FOREWORD

The Junior Certificate programme came into operation for the
first time in September 1989, with the first examnations in
1992. The process of curriculum reformwas marked by a
phased programme of syllabus revision and acconpanying
support for teachers through in-service courses and teaching
gui del i nes.

Ten subjects were involved in the first phase of syllabus
revision. The second phase contains six subjects -

Envi ronment al and Social Studies, Home Economcs, Materials
Technol ogy (Wood), Music, Technical Graphics and Typewriting.

Syl l abuses have been devised by course commttees established
by the National Council for Curriculum and Assessment. These
course commttees were also responsible for drawing up
CGuidelines as aids to teachers in interpreting and
implementing the syllabuses.

These guidelines are not prescriptive. Each teacher is free
to choose his or her preferred teaching methodology for the
achievement of the specified objectives and desired outcomes
of each syllabus. These guidelines offer some suggestions
whi ch may be of further help to teachers. Particul ar
attention is paidto aspects of the new syllabus with which
teachers might not be very famliar.

The gquidelines are but one part of an overall programme of
support for teachers. It is envisaged, for exanple, that in-
service courses will focus on many issues raised in the

gui del i nes.

Some general features should inform the teaching and I|earning
associated with the new syllabuses -

each syllabus should be taught with conscious reference
to the overall aims of the Junior Certificate programme

(see inside front cover). Numer ous opportunities exist
for cross-curriculum 1linkages and these should be
t aken.

teaching practice should highlight the economc¢, social
and cultural inplications of Ireland's menmbership of
the European Community and the challenges and
opportunities which this provides within a wider
context of citizenship.



where they arise, issues related to the environment
should be treated in a balanced fashion as between the
need to conserve and protect the natural environment

and the legitimate needs of economc development and
industrial activity.



TABLE OF CONTENTS

Foreword

| NTRODUCTI ON
1.1 The Rationale for Change
1.2 The Three Main Musical Activities

1.3 Differentiation Between Higher and
Ordinary Levels e

1.4 Methodol ogies
1.5 Time Allocation and Length of Course

1.6 Classroom Organisation

PERFORMI NG SKI LLS

2.1 Approaches

2.2 The Seven Performing Categories

2.3 Additional Information on the
Presentation of Performing Skills

COMPOSI NG SKI LLS

3.1 Approaches

3.2 Melody Witing

3.3 Triads

3.4 Chord Progression

3.5 Free Composition Option

LI STENI NG SKILLS

4.1 Purposeful Listening to Recorded Music
4.2 General Listening Skills

4.3 Set Songs/Wrks and Chosen Songs/Works
4.4 Chosen General Study

4.5 Irish Music

4.6 Musical Literacy and Aural Perception

page

10

10

12

13

14

18

19

. 20

21

.24

.26

.28

32

33

.36

40

41

44

44



page
TEACHI NG RESOURCES - £ 1
5.1 Equi pment e ()
5.2 Resource Books S ... ... ... . . . 46
5.3 Di scographi es e . ... ... ... . . . b0

ASSESSMENT TECHNI QUES AND PROVI SI ON FOR
SPECI AL NEEDS Y !



Qiglns (p.2)
Request for opinions

| mpl ement ati on of syllabus

Rati onal e for Change (p.2)
Need to provide opportunity for all
Integrity - musical, educational
Access to perforn ng
Devel opment of mnusicality
New ideas in the teaching of music

Three Musical Activities (p.3)
Devel opment through experience - perform ng, conposling, |istening
Conpl ementary nature of the activities
Level s of achievement; inportance of experience
Change of title

Hi gher and Ordinary Levels (p.5)
Differentiation
Group performances
Conposing skills

Met hodol ogi es (p. 6)
I ntegrated approach of the three activities
Exampl es - Musical bal ance
- Major and m nor keys and chords

Time Allocation and Length of Course (P.10)
Peri ods per week

Al l owance for flexibility

Cl assroom Organi sation (p.10)
Teaching a m xed-ability class
Exanple - Points of rest in nusic (cadences)

Rei nforcing activities, both levels



l. | NTRODUCTI ON

The NCCA requested opinions from representative bodies before
begi nning the revision of the Intermediate Certificate ~sic and
Musi ci anship Syl | abus. The ai mwas to obtain the best possible
musi ¢ syl labus for the new Junior Certificate and consequently
expert opinions, including some international ones, were sought.
Simlar syllabuses fromother countries were also studied so as
to make the new syl |l abus conpatible with recent devel opnents in
musi ¢ educati on.

Wth the conpletion of the initial task of review and reform it
is now inmportant to support its inplenmentation by all means
possi bl e. I nservice provision plays, and will continue to play,
an inmportant role in this regard. These Cui delines, which may
be updated at a future tine, will also assist the teacher.

1.1 The Rationale for Change

It was clear from subm ssions obtained, that the wvaried
expectations required of both Miusic and Muisicianship (Syll abuses
A ~nd B) presented many difficulties. Obviously it was necessary
to provide a syllabus suited to the needs of the entire range of
student aptitude and ability (i.e. Ordinary and Hi gher Levels).
In the new Junior Certificate Miusic Syllabus, all students are
engaged in the same or conparable musical activities and have
full and open access to all the main nusical activities. The
syl l abus itself is designed so as not to contain any inequity or
bias, particularly for those students whose experience of music
is not primarily in classical or traditional Irish nmusic.

