead sheet, and 
what was actually heard on the recording.

• As the CD recording is the only obligatory submission required, the candidate’s 
intentions should be realised on the recording.  Otherwise this becomes a paper-
based theory exercise with no relation to actual performance.

Additional criteria - Use of Technology 
• Use of Technology was generally excellent, showing effective control and 

understanding.
• Teacher marking within this criterion was excellent.
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COMPOSITION B  (To a chosen stimulus)

Choice of Stimulus
Stimuli 1 (melodic) and 3 (harmonic) were the most popular options, with the rhythmic 
stimulus (2) less popular.
• While the vast majority of candidates complied with the specification by stating 

the stimulus once in its entirety in the composition, the stimulus was significantly 
under-developed in most cases.  The melodic and rhythmic stimuli, in particular, had 
a number of smaller motivic ideas which offered candidates great opportunities to 
develop some or all of these smaller musical units.  The creative development of the 
stimulus material was the weakest element in Composition B.

• In only a few instances was there clear direction, either from the written account or 
from the teacher comments, as to the exact location of the stimulus.  It was often 
difficult to find and, in some instances, was not heard in full, as per the specification 
requirements.

• It is important that when the harmonic stimulus is chosen and the composition is 
subsequently marked under the additional harmony criterion, there needs to be a 
high level of added chordal colour, a faster harmonic pulse, interesting cadences and 
an imaginative realisation of the original stimulus.

• The additional criteria posed similar issues as outlined above for Composition A.  
Teacher comments are particularly useful during moderation when assessing the 
marking of these criteria.

Compositional styles
A wide range of styles was produced and the variety of work ranged dramatically.  The main 
compositions were traditional, Irish-inspired programmatic compositions or instrumental 
pieces in binary, ternary, rondo and theme and variation form.  Jazz pieces, electronic 
pieces/techno music, rock, rhythm and blues, film/tv music/ programmatic pieces, song and 
Irish traditional dances such as slow airs, reels, polkas and jigs featured strongly.
Instrumental combinations
Candidates wrote for string, brass quartet and woodwind quartet, bagpipes and fife drums, 
djembe drums, vocals with a variety of accompanying groups, rock/pop, keyboard, piano, 
strings and various combinations of other instruments (acoustic, electric, bass guitars and 
drum kits).  It was also interesting to note how many other sound sources were used as 
material from historical quotes, spoken statements, background sound effects and movie 
clips.

Marking at Centre

While the vast majority of centre marking was accurate and reflected the quality of the 
student’s work, a greater number of centres were submitted by the moderation team to Post 
Moderation.  Adjustments to marking were made only when there were clear anomalies 
in the centre marks.  As noted previously in this report, the creation, organisation and 
development of musical ideas in both compositions was the greatest area of dispute. 
The selection of and marking in the additional criteria was broadly very sound.  Assessments 
given for expressive and rhythmical content were least secure.
Congratulations once again to everyone involved in this Summer’s series.
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Chief Examiner’s Report

Component 3 Listening and Appraising

Overview

This is an external written examination of 1 hour and 30 minutes duration, where students 
answer questions on familiar and unfamiliar music related to a number of Areas of Study.  It 
comprises 35% of the total weighting for the examination.

Performance of the component

Significant consideration was given in this new specification in ensuring that this component 
remained relevant, accessible to all students and enhanced the holistic nature of the subject 
by allowing students to show, not only the labours of their study of a number of set works, 
but also the application of wider aural skills in applying their knowledge to unfamiliar music 
related to the Areas of Study.
While the format of the written paper replaced two listening papers from the previous 
specification, the introduction of a longer writing question based on one of the set works 
and incorporating the Quality of Written communication, was a significant change from 
previous years.
Much debate had gone in to ensuring the language of the paper was unambiguous and 
offered greatest opportunity for pupils to transfer their knowledge to paper.  Consideration 
was also given to the balance of the paper and its content: embracing factual recall, 
descriptive and extended writing questions and those which required one-word answers.
Extra time had also been given between repeat playings of each extract, and between the 
questions themselves.  The feedback received on the paper was most positive.
Examiners adopt a positive marking ethos and the mark scheme was generous, offering 
sufficient scope in answers which were commensurate with the maturity and expectations 
of most students of GCSE age.
It was very clear from this component that the majority of students knew their set works 
extremely well, could apply knowledge sufficiently well to unknown music and had a good 
grasp of technical language.

