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DR P SMfTH Definitions
D Dyronics - Volume in music e.9. Loud (Forte) & Quiet (Piono) . Crescendo

(6eilin9 Louder) Decrescendo (6etting Quieler)
Durstion - The length of notes, how nony beofs ihey lqst for- Link ihis to the

time signqture ond how mony beois in ihe bor.

R Rhythm - The effect creoied by cornbin ing a votiely of noles with different

durotions. consider osfinolo, slncoPotion, cross rhyihms, polyrhythms ond iriPlets.

P Pitch - The pifch of instruments (High or Low) ty'telody High, Low, Ascending &

Descsnding. Does the music oscend or descend os o piece.
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- The overoll plon of o piece of rnusic e.9 Binory AB, Ternory ABA ond

Rondo ABACAD, Verselchorus struciure in Pop Music

,1 lielody -'fhe effeci creolEd by combining o voriety of notes of different

pitches. Consider the movement e.g slePs or leops, oscending (up) ond descending

(down)

A{etre - The number of beols in o bor in which you n'ork out the time

signoture e.9. ?/4,3/4,4/4 or 6/8

I Inslrumeniotion - The nomes of instrumentol fomilies (Strings, woodwind, Bross

ond Percussion) qnd individuol instruments from these fomilies. Also consider how ihe

instrunenls ore ploying (Chords, Boss line, Rhythm etc. Also consider articulotion e 9

stoccqto, legoto, Pizzicofo, tremolo, orco, trills etc

T ,*u". - The different loyers in o piece of Music e.9 thin or thick, polyphonic,

monophonic, homophonic.

Tempo - The speed of the music e.9. fost (Allegro), Moderote/Wolking poce

(, ndonte), d slow (Lento / Latgo).
Timbre - The ione quolity of the music, the different sound mode by the

instruments used. (e9 Cymbol croshes io odd dromotic effect. Flute for birds singing)

Tonolify - The key of o piece of music e.9 llojor (hoppy), /t/rinor (sod),

Chromqtic (Closhes/Dissonqnt).

H Honnony - How noies ore combined io build up chords ond vocol hormonies.



Elements of Music - Music Vocabulary

Dynamics - Volume
Fortisslmo (ff) - Vely loud
Forte (f) - loud
Mezo Forte (mf) - Moderately loud
Mezzo Piano (mp) - todoratcly qulct
Piano (p) - Quict
Pianissimo (pp) - Very qulet
Grescendo (Crcsc.) - Gradually getting louder
Diminuendo (Dim.) - Gradually tletting quieter
Subito/Fp - loud then suddenly soft
Dpamics - UstGning
ls tte music loud or quietP
furc the Ghantios sudden or gradualp
Does the dynamic change oftenP
ls there use of either a sudden loud secuon or note, or comptete silencep
ls the use of dynamics linked to thG dramatic situationp tf so, how does it
enhance ltP

Duration/Rhythm (length of notes etc.)
Note values e.g. cnotchet, quaver
Pulse/beat
Triplets/duplets
Dotted rfiythms
Cross Rhythms - Similar to polyrhythms but ratrer than just different
rtythms playing, usually tuo differcnt timc signatures as urell.
Polyrhythms - Tuo or morc independent rhythms.
Syrcopation - beats played on the weakor beats of the bar; jumpy rhythms.
Ostinato/Loop/Repetition - Repcated patterns of music
Phrase lenglth and shape (arch shape, spiky shape)
Phrase structurt
How long a piece of music lasts.
Do the rhythms change as the piece prcgressesp
Time Signaturcs - Simple time e.g. 2/4,9/4 or 4/4; Compound Time e.g.
6/8,9/8or 12/8 and irregulartimG e.g. i/4,7/4 org/4.
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Duration/Bhyltm - Ustening
IUhat r{rldrms can 1ru hearP
tur therc many r{r!4tmlc ldeas or iust a fewP
ls the rtydrm on tre beat or is theru sylrcopationp
Iloes tte compotar usG sovsral rlrylfimic idoas togetherP (Ilrls can orrcrlap
with consideration of texhrc).

. Pitch' ilelody/Pitch - Ustoning
ls the melody stepwisc or mos0y ln leapsP
Doos it oover a wide or narxtu range of pitohP
ls it high{ltched or lour.plt(fiedP
Hoy is it aocompaniedP
ls it dlalonic or chrcmdicP
ls therc a singlc melody or motr tran one (as in an enssmDle or duet)P

Structure/Form
Blnary - A B (a way of stnrcfiring a piecc of music).
Ternaly - A B A (a struoturing mechanism of a piece of music).
Da Gapo Aria - A B A (arla ls a solo wcal plece. Da Gapo moans go back to
the beginning" Popular during Bamque Period)
Minuet and Trio - A B A (popular during CIassical Period)
Rondo.ABACADAetc.
Bitornello - A secton that kceps rGturning (similar to rondo)
Grcund Bass - Repealed bass line.
Canon - Many melodies added one at a time (usually melodies upon a
grcund bass)
lndian Baga - lllap, Jhor, Jhala & Gat/Bandish
GYcllc - repeated music.
Popular Sonl Structure' lntrr
Verse (A)': Chorus (B)
Brid$e
Middle Eight (c)
Outru/Coda
Struoturu/Form . Ustenlng
t{hat is tre strusturu or form of the piecoP
Do any of the sections wlthin an indMdual piece rcpeatP



Are repetitions exact or variedP
Wrat different dramatic effects are achiertdP
lVhat is the overall structur€ of the musicP
ln a comparison question - Do both vensions u$G thc samc structurcP Arc
botf wrslons tlre same lenglth or does one haw a lon9er Intruduc,tion, for
cxampleP

Melody/Pitch
Step - next door notes.
Leap - notes that are furdrer apart tfian a 3".
Scalic - descending[/asccndiql withln a scale.
lntenal - Distance bet*een t*o notes.
Chrcmatic - notcs tlrat don't belong to a key.
Gllssando - Bapid scalic morrcment on an instrumenl
Osffnato - Bepealed pattcrn.
Sequence - Bepeated pattern at a higher or lourcr pitch.
Biff/motif - A short, repeated pattGrn, often in the bass part.
lmitation - A section of muslc that is imitated by anotfier part or
instrument
Sharp, flat and natural notes
Octaw - The 8 diatonic notes betneen trvo notcs of tfte same name.
lnteruals - the dlstanco betueen 2 notes.
Rangc of instruments
Diatonic key (maior/minor)
Tonic - l"degireG of a scale
Subdominant - 4"dqrrce of a scale
Dominant - S,dcgltrG of a scale
Pentatonic - 5 note scale
RaSa - lndian scale
Melody/Pitoh - Llstening
ls the melody stepwisc or mostly in leapsP
Does it oover a wide or narnow range of pitchP
ls it high-pitched or lowaitchedP
How is it accompaniedP
!s it diatonic or chrumaticP
ls there a single melody or mone tfian one (as in an ensemble or duet)P



Metfe - Please see Duratbn/Bh*trm

lnstrumentation, Timbre & futiculation
Strings - Violin, Viol& @llo, Double Basc, Hara & Guttar
fimbru - piizicato (plucked strings), arco (with tfte bow), col lcglno (with

' ttamolo - rapid morcmcnt upon one string

Oboo, harmonlca
Timbrc - Flutter tonguing (achierrcd by rulling an .R'with the tongue),
Pttch Bcnding (Bondlng of notes, adrienrcd by sliding flngers olf tfie keys),
Staccato (dlffotsrt munds ale achiewd by siqgle and double rced
instruments).
Brass - Trumpet, Cornet, Trumbone, Frcnch Horn, Barltone, Euphonium,
Tuba
Timbrc - Played yltt a mule (tticlr it ln ttre bell to changc the mund)
Percussion (tuned & untuned) - Drum tGt, Side Drum, piano, illaracas,
Wood block, Agogo bclls, Gorv bells, Trian3lle, TanrDourine, Gymbals,
Con$as, Bofulos, Gloclcnsplel, Xylophone, Tubular Bells etc.
Tlmbrc - Piano - Chords and Melody, Brcken or Bloct Ctrords
Drum klt - fills, cymbal clashes, drum rulls
Artlculation
Leglato - Smooth
$taccato - Short detached
Accent - Emphasise the note
Voioes
SATB choir. Soprano - Female (HiEhest)
Afto - Female
Tenor - ilale
Bass - Male (to*rst)
Treble - HlghGst ohildrun's roice. Unbruken male roice. Equlvalent to adult' aoprano.
Barltone - ln beturcen Tenor and Bass male rroice.'. Falsotto - Very hlgh male voice (head rnice).
A Capella - Unaccompanied slnging.
Melisma. A tunefu! flow of notes sung to a singc syllable.
Backing Vocals/harmonies



lnstrumentation/timbre/Articulation - Listenlng
Wrat instruments arc playingP
ln Mrich or{er do they enterP
llhat significance do ttey haveP
t'llrat eombinatlons of instruments arc playingP
Ale any speclal playing tetfinlques being uscdl
llow do flie instruments help ln tfie cruation of mood, situation, perlod or :
plaoe?

Texture
Monophonic. A singlle line of music. A single melody line with no harmonic
acoompaniment or ac@mpanied by a drone or percuseion instrument(s).
Homophonic - Melody with accompaniment A melody llne with a chor{al
accompaniment.
PolyAhonic - Tuo or morc melody lines tlrat alrc heald at the same time. All
melody lines ale of equal importance.

Thick - Many sounds or instruments playing
Thin - Few sounds or lnstruments playing
Unison - Morc than one per8on slnging tfte same part
Ghorus - The whole cast of an opera or musical singing
8olo, turo part, thrcG part etc.
Duet, Trio, Quartet, Quintet etc.
Tutti - Eveq&ody playrng togletfier
Dcscant/Counter Melody - A Second Melody playng alongside main
melody.
Melody and Accompaniment
Texturc - Listening
tUhat type of texture is it?
Does the textrre change thruughoutP
Are ttere just a few instruments playing or are there many?
ls it homophonic, polyahonic, 32-bar song, strophic etc.P



Tempo - Speed
Pneefto - Veryfast
Alle8ru - Fast
Vivace - Fast, lively
Allogrutto - Moderdely quick, cheerfu!
Moderato - ifoderate
Andante - At a modcrate ualking pace
Adaglo - Slow
Lento - Bruad, sloy
]a{o -Veryslow
Grarrc - Very slow and scrious
Accelerando (accel.) - Gradually getting fastcr
Ballentando (rall.) - Gradually Settin€ slower
Eitadando (rll) - Holdlng back, Cower lmmediailely
Bubato - At a flexlble speod
Sllence/tacet - No mund d all
Pauso ( ) - Hold flre note lor longor tran marted
A Tempo - Betrrn to the original speed
Tempo/Speed - listenint
Ithat lc tlre tempoP
Does the tempo chanteP
What oflcct does oha4Jes ln tompo harrc on flie piecop
What is happening at the ffme of tsmpo changesp
Arc therc any poriods of silenceP lUhyP

Timbfe - Please see tnstrumentation, Timbrc & /trticulation

Tonality/Scales
Maior - ilainly uscd in happy, ioyful and celebratory music.
illnor - Mainly used in sad, solemn, unhappy pieces.
Chromatic - Means colour and uscs all t$/ch/e semltones yithin an octave.
ThG notes clash togcttcr not pleasing to the Gar (Horor music)



Harmony
Consonant - Notes tfiat belong to a keylchod to pruduce nice harmonies
Dissonant - Notes that sound \$ong'together
Cadcnccs - Those end phrases/seotions of music:
(Closed) Perfect Cadence - V I
(Closed) Plagal Cadence - t.
(Open) lmpcrfect Cadence - ll or lV V
(Open) lnterrupted Gadcncc - V V!
Modulation - Changc of key
Transpose - Re.mlte a piece in a new key
Pedal - A sustained note, usually dominant or tonic:
Drune - Usually a sustaincd part consistin$ of 2 notes (tonic and
dominant).
Arpq*iiolbrrken chords - Glror{s flrat are broken up.
Acciaccaturas - A grace note, played vcryfast.
Appoglgliaturas - Similar to acciaccatura but plapd for longer.
Seventh chords - a chod consastingi of a triad plus a note forming ar
interyal of a serrcnth.
Added note chord - a triadic chold with an extra,.addGd, note.
Harmony - Usteningl
l$rat sort of harmony is being uscdP
Are tlrere discods (chods that don't sound 'rigtt')P
Can pu rcc,ognise any harmonic progressions e.g. cadencesP
Does the oomposer modulate to a new key e.g. maior to minorP
Are modulations sudden or gradualP



Features of the Drum Kit? (What is it playing?) (AOSS)

snare Drum on beats 2 and  /Bass drum on beats 1 and 3

High Hat plays fast quavers or semi quavers/Fills

i Features of the Bass guitar? (Whot is lt playlng?) (AOSS)

R iff/Bass I ine/Fast re peated patte rns/Lo ng o r sho rt Note s/Glissa n d o

Features of the GuitarT (Whot is it ploying?) (AOSS-

What doesthe percussion ptay? (AO5/,) Film Music

Timponi- Rolls

Snore Drum - Rolts on what beots

Cymbol4roshes

Feotures olthe Voice? (AOSS)

Melisma/Vibrato/Unison / Harmony /Call and response

lnstrumental Techniqu*? (AOS2 and AOS4)

Tremolo/vib rato/ pizzicatofrills/Grace Notes/Doubte stoppin gl Arco

Howthe music is played?