The educational integrity of the new syllabus is based primarily
on two facts:

(1) It is musical rather than academ c in its approach;

2 It has an educational |ogic based on the general
experience and potential of students in the age group
12 to 15 years.

The new syllabus will allow all students wi der access to
performng skills. For this, it was necessary to incorporate a
variety of options which would allow teachers and students to
explore nmusic using different nmusical materials and styles. I n
broadening the scope of the syllabus and in allowi ng for greater
t eacher/student choice, the particular nusical and educational
needs of different |earning environments can best be pronoted.




As the aimof the syllabus iS toO devel op musicality, the  neans

through which this is achieved cannot be confined to one
particular musical culture. An inflexible and fully prescriptive
syl abus for the age group 12 to 15 is no longer feasible if this
aimis to be achieved. The starting point has to be a matter of
choice. The quality of the contact with nusic is not conmprom sed

if, in the end, students acquire sone appreciation of nusical
tastes other than their own. It is not desirable at this stage
to i npose mature nusical judgnents on students because they |l earn
to value and accept all nusical sounds as their interests in
vari ed nusical genres devel op. A rational approach to nusical
education will accompdate this devel opnent. This will not
prejudice the level of nusicality available to students. The

function of the syllabus is to extend this experience in a
pur poseful manner.

During the past decade there have been many new devel opnments in
curriculum design and in the understanding of nusic teaching in
the classroom A new syllabus provides an opportunity to
incorporate new thinking and it acts as a catalyst in teacher
devel opment .

1.2 The Three Main Musical Activities

In conpliance with the rationale nmentioned above, the main focus
of the syllabus 1is the development of nusicality through

PERFORM NG, COMPOSI NG and LI STENI NG These three activities
provide the full range of experience in the developnment of
musi cal skills, as illustrated in Fiqure One.

Perform ng, conposing and |istening conplenent one another and
deepen the pupils" wunderstanding of the creative processes of
musi c. They prompote active rather than passive |earning.

Theoretical approaches which enphasise nusic as a body of
knowl edge, the study of notational theory, the practice of
dictation, analysis, formal history and appreciation classes
etc., though good in thenmselves, are not nmusical approaches.
They suppl enment and support rmusicality, provided that a
reasonabl e experiential basis for its acquisition exists in the
first instance. The teaching of nusic, then, is best organised,
especially in the school -going years, through direct experience
of the three main nusical activities thensel ves.

It is natural that pupils will excel in one rather than another
and teachers should not expect all pupils to have an equally high
degree of talent in all three musical activities. The wor di ng

of the syllabus stresses the experience of perform ng, conposing

and listening rather than any quality of performance, conposition
and aural discrimnation.

The title of the syllabus has been changed from Misic and
Musi ci anship to Music in recognition of the fact that all Junior
Certificate Misic students will be involved in all three main
musi cal activities. Syl | abuses A and B no | onger exist. There
is now one syllabus for all.



FI GURE ONE

THE DEVELOPMENT OF MUSICALITY THROUGH EXPERIENCE OF THE THREE
MAI' N MUSI CAL ACTI VI TI ES.

class-based

— group activities
PERFORMING school-based

— individual performing
privately-acquired —

THE DEVELOPMENT OF

MUSICALITY THROUGH

EXPERIENCE

— purposeful
— melodic, rhythmic listening

chord progression (musical
COMPOSING practised LISTENING features
separately. identified
and

described) .

— skills practised — musical
together in a freely- literacy and
composed piece. aural

perception.



1.3 Differentiation Between Higher and Ordinary Levels

Differentiation between both levels is specified clearly in the
syl | abus. This is the case in the standards of nusical literacy
requi red for the various aural perception and conposing skills,
and in the precise requirenments for presenting perform ng skills.

Al'l students will be expected to offer conposing skills at either
Ordinary or Higher Level. Where content and skills are common
to both levels, differentiation will be nmade in the Ilevel of
expectation and in the manner and depth of examn nation

questi oni ng.

Sone perform ng skills, e.g. group performances under categories

2 and 3, have been designated as Ordinary Level only. However,
where the nenbership of a performng group is of a higher
st andar d, it can be entered at the Higher Level under category
7. Simlarly, there are many students who can denonstrate
versatility in performng skills rather than a single Higher
Level skill in one performng nmedium To facilitate these

st udent s, and in recognition of the value of their involvenment
in practical music-making, two Ordinary Level performng skiils
may be offered for assessnent at the Higher Level. In these
cases, only one aural nmenmory or sight reading test will be given.

Ordinary Level students must study nelody writing and triads as
laid down i n the syllabus. At Hi gher Level, students may choose
to present conmposing skills separately (i.e. the individual
skills of melody witing, the recognition and use of mmjor/ m nor
triads and chord progression) or sinmultaneously in the context
of a freely-conposed piece.



7.4 Mewvnoavlogles

Perform ng, conposing and listening are the nedia through which

learning is best presented and acconplished. The wunity and
relationship which exists between all three nmain nusical
activities should be encouraged. It may not always be possible
to maintain a fully integrated approach. However, an integrated
manner of organising the |earning has nmany advantages. The
followng exanples wll illustrate the wusefulness of this
appr oach.