Areas for development

• It was sadly the case that many candidates ‘hedge their bets’ when writing more 
than one answer when only asked for one.  Centre staff are asked to stress with their 
students that not following the rubric of the question will inevitably result in lost 
marks.

• It was also disappointing to note the significant number of illegible scripts from 
students.  While consideration was given to candidates who incorrectly spelt their 
answers (except Question 9), no marks could be awarded in a number of cases as the 
examiner was unable to decipher what was intended.

• A number of longer answers were prefaced with ‘describe’ or ‘describe how’, and in 
these cases, it is most important for students to not merely ‘list’ a series of musical 
events or instruments; they must also outline what each of these does and/or how 
the musical effect is achieved.  Questions 7 and 9 were particularly weak in this 
respect.  Too often answers became a series of lists, resulting in a loss of valuable 
marks.
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• Identification of textures was a weakness, and there was a marked discrepancy 
between pupils differentiating between rhythm and metre (time signature).  This was 
particularly so in Question 9.

• There was frequent misuse of musical terms describing unfamiliar music e.g. 
‘sequence’ was used so often to describe a series of musical things which happened 
one after another, as opposed to the repetition of a harmonic, rhythmic or melodic 
motif at a different pitch.

• Common misuse also of the terms: scales, triads, arpeggios and broken chords.
• Greater detail needed to be given when describing instrumentation e.g. specifying 

upper or lower strings/brass/woodwind.
• The term ‘drums’ is still insufficient to gain marks.  Students should outline which type 

of drum e.g. timpani, drum kit, side drum, etc.
• The musical genres of twentieth and twenty first century rock music require greater 

scrutiny as brit pop and indie rock were not universally recognised (even though one 
was part of a set work).

• When listing instruments playing in rock/pop ensembles, it is advisable to identify 
which type of guitar is being used (acoustic, electric, rhythm, bass etc).

Q1  A good starter for most students with good recognition of the time signature and 
accompaniment used in Mozart’s Horn Concerto.  Question 1(d) gained most 
candidates the 2 marks by identifying the repeat of the melody by full orchestra.  The 
mark scheme also allowed for louder dynamics and the transfer of the melody to the 
violins.  Sonata rondo is technically the form of the movement but rondo was also 
accepted in Question 1(e).

Q2  This was the first of the ‘describe how’ questions on the paper and the answers 
required outlined how Coates builds up the sense of excitement.  An expansive mark 
scheme allowed most candidates to gain well.  The recognition of the dominant pedal, 
with rising sequence and the break-up of the melody in diminution were noteworthy.  
Weaker candidates gained from highlighting the rising dynamics and the use of the 
timpani.

 Identifying three errors in the melody as an aural perception Question (2)(b)(i) gained 
the vast majority of students at least one mark (the last note).  Here again, it was 
clear that this had been well studied in centres.

 The triangle was mis-identified by a significant number as the percussion instrument 
used in the quick march (Question 2(b)(ii)).

Q3  Misreading of the question meant that too many students mis-identified the melody 
but even more lost the marks by not quoting correctly “The Boys of Belfast”.

 It was important to note in the support materials that the designated recording of 
the work uses a tin whistle instead of a fife, which was the most common incorrect 
answer.

 Identification of the modal tonality, within a Binary form and performed by the 
Stonewall (Folk Group) was very common.

Q4  The wordless singing technique sought in Question 4(a) provided a plethora of 
answers but only ‘vocalise’ could be accredited (refer to resource materials).  The 
chordal sequence was identified by the majority of candidates.  The same was not the 
case, however, for the identification of the word ‘darkness’ as an example of a blues 
note.



13

CCEA GCSE Music (Summer Series) 2019

 Question 4(e)(i) and (ii), were frustratingly disappointing.  This is a set work and 
knowing that the singer was Florence Welch (not just Florence) and that the genre 
was Indie Rock were an easy two marks for factual recall.

Q5  The first of the unknown pieces was from the opening movement of Vivaldi’s 
“Gloria” and it was well answered throughout.  The identification of tempo, continuo 
instrument, rhythmic outline of the opening choral motif, cadence point at the 
end and the location of a rising sequence, were all very sound.  Question 5(b)(ii), 
identifying the homophonic texture was less successful.

Q6  This extract from Lunasa’s “The Merry Sisters of Fate” was successful for the majority 
of students.  Again, the identification of the texture as unison in Question 6(a)(ii) was 
weak.  Such a stylistic feature of the texture of traditional Irish music should have 
better identified.  The choice of Jig was the most common mistake in (c)(i), but most 
were successful in noting the 4/4 time signature.