Legato or Staccato

How mony Qeabin a fur?

Answer with a number 3 or 4

Whot is the time signatarel

Answer with 4/4,314, etc
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Features of the Metre?

Reg u la r/Stea dylFast/Slow

llnderline the dynomic ol the extroct?

Pianissimo = Soft Crescendo = Gradually Louder

Fortissimo = Loud Diminuendo or Decrescendo = Gradually Softer

Types of Voice?

Soprano - High Female

Alto - Low Female

Tenor- High Male

Bass - Low Male

How is Technology used? (Bhongra/Pop Bollod/Rock Anthem/Artist Current)

Synthesisers /Drum Machine/Computor/Panning/Reverb/Mixing/Scratching/Looping/Sampling/

Electric Guita r/Distortion



Describe the Texture?

Monophonic - One musical line

Homophonic - A melody and accompaniment (Classical Concerto and Romantic Concerto)

Polyphonic - Many melodic line very busy (Baroque Concerto)

Polyrhythms - Many Rhythms together (African Drumming and samba)

Name ornoment that you hear played by the solo instrumetfi?

Trills/Grace Notes/Mordents/turns (Aos2 conceno through Time)

Poss i b I e Arti sts/Co m pose rc?

AOS2 Concerto through Time

Baroque - JS Bach Classical - Mozart

A(Nl Film Music

John Williams

A0SS Conventions ol Pop

1950s/60s Rock N Roll- Etvis prestey

Rock Anthems - Bon Jovi/Aerosmith

Pop Ballad -Whitney Housten (Female) Elton John (Male)

Features typical ol a Song? (AOS5 Conventions of pop)

tyrics/Verse Chorus Structure/Vocal [inE/Accompaniment

Possible venues where music might be performed?

A0S2 Concerto through Time

Baroque, Classical and Romantic - Concert Hall

AOSS Rhythms of the World

Sombo and Colypso - Carnivol

Djembe, Bhongro, Greek/Arabic Fotk ond tndion clossicot - Festivol

A054 Film Music

Film Music - Concert

A0S5 Conventions of Pop



1950s/60s Rock N Roll- Gig/Festival/Concert

Rock Anthems - Gig/Festival/Concert

Pop Ballad - Wedding/Gig/Festiva l/Concert

From which country does this styte of music originate?

. Samba = Brozil (Rio) Djembe = Africo Colypso = Coribbeon (Trinidad ond Tobogo)

Rhythmic Patterns?

5on Clove = Somba

Chool Rhythm/pottern = Bhongro (ployed by the Dhol Drum)

Talo = Rhythmic pattern played in lndian Clossicol Music

Ostinato = A repeoted rhythmic pottern (Sombo/Djembe)

A0S2 Concerto through Time FEATURES

Concerto Grosso = Aioncertofor o number of soloists ONLY tN BAROQUE CONCERTO

Continuo = nome given to the Horpsichord (Chords) ond Celto (Bossline) ployir\g together ONLY lN
BAROQUE CONCERTO

Cadenzo = A port of the concerto when the Sotoist ptays on their"own and shows olf their obitity

Largo = Slow Andante = Walking Pace (Moderate) Allegro = Fast

Give 2 ways in which the solo Voice and instruments worktogether?

Solo Voice = Melody, short/long phrases

lnstruments = Accompaniment/Chords

Name 2 sedions otthe Orchestro?

Strings Brass Woodwind Percussion

Features of the Backlng Voicesfilocols? .

Harmony/Catl and response/Shouts/High or Low Pitched/Shouts of Hoi (Bhangra)

--\



OCR AoS2: The concerto through time

by Jane Werry

INTRODUCTION

The Concerto Through Time is arguably the meatiest, content-wise, of all OCR's new areas of study. lt covers
the development of the orchestra and changing compositional approaches from the Baroque period rlght up
to the end of the Romantic era. Not only do students need to get to grips with a range of muslc that may be
unfamiliar to them, but they also need to learn a sizeable collection of musical terms in order to be able to
describe the music accurately in the exam.

As with all preparation for the GCSE exam, you could see it as being divided into two parts:
I First, knowing the right things.
r Second, being able to answer exam-style questions.

ln order to be able to answer the questions, students need to be able to identify features of the music aurally,
and then be able to describe them accurately. Having first-hand experience of the music itself will help
enormously with this.

This resource provides ideas for getting to know the music 'from the inside'- that is, by playing it - and also
strategies for teaching the sheer volume of facts and terms that students need to know.

USING A KNOWLEDGE ORGANISER

A knowledge organiser is a summary of the key knowledge on a particular topic, no more than a page
long, which can be given to students when they embark on the area of study. lt covers all of the facts and
terminology that students need to know, with everything in numbered lists. The organiser becomes the basis
for all descriptions and explanations.

Learning a quantity of facts is essentially being able to remember them accurately. Frequently revisiting the
factual content is the only way to cement this in students' brains. The knowledge organiser can form the basis
of frequent, very quick, low-stakes tests and look-cover-write-check activities. For example, the key terms
could be provided without the definitions as a test, with students writing them in. Alternatively, the definitions
could be given, with the terms themselves left blank for students to complete.

1. Promunccd rfif,.r{ggts. At
omurcrai a vcr? guldr, 'cnrrhcd
tlrDt0ota.

L Pronounccd raglr {CeB. A
Cttdy ba3cr jnccmtc.

3. h i*o lactloos: A 8.

1. Ihr ordrcrB. itop6 tnd thc solotrt
hrs r rrLhrodcrob rc<ffon tfiat
rounds Inprovtrcd

s.l Harnolry ttrt urrs mort @r'lpl!I
drords, rlth rretcs from o{,t3ld: of
tic mrbr/nharcth,

1. Acclaccatura

2. Appogglatura

3. Bloary form

4. Cadenra

5. Chrpmatlc
harmony

JaneWerry is a
specialist leader
in education, and
director of music
at Hayes School in
Bromley. She is an
A level moderator for
OCR; and a regular
oonlribirtor lo Music
Teacher online
.resources.



You might alsofind these videos usefulfor introducing and revising the periods of musical history:

I Baroque music

I Classicalmusic

I Romantic music

There is also a quick period identification test here.

This is not to say that you would attempt to cover everything on the knowledge organiser in the first lesson.
A good way to start would be to present the knowledge organiser and explain that it covers everything that
students need to know, but then quickry move on to approach a piece of rear music through a practicar
workshop. As you go along, use some of the vocaburary and ideas covered on the knowredge organiser, and
come back to it on the sheet at the end of the lesson, perhaps explaining which parts you expect to be learnt
for homework in preparation for a very quick test at the start ol next lesson.
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Here is a knowledge organiser for AoS2:

A concerto involves a solo instrument (solo concerto)
OR group of solo instrumenls (concerto grosso) with
an orchestral accompaniment.

Most concertos are in three movemenls: 1. fast
2. slow 3. fasl

One of the main ideas of a concerto is to show off
the capabilities of the solo instrument and/or the solo
performer.

How the solo instrument(s) interact with the orchestra
is very important. The orchestra may play the main
melody or have an accompanying role.

' Pronounced a-chak-a-toora. An
ornament: a very quick,,crushed'
grace note.

Pronounced a-poj-a-toora.
A slightly longer grace note.

ln two sections: A B.

The orchestra stops and the
soloist has a virtuosic solo
section that sounds improvised.

Harmony lhat uses more complex
chords, with notes from outside of
the major/minor scale.

A chod progression where the
root notes are a Sth apart, eg
E-A.D.G.C.

When someone pays a
composer to write a specific
piece.

The group of soloists in a
concerto grosso.

A concerto with a group of
soloists (not just one soloist).

Continuous bassline, played by
a bass instrument (often cello)
and a chord instrument (often
harpsichord).

Polyphonic. lndependent lines
of music combined together.

ln a major or minor key. Based
on chords l, lV and V.

Self-employed.

'1. Small orchestra, consisting of strings and
continuo.

2. Concerto grcsso very popular.

3. Ritornello form often used for first movement.
Second movemenl often very short, sometimes
improvised.

4. Dialonic harmony, mosfly based on chords l, lV
and V, and cycles of Sths.

5. Use of ornaments - mostly left to performer to
decide.

6. Often uses contrapuntal textures, terraced
dynamics and melodic sequences.

7. Music feels continuous, each movement has a set
tempo/mood that does not change.

8. Composers usually employed by nobility or
the church: had to write pieces their employers
approved of.

9. JS Bach, Vivaldi, Corelli.

iIrrIIr
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3. Binary lorm

5. Chromatic
harmony
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1. Medium-sized orchestra. Now has separate
woodwind section including clarinets. No continuo.
May have horns and timpani.

2. Nearly all concertos soto. Piano and clarinet

3. Slightly longer concertos. Sonata form often used
for first movement. Written-out second movements.
Rondo form often used in third movement.

4. Diatonic harmony. '

, 5. Ornaments used but often indicated by composer.

6. Melody-dominated homophony. periodic
phrasing. More subtle changes of dynamics shown
in score.

7. Composers employed but beginning to put on own
concerts in new concert halls.

8. Use of cadenzas.

9. Mozart, Haydn, Beethoven.

1. Large orchestra. May include large brass and
percussion section, and even harp. Brass instruments
now have valves-

2. Solo concertos, often much longer and more
virtuosic. Cadenzas very important. Piano, violin and
cello popular. Celebrity performers. Large concert
halls.

3. Chromatic harmony.

4. Dramatic, emotional music, often with big
contrasls of mood, dynamics and tempo.

5. Most composers freelance and relying on
commissions.

6. Mendelssohn, Rachmaninov, Tchaikovsky.

A texture where there is a
melody and an accompaniment.

Decorative notes, eg
, acciaccaturas, appoggiaturas,
trills.

: Pairs of phrases organised in a
question-answer format.

I

;The orchestrat backing in a
: concerto grosso.

A recurring section.

A structure with a recurring
;section:egABACADA.

Where a motit is repeated
higher or lower each time.

A concerto with only one soloist.

A structure with three sections:
exposition, development and
recapitulation.

Either loud or soft. No
crescendos or diminuendos.

ln three sections: A B A.

Alternating quickly between two
adjacent notes.

A section in which everybody
plays.

On brass instrumenls, they allow
playing of every chromatic note.

Difficult to play.

IEIrr
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'14. Melody-
dominated



WORKSHOPPING THE BAROQUE CONCERTO
Before you plunge in with practical music making, you need to be very clear on what you want students to
rearn from the activity, so thal the appropriate parts or the knowredge organiser can be introduced as you pray,
and highlighted at the end for homework learning.

By playing some or alr ot the third movement of vivardi's concerto in c for two trumpets, for exampre, the
learning aims are as followsi

r rhe concerto in\orves two soro instrumenls with orchesrrar accompaniment. Because, in this case, there are
two soloisls, it is a concerto grosso.

r Vivaldi wrote the concerto in the early .lgth cenlury making il ol the Baroque period.
r The relationships belween the two soloists (the concerlino), and between the soloists and the orchestra (lhe

ripieno), are very important, particularly the imitalion between lhe trumpeb and the thinning of the texture
when the orchestra is accompanying.

r The movement is unified by a recunjng section (ritornello) which is played in unison.I The continuo consists of a continuous bassline and chords, and plays throughout the piece,
r This is the lhird ot lhree movements, and therelore has a conslant fast tempo.
I The harmony is based on very simple chords, mostly t, lV and V and keys are all closely related to

c major. This is due in pan to the limilations ol the natural trumpet, but servss as a uselul slarting point for
understanding Baroque harmony.

r ornaments and dynamics are not written in to the music, but wourd be used. Trils, jn particurar, are used at
cadence points. Dynamics would be terraced - eilher loud or soft - and there may be an echo elfect when
a phrase is repeated, with lhe second statemenl being sotter.

First of all, you will need to organise your instrumenls. At the very least you will need two melodic instruments
to pray the soro trumpet parts, and two instruments to make up the contjnuo: one playing chords, and the other
playing the basstine.

other instruments can be added to the ripieno so that everyone is invorved. rt realy doesn,t matter what
the lnstruments are - I can imagine a terrific rendition played on electric gutars and bassl lf the two solo
instruments courd be of the same type that wourd be excefleni, but reafiy not essenliar. A word of warning if
you are attempting to do this with two trumpetsr the trumpet parts are elitremery high, especia|y if prayed on a
B flat trumpet, so unress your trumpeters are outstandingry good, it wil be much safer down the octave.

Because the rerms 'ripieno', 'concertino' and 'continuo' are so important here, you may wish to physicaly raber
your groups of players in some way: signs on the wall, stickers, hats with labets - lhe sillier the better in many
ways, as a bit of humour leads to better retention.