EXAMPLE ONE Topi c: MJSI CAL BALANCE

The aural perception of this nusical feature and the cultivation
of a nusical response to it draws attention to a range of
di fferent skills. Exanmples in perform ng, conmposi ng and
i stening include an awareness of the effects of repetition and
sequence in conposing nelody; the inportance of regular phrase
| engt hs and rhyt hmi ¢ consi stency i n dance nusi c and popul ar nusic
of all kinds; cadence points and the analysis of sinple nusical
f orns. The choice and extent of the content wll depend on
experience and the precise requirenents of the | esson. Consider
the relationship between nusical activities such as the
fol | ow ng:

Perform ng songs and/or dance nusic e.g. Odick Go The
Shear s, My Father's Garden, The Little Sandman by
Brahns, The Streets O Laredo, various hyms and dance
t unes;

Using different interpretative techniques in song
singing e.g. changes in dynamcs, voice colour/tone
quality etc. to distinguish between different phrases;

Punctuating the nusic correctly by drawing attention
to cadence points, breathing in a manner which nmakes
sense of the words and/or the nusical phrase;

Responding sensitively and knowingly to balancing
phrases and sequences in performng;



OEmpxQv~m~ng new ~nswering rhythms or melodic phrases
to well-known song phrases; varying given phrases
rhythmcally and/or melodically, inventing rhythmec
ostinatos to well-known tunes.

Given

Rhythmic variant

PP RSP R

Melodic variant

Rhythmic ostinatos to accompany the song Kalinka

il o 10w g0 T T

Composing and notating a rhythm c passage to bal ance
a phrase of a known song;

Composing different melodic ending notes to a given
song phrase;

Practising rhythmc consistency in a nusical manner;
Using rhythm c and mel odi ¢ sequence in melody writing;

Li stening and identifying nmusical balance in a variety
of musical exanples e.g. Eine Kleine Nachtmusik by
Mozart (the opening section), Piano Concerto No.3 in
C mnor by Beethoven (the opening section), | Got

Rhythm by George Gershwin (the refrain), various
dances and popul ar tunes;

Dictating rhythmc patterns and/or short melodic
phrases.



MAJOR AND M NOR KEYS AND CHORDS

EXAMPLE TWO Topi c:
The following activities illustrate a simlar i nt egrated
approach.

Perform ng songs (or other nusic) pitched in both

di atoni ¢ keys e.g.
lcemen In etc.;

By the Waters of Babyl on,

triadically-based thenes

Perform ng or inprovising
e.g.
(from thesong He s G o theWholeWorldinHisHands)
Withaswing

s

N A n
X v T ) —" I
: AY 3 t S . —— H
: T = — 1
. < ——
ft.. — — - ’s |

Allegretto

0A yel f/—\ L % % v l{b%‘; { .A ‘:}
e 2
.’ p | A T — P t | 1
AT _ L/_—\ P
of - - B W : N —
e e e
o y '.__..__1.,_1_:.,__%_:
A newly-inventedtheme
M oderato
fie====——c=c—c=x———x
- Py 1 | ™ )4 ) 1 — —— L e §
———F > =, - "
Suggesting the wuse of wmpjor and mnor chords at

specific points

Noti ng the use of

in a well-known song;

the doh chord

in the nelodic outline

and in the harnony of sinple songs

The Boat Ashore,

li ke M chael,

Early One Morning etc.;

Row
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conposing triadically-based tunes to given rhythns
(i.e. using the notes of the major or m nor doh chord
to create nmelodic outlines) e.g.

Given IJ J J’-:J u-]dl-jJ u

Required

Conposi ng cadences or "backing" chords in both
di atoni ¢ keys;

Li stening to exanples of triadically-based notifs e.g.
Mor ni ng- Mood from the Peer Gynt Suite by Gieg, the
openi ng theme of Schubert's Strina Ouartet in A mnor,
Brahns" Lullaby, the opening thene of Beethoven's
Pi ano Concerto No.3 in C mnor, the thenme nusic to the
film The Biq Country etc.;

Listening to and describing the nusical features of
maj or and mnor versions of the same tune e.g the
variations from Haydn's Surprise Synphony, variations
from Schubert's Trout Quintet etc.;

Li stening to nmusical exanmples and discussing how both
maj or and mnor tonalities affect the nusic.
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1. L Mlea Illocation and Length of &ourse
The recommendation in the syllabus that three 40-m nute periods

per week be allocated to nusic in each of the three years of the
Junior Cycle is necessary to ensure that adequate provision is

made for ~he subject in all schools. It is not unusual for sone
schools to offer two or even one period per week only in first
year and make up the difference in subsequent years. This my

be especially so where all students are exposed to a broad range
of subjects in first year prior to choosing a reduced nunber of
exam nati on subjects in subsequent years. Misic teachers should
be aware that this flexibility has to be allowed for, since there
are many educational arguments which support such an approach

School s have to be allowed to organise their tinmetables to suit
their overall aims and needs. The reconmendation is, therefore,
to be viewed as a general requirenment and guideline. It is not
mandat ory on schools to organise the Junior Certificate Misic
course precisely inthat way, provided music is being catered for
within the general spirit of the recommendation. It is inportant
that the number of contact periods average out at three per week

if the subject is to be catered for effectively within the
school s.

1.6 Classroom Organisation

Teachi ng Hi gher and Ordinary Level students in a mxed-ability
class is not easy. However, careful and detailed planning of
graded musical activities can help. Ordinary Level students wl
need to reinforce the basic skills and concepts learnt, while
Hi gher Level students will progress nmore rapidly through the
basics and will need greater chall enges. It is recommended that
group activities be enployed once the el ementary common materia
has been dealt with. The follow ng exanple may hel p.

Topic: PO NTS OF REST I N MJUSI C/ CADENCES

Perform ng selective songs and drawing attention to
the fact that the rmusical phrase follows the sense and
rhythm of the words;

Conparing points of rest in nmusic to punctuation in
| anguage;

Listening to the rhythm c features of cadence points;

Listening to the nmelodic features of cadences heard in
song singing
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i mprovi sing mnelodic ending~s followi ng a given opening

e.g.