Q7  This was by far the least well answered question of the paper.  It was also the first 
extended writing that students would have been required to do to gain 3 or 4 marks.  
The question was a clear differentiator by outcome.  

 The best answers in Question 7(a) outlined clearly the instruments used and exactly 
what each did, the changes in the repeat of the melody, the faster harmonic pulse 
and the modulation.  The chance to describe the accompaniment of the second 
theme was often missed by students who only complied with half of the question.

 Question7(c) was the second ‘describe how’ style question.  It was not ‘describe 
what happens’.  Resultant answers, more often than not, became a list of things 
which happened without explaining how they created an atmosphere of mystery 
and suspense i.e., celeste playing a high pitched version of the melody giving a very 
mysterious feel, the staccato (articulation) of the lower strings contrasting with the 
rising fast upper string scales.  There were few candidates who gained the full 5 
marks.

Q8  For those who found Question 7 challenging, this question seemed to restore their 
confidence and, in parts, (a)(i – iii) was answered well.  While ‘guitar’ was accepted in 
(a)(iii), its use when describing the accompaniment of lines 4-6 in Question 8(b) was 
insufficient as a number of guitars were present.

 Question 8(b) was another question which differentiated student’s perception.  Too 
often, it became a list of instruments playing with no description.  Few highlighted 
that, for example, the synthesizer was playing repeated chords, the bass guitar was 
playing a pedal (opening lines of the verse), the electric guitar maintained the same 
chordal sequence, the addition of a string pad sound as the verse progressed, the 
build-up of the drum kit/drum machine layered rhythms prior to the start of the 
chorus and the lower strings (cello) were playing sustained notes. 

 This anthemic Brit Pop song was frequently misappropriated to the wrong genre in 
Question 8(c)

Q9  The format of this question was the largest single change in this new specification.  It 
will always be based on a set work and will require a depth of knowledge of specific 
musical elements and quality of written communication that have not been required 
anywhere else in the paper.

 This time, students were required to “comment on how” tonality and harmony, 
instrumentation, rhythm and texture were used in Beoga’s “Prelude Polkas”, making 
three valid points for each musical element.
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 The best answers were factual accounts written under students’ own headings, or as 
paragraphed prose making three very clear points on how each element was used to 
create the impact.  The majority used their own headings and extended bullet points, 
which were equally acceptable.

 The weakest answers were rambling series of commentaries on what was heard, often 
jumping back and forward, frequently single word, unrelated bullet points or musical 
‘buzz’ words which had no relevance to any of the four musical elements noted on 
the paper.

Tonality and harmony were well identified by the majority of students with the clear modal 
and key centres for the different Polkas succinctly noted.  The addition of blues chords, jazz 
harmonies, added sixths and sevenths to chords, frequent dominant pedals and parallel 
3rds/6ths harmonies were the most popular answers.  Marks were lost with this element, by 
misappropriating the tonal centre with the wrong polka.
The instrumentation element offered all candidates three easy marks if they identified 
three different instruments playing.  It was so frustrating to note how many students did 
not know the instrumental make up of Beoga.  The higher level answers correctly identified 
the use of traditional and non-traditional instrumentation (as well as electric and acoustic 
instrumentation) and how these were used to blend music from different world cultures.
Rhythm was frequently mistaken for metre by some students who (correctly) identified 
the time signatures of the different polkas but failed to mention the polka or reel rhythms, 
the syncopated and Bluegrass rhythms or even the most striking tango/Habañera rhythms.  
‘Jazz rhythms’ did not adequately described the clear swing rhythms in the Millstream Reel.  
Stronger candidates noted the syncopated bass guitar dotted crotchet rhythms moving 
against a regular crotchet pulse.
Texture, as previously mentioned, was least well identified with many generalised ‘texture 
thickening’ comments devoid of any explanation of ‘how’ it became thicker e.g., more 
instruments added layering new textures.  Many of the comments also were unrelated to 
which polka, or parts of polkas, were in unison or polyphonic, and where the texture moved 
from solo/duet sections to full band textures.
It was clear from the answers given that students had sufficient time in which to finish this 
extended writing question.
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• Officer with Subject Responsibility: Nicola Black
 (telephone: (028) 9026 1200, extension: 2816, email: nblack@ccea.org.uk)

15



© CCEA 2019