You will need to consider careruly where you bring notation into the whore process. This can be extremery
flexible. lt wourd be entirery possibre not to use any notation other than a diagram to show the chords in each
bar' I would recommend at least starting off entirely aurally, as this forces sludents to think carefully about whal
they are playing, which they may not do if they are merely reading the notes. lt also puts note-bound siudents
on the spot by removing the comforl blanket of notation. However, if you do use notation, you will be able to
cover more ol the music more quickly, and so give an overview of the structure of the movement

It may be that you have some students using notation and some not. you can decide this based on your
knowledge ol your students and their abilities: you will be able to make decisions about who would be
hampered by notation, who should be challenged to work without it, and so on.

With so much
terminology to learn,
il is essential that
these terms. and the
others encountered
in this lesson, are
revisited at the
start of the nexl
lesson. This is where
the knowledge
organiser and a
quick low-stakes test
come in.

The a(angemenl
used here lits with
Vivaldi's original, So
you could play along
with a recording,
although you will
need to lind one that
is not in Baroque
pitch, such as this
one.
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THE CONTINUO AND RIPIENO

Start by setting up the continuo group on a C chord in a3l4 metre, at roughly 120 beats per minute. The
ehordal instrumeflt should play crotchet chords, while the bassline instrument should play quavers, mostly
taken from the notes of the chord - this may use the pattern given, but could be a devised pattern.

Explain that the continuo players in the Baroque period would be given a notated bassline with numbers
(figures) that tell them which chords to play, a system very much like modern chord symbols. lt is not necessary
for GCSE students to understand figured bass, so unless you think they would be particularly interested in it,
present the movement to your students in chord symbol format - here, each box represents a bar of triple time:
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The colours here denote the different lextures used in the accompaniment:
r Blue is the opening texture, with the continuo bass moving in quavers while the whole of the rest of the

ripieno play crotchet chords
I Yellow is where the ripieno play a distinctive unison figure,
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Pink is where the accompaniment is pared back to sparse block chords, mos.y one chord to a bar, in order
to let the solo parls shine through.

Aside from rearning about the way that the texture is used, rooking at the piece represented in this way can
give us a number of other useful learning points:
r The instruments of the ripieno - which in vivardj's orchestE were viorins, vaoras, celos and doubre basses -fill out the notes o, the chordal accompaniment using notes lrom the chords. players ol melodic instruments

can play around with this, varying the note they choose to change the voicing of the chord. This is a
particularly useful thing for students lo do if they are not used to working with chords.r The harmony is very much based on chords l, lV and V in the key of C major. The Am and Dm chords
arso berong to this key, being chords vi and ii respectivery. Arrhough this diatonic harmony is generaly a
characteristic o, the Baroque period, this particurar harmony is unusualy simpre. This is due to the choice or
trumpets as the soro instruments. rn the Baroque period, trumpets were'natuErr'- in other words, they did
not have valves. This severely limiled the notes th6y could play. lt is interesting that the onty time that vivatdi
uses a wider range or chords (between bars 62-70) is when the trumpets are not praying. Even when the
music modurates to A minor at bar 7'r, once the trumpets come back in at bar 7g, the music quickry shitts
back to C major.

r We can clearly see lhe harmonic rhythm, which is nearly always one chord per ba( with plenty ol instances
when the C or G chord is held for four whole bars at a time.

r The tenures outrine the structure, with a unison passage finishing otf each section. Ba|rog to the end is a
repeat of lhe opening.

ADDING THE SOLOISTS

Having established whal the ripieno and continuo are doing in some detail, we need to focus on how vivaldi
wr'tes for the soroists. The opening section, with the second trumpet imitatjng the first at a distance of one
bar, is the pattern for much of the movement. Even il you are planning to use notation, it would be good to get
this opening going withoul the class relerring lo it, so that they can get used to using the notes of the chords,
feeling the chord changes, and establishing the dialogue between the two concerttno instruments. The soloists
can pray broken chords in crotchets. Arthough that's not exaciy what vivardi wrote, it's not important ar this
stage: the aim is to undersland the principles underpinning the music.

The unison passage at bar 15 can be taught to the whore ripieno, a bit at a time, by rote: srart wilh the rhythm
onry, then add in the notes that are cs and Bs in every bar. once this is estabrished, putting in the notes that
change in each bar shourd make quite a rogicar pattern. The whore of the opening section has then been
covered, with students focusing on the sound of the music, and how it is pul together.

How you proceed from this point is very much up to you. ri you decide to play more of the movement, either
learning merodic shapes by rote and using the chord grid 10 stay together, or by having at least some of the
class playing from notation, you can pick out some or all of the following leatures:
r When the second trumpel section begins, al bar 22, it starts oll with the same idea as the opening, with

the trumpets imitating each other with notes ol a C major chord. Howeve( by bar 26, a sligh y ditferent
relarionship has deveroped: they are no ronger taking it in turns in quiie the same way. some of the time,
for example at bar 30, they are playing the same thing a Srd apart _ this is a common way to get two
inslruments praying in harmony. Note that this is a merodic sequence, but when rhe second trumper wourd
require a B (on the middre rine or rhe stave), ir prays a G instead, as a naturar trumpet cannot pray the B.r I is because the trumpet parts are so 'busy'at this time that the ripieno's texture thins out to let them through

- this is otten a feature of concerlos, where it would be all too easy for the orchestra to drown out the soloist.r Bar 38 is a typical lime when a trill would be inserled, at the cadence point at the end of a section. On a
naturar trumpet this has to be a rip rril, with lhe prayers rapidry artering their embouchures to create the
oscillation between ihe notes - something thal takes considerable practicel

I Bar 46 is a new idea' with lhe dotted Iigure and the trills lo embeltish the solo parts, but lo ows the same
principle as before, with the second trumpet folowing in the footsteps or the first. This changes in bar s2,
however, when vivardi rets the first trumper have its one and onry moment of rear dominance. This may we
have been wrlten for a first trumpeter who was more skiled than the second trumpeler, giving them both
bespoke parts that suit their abilities.

r From bar 58, the most extended ripieno section appears, This is chordar rather than merodic, and the
absence ol the trumpets allows vivaldi to use a much wider range ol chords, since stringed instruments do
not have the same limitations as natural trumpets.



Ljke many Baroque
composers, vivaldi
was employed to
compose music,
and had to write
what was required
by hls employers.
Unlike many
musicians, however,
who wgrked for the
nobility to provide
music at court,
Vivaldi worked
lor an orphanage
in Venice, the
Ospedale della
PieU. t osl of his

The passage from bar 92 is an ideat one lor the players to use some terraced dynamics, as both soloists
are playing phrases that repeat. Here, the second statement ol each phrase may be quieier to creaie an
echo elfect.

The resl ot the concerto uses the same ideas as before: lrumpots in imitation; trumpets playing in grds; use
of melodic sequence; and lhe appearance of a unison passage to round otf each section. The final section
is a reprise of the opening, to provide a sense of unity lo the movement.

Now that students are lamiliar with the last movement, it would be a good time to get some idea of how the
whole concerto hangs together. The whole piece lasts less than eight and a half minutes, so watching a
performance of all of it is not an arduous task. This video is filmed wellto give a good view of all the inskuments.

Give your sludents the opportunity to ask any questions they may have aboul what they see and hear. Be sure,
however, to draw their atienlion to the following:

I The soloists are not playing natural inslruments, but modern valved D trumpets. Because they have valves
they do not need to use lip trills;you can see them using iheir valves instead.

I Notice the lerraced dynamics around O:27 when a phrase is repealed.
r Many ol the leatures ol the third movemenl are in the lirst, lor inslance the trumpets either imitating each

other or playing in 3rds, the melodic sequences, and lhe unison passages lor the ripieno.
t rhe ripieno stop entirely for the main trumpet sections, for example al i:p.rhe continuo, however, do

indeed play continuously.
r There is a conduclor in this perlormance, which lhere would not ha\€ been in Viyaldi's day - lhe harpsichord

player would take the lead on bringing in the orchestra at the start of each movement.
r The second movement, which starts at 3:92, is very short. lt comprises srring chords with a harpsichord

improvisation (this part would not be written out), with no trumpets. This is typical ol Baroque concerto
middle movements.

Any further listening that takes place ,rom now on can take the form ol a comparison with the Vivaldi Concerto
that the students now know so well.

With further consolidation of terms and factual knowledge about the Baroque period still to do, it is now time to
move forward in time to the Classical period.

WORKSHOPPING THE CLASSICAL CONCERTO
The mode, we will be using for the Classical period is the central movement of Mozart's piano Concerio No. 2j.
The major dltlerences between th s and the Vivaldi, which il will be helpful to get straight when assigning parts
to students at the outset, are as follows:

r There is no longer a continuo section. The piano is the soloist and its role is most certainly nol akin to that of
the harpsichord in the Vivaldi. ln the Classical period, the piano r,\,as a retatively new and highly fashionable
instrument, and composers were exciled about its expressive possibilities.

! The orchestra is now bigger - it incrudes a rufl woodwind section comprising flutes, oboes, crarinets and
bassoons, together with horns, trumpets and timpani- and so has more lextural and timbral possibilities.

a This is the second movement of the Concerto. The whole Concerto is longer, and the second movement has
now become a substantial part of this in its own right, with a prominent role lor lhe soloist.

r rhe soloist does not ptay from the start, however: the main metody is played all the way through by the
orchestra betore the piano plays it.

;I



A quick glance at a breakdown of the chords in the opening section is revearing:

we are most certainly in the key of F, and overall the harmony can be described as diatonic. However, after
the first 9 bars, the chords veer away from l, lV and V into more chromatic territory: they use notes from
outside the F major scale. The harmonic rhythm also gets faster as we approach the end of this section: this
is characteristic of the Classical period.

The complexity of the music makes it a little more difficult to workshop. However, it is still an extremely good
idea to play at least some of it, so that students have direct experience of how the music is put together.

Ordrestra:
melody

Orctrestra:
harmony

Orchesua:
bass

A.rrdante

16 C7 F Gm7 Gm7 C C#dim Dm F C7 i
:20FGm7Gm7FC7F:
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This Piano Concerto
demonstrates the
diflerence belween
Vivaldi's and
MozartS working
lives. This Concerto
was writlen in 1785
for Mozarl to play
himself, as part ol
a concert series in
Vienna. At this time
he was essentially a
freelance musician,
composing and
performing to earn
money trom concert
to concert.

You will need to dlvide your orchestra into three sections:
a the bass instruments (if you have any cellos or basses, lhey should play pizzicato for this opening seclion)
r the chordal 'filler' (played by woodwind in Mozart's originat, but could be anything)
r the melody (violins in the originat)

Getting some lightness of louch lor the bass notes and the triplet chords is essential, so thal the vioiin melody
can be played smoolhly and gracefully - a sense of balance and proportion is an essential parl of music from
the Classical period.

The accompaniment pattern, with the broken chord on beais 1, 2 and 3 lirst in the bass and then in the whole
orchestra, together with the triplet chords, is easy enough to put together with a chord grid. The melody is more
ditficult - though not impossible - to do without notation. Singing it first, and tatking about the ptaces where
it is built around scale and chord patterns, !{ill be invaluable: it could even ,orm part of a dictalion exercise.

This melody provides excellenl demonstration of some characteristic features of rhe classical period:
! Periodic phrasing (also legilimately called balanced phrasing). The lirsl two melodic phrases are typical of

this: the first is rising, and could be thought ol as being like a question: it ends with an impertect cadence.
The second is a similar shape, and uses some ol the same rhythms, but feels like an ans.wer to the first,
because it ends on a perfect cadence.

r Much ol the melody is based on chord patterns or scalic patterns.

! Each of these two opening phrases ends with an appoggiatura. This can be a little ditficull to describe, as
sometimes appoggialuras are written oul using ,ull-sized notes, as they are here, and sometimes lhey are
written using small grace notes, However, they fulfil the same funclion: they are decorative notes that do not
belong to the chord underneath, causing a momentary dissonance that resolves. An example of one written
as a grace nole can be found in bar '18. ln bar 20 lhere is anolher ornament: a lurn.

r The dynamics are written in by lhe composer
r When the piano comes in, it takes over the triplet chords, so the orchestra all play the broken chord pattern

lrom the bass line, thinning out the texture to let the piano sound through. Notice how the wide leaps in the
melody cause the right hand to cross b€low the lett hand,lor example in bar 30.This is done to demonstrate
the piano's range and expressive qualities.

r The end of the piano melody realures a long trill - easy to play on the piano - rinished with a pair of
acciaccaturas (crushed noles). These ornaments are typical of Classical piano writing.