(adapted from the Schubert song TheMiller'sFlowers)

Smoothly

A — . e L
Given  ——— ! —t —— ]

EESSie S Ss =S L= ———

! * ! T

R ired Al T ! T % T lI;l T 1 |
uir M - : : TP — - t
™ J —— — — r o }} ‘L - ——H

Enphasi si ng and dictating cadenti al

rhythm c patterns;

Listening to the effects of nusic with regul arly-heard

phrase endings e.g.
bal anced, popul ar or
with an extract

principle of continuous mnusic e.gqg.
a suitable

pol yphony or

Ordi nary Level
Activities

Rei nf or ci ng

Li stening to and marking
t he mel odi ¢ endi ngs/

cadences in a known song;
Witing in the solfa/ staff
notation names for the |ast
three notes of nusical

phr ases;

Conposi ng suitable

endi ng-notes for given

phr ase- begi nni ngs.

an extract
dance piece and contrasting this
from a work which

| ate romantic or

from a classically-

illustrates the
Renai ssance church
moder n wor k.

Addi ti onal Higher Level
Requi renent s
Listening to, identifying

mel odi cally and nam ng
the different nelodic
endi ngs/ cadences in known
songs;

Composi ng conpati bl e
bass notes to nel odic
endi ngs;

Listening to and

di sti ngui shing the usual
cadence chords in a

nmusi cal context;

Li nking the various

mel odi ¢ and bass
cadential patterns with
speci fic chords;

Practi sing and applying
four-part vocal or piano
| ayout as necessary.
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2. PERFORM NG SKI LLS

Al'l Junior Certificate music students shoul d have the opportunity
of devel oping their perform ng skills. AlIl experiences of music-
maki ng are val uable and should be encouraged.

Previ ous syll abuses have concentrated on the performance of a
student as a soloist in the classical or Irish traditional
manners. The new syl l abus recognises that a great variety of
practical nusical activities already take place both within and
outside the formal timetabled curriculum Many of the worthwhile

extra-curricular nmusi cal activities (e.q. choirs, schoo
orchestras, liturgical nusical groups, school nusicals, concerts
etc.), which formerly had not been part of the exam nation

syl | abus now need to be recognised and included in the syllabus.
In fact, many nusic teachers already teach performng skills,
al though no recognition has heretofore been given in the forml
exam nation programme to these activities. The new programre
allows for the presentation of all exam nable performng skills.

2.1 Approaches

Students' musical experiences and interests are diverse. So too
are the wvarious performng interests of musi ¢ teachers
Therefore, there should be a variety of approaches and nusica

genres formally recognised on the syllabus. Attention is drawn
to the fact that popular nusical genres are recogni sed as equal
in value to traditional and classical styles. Group nusic-

nmaking, as well as solo perform ng, is encouraged. The enphasi s
isonthe activities thenmselves and credit should, therefore, not
be awarded solely on the basis of a technically polished
perf ormance.

Many teachers equate the acquisition of performng skills with
i ndi vidual i sed teaching. This, in fact, is how instrunmental
ability is wusually taught. Whereas this approach best suits
those with a special aptitude for a particular instrument, there
is no evidence, however, to suggest that it is the best nethod
for all. There are many, otherwi se nusical, pupils who fail to
respond to individualised nusic |essons. For these pupils, the

soci al aspect of making music in a group is often nmore relevant
and enj oyabl e.

It is worth noting that, as a general guideline, recognised nusic
teachers in Secondary Schools are allowed to include up to one
third of their —contractual teaching hours in instrunmenta

teaching. This is allowed only where the students being taught
are al so undertaking regular classwork in nusic for either Junior
Certificate or Leaving Certificate courses. Its usefulness in
contributing to group activities as part of the performng skills
section should be noted. Group nusical activities are a valuable
asset in a school and they al so enhance the profile and rel evance
of the subject.
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There are sone students however whoseindividual perform ng

skills are independently acquired and are of such a standard as
to make this category the option of choice. It is not intended
that class nusic teachers will have to be involved in any extra-
curricular individualised Iessons to ensure that all nusic
students neasure up to what has been the traditional approach to
| earning an instrunent. The new syllabus allows nmore scope in

the practice and presentation of nusic-making activities.

Performing skills may be practised in one or more of
three different ways:

Class-based performing skills e.g. song-singing,
improvisation, class recorder work, sight
reading, the development of aural memory etc.

. School-based performing skills resulting mainly
from recognised and timetabled group activities
and extra-curricular group activities e.g.
choirs, orchestras, concerts, musicals,
operettas, school bands etc. Other groups
informally constituted by interested and
talented students e.g. pop groups, folk groups,
liturgical groups, groups which perform
traditional Irish music, various chamber
ensembles etc. can also be considered
extra-curricular and school-based to the extent

that they practise outside of the formal school
hours.

Privately-acquired performing skills e.g. solo
instrumental work. These are sometimes
undertaken outside of formal school hours and/or

by private arrangement between students and
teachers.

2.2 The Seven Perform ng Categories

The range of activities allowed under the performng skills has
been substantially broadened. This is essential in order to
cater for the increased involvenent in active music-nmaking.
Group nusical activities, performng in the popular idiomandthe
nmost accessible of all perform ng nedia, the human voice, are al
permtted in the new Junior Certificate progranme. A brief
outline of what is intended in each of the seven |listed
perform ng categories, together with the pertinent approaches and
level (s), is given below.