The piano part courd very wefl be sprit between two prayers, one taking the right hand and one taking the reft.
There will be resultant fun when the parts crossl

A good performance video to watch is this one: the second movement starts at 15:og, arthough the first
movement cadenza can be seen at 12:37 and is an excellenl introduction to the what a cadenza entails. This
representation of the second movement is also very uselul, with a scrolling score, an animated graphjc score,
and fooiage of the pianist's hands.

qQNSOLI DATI NG UNDERSTANDI NG
OF THE CONCERTO OVER TIME
comparisons between the vivaldi and Mozan concerto movements studied here demonstrate how
compositional techniques, composers'working lives, and the orchestra itself changed in the decades between
the late Baroque and the crassicar periods. The Mozart concerto is more comprex than the vivardi - and
concertos from the Romantic period (which will be covered in more detail in tuture Muslc reacher resources)
are generally even more so This makes them more difficult to play in a classroom setting. However, students
should, by now, have acquired a good understanding of whal a concerto is and how it is put together. They
should also. when shown a performance of a Romantic concerto, be able to identify how it is ditferenl from the
concertos they have studied in more detail.

Good Romantic concerto movements to use for this type of comparison are as follows:
r Mendelssohn's E minor Violin Concerto
r Gri6g's Piano concsrto shown here wirh rhe score so students can marv€r at rhe sheer quantity o, notes

the pianist has to play.

r Bachmaninov's Third Piano Conceno, with lhe score sholvn here.
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OCR AoSS Rhythms of the World, part 1: the lndian
Subcontinent, the eastern Mediterranean and the Middle East

by David Guinane

RHYTHMS OF THE WORLD

OCR's Area of Study 3, Rhythms of the World, covers a huge variety of what we often call 'world music'. This
term usually refers to any music that isn't part of the Western classical tradition. lt's a huge area, with hundreds
of years of history, and vast amounts of social context.

To bundle it all as 'world music' isn't actually a very helpful term. 'World music' is really just 'music'. This
resource covers around half of the styles specified in the OCR AoS, and contains required knowledge as well
as details of musical activities that will deepen students' understanding of the traditions. lt will be followed by
a second resource covering the remaining styles in the specification.

THE MUSIC OF THE INDIAN SUBCONTINENT

This part of the AoS is divided into two tradltions:

r lndian classical music

I Bhangra

!NDIAN CLASSICAL MUSIC

This section focuses on North lndian or Hindustani classical music, as typified by performers such as Ravi

Shankar. (See also a previous Music Teacher resource on lndian classical music, May 2014.)

Students need to understand that the performance, conception and composition of this music is a long way
away from the Western traditions they may have studied. A good starting point could be a discussion o, the
term 'classical' in relation to Western music, and how the term applies to Hindustani music. Think about:
r Classical music as'art music'or'serious music',
I The idea ol a'formal'tradition of music making, with a long history.

I The idea that this music requires more etforl by the listener to fully appreciate what is going on.
r Distinctions between'popular', 'folk'and'classical'music in terms of audience, purpose and perlormance

practice.

Hopefully your students have strong views on this, which could make for a heated discussion!

To understand the nature of lndian classical music, play your students a typical lndian classical performance
(using, for example, sitar, tabla and tanpura), and ask them to highlight aspects of the performance practice

that strike them.

PEBFORMANCE PRACTICE IN INDIAN CLASSICAL MUSIC

r Performers sit cross-legged on the floor while performing.

I Performances can last several hours, and are of indelerminate length.
r The vast majority ol the music is improvised, and the pertormers are constantly communicating and

responding to each other with their playing.

A good starting
point for this
music is Anoushka
Shankar's
performance of
Pancham Se Gara.
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Students need to understand that lndian classlcal music is based on three key musical parts:
r Rag

r Tala

r Drone

Rag or raga forms the melody in lndian classical music. A raga is a set of pitches, a little bit like a major or
minor scale' There are hundreds of ragas, all learnt by ear, and each will be used at a particular time of day,
or at different times during the year.

Each raga will have some notes that are more important than others, and they each have short musical phrases
associated with them (called 'fixed compositions'). The raga is often played on a sitar, a fretted stringed
instrument.

The musician performing the melody will improvise using the notes of the raga in many different ways:r Pitch bends

r Fast scales or runs
r Slides between notes (glissandos)
r Ornamentation or decoration of the melody

Tal or tala forms the rhythm in this music. A tala is a cycle of beats, some accented, some silent (the first and
most important beat in the cycle is called the sam). cycles vary in length, and some are over 100 beats longl
A tabla player will improvise rhythmic patterns based on the tala, creating complex, virtuosic rhythms.

A drone is a repeated, sustained note (or notes), heard throughout a piece of lndian classical music. Usually
played on the tanpura, the sustained notes will often be the two most important notes of the raga.

lnstead of showing
pictures or videos
of traditional lndian
instruments, try
searching for
phone apps that
are'virtual' sitars
or tabla. lt's not
the real thing, but
students can at least
interact with these
aPPs, giving thern
a more engaging
expeflence.

Music Teachcr Scntpmhor 2n17 TT
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PERFORMANCE TOOLS

lndian classical music can be performed with just three performers, so assign everyone a role using
the tools below:

RagYaman (late evening raga)

C and G are the drone notes for this rag. Notice the G only occurs when you are descending.

Tala

Pick one ofthese two tala, depending on your students:

I Tintal:

Percussion

r Jhaptal:

Percussion

DhiD Na Dhin Dhin Na Ti Na Dhin Dhin Na
As a guide to the symbols used:

f X = sam: the strongest beat

f x = thali: an accented beat

r O = khaki: a silent beat, often signalled by a wave

Tintal isthe most straightforward tala, as it is divided into four groups of four beats (4+4+4+4). Jhaptal
is a little more complex, a ten-beat tala (grouped z+3+z+3).

The syllables represent the different sounds (or bols) that can be made with the tabla. Start by
sounding the basic tala, then, on whatever percussion instrument you are using, begin to improvise,
still accenting the relevant beats ofthe tala.

Once you have the correct melodic, harmonic and rhythmic tools to perform Hindustani classical
music, focus on following a typicalstructure.

Dha Dhin Dhin Dha Dha Dhin Dhin Dha Dha Tin Tin Na Na Dhin Dhin Dha

Make this music
accessible
to anyone by
producing versions
of your chosen
raga in C, B flat,
E flat, F, bass clef
and guitar tab. The
tala can be played
on any percussion
instrument. lnstead
of having one
person improvise,
have multiple
students take turns
improvising over the

An lndian classical piece is usually in three sections. As the music is predominanfly improvised, the length of
each section is always different.

1. ALAP

The opening section of an lndian classical piece is in free time, beginning with just the drone. The instrument
playing the raga improvises, beginning slowly, with just a few notes from the scale. Over time, more and more
notes are incorporated into the improvisation.

2. GAT

The tabla enters in this section, improvising over the tala. The melody instrument continues to improvise over the
raga, but the material becomes more complex. Some 'fixed compositions' (also called gats) may also be played.

3. JHALLA

Towards the end of the piece, the tempo increases, and the music builds in excitement and intensity. Both the
tala and raga instruments perform virtuosic patterns that are both melodically and rhythmically complex. The
piece ends with a huge climax.

Try to incorporate this basic structure when performing lndian classical music with your students.

IE



The term bhangra traditionalry referred to a form of dancing from the punjab region oi rndia. During the 1970s,
however, young people of Puniabi descent in the uK created a form of upbeat poputar music and called it
bhangra. This is the music we wi be studying.

BHANGRA

The chaal js a fundamental rhythm lound in bhangra, and it looks like thisj
a_3 ______-__l r_3 -_______-.1 a_9 _-_____-] r-9------:1

Percussion

dha dha

'Bhabiye Ni Bhabiye,
)y Alaap is a

It is played last, often with shouts o|hoi!'on beats 2 and 4. rt is usuafly prayed on the dhor, a double-headed
drum prayed with sticks. Both ends of the drum are prayed on the beats marked .dha,, 

and the higher drumhead
only is played on beats marked'na'. This is a great rhythm to pray with students on tabres - comprete with
shouts of 'hoil'.

Remember that bhangra is a fusion ol traditional music from punjab and modern club dance from the UK.
Ensure your students can work out which feature belongs to which style.

PITCH AND MELODY

r Repeated instrumental rifls and hooks, often based around a minor 3rd.I Melodies are shorland repetitive.
I sung merodies otten use mrcrotonar intervars, emphasising pitches smaler rhan a semirone - think very

wide vibrato.

TONALITY

r Chords are diatonic.
I Olten pieces are based around one or two short chord progressions.

STRUCTURE

r Verse, chorus, instrumental.
r Structures are similar to Western pop music.

INSTRUMENTS ANDTIMBBE
r Tumbi: a small slringed instrumenl that plays repeated ritfs.
r Dhol: the double-headed drum that plays the chaal rhythm.
a Other traditional instruments like the harmonium, and a wide Enge of percussion.
r Western lnstruments like guitars, bass guitars, synthesisers and drumkit are common.r Lead vocals and backing vocals,

TEXTUBE

I M€lody and accompaniment.
r Otten mor€ than one layer ol melody, and several layers ol percussion,

TEMPO, RHYTHM AND METRE
. 414.

I Fast.

r Chaal rhythm.
r Olf-beat chords are not uncommon, almost like reggae.
a Music lor dancing.

The compilation CD
The Rough Guide
to Bhangrais an
excellent resource
for bhangra tistening
tracks (and its also

Mr.i^ Te..h.r c6^ro r-:-



tvlusic technology plays a huge role in many bhangra tracks, and it is likely students will be asked about it in a

bhangra exam questions. Ensure they understand the lollowing music technology terms:

DRUM MACHINES

Drum machines create electronic dance beats using sounds and rhythms not possible on a standard drumkit.

As an example, listen to the beats on'Gerra De De' by DJ Dips and Miss Pooja.

SYNTHESIZERS

Synthesized instruments create electronic sounds that can be used as melodies, chords or baselines. There

are many synthesised sounds on 'Boll Boll Bol!'by Tigerstyle, for example.

EFFECTS

Effects such as echo and reverb are often heard on vocal tracks. You can hear several etfects on the vocals

at the start of 'Tumba' by Manpreet Sandhu and Dr Zeus.

SAMPLING

Sampling involves putting sounds from an enernal source in a new piece of music. Any sound can be sampled
and used by an artists. ln bhangra, clips trom Bollwood films are commonly used. Panjabi MC uses samples

from the lheme tune to the 1980s crime drama Magnum in his track'Jatt Ho Giya Sharabee'.

BHANGRA DANCING

Bhangra is music for dancing. Amazing costumes and group dancing with synchronised moves play a

huge role in bhangra. Check out videos on theYouTube channel 'Bhangra Empire'to see some feats

of athleticasm!

Get your students to learn some bhangra moves. The YouTube channel 'Learn Bhangra App' has a

series of14 beginner moves, and teaches them in a series ofvery clear videos. Get rid ofyourdesks,

teach your students a few basics, and have some fun!

Rebetiko is a term
used to refer 10

a range of Greek
folk musics. The
Rebetika Revlval
refers to a period,
beginning in the
1970s. when
tradilional Greek
music grew in
popularity. lt has
continued to this

THE EASTERN MEDITERRANEAN AND THE
MIDDLE EAST

This part of the AoS covers Greek folk music, and lraditional music from lsrael and Palestine.

GREEK MUSIC

Studying this AoS, you might come across Greek folk dances, which would be

celebrations, or Greek tolk songs, whose socially charged lyrics mighl be heard

Greece.

heard at weddings or other

in caies or bars throughout

Time signatures like 7/8 or 5E are common in Greek songs and dances, often with accented irregular beats,

as detailed below:
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Clap these rhythms with your students, while accenting the appropriate beats.

I

E



BOUZOUKI

r Stringed instrument.
r rhree or four pairs of strings, tuned to the same note or an octave apart.r Often plays the melodies.
r Techniques include slides, and tremolos in 3rds.

DEFI

r Hand drum.
I Bangles attached.
r Plays the distinctive rhythmic patierns and accents.

PERCUSSION

Many percussion instruments are found in Greek folk music. For exam purposes, the type of percussion
instrument (shakel bell, etc) will suffice.

OTHER INSTRUMENTS

Greek folk music also features many instruments common to western ears. They include, but are not limited to:I Acoustic guitars

r Accordions

r Bass guitarVupright bass
r Violins and other bowed stringed instruments
I Clarinets and other reed instruments

ln order to understand features of Greek music, let,s look at a typical song: ,o Haralambis,.
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After performing this tune with your students, print the sheet music, and annotate the following poinls:

r The piece is in 7/8, a compound time signature.

r The melody has a narrow ftrnge, and could easily be sung (it has words, not included here).

r The accompaniment uses otf-beat, syncopated chords.

r The bassline only plays tonic and dominant not€s (in a chord of D majo( the bass will play D and A).

r There are two main seclions.

r Section A is in two sets ol lour bars.

r Section B is eight bars long, and Soction BB is a little lourbar extension of this section

r Section AA is based on the first half ol Section A.

r The piece is in D major.

r ln Section A, only primary chords are used: D, G and 47.

r Section B modulates to lhe tonic minor (the minor \€rsion of the main key, ie D minor)

r The melody in seclion B uses some accidentals (chromatic altemtions).

ItS impo(ant to emphasise to students that a tune like this would never be written down by Greek musicians,

only learnt aurally. The melody and chords presented here are only a guide, and any traditional performance

would freely change and adapt both elements. comparing severalversions of the same tune is a great way to

understand how lolk music works.

FURTHEB LISTENING

The following discs contain a huge range of Greek folk music (many are available via streaming services and

YouTube):

I The Bough Guide to Greek Cafe (World Music Network)

t Authentic Greek Folk Songs and Dances: the Royal Greek Feslival Company Cfradition Becords)

There are many sources for Greek folk sheet music online:

l Snotes.com

! Sheet Music Daily

r Jan Wollers Sheet Music

ISRAELI AND PALESTINIAN FOLK MUSIC

lsrael and Patestine share a complex and ditlicult hislory. At the time ot witing, the state of lsrael has a

poputation of over 8 million, and the state of Palestine, which comprises the Gaza strip and the west Bank,

has around 4.5 million inhabitants.

For the purposes of OCR's Area of Study, we will focus on Palestinian folk music through the lens of Arabic folk

traditions, and look at Israeli folk music by focusing on traditional Jewish lsraeli dances.

MAOAM

l\ruch like the tradition of raga in Hindustani music, maqam refers to a system of modes or Scales often found

in Arabic music.

A great version of
'O Haralambis'.
with a highly
decorated melody,
can be iound here.
It's interesting to
compare it to the
first movement of
Franco Cesarani's
Greek Folk Song
Suite. which also



It's difficult to replicate the sound of these scales on Western instruments, as they use notes and
intervals not found in the 12 pitches ofWestern music. However, there are two famous scales that
replicate the sound ofArabic music:

r Double harmonic scale, or,Arabic scale,

Acoustic Guitar

I Phyrgian Dominant Scale, known in Arabic music as the Hijaz_Nahawand or Bayati maqam

Acoustic Guitar

GET IMPROVISING!

Improvising in free time is a great wayto get studentsthinking about the sound world ofArabic music.
Get studentsto improvise overone ofthese two scales, adding techniques like hammer-ons and pull-
offs (fo r g uitarists), repeated notes, scalic runs, note bendsand slides.Add a drone onac andG to help.

OUD

one of the most common melody instruments in Palestinian or Arabic music is the oud. A bit like a lute, the oudI is pear-shaped.

r usually has 11 strings, tuned in pairs with one drone slring.
r is played with a pick or plectrum.
r is freUess.

By utilising the drone string, an oud can accompany itself.

WAZN

wazn refers to a rhythmic cycre in Arabic music, much rike the Hindustani tara. when combined with Arabic
merodies, you have the makings of a traditionar piece of Arabic fork music. There are many hundreds of wazn,
alltaught aurally, and of course, improvisation is a huge part of any performance.

HAND DBUMS

Arabic music is dominated by hand drums, usually the darbuka or doumbek. These goblefshaped drums
can produce many subtle sounds and patterns, are played with a very light touch.

M rrsi. Ter.hA? Sa^r. n^d .^1a rtt



You can use any hand drum to approximate the sound ofArabic rhythms. There are countless sounds
that can be made, but focus on three main sounds:

I Doum (D): a lowtone, played with the right hand.

r Tek (T): a high tone played with the right hand.

! Ka (K): a hightone played with the left hand.

MAOSUM

Maqsum is the most ba5ic and and tradhional pattern, occurring throughout the Middle East. Here
is the basic pattern:

,",*,,,., ,l]j , --h ]', , i , ,n

And here i5 a variation with fills:

Percussion

Finally, this pattern is known as the 'walking Maqsum,, as it is played with very even strokes:

Percussion

Remember that fills and embellishments are very much part of this style.

Everyone knows lhe
traditional lsraeli
lune 'Hava nagila',
often heard at
Jewish celebrations.
It is as good a
starling point as
any - check out this
dance remix of the
tune.

LISTENING TO ARABIC FOLK MUSIC

One ol the most uselul sources for lhis type ol Arabic folk music is the YouTube channel Arab lnstruments.
Though primarily an online store, the videos showcase many of the key features of this music, to solidily
students' underslanding, such as:

r very clear demonslrations ol tradltonal instruments.
r lree-tempo introductions on the oud.
r mebdic techniques and ornamentalion on the oud.
r improvisation on the darbuka, including fills and decotation.
! interaction between the melodic and rhythmic elements of the music.
I music for other traditional aspects of this cutture, such as belly dancing,

There is much common ground between many types of Arabic and N/iddle Eastern folk music, but for
examlnation purposes students will want to associate lsraeli lolk dances with tradilional Jewlsh music for
celebraiions. Weddings and bar mitzvahs are where you will commonly hear these dances.

COMMON MUSICAL FEATUBES IN ISRAELI FOLK DANCES

r A 2y4 or 4/4 tirne signature.
r A last lempo.
r A bass part, playing every crotchet beat, ofien playing the root and Sth of the relevant chord.
I An instrument playing chords on the otf-beat.
r A gradual speeding up (accelerando) throughout the perlormance.

r Use ol Western instrumenls such as guitars and drum kits.

DTKKT



lsraeli folk dances often have melodies are played on the clarinet, violin or accordion. you will hear grace notesand pitch bends, as well as lots of ornamentation, which creates a distinctive sound.

create a checklist of these musical features, play students examples of lsraeli folk dances, and get them toexplain and describe the features they hear.

WHERE TO FIND ISRAELI FOLK DANCES TO LISTEN TO AND/OR PERFORMr ABc Notation is a site that contains thousands of folk tunes in simple notation. search ,lsrael,from 
the

home page. The tune ,Hora medura'is a fun one to play with classes.r The Jewish Music webslte produces a reasonably priced eBook of 51 dances from lsrael, called rhe gesf
of lsraeli Folk Dances.

r Effi NeEer: searching for Etfi Netzer's band on spotify or YouTube will yield many usable results.

COMPOSITION

one of the most effective ways of approaching these areas of study is through composition. A small composition
task in groups or pairs not only solidifies students' understanding of the AoS, but can also provide a good
leaping-off point for assessed composition.

Here are some ideas for tasks based on the areas of study covered in this resource:

r compose a raga, and construct a piece in three sections, based on the raga.r compose some'fixed composirions'based on an existing or originar raga.r compose some styristic rhythmic improvisations based an existing or original lala.r Use improvisation around a raga in a piece form another style, creating a lusion piece - a piece ol jazz or
electronic music would work well.

A bhangra instrumental (or vocal piece if you have the right students) is a fairly simple task to create. Giveyour students something as simple as a two- or four-chord progression, and ask students to create ,stylistic,
bhangra parts:

I The chaal rhythm on a dhol or similar.
r A rhythmic, perhaps off-beat chordal accompaniment.
r A syncopated bassline.
r A repeated ritf, perhaps focusing on a minor 3nd, on tumbi-like instrument.r Some element of music technology (effects or synthesised instruments).

students can then compose a verse, chorus and instrumental, to give them the foundations of a bhangra piece.

A compound time signature is a must for any Greek-style composition. 7/g is a good starting point. Students
could sketch out a melody and chord progression (mainly primary chords and a simple melody), and then look
to decorate and embellish that melody in the style of a folk tune. They can then orchestrate with appropriate
chordal, melodic and percussive instruments.

Music Teacher Spn.,pmhar 2n17
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An interesting approach here would be to workshop maqam and wazn on Western instruments. lmprovising
over these melodies and rhythmic patterns on guitars, drumkits or orchestral instruments will open up a new
world of possibilities for students' compositions.

A lively folk dance in 214 is a fairly simple composition task. Give students a chord progression, or ask them
to compose an eight- or 16-bar progression using primary chords. lsraeli folk melodies are characterised by
short, repeated ideas that are then developed and extended. Structuring these pieces is usually based around
varied repetitions of two or three ideas, so combining or ideas from many students could help inspire a student
composition.

CLASSIC OCR OUESTTON: THE COMPARISON

ln most OCR exams, students will heartwo similar pieces, and then be asked to compare the two.This
question could very easily be based around styles from the Rhythms of the World AoS.you will hear
two extracts, and be asked to compare them in a grid that looks like this:

Compare how each extract uses the following elements:

Any element can be in the left-hand column, and there are ten marks available forthis table.

Top tips Jor the comparison table

An actual comparison will get you more marks: the following statements would be worth two marks:

I Both extracts use melody and accompaniment.

r Both eltracts use cross-rhythms.

r Extract A uses music technology, while piece B does not.

r Extract B uses a drumkit, but extract A does not.

Be specific when describing the music:

I Extract A uses music technology (OK).

I ExtractA uses reverb (better).

f ExtractA uses reverb on the vocal part (best).

Talk about how the e)dract changes over time:

r Extract A starts with two parts, and more layers are added.

I Extract B begins quietly, and crescendostowardsthe end.

I A solo electric guitar comes in towards the end of extract A.

The use of texture

(2)



OCR AoS4: Film Music

INTRODUCTION

ocR's Film Music Area of Study covers some of the parts of the exam that students tend to struggle withthe most: using a wide range of musical vocabulary to describe accurately what they hear, and identifying
instrumental timbres' students who do not have experience of playing an orchestral instrumenr, in particular,
may need to be given strategies and guided practice in aural identification of orchestral sounds. Added tothis' the required vocabulary is wide, and to use ir effectively students not only need to understand the precise
meaning of the question, but arso to be able to pick out the detair of the music aurally.

ln order to tackre this systematicaily, we wiil break it down into three distinct phases:r First, acquiring knowledge concerning terminology and instruments.r second, becoming familiar with the sound ol musical techniques through practical experience.r rhird, practising the type of written answers that are required in the exam.

u5ir.rc A KNowLEDGE oRcArvisen
ln simple terms, a knowledge organiser is a one-page guide containing 'everything that you need to know,about a particular topic. of course, it cannot possibly cover every evenluality, but it does a good job ofcollecting a whole body of useful knowledge in one place. lt becomes the go-to resource for teaching, revising
and testing.

Daniel willingham has famously stated that memory is the residue of thought: people remember the things theyhave thought about a lot' Knowledge organisers capitalise on this by providing easy opportunities for teachersto set short tasks that require students to engage with the relevant knowledge. These might include read-cover-write' or quick low-stakes tests involving filling in seclions of the organiser that have been blanked out:

by Jane Werry

Why Donl Students
Like School?by
Daniel T Witiingham
is a teacher's guide
to cognitive science,
and provides hugely
useful explanations
of the way students
learn.

The parts ota
between the director and the comMuslcfratlspartortffi

the film can hear it.
Ashortmelodythatissm
or ldea in a film.
when the musk fits prectse@
of the action ln a film.

Mnslc ttm ls not p.rt of $€ actlon: the
characters in the film cannot heer lt. lt is just for
the audlence.

Aprecisemomentwffi
needs to fit ri,ith the action.
Where muslc ls played at the nme time as actio;

Music Teacher Nlovember 2016

Jane Werry is a
specialist leader
in education, and
direclol of music

,ffey terms



6. Synclng, sync
polnt

Revising for these tests can be a rolling homework, and you can easily return to topics at a later date to

maintain thinking about all previous areas of study as students move through the course.

Music Teacher November 2016
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1. Orcs

2. Dlqetic

3. Leltmotlf

4. Mlckey
mosrlnt

5. Nondiegetlc

7. Underscore



Here is a knowledge organiser for OCR's AoS4

EI

[i.ffi--=--Li.i .

fs,'ffitic,'t- ,-; t- -
IE. t-efrnorr
l -.
f-.r-::.r --.-. b;.- -

trffiw::
[-m$gg.:i,.*

iA click metrcnome heard byrnusicians through

The parts of thi fitm that requk€ music. This is
agreed between the director an!.the compose.r.

Music that is part of the action: the characters in
the film can hear it. - 

-

A short rnelody that is associated with a
character or idea in a filrn.

When the music fits precisely with a specific part
of the action in a film.

Music that is not parl of the action: the
characters in the film cannot hear it. lt is just for
the audience

i A precise moment where the timing of the music
' needs to fit with the action.

Where music is played al the same time as
action or dialogue.

i som6 ruil! qie.d.r! liiry_r so. qndtragks w;;.
i compodi# for otli'eir{non-filrn) pur@ses, tiut',
I is adopted for use in a film because it fits the
: film-makeis intentions.

' Sometimes a song, usually a pop song, is
. used as a theme song for a film. This helps
with marketing and publicity.

, Music for video games fulfils a very similar
, function to that oI film music.

i Glockenspiel, celesta,
i vibrapho-ne, tubular bells.

f 
xy-toptront, mi4iapi, .,

ilrmpanr.
i

lTam-tam (gong), snare
drum, bass drum, triangle,

. castanets, woodblock.

, Maracas, tambourine.

l:

i Not in a key. Often sounds
ldissonant.

: Not clashy. Sounds'nice'.
t.

1..

;Clashy.
,The key: generally, major keys sound

i.h"ppy and minor keys sad.

ie neta note under or over the rest of

itne music.

EE

: Going up or down the notes of a chord one at a

.time,ascendingordescending. .,. : -

;Going up or down by one semitone at a time. :

i

;

Moving up or down by step (con1-unct) or by leap
. (disjunct).

;T,he distance from one'note t<ithe nerrtr2nd,

:A repeating pattern. Can also be a rhythm.