(1)

(2)

(3
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SONG SI NG NG

This category is intended to cater for all students
including traditional singers, folk singers, singers
inthe popular idiom those who attend individual voice
| essons and those who sing regularly as nmenbers of a
Junior Certificate Miusic class.

APPROACH: Cl ass-based, LEVELS: Or di nary
School - based or and
I ndi vi dual | y-acqui red Hi gher

PERFORM NG AS A MEMBER OF A RECOGNI SED CHO R,
ORCHESTRA OR M LI TARY BAND

Recogni sed choirs, orchestras or mlitary bands refer
to those groups described on page 29 of the syll abus.

APPROACH: Cl ass-based or LEVEL: Ordi nary
School - based only

PERFORM NG AS A MEMBER OF A VOCAL AND/ OR | NSTRUMENTAL
ENSEMBLE [NOT CATERED FOR UNDER CATEGORY 2]

This category covers all other different types of group
musi c-making in the various different nusical genres
and idions. An individual or all the menmbers of a
group may be entered for the exam nation. It is

i nportant that the group be heard at the time of the
exam nati on. Musi cal activities suitable under this
category include traditional and folk groups, pop
groups, groups presenting a selection from a stage
nmusi cal or an operetta, classical groups, recorder

groups, madrigal groups, c~ili bands, church choirs
etc. Where a singer is being acconpanied by another
student, the singer will present under either category
| (at Ordinary or Higher Levels) or category 3 (at
Ordinary Level only) and the acconpani st under
category 3 or 7 depending on whether an Ordinary or
Hi gher Level skill is being presented. Where an
i nstrument al i st is being acconpanied by another

student, one or both can present under category 3
(Ordinary Level only) or wunder category 7 (H gher
Level ).

APPROACH: Cl ass-based, LEVEL.: Ordi nary
School - based or only
I ndi vi dual | y-acquired



(5

(6)

PERFORMI NG I NDI VI DUALLY ON APPROVED CLASSI CAL
| NSTRUMENTS

These students are required to adher~ to the programe
given on pages 7 and 30ff.(APPENDIX C, of the

syl | abus. There is no substitution allowed for the
listed pieces. A sight reading test will also be
given. No aural nenory test will be available in this
cat esorv. Classical instrunmentalists who wish to

perform a programme of nmusic of their own choice,
either at Ordinary or Higher Level, may present under
category 7.

APPROACH: School - based or LEVELS: Ordi nary
I ndi vi dual | y-acqui red and
Hi gher

PERFORM NG ON TRADI TI ONAL | RI SH | NSTRUMENTS

The precise requirenments of this category are given on
pages 59ff. (APPENDI X D of the syllabus. The lists
gi ven under APPENDI X D are not nmandatory. St udent s
may choose other suitable material if they wish. The
listed pieces are readily available and indicate an
appropriate level of difficulty for the age group.

APPROACH: Cl ass- based, LEVELS: Ordi nary
School - based or and
I ndi vi dual | y-acqui r ed Hi gher

| MPROVI SI NG ON A CHOSEN | NSTRUMENT OR VO CE

By definition, this category should be the | east

formalised of all the performng skills. It presunes
no particular nusical style or idiom and defies
prescription or set pieces. Only very genera

gui del i nes can be given, e.g. the different classes of
i nprovi sation (el odi c, rhyt hm c, harmonic or any
conbi nation of those three) are |listed. (See page 69
of the syllabus.) Students will perform their
prepared inprovisations. They will then be given sone
time to realise an wunprepared inprovisation. The
unprepared improvisation will be simlar in style and

degree of difficulty to one of the ones they have
al ready presented.

APPROACH: Cl ass-based or LEVELS: Ordi nary
I ndi vi dual | y-acquired and
Hi gher



(7)
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The following ways may De helpful in illustrating

suitabl e kinds of inmprovising activities.

MELODI C: Perform ng well-knownnel odies by ear,
i nprovising regular melodic phrases to
follow given openings, or nanmenti ng
exi sting tunes;

RHYTHM C. Repl aci ng | ong note-val ues with repeated
notes of shorter duration, inprovising
a rhythmc ostinato to a well-known

t une;

HARMONI C: | mprovi sing "backing" chords to well-

known t unes, i nprovi sing cadences,

i nprovising a single acconpanying |ine
of music or a descant to well-known
tunes, inmprovising amjor/mnor variant
of a well-known tune;

COMVBI NATI ONS: | mprovi sing harmonic riffs/ostinatos to
known tunes, improvising a nelodic
phrase over a chord sequence, adding
harmony to a nelodic inprovisation,

intensifying the rhythm of an harnonic
riff.

NON- SPECI FI ED PERFORM NG SKI LLS

Category 7 caters for students where none of the other
categories suitably descri bes what a candi date intends
to present or the level to be presented. Exampl es
i nclude classical performances ot her than those
presented under category 4, ethnic nusic other than
Irish, ensenble nusic at Higher Level etc

APPROACH: Cl ass-based, LEVELS: Ordi nary
School - based or and
I ndi vi dual | y-acquired Hi gher



2.3 Additional Information on the Presentation of Perform ng
Skills

I n many instances, the preferred method by which nusic is |earnt
is by way of aural transm ssion. This is especially true in the
case of folk songs, traditional performances and a good deal of
amat eur choir work and popul ar nusic. In recognition of this
fact, students presenting under all perform ng categories, with
the one exception of category 4, nay choose to undertake an aura
menory rather than a sight reading test.