Moving up or down in a scale pattern.

A small pattern repeated up or down in pitch.

:

Ie note tt at is]louderthan the

ioettlng louder.

IA sofilnote"with a distin-cUve

Itone-RtaVed on a slringed ..

[-instniment by stopping the string

1isg1!f ., ,';, ";;;':,,.1'*-",:

i A dampened sound on a brass
ior stringed instrument made by

i elayed smoothly.

TE
E

II
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OCB AoS4: Film Music

Orchestral instruments

Harmony and tonality

Dynamics, expression, articulation

Pitch and melody
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?i ryortoy rir_vr n,r usic iscoMposED nruo neb'onoe ' "lYv'l\

A film composer usually gets involved towards the end of the making of the firm. The first thing that n"o]If
::::";f,:ff::::Tl:::111._^ the entire firm, and asree on the cues _ the parts of the firm that wiil haveMr navemusic' within the cues' sync points, or precise moments where the music needs to refrect the action, wi, beagreed upon There will also be discussions about the generar style of the music that is required.

The composer will then create the music, carefully worklng out each cue so thal it fils precisely with the timingof the film' The composer's music then needs to be orchesrrated or arranged - in other words, ailocated tospecific instruments' and orchestral parts produced for the musicians to pray from. often the orchestration isdone by someone other than the composer.

Recording a film score is a complex process that requires a very fine degree of precision. The musicians oftenwork to a click track' a precisely worked out metronomic click that they hear through headphones whire theyplay John wi'iams is one of the few firm composers who conducts his own r

showing the firm, carefuily watching to time the music with the sync oo,nr.. 
'""otoings in front of a big screen

A fascinating explanation of how a film score is recorded can be gleaned from the lnside Abbey Road virtual

.*liJ:t " 
1 

' 
where many of the most iconic f ilm soundtracks have been recorded. parts .r-6 

are the rerevant

Not all film music is specially composed. Some films use'borrowed'music that has arready been composedfor another purpose An example of this is the use of the opening of Richard Strauss,s tone poem Also sprachZarathustra in Stanley Kubrick,s 2001 : A Space Odyssey.

some films have a song' usually a pop song, that appears during the opening or closing credits and is usedas part of the marketing for the film' Examples include all of the Bond theme songs, and ,My 
Heart wi, Go on,lrom Titanic' These songs are not usually considered to be part of the firm soundtrack, and may even be writtenby a different composer from the rest of the music.

Some films include music that is part of the action: there may be live music as part of the action, or a charactermight put on a record or the radio This is called diegetic music, and it may pray an important part in sefting ascene' placing the characters in a specific time or place. The clue to whether music is diegetic or not is lo askthe question: 'can the character hear the music?, rf the answer is yes, the music is diegetic.

Music Teacher November 2016



KN9UryG ABOUT JNSTRUMENTS ANDREcoGNtstNG rHEtR soUwoS'- "
The majority o, firm music, and recenry, a rot of computer game music, is orchestrar. There are historicarreasons for this: \'vhen sirent firms developed into'tarkies'in the 1g3os, Horywood studios saw the creative
and expressive potentiar ror incruding musicar soundtracks, and emproyed composers to wrire music for theirfirms The first of these speciary composed and synchronised music soundtracks was Max steiner,s score ,orKing Kong in 1933.

steiner, arong with other Horywood composers of the time such as Erich Korngord, was a European Jew whosaw tirm composing not onry as steady emproyment, but arso an opponunity to escape the rooming threal 0fNazrsm in Europe. Their musicar heritage and training \ryas in the Germanic post-Romantic mourd, and so theybrought rush orchestrar music to Horywood. A rarge orchestra provided a suitabry rich and expressive sonicpalette for music that would enhance the mood and action of a ,ilm.

You may have studenls in your GcsE crass who pray orchestrar instruments, and perhaps even pray in a fu,orchestra However, it is highty likely thal you have studenls who do not regularly see and hear orchestralinstruments being prayed. These students need a structured approach so that they have strategies forrecognising the sounds they hear in lilm music.

some diagnostics are required before you prunge in. whal do studenls akeady know? Nearry every GcsEstudent will be familiar with ai least a few orchestral instruments. Not many wi fail to recognise a flute, a violinor a irumpet However, they may not be abre ro te, the dirference between a crarinet and an oboe, or knowabout different playing lechniques such as pizzicalo, harmonics and mutes.

An initial quiz is a good place to start. This video shows piciures of each orchestral instrument as well aspraying an excerpt, and just asking sludents ro write down the name of each as rhey see and hear it wourdenable you to gauge whal they do and do not akeady know.

once you have an idea ot the knowredge gaps thal need to be prugged, you can make prans for the best waysro tackre this' First-hand experience is arways the best way il at a, possibre, especiary if instruments comewith a playenit/ho can demonstrate and explain. If you have colleagues, peapateiic music starf, older studenls,or anyone erse who can furfir lhis rore, ger them in. your rocar music hub may be abre to herp - it is certainry
worth asking rf your GcsE students can have a go on the instruments, even better. some of them may even beinspired to start having ressons. some hubs run 'try-out sessions'that you might be abre to take advantage of.

For any inslrument that it is not possibre to cover through direct, rive experience, there is prenty of herpavairabre onrine' The phirharmonaa orchestra has extremely detaired videos tor every orcheskar instrumenton its websile - including the more unusual ones such as contrabass clarinet - that include information onpraying techniques. some of the videos are quite long, but you courd skip to the sections that you need. ThePhirharmonia orchestra is arso reatured on the beautifur app The orchestra, which contains much of thesame informarion as the website and is easy to navigate, arthough it is not free . fhe young personb Guide tothe orchestra app fiom the Britten-Pears Foundation is a lree app that is ajmed at younger chitdren but stiincludes much useful informalion on each instrument.

It courd be fun and usefur to compire an instrun€nt recognition frow chart with your students as they workthrough a, the avairabre information. This wi, most cerlainry invorve a process of drafting and re-drarring, so
sticky notes could be used in the creation process. You could start ofl by having a sticky note for each orchestral
instrument at one end, and start off with a question arong the rines of ,How 

is the sound made?,, with options forblowing, prucking, scraping, shaking and hitling. other questions to lit in arong the way might incrude:I Pitched or unpitched?
r Mebdy or rhythm?
I High or low?

r Metallic? Wooden? Neithen
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Negotiating how the flow chart should be laid out in order to lead the enquirer through lrom initial question to
final instrument identification will involve a lot of detailed thinking, and probably quite a lot of useful questions.
Once the chart has been constructed, it could be put up on the wall for reference during practice sessions.

FURTHER TESTING

Having gained knowledge about the instruments, their sounds and their playing techniques, it is time to put all
this to the test. This testing needs to be regular and low-stakes - perhaps it could be the perfect way to start
each lesson.

The aural quiz from Britten 100 is a good place to start, with instrument recognition on six different levels which
students could work through on their own. lf you put 'instruments quiz' as a search on YouTube you will find
a whole host of ready-made tests that will save you a lot of time compiling your own. Some of these will work
best without the picture visible to students, although for some students, being able to see the picture could
form a useful scaffolding strategy.

You may have identi{ied particular weaknesses, for example you may need to focus on the ditferences between
f lute, clarinet, and oboe, in which case it would be easy enough to compile relevant excerpts into a specific quiz.

lndividual instruments are one thing, but of course most orchestral music involves combinalions of instruments
playing at any one time. Picking out the layers in an orchestral piece will require practice of its own. Before you start
on exam-style questions, it might be a good idea to listen to some pieces of film music solely for the purpose of
identifying the instruments being played. At the same time as doing this, you can train students to refer to chronology:
what happens when, and how the instruments are combined over time. This could be done as a timeline or diagram.
Here is an example for the first minute and a half of 'Princess Leia'from Star Wars by John Williams:

@- EE@

NON.ORCHESTRAL INSTRUMENTS

There are, of course, plenty of examples of film scores that use instruments other than the standard
orchestral setup. Wendy Carlos's jarring synths in A Clockwork Orange, the banjos of Deliverance, the
duduk in Gladiator, and Bernard Herrmann's theremin in The Day the Earth Stood Still are all great
examples of instrument choices that lend a tremendous amount to the atmosphere of their respective

films. No preparation could ever cover every possible eventuality regarding composers' choices of
non-orchestral instruments in films.

However, you can alert your students to the possibilitythatthey may hear non-orchestral instruments

in film music, and be alert to this possibility. Atthe same time, it is extrbmely unlikelythat there would
ever be an exam question that would require knowledge of anything particularly obscure. Although
Gladiator is on the list of suggested repertoire for AoS4, it is not a set wor( and students could not
be expected to recognise the sound ofa duduk or yangqin just because those instruments happen to
be used in this soundtrack.

You may wish simply to show students examples of the most common electronic instruments: synths
because they are used frequently and are so adaptable, and theremin because it is interesting and fun.
Afterthat, keep reminding students thatthey need to keeptheir ears open for non-orchestral sounds,

but reassure them that they do not need to know every instrument under the sun.
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IDENTIFYING COMPOSITIONA' iECHNiOUES
It is one thing lo know that a sequence involves a pattern of notes repeated up or down in pitch, but anotherone entirery to be abre lo recognise this when it is heard in the contex of ;;iece. As we, as frequent revisitingof bare facts and de,initions, sludents are going to need frequent exposu;e to the way that the features theyare learning about actually sound.

one of the things that GcsE students frequentty get confused about is the way that possible answers fit wjththe wording ol the question. This fundamentatof exam technique att boils down to h"; 
"n;;;;;;;.;;;elements or dimensions o, music. Having techniques suilably divided up on ttre knowledge organiser is a stan,but organising short practical tasks by dimensjon will help enormousty.

Let us take pitch and merody as a srarting poinr. Here is the rerevant section of the knowredge organiser:

some short practical tasks can be done in lessons to reinlorce the delinitions and bener enable students 10recognise the devices when they hear them in rear pieces of music. The ideas might arso form starting pointsfor compositions This particurar dimension arso encompasses one ot *re most important aspects of frm musicthat students need to understand: leitrnotif

:*j:.:":::::::1 ::]:":.: :1" :i' 
*o "," time. we courd srarr by rhjnkins about inrervars, and the

:JJ,",:.::::Y:"i:Y:]:n,,:.i.:.particurarryreitmotifs ***",r",,i".ii.;;;:#.i"";;ff:;
instrument ol some sort, leach them how ro carc,,r^ro ^""^"^ ,^;^::;', :Lwvsr 

rr I 
'ovir 

rs auuess Io a prlched

be abte 1l] m^kc ..r6^i.i^^ ^^ .^ ._.,-:".1,,:-"r"utate 
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The other devices lrom this dimension can be added bit by bit to create lilm soundtracks that may even end
up being quite complex, if students are comfortabre with this. Brief exampres of the devices, perhaps prayed
by the teacher, can be used in subsequent lessons as a refresher, and to mix in with delinition practice using
the knowledge organiser.

when it is time to move on to a new dimension, existing ideas can be kept and added to, or abandoned and
a new mini-soundtrack begun. Either way, students wiI be buirding up compositionar ideas thar may be used
as a starting point,or a composition to be used lor praclical component 03 or 04, which needs to be related
to an Area ot Study.

tr

PREPARING FOR ANSWERING EXAM.STYLE
QUESTIONS

There are two broad types of question that may come up for Aos4, both of which are exempfified in the sampre
paper available from the OCR website. These are:

l. A long-answer question requiring candidates to write a paragraph worth g marks, describing how an
extract of film music or video game music fits wiih its scene. This type ol question js unchanged in formal
from the'old'J535 specification, so there are plenty of examples from past papers that can be used for
practice.

2. A murti-part question wirh a singre-rine score, with each part-question wo(h .1 0r 2 marks. Here, the
questions are much more knowledge- and terminology-based, some requking instrument identification,
and others asking for dynamic and tempo markings, time signatures and so on. Apart from the inskument
recognilion, this type of question has more to do with knowledge ol theory, notation and terminology than
being able to pick oul detail in the music aurally.

The first type of question is going to require a lot more practice than the second. Exam technjque is of crucial
importance here, and may be jusl as much or a faclor in terms of gaining marks as subjecl knowredge or aurar
skills. students need to be given a structure for writing their answers, which can be practised lrequen y and
wilh a wide range of music.

Here is the wordlng for the queslion in the specimen paper:
This ls the theme tune trcm rhe video game Bafletietd 2.write a paragraph, usrng senrences, expraining
how the muslc conveys lhe scene of a bat etield,you may wish to reler lo instruments, rhythm, melod;
lexture, lempo and any other features that are relevant to the conlext o, the queslion.

There are two good things about the way these questions are structured. Fjrsfly, the list of musical dimensions
is arways there to act as a reminder for students. secondly, there is always a blank page adjacent to the
question, that students can use to make rough notes. Training them to do this well is a vital part of mastering
this type of question. lt is very worthwhile spending time on this, as there is a question ol this type in everv
exam, and g marks constitutes more than 1Oolo of the tota, marks available.