It was decided to exclude scales and arpeggios from al
perform ng categories for two reasons. Firstly, in npst cases,
and especially where singing, traditional music and the
performance of popul ar genres are concerned, such skills are not
usual ly required. Secondly, where they have been required in the
past, their wusefulness was as a measure of the student's
technical control of the perform ng medium Since this skill
will also be assessed in the context of the student's ability to
perform pieces of a particular degree of difficulty, it would be
a duplication of purpose to undertake separate confirmation of
this fact through an independent assessnment of scales and
techni cal exercises.

An acconpani st should al ways be provi ded where an accompani nent
is normal or required for the proper realisation of the nusic
being performed e.g. nusical arrangenents of folk nusic should
be presented with acconpani ment, solo traditional perfornmances
of folk nmusic shoul d be presented without acconmpani nent. Popul ar
musi cal genres presented by individuals should be performed with
sufficient acconmpani ment to sustain the harnony and rhythmi.e.
with keyboard or guitar. In many cases, it is possible for both
soloist and acconpanist to present simul taneously for the
exam nati on

In all cases, contrasting nusic should be presented. Contr ast
may be achieved either by choosing pieces/songs with different
speeds and noods, or by performng nusic in different styles e.g

an arrangenment of a folk song contrasts well with a song in the
classical or popular styles, classical pieces conposed during
different historical periods also provide good contrast
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COMPOSI NG SKI LLS

0 Towards Conposition (p.20)
Devel oping skills
Cultivating insights

0 Approaches (p.20)
Sound and symbol
Not ati on requirenents
Mel odi es
Free conposition

0 Melody Witing: A Sequenced Met hodol ogy (p.21)
Phrases to given rhythms, nmetres, texts
Phrases based on nmelodic fragnments

Bal anced answering phrases

0 Rhythm (p.22)
The rhythm of words
Not ati on - meter/ music

0 Pitch (p.23)
Cadence points
Triadic notifs
Step and | eap
Mel odi ¢ sequence and cli max

0 Triads (p.24)
Maj or and m nor

0 Chord Progression (p.26)
Cadential patterns - nelodic and/or bass
Rel ated activities
Cadential idioms - keyboard and/or voca
Rel ated activities
Backi ng chords - chord symbols and/or tablature
Rel ated activities

0 Free Conposition (p.28)
Requi rement s
Exanmpl es
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3. COMPOSI NG SKILLS

Conposing - the creation of newor original music - is not fully
an instinctive art. Aptitude is developed through graded
practice. Limting the nmusical options, for ex~nple; |eads the
student to nore effective | earning. The control of the sound
medi um t hr ough musi cal deci si on- maki ng and neani ngful

i mgi native organisation is a process which may produce a
conposer.

But conposing has a significance broader than that. Taki ng part
in this process helps pupils to know what to |ook for in the
musi ¢ of others. It enhances their own understanding and
experience of nusic itself and makes them nmore sensitive in the
devel opment of |istening and perform ng. Conposi ng hel ps
students to discover how nmnusical decisions are made e.g.

deci si ons about tonality, rhyt hm mel odic curve, har noni ¢
progression, instrument ati on etec. Good decisions produce a
musi cal result.

3.1 Approaches

Musi cal notation is one of the nost efficient ways  of
transmtting nmusic. The conposer writes notes, the perforner
reads themand the literate |istener responds perceptively. For
the classroom conposer-performer-listener, the understanding of
the relationship between sound and synbol is fundanmental. The
student needs a working know edge of the rudiments of notation.
| mprovi sation and jazz, of course, depend nmore on aural skills.
Ther ef or e, in composing, the resourceful teacher devel ops both
aural and visual nodes of musical conmunication.

The notation requirements for conposing are given in the syll abus
(p- 10).

Briefly, students need a working know edge of:

the treble stave,

the common diatonic intervals,

the note values sem breve to quaver
the common tinme signatures,

and
the maj or keys up to two sharps and
two flats.
Two approaches to conmposing skills are possible. Firstly

conposi ng nel odi es, chord progression, cadences etc. as separate
exercises. Secondly, the nore integrated approach where students
practise conposing skills in a totally free conposition. Thi s
is an appropriate option for sone Higher Level students. The
vast majority of students in this age group would benefit best
by exploring melody, triads and chord progression independently
of one another.
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3.2 Melody Witing

The syl l abus states that students are expected to practise nel ody
writing in the classical, traditional and popular idioms. There
will, however, be a choice of three different ways in which
students may practise this skill. The first approach (a)
provi des a fundanmental framework for the acquisition of the other
t wo. As with all nusical learning, exanmples from the nusical
repertory provide the best method of reinforcing sound judgnents
in work of this type.

(a) Phrases set to given rhythns and/or netres or texts.

This approach needs preparatory work which explores
rhythm c idiom and bal ance, ending notes and their
rhythmc and nelodic characteristics, the rhythmc
pattern of words, the contour of a nelody etc.

(b) Phrases based on given nelodic fragnments.

The task here is to form the habit of analysing the
given fragnent and to use this information to decide
on what music to add so that it relates well with the
given fragnent. Exanples from real nmusic should
al ways be listened to, discussed and performed.

This is a nore nusically chall enging approach.

(¢) Answering phrases to a given opening.

The answering phrase shoul d bal ance the given one. It
shoul d have the sane number of bars and be bal anced by
conpati bl e rhythmc and/ or mel odi ¢ features.
Answering phrases usually provide a sense of ending to
the opening phrase i.e. they wusually end wth a

perfect cadence. There are numerous exanples in the
song repertory.

A good strategy helps teachers to decide where a student's
talents lie and allows those with a greater aptitude to further
develop their skills, whichever the choice of approach in nel ody
writing, a sequenced method works best with npst students.
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The following provides a suitably sequenced work plan in mel ody
writing.
RHYTHM
The rhythmi c pattern of wor ds: stressed and
unstressed syl!ables in the rhythm of text; notati ~g
the rhythm of words and comparing the outcome with
t hat of the composer's; devel oping a sense of
di fferent metrical sol utions through wvarying the
rhythm of a text.
Stressed and unstressed syllables
— -\ — -/ —_— </ W/
Joy in the gates of Je - nu - sa - lem.
in 31 | ‘ : ‘ |
Example m_‘ume! p ‘ o | o o o ' J J ' a|' II
Joy in the gates of Je - m - sa - lem.
Example in 4 time ’ | ; l | 5 ,
xample in 3 ¢ 4 o 4 e |d 4 4 1
Joy in the gates of Je - mu - sa - lem
A composer's solution (adapted from a responsorial psalm by S. Mac Liam)
(d =94)
| [» ] T | + T —
—tg 1 Y T F — . II‘
+ a t T 1 I - —3
i S T
Joy in the gates of Je - mn - - sa - lem.
LIV I I OIS Lo ciee S ee e
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The use of dotted rhythms (i.e. a dotted crotchet and

quaver in place of two crotchets) add greater accentuation
and a dance-like quality to the nusic.

PI TCH

4 AP R R R R R PR |

Joy in the gates of Je - n - sa - lem.

I R B N P

Joy in the gates  of Je - mu - - lem.

Noting the rhythmc features of points of repose;
detvel oping a sense of and notating strong-beat ending
not ese

Listening to exanpl es of nusical bal ance; practising,
t hrough i nprovisation, nmusic which gives a feeling for
rﬂythnical bal ance; notating the rhythns of bal ancing
phr ases.

Drawing attention to cadential patterns in songs and
inlistening tonusic; notating different ending notes
at points of reposes

Listening to and performng triadically-based notifs;
practising adding triadical!y-based notifs over given
rhyt hm c patterns.

Listening tothe different effects of novenent by step
and by |eap. Practising stepw se novement in
conjunction with triadic leaps, cadence patterns, and
setting pitch to given rhythns.

Listening to and perform ng nelodic sequences in the
musical literature e.g. the songs Al Through the
Ni ght (vlsh folksong), |Its Now or Never (BHvis
Presley), 0 Solo Mo (Neapolitan song), Caro M Q Ben
(@ ordani) and the music Evening Prayer and The
Danci nqg Sonqg from Hansel and Gete] (Hunperdinck), the
air La donna e nobile from [ et€. Conposi ng
and notating short nelodic sequences.

Li stening to and perform ng mnusi cal phrases which show
a point of nelodic climax e.g. at the beginning (the
openi ng phrases of Caro Mo Ben, Q!!'Q _~ q), 1in the
m ddl e (the m ddl e phrase of Al Through the Ni gh~ and
t he openi ng phrase of Avenging and Briqght), or at the
end (in the opening phrase to the songs My Father's
Garden and M chael, Row the Boat Ashore). Creating
mel odies with a sense of climactic directione
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3.3 Triads

As a general and very basic introduction to harnmony, all students
will need to be able to recognise major and m nor triads. They
will be expected to suggest suitable major and mnor triads at
specific, obvious points in a given song.

I n keeping with the integrated approach of the syllabus, students

shoul d be encouraged to be aware of outlined chords when singing,

pl ayi ng and

|'i stening.

The following lists contain some obvious exanples.

MAJOR TRI ADS:

He's Got the Whole World in H s Hands,

M chael, Row the Boat Ashore,

Kum Ba Yah,

Sacr anent o,

Mozart's Desire for Sprinq,

Mozart's Eine Kleine Nachtnusik
(opening and final novenments),

Beet hoven's Pastoral Synmphony (finale),

Strauss" waltz The Bl ue Danube,

The Harvest Home (Irish hornpipe).

M NOR TRI ADS:

Don O che 0d i nBeithil,

Ce Cuirfidh Tu LionP,

An Spéi c Seoi gheach,

What Shall We Do with the Drunken Sail or?,

Zum Gali @Gli,

The Waqqgl e Taqqgl e Gypsi es,

Beet hoven's Piano Concerto No.3 in C mnor
(opening novenent),

Schubert's String Ouartet in A m nor
(openi ng novenent) ,

Schumann's piano piece The W I d Horsenen
(fromthe Album for the Younq),

Mozart's Serenade in C m nor
(first and | ast novenents).
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At a later stage students should be encouraged to identify the
doh and/or lah chords visually and aurally.

American Folk Carol

} M
! —
H A 1 o B 1 —
ry | | N w >
& - o | 4 - | D — |
o *— T -< - T !
Christ was born in Beth-le - hem, In a low ly sta- ble lay,
8
- ¢1 '\r T—— — |
*— 1 e s ~ L.‘{_..‘c___._'l_._i_;____;i
) . - -3 i
o =1 | e
Born to save the souls of men, Peace on earth this Christ-mas day.

Thi s approach should | ead naturally to the use of major and m nor
chord-outlines in conposing and inprovising nelodies and should

al so develop a sensitivity to the different effects which both
produce.
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3.4 chord Progression [ Hi gher Level Only]

This skil

(a)

can be presented in any one of three ways.

Devi sing sinple nelodic and/or bass notifs for use as
cadential patterns.

Students choosing this option need a working
know edge of treble and bass staves.