The examiner's report from the June 2016 series gives us some herplur pointers. Most candidates gain 3-5
marks in this type of question. The reasons why they fail to achieve befler marks are as followsi
I They lail lo put information into a clear enough chronology - in olher words, whai happened when.
I They use mgue terms like 'strings' when realy they ought to be identilying specific instruments.
I Their answers lack detailed and precise use ol correcl terminology.
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The drilling that you have done with the knowledge organiser and instrument recognition should go a long way
towards counteracting many of these problems. However, giving students a layout to use for their notes will
help them to come up with a paragraph that satisfies all aspects of the mark scheme. on the blank page, get
students to create a grid like this:

ln the list given in the question, 'other features' is the term used where I have inserted harmony and tonality.
However, harmony and tonality is such a powerful expressive feature of film music that I would insist
that students include it Also, the examiner's report states that many candidates do not show sufficient
understanding of what tonality is, so it is worth pushing as a valuable piece of knowledge. Find ways of
drumming into students that harmony is about chords, and tonality is about key. part of the confusion here
might arise from the fact that'major'and 'minor'are terms that may be associated with both.

Adopt a 'walking, talking exam' approach to scaffolding students'first attempts at answering these questions.
Before listening to the music, give students the question sheet - with the blank page for notes - and get them
to draw the grid above and make as many annotations as they wish. Go through each part of the grid in turn,
while they write notes that will inform their answers later. They could also have thelr knowledge organiser to
hand, to refer to while they work. Here are the points that can be made:
r ln the 'lnstrumenls'row, be specific. Do not say'brass'or even'drum'if you can be more precise and state

an instrument name or type of drum' Very little credit is given lor a list. state what the instrument is playing,
with as much detail as possible, and link lhis, il you can, lo the scene, in this case a battlefield. lnclude
references to dynamics, articulation and playing techniques: this is often easy to identify, and is useful mark-
winning detail.

r ln the other categories, refer to the knowledge organiser lor the types ol leature that you can write about,
and the terminology you should use. can you identify specific instruments that are playing each leature, andplace lhese al the beginning, middle and end?

r Do not be afraid lo state obvious features. candidates often miss out on marks because they fail to mention
dynamics, for example, because they think it is too obvious to write The music starts off very quiet andgradually gets louder.'However, this is valuable detail, and one that is also linked to the chronology of the
music' lf a further link can be made to how the dynamics relate to the scene, then that is a lot ol substance
lrom an easy point.

once all aspects of the question have been considered, discussed and annotated, then students can listen tothe music and write their own answers. Talking through the question, completing it, and then comparing anddiscussing students' answers could easily take an entire lesson the first time that you do it. This is time wellspent' however' and subsequent praclice questions will take up less time as students become better at writing
answers, and need less scaffolding.
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OCR AoS5: Conventions of Pop

by Jane Werry

INTRODUCT!ON

Of all the Areas of Study for the 9-1 OCR GCSE, AoS5 on Conventions of Pop is likely to be the one where
students already have at leasl some familiarity with the music.

However, although they may think they know a lot about it, chances are they will need to be provided with
activities that will allow them to build a picture of the chronology and evolution of pop styles. Some of the older
styles and artists may be unfamiliar to the millennials in our classes. After all, the 1950s and 1g60s probably
seem like ancient history to most students.

As well as being given an overview of the historical and cultural background to the conventions of pop,
students will need to be trained to identify the constituent parts of a pop song, and use the correct terminology
to describe what's happening in the music.

As ever, the most efficiently musicat way of getting acquainted with any style is by experiencing it from the
inside, in other words by performing examples of the music itself . lf students do this as a class, the process will
necessarily involve having to talk about what they are doing, which is where the teacher can provide examples
of relevant terminology, so that students are describing what they are doing accurately from the outset.

This process will make doing exam-style listening questions a whole lot easier later on, as not only will they be
better at identifying the layers and structures of the song in question, but they will also be able to correctly use
the musical terms that will gain them marks.

USING A KNOWLEDGE ORGANISER

A knowledge organiser is not a summary of absolutely everything that studenls need to know about a particular
topic, but instead, a framework upon which to hang a whole sequence of lessons, and a useful overview.

For any topic, in any subject, there will be a certain quantity of factual information that students must be able
to recall swiftly and consistently if they are to do well in the final exam. Using a knowledge organiser sets out
this idea from the very beginning, and can help to give students an understanding of what the area of study
will involve. Having this overall plan in place right from the start makes it much easier to create the mental
constructs necessary for deep understanding.

It can also be an extremely useful tool for revision and frequent testing. lf the organiser is presenled in its
entirety right at the beginning, then as practical work is done in each style, they can be encouraged to identify
which terminology and ideas are relevant at any one time. After each style has been covered, the teacher can
then use the knowledge organiser to set homework tasks where those terms are learnt in advance of a test the
following lesson.

over time, the knowledge from previous styles should be added to what is being covered currently, so that
tests cover both the present topic and the previous ones. ln this way, things from past work will not be forgotten,
and will be recalled frequently enough to be committed to long{erm memory. This will make the instant recall
required for the exam much easier to acquire, without the need for last-minute cramming.
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Here is a knowledge organiser for AoS5 Conventions of Pop:
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An extremely helpful
online reference
resource is Music
Map.This gives
concise informalion
on all rock and pop
styles, showing how
they interlink. There
are.glso playlists. lt
aould,be very,Useful
for'setting homework
lasks.

INVESTIGATI NG THE STYLES
This Area of Study comprises four separate styles:
r Roc*'n?oll ol the 19S()s and 1960s
r Rock anthems ol the 1 970s and 1 gg0s

I Pop ballads of the '1970s, 1980s and 1990s
r Solo artists lrom the 1990s to the present day

As well as knowing the main artists in each style, and a little about the historical background to each, students
will need to have a firm understanding of features that are common to all four styles, and features that are
particular to each one.

It will be helpful to have a grid that students fill in over time, as they tackle each style in turn through perlorming
and listening. This will then supplement the information found in the knowledge organiser. lt can be an A3
sheet so there is plenty of room to write in the main features, and if it is on coloured paper it will be easy to find.
Students should be encouraged to use the terminology lrom the knowledge organiser when filling out their grid.

The blank grid may look something like this
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Contrary to what you might expect, I suggest tackling the styles in reverse chronological order. By starting with

solo artists of the 1990s to the present day, we can begin by using the music that is already most familiar to

students to get them analysing song structures and layers of sound. lt is also a good place to start applying

the correct use of musical terminology.

SOLO ARTISTS OF THE 1990S
TO THE PRESENT DAY

Start by perlorming a song, either as a class, or in smaller groups: you will be able to organise this to best suit

your students' abilities and prior experience. This may form valuable practice for the ensemble performance.

It would be great if students could choose a song by a solo artrst of recent times: you will be able to judge

how much you will need to guide their choices. There are so many good songs to choose from in this category

that are relatively easy to perform. Here is a selection that work well for class performance, and are likely to

be familiar to students:

I IIIE

i.Sorneone tike You ,.. 1

I r -.tr . ..

. Blarne it On Me .

All ol Me .'.

;s;a
I

Rolling in the Deep

See You Agqln .

:Adele

i:

iWiz Xnatita

iJustin Timberlake , Can't Stop the . :

i . t, Feeling ., . ,.' ,' . . -' .'. 
,' ,.
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There are many ways that you could approach performing a song, and how you do this depends very much on

the level ol ability of your students. lf they are working in smaller groups, you could even vary the approach for

each group to provide more challenge or more scaffolding, as necessary.

More individual challenge and support could be provided for specific students through careful planning of

what material is given, and what students are required to work out for themselves. Here is a range of strategies:

r Workshop as a class, using lots ol teacher modelling, building up the song a layer or section at a time.

r Provide audio of the song (transposed to an easier key il required), lyrics and a list of the chords involved.

Students work out the rest bY ear.

r Provide a lead sheet in the same key as the audio, so students can see where the chords need to change.

r Provide lull statf notatioMab as appropriate.

r Provide YouTube tutorials.

I Use RiffSlation. This is a website that shows ukulele, guitar or keyboard chords in real time with the original

song. (RifiStation does not provide for transposing into easier keys, however.)

r Set students a challenge ol finding whatever materials they need on the internet: tutorials, chords, tab, lyrics.

Whichever songs you and your class choose, and whichever strategy you use to get students performing it,

it will be essential to use some key terminology right from the start. What you are aiming for is ior students to

;

lf you want classes
to be able to play
along with the
original track, but
are,transposing into
an e-asier kgy to
play, frqe 1$dacity
so-tt)ryAre aa{] be
used 1o easrly
chhnge lh-e,,key of

I thb::aildio,,,Ihere is,'; ,6;i;fi6ffi;|7i1,



be analysing the song as they go, using musical terms accurately to discuss what is going on. This is where
the knowledge organiser can be used. Using the key terms from the organiser, ask students to answer the
following questions:

r What is the structure of the song?
r What layers ol sound are there? What instrumenls play each layer? Does the terture change?
I Are there any modulations?

r What is the harmonic pace, and does this change at all?
r Whal playing or singing techniques are used in the original recording?
r How has technology been used to produce this song?

once a good discussion has taken place, and any misconceptions sorted out, it can be extremely helpful
for students to create a song map. This shows the structure and layers of a song, and will be a useful tool to
compare ditferent songs and styles as students progress through the Area of Study. Here is an example, taken
from the first part of 'Someone Like you' by Adele:

This is a very simple example, because the only accompaniment in 'someone Like you' is the piano, which
plays a more or less unchanging broken-chord pattern. Other songs have many more instruments and layers
of sound, and so would have more extensive and complex maps. lt is the process that is most important
here, with students identifying what is going on in the music, and describing it accurately using the correct
terminology.

Completing maps for a variety of songs by solo artists, whether these have been performed by students or
analysed aurally, will demonstrate the huge variety that this part of the AoS displays. Each solo artist freely
demonslrates their own musical style, and even this may change over time or betvyeen contrasting songs.
As a consequence, filling in the 'musical features' box on the summary sheet does present some difficulties.
The sheer diversity of this section of the AoS is its defining feature. As long as students are well equipped
to describe what they hear in the listening exam, using correct terminology, there is no need to try to find
overarchin g characteristics.

Note that there is
some ambiguity in
the term'bridge'.
For some people,
'bridge'and
'middle eight' are
synonymous. I

prefer lo use the
term bridge'for
whal some people
calt the lpre-chorus'.
Ithinklbatas long
as yourre cgnstslent,
it doeSn't malter
which term you VSe.
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POP BALLADS OF THE 19705, 8OS, AND 9OS

Now that students are armed with a good deal of knowledge regarding the way that pop songs are put
together, tackling pop ballads will be relatively straightforward. As we aim to let students experience the music
first-hand before much talking takes place, it would be good to start by performing another song. Here are
some songs that would be ideal for this:

iTiUe .,.,, -,,,,,:,...,,,.

i,Mat<e You Fee[.My
i Love
: '' '. . .*:.:: -

lWind Beneath My

i,Wings_:'.,, , ,,.; ,.;,

i,Candle in the,
;Wind'[],
r.

I Shape of My
: Heart

Eric Clapton Tears in Heav6n
i A relalive.ly gjmple song'with a stbhg
I descending bassline.

Strategies for tackling the songs would be exactly as before. lt is noticeable that some of these ballads have
much more complex chord patterns than the ones previously encountered when looking at the music of recent
solo artists. Even if your students do not yet have the skills to perform something as complex as'your Song,or
'Shape of My Heart', it is worth looking at some small examples ol chord sequences.

A good example of a strong bassline can be found in 'Your Song'. Here, Elton John keeps one chord going,
while he changes the bass note underneath:

iChord
i Bass note

iBasC'note

Cm

C

9ln l

B flat
lom
in

lAtlat
lA]lat

Here is the same progression in a key that is easier to play:

rChord Am '-'. lem

A i6
A1n

F sharp

This is a very simple idea, but one that works extremely well. lt is a good example of how you can make the
most of two chords and make them last for four bars, while maintaining a sense of direction in the music.

Descending bassline patterns always provide a sense of movement and direction - this is the main reason why
they are so popular in all kinds of music. Examples can be found everywhere -'Tears in Heaven'is another pop

ballad that uses a descending bass to good effect. ln 'Your Song', a feeling of tension is set up by the G in the

bass in the second bar, which is heightened by the movement to F sharp in the third bar. This is resolved in the

fourth bar; if feeis as if the A flat chord is the only place that the Cm/A could possibly lead to.

This could lead to an investigation of basslines in pop ballads. Even if students' performing skills are relatively

limited, you could write up the notes of the bassline for any chosen (or suggested) pop ballad, and get

students to play along with the recording. They could use any available tuned instruments for this. Playing the

basslines could be followed by looking at the chords, and picking out which chords have the root of the chord
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in the bass, which have another chord note (and are therefore inversions), and which have a non-chord note
as a bass note. More able students could be challenged to work out bass parts aurally. After exploring a few
songs in this way, the class could vote on their'best pop ballad bassline of all time'. This activity will also set
students up very well for composing their own songs.

Texture is also an extremely important musical feature of nearly all pop ballads, and is often used to maintain
emotional intensity over the course of repealed verses and choruses. 'Your Song' is a good example of this,
and could provide students with uselul practice of identifying instruments and describing whatthey are playing.
Provide a blank version of this song map for them to fill in. Here, the answers are provided:

Strinos

br-* teft fi hnd noW rnovLd.

with violins

a



ROCK ANTHEMS OF THE 1970S AND 8OS

Towards the end of the 1960s, advances In studio technology had made it possible to multitrack more parts,
and the ingenuity of bands such as the Beatles had brought an array of new sounds into rock music. Orchestral
sounds and instruments from all over the world were included in rock songs, and producers experimented with
effects. By the beginning of the 1970s, a biggel grander style of rock song was emerging: the rock anthem.
lntended for stadium audiences, rock anthems had big tunes and awe-inspiring guitar solos.

Some rock anthems, though huge in impact, are relatively simple musically, while others, such as ,Bohemian

Rhapsody', are mind-bogglingly complex, and beyond the performing capabilities of all but the most
extraordinary GCSE class. Here are some suggestions of songs that could be tackled by students:

It is noticeable how high the vocal line is in many of these songs, and male students may struggle to
sing them in the original key. 'Livin' on a Prayer', in particular, is extremely high after the key change,
and it is noticeable that Jon Bon Jovi does not use falsetto even forthe highest notes. The fact is that
the verytop of a man's vocal range is where he will be able to produce the most power, and a tone that
is full of raw energy. This suits the nature of a rock anthem extremely well, and enables the vocals to
stand up to the power of the guitar sound. You will notice that although girls will be able to sing the
pitches much more easily, the songs will not have quite the same impact, simply because the notes
are lower in a girl's range, so there is a lot less tension in the sound.
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Having performed and listened to some pop ballads and rock anthems, the differences between them shouldbe quite straightfon'vard to define. considering they are from almost the same period in pop history, they are

:fir:::* 
ends of the mood spectrum, and thqqe should be ritte danger of srudents getting,the two styres

ROCK'N'ROLL OF THE 1950S AND iSOOS
our journey back in time finds us at the dawn of the age of the teenager: the first style of music that youngpeople saw as being their own. Musically and technologically, rock'n'roll is very simple, and many songs arebased on a 12-bar chord sequence.

I

lv ,r, 
| ' 'l --

lvtr-V V:IVI I I (V for turnaround):

lf students have covered 12-bar blues at KS3, it should be an easy iob to revise the chord sequence and fitbasslines to it. Here are some ideas for how to approach rock,n,roil as a practicar activity:

r one ol the easiest rock'n'roll songs to do is'Hound Dog', because the bass line consists simply of the notesol the triad:

Those with a walking bass, such as'Rock Around the clock', are only a little more ditficult, and most studentswill be abre ro rearn the lormura for transrating the chords into the bass pattern:

whatever key you play in, the basic pattern goes up the chord notes, up a tone, up a semitone, then backdown on the same notes' The only exception to this is in rhe last line of the chord structure, where youonly have one bar of v and one bar of lv so here you just play the first four notes of the pattern. And theexception to this are those songs where there is a second bar of V in bar 10 of the verse, which is actuailywhat happens in 'Rock Around the crock'- making it srightry ress fiddry.
Another rock'n'roll song that uses a variation on 12-bar blues is 'Great Balls ol Fire, by Jerry Lee Lewis. Thisuses an eight-bar pattern for the verse:
t-t-tv-lv_v_tv_t_l



r lf you have any guitarisls in your class, it would be quite straightloMard lor them to learn some characteristic
Chuck Berry licks, for example the intro to'Johnny B Goode'.There are plenty of YouTube tutoials ror this.

I Two rock'nlollsongs that are not based on 12-bar blues, bul are neveltheless very simple to play, are:Twist
and Shoul'and'La bamba'. These use an identical D-G-A chord pattern, so it is possible to make a mashup

ollhe two songs,Tho vocalbuild-up on an A7 chord -a distinctive lealure ol'Twist and Shout'- is somsthing
that students will enjoy rscreating.

r 'Jailhouse Rock' is included in the book Rock Your GCSE Musb.

Nlusical features that students should be able to deduce from their playing and listening, and add to their
summary sheet, will include these:

r Very simple chord structures, otlen using 12-bar blues but usually using no more lhan three chords.
r Repetilive chord sequences.

r Energetic vocal performances, usually by male vocalists.

I Walking bass or broken-chord style basslines.

lstop-time' used to vary texture.

r Lead guitar solos leature, ollen using chords with two notes a pedect 4th aparl.
r Shutfle rhythms.

tt



How does the voice work with the
instruments?
What are the musical features of the
accompaniment?
ls there an instrumental solo in the
piece? What instrument is playing?

Learner information sheet 1

Elvis Presley: Hound Dog (1952)
The Beatles: Saur Her Standing There (1963)

The Beach Boys: Surtin'USA (1963)

o lnstruments - guitar; vocals; drum kit;

piano

Sometimes other instruments such as
harmonica
lnfectious beat or rhythm
Guitar riffs
Derived from blues and jazz.

Moderate to fast tempo
414lime signature
Vocal melody and accompaniment
Melodies have a narrow vocal range
Heavy reliance on chord progressions.

Many songs just using chords I lV and
V.

o Describe the music of the solo sgclion
r What is the structure of the piece?
o What is the tempo of the pi€ce?

o How does the texture change?
o Can you identify the chord structure?

OCR
Oxford Cambridge and RSA

a

a

o

o

o

o

o

o

O

o

o

You might be asked to think about the following features:

o Vocaland lnstrumentaltechniques
o Roles and lnteractions between

performers
o Typical characteristics of the genre
o The use of musical elements.

Listen to some pieces from the tist below and consider the fottowing questions:

Typical musicalfeatures of Rock 'n' Rol!:

Other pieces to listen to:

o Bill Haley: sr,ire nattte-ind Rollttg5s)
o Johnny Cash: Blue Suede Shoes (1956)
o Chuck Berry: Roll Over Beethoven (1956)
o Buddy Holly: That'll be the Day (1957)
r Chuck Berry: Johnny B Goode (1958)
o Chubby Checker: The Twist (1960)
o The Doors: Light My Fire (1967)

Version 1 17 oocR 2016
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Learner information sheet 2

Roles and lnteractions between
perfornrers

Changes and development of
instruments

Specification suggested listening

o Bon Jovi: Livin'On A Prayer (1986)
o Guns and Roses: Sweet Child O'Mine (1987)

Typical musicalfeatures of Rock Anthems:
o Amplified music played by guitars and

drums
o Three guitarists - lead; rhythm and bass
o Piano/keyboard often used
o Vocals (often husky male)
o 414 time signature
o Many sub-genres of rock (soft rock;

punk rock; glam rock)
o Verse/chorusstructure

You might be asked (to think about the following features):
o Vocal and lnstrumentaltechniques o The use of technology within the genres

o Typical characteristics of the genre
o The use of musical elements

o Queen: We Will Rock You (1977)

o Some have long intros (more so than
rock and roll and pop ballads)

o The sound of rock if centred upon the
electric guitar

o Strong guitar riffs/ostinatos
o Strong rhythm
o Power chords

Listen to some pieces from the list below and consider the following

o How does the voice work with the
instruments?

What is the structure of the piece?

What is the structure of the piece?

What is the tempo of the piece?

How does the texture change?
Can you identify the chord structure?
What other musicalfeatures can you
recognise?

What are the musical features of the
accompaniment?
ls there an instrumental solo in the
piece? What instrument is playing?

o

o

o

o

a

o

Other pieces to listen to:

o Black Sabbath: Paranoid (1970s)
o Eric Clapton: Layla (1973)
o Led Zeppelin: Kashmir (1975)
'o Meatloaf: Bat Out of Hell(1977)
o Status Quo: Rockrn'All Over the World

(1e77)
o Rainbow: Since You've Been Gone

(1e7e)

Version 1

Joan Jett: I love Rock n Ro// (1981)

U2: Pride (1984)
Europe: The Final Countdown (1986)

Guns and Roses: Paradise City (1987)
U2: Desire (1988)
Kiss: Crazy Crazy Nrgrhfs (1989)

Transvision Vamp: Baby I Don't Care
(1 e8e)

o

a

o

o

o

a

o
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Learner information sheet 3

Bette Midler: Wind Beneath My Wings (1988)
Bob Dylan: Make You Feel My Love (1997).

Slow to moderate tempo
414 time signature
Romantic lyrics; expressive vocal
performance

Vocal and lnstrumental techniques
Roles and lnteractions between
performers

Changes and development of
instruments

How does the voice work with the
instruments?
What are the musicalfeatures of the
accompaniment?
ls there an instrumentalsolo in the
piece? lf so, what instrument is playing?

Other pieces to listen to:
1970s Pop Ballads:

o The Carpenters: C/ose to you (1920)
o Lou Reed: Perfect Day (1912)
o Harry Nilsson: Without You (1972)
o Stevie Wonder: You Are the Sunshine of

my Life (1973)
o Carly Simon: Nobody Does lt Better

(1e77)
o Bill Withers: Lovely Day (1912)
o Eric Clapton: Wonderful Tonight (1917)
o Earth Wind and Fire: Sepfember (1979)

o

o

a

a

o

o

o

Listen to some pieces from the list betow and consider the fottowing questions:

o Development of styles
o Typical characteristics of the genre
o The use of technology within the genre

o Describe the music of the solo section
o What is the structure of the piece?
o What is the tempo of the piece?
o How does the texture change?
o Can you identify the chord structure?

1980s Pop Ballads:

REO SpeedWagon: Kercp on Lovin;you
(1e81)
Bonnie Tyler: Total Eclipse of the Heart
(1e83)
Lionel Richie: Hello (1984)
George Michael: Careless Whisper
(1e84)
Alexander O'Neal: lf You Were Here
Tonight (1985)
Whitney Houston: Saving All My Love
for You (1985)
Bangles: Eternal Flame (1988)
Gloria Estefan: Donl Want to Lose you
(1e8e)

a

o

a

o

Elton John: Candle ln The Wind (1973)

Typical musical features of Pop Ballads:

o VerseiChorusstructure
o Slow harmonic rhythm
o Dynamics usually increase towards the

chorus.

You might be asked (to think about the following features):

Version'l 19 oocR 2016
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Other pieces to listen to:

1990s Pop Ballads:

o Sinead O'Connor: Nothing Compares to you (1gg0)
o Extreme: More than Words (1990)
o Eric Clapton: Tears in Heaven (1992)
o Sting: Fields of Gold (1993)
o The Pretenders: l'll Stand by You (1994)
o Seal: Kiss from a Rose (1994)
o Boyzone: Love me for a Reason (1995)
o Robbie Williams: Angels (1997)
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Learner information sheet 4

Solo singer (male or female)
Strong melody; catchy chorus
Harmonic paces varies depending on
the track
Often 4l4lime

o Vocal and lnstrumental techniques
o Roles and lnteractions between

performers
o Changes and development of

instruments

o

a

a

instruments?
What are the musical features of the
accompaniment?
ls there an instrumentalsolo in the
piece? What instrument is playing?
Describe the music of the solo section

Other pieces to listen to:

. Development of styles

Typical characteristics of the genre

The use of technology within the genre

What is the structure of the piece?
What is the tempo of the piece?
How does the texture change?
Can you identify the chord structure?
How is the melody or the
accompaniment constructed? Does it
use scales, leaps or repeated notes?

a

a

a

a

o

a

o

Specification suggested listening:

a

o

a

Michael Jackson: Black or White (1991)
Kylie Minogue: Can't Get You Outta My Head (2001)
Adele: Someone Like You (2011)

Typical musical features of Solo Artists:

lnstruments to accompany - guitars;
drums; backing singers; keyboard
Use of technology - this is more
developed now than in the early 1gg0's

You might be asked (to think about the following features):

Listen to some pieces from the list below and consider the foltowing questions:

How does the voice work with

1990s solo artists to the present day

r Madonna: Vogue (1990)
o Robbie Williams; Let Me Entertain you (1gg7)
o Britney Spears: Baby One More Irme (19g9)
o Beyonce: Crazy in Love (2003)
o KT Tunstall: Suddenty / See (2004)
o Amy Winehouse: Back to Black (2006)
o Bruno Mars: The Lazy Song (2010)
o Taylor Swift: I Knew you Were Trouble (2012)
o Justin Bieber: What Do you Mean (201S)
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AOS 2 Concerto through Time

Baroque Concerto (1650 - l-750)

Classical Concerto (1750 - 1825)

Romantic Concerto (1825 - 1900)

AOS 3 Rhythms of the World

lndia n Classical

Bhangra

Greek/Palestinian/lsraeli Folk Music

Samba (Brazil)

Djembe Drumming (Africa)

Calypso (Caribbean)

AOS 4 Film Music/Computer Game Music

AOS 5 Conventions of Pop Music

1950s/60s Rock N Roll

Rock Anthems 1970s/80s

Pop Ballads 1970s, 80s or 90s

Solo Artist from 1990s to Present Day