RELATED MUJUSI CAL ACTI VI TI ES

(b)

Tuning into simlar exanples, both in song
singing and general |istening;

Performing and inprovising three-note nelodic
patterns in each of the four diatonic cadences;

Dictating set nelodic patterns for wuse as
cadences;

Matching frequently-heard ending notes wth
conpati bl e bass notes and vi G@ ver sa.

elc.

[,
s I: = = T —
g n 1
T t R

Har moni sing the normal cadential progressions and
their approach chords for keyboard or in short voca
score.

A wor ki ng knowl edge of both treble and bass staves is
al so necessary for this option.

RELATED MUSI CAL ACTI VI TI ES

Aural ly recognising and nam ng the chords used in
the different cadences;

| mprovi si ng/ perform ng approach chords;

Improvising four-part |ayout either for SATB
choir or keyboard;

Dictating cadences i.e. notating the nelodic
pattern, bass pattern, chords used and witing
out an appropriate chord | ayout;
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Recogni sing and conposi ng cadences w thout aid,;

For SATB. choir J For keyboard

(¢) Conposing original "backing chords” to well-known
music wusing sinple chord designations or qguitar
tabl ature.

This option is included because it constitutes an
aptitude for chord progression which has been |earned
t hrough experience and many students are skilled in
its use through popul ar song.

RELATED MUSI CAL ACTI VI TI ES

Perform ng exanples of popular nusic which
exenplify a routine use of chords I, IV and V
e.g. the popular songs Cenentin~, He's Got the
Whole Wrld in Hs Hands, Silent N ght, M chael,
Row the Boat Ashore, the first part of
G eensl eeves etc.;

Listening to and being aware of the harnonic
i nplications of popular nusical thenmes e.g. the
mai n thenes of The Mol dau by Snetana, the opening
of Handel's Larqo, The Beatles" song Hey Jude
etc.;

Listening to and inprovising 12-bar bl ues
patterns and other harnonic ostinatos and riffs;

Being aware, in well-known popular tunes, of the
difference between essential harnony notes and
unessential notes in the planning of "backing"
chor ds;

Recognl si ng sinple cadence patterns in well-known
t unes.

Students nay, if they wsh, use nore advanced harnony than that
required on page 10 of the syl abus.
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3.5 Free Compositlon Option [ H gher Level Qnly]
This option will be the equivalent of nelody witing, triads and
chord progression. In other words, these three conposing skills
will be exam ned sinmultaneously under this single option.

The foliowi ng two exanp!es (setting nusic to a given text) show
a variety of style and approach and also indicate the |evel of
difficulty required. Wiile they wuse conventional nusica

notation, other notation practices, conposing approaches and
styles are equally valid and all owabl e under this option.

EXAVPLE ONE

G ven text: "Sad is my heart; lonely are my thoughts;
Long are the nights when the sun goes down."

Solution (1)

Song
E minor
[ W3 .
5o " : ! > —
@ y A & - — — @ T = p—
J | <~ < < T
Sad is my  heart; lone - ly are my thoughts:
A minor E minor B(7) E minor
—H 1 | ) G- -3
— ; -y : N T T
= — ——— - > =
Y] — 1 A
Long are the  nights when  the sun goes down.
Solution (I) shows that it is possible to fulfil all the

requirements of this option with a working know edge of the
treble stave only. This conposition has a good nel odic curve,

with good rhythmc contrasts and a logical ending. There is a
feeling for the appropriateness of tonality (i.e the use of
maj or/ mi nor chords) and there are obvious mnusical judgnents nade
in the choice: of backing chords.



29
calueinn (2)

Ingrumental  duet illustrating a given text

Sad Is My Heart

(for two melody Instruments)

T t [r —— { - i
4 1 1
T ; — = t-f’—s‘ T
f |

Solution (2) is conposed in a sinple classical style and is
musically true to the nmood of the words it illustrates. It is
granmatically accurate, has a good nelodic curve wth good
cadence points. |Its harnmonies rely mainly on 3rds. but there are
some points where the second part shows an independence in its
rhythm and pitch. Expressive markings are appropriately used.

Both principal and acconpanying parts are nusically consistent
and conpl enentary.
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EXAMPLE TWO

G ven text: "Dancing the night away, away,
U-la-la, u-la-la, u-la-la-lay;
Waiting for break of day, of day,
U-la-la, u-la-la, u-la-la-lay.”

Solution (I)

Popular Song

o F C(orG)
. |
[» 1 1 : 1 T L 1 1 >
— . + — : — t — ]
et - ‘L 1; > ‘1‘11 - ) - .
Dan - cing the night a - way, a - way,
C G
g d i l t i+ 1 d
. 1 . 1 )i 3 1 i d
o — i - - { - = 1 —+ —
o el - hd Py et & g}r
U - la - la u - la - 1, - la - la - lay;
C F C(orG)

L1
'\
)
¢l
NH
L
1]
AJJ_

Wai - ting for break of day, of day,

C G(7) C
S st o— ‘i @ & 11 1 i .}4; L t di H
U - la - la u - la - la, u - la - la - lay
Solution (1) is rhythmcally consistent and illustrates a dance
feeling in the style of a waltz. The nelody is logical and
triadically based. The choice of major tonality is appropriate
and the chord sequence and cadences are correct. There is

evi dence of nusical judgnent throughout.
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Solution (2)

Instrumentai pieceillustrating a given text

Dancing the NightAway

Very Rhythmically

D G D
- i }
=
SETE —= — —
f f f o T T
G D
- — — } T +
—g - = o= - — 3 + T
f 7 —
— : ! 2 - = 2
1 1 [ I
A G D
/. ') L N i I
n l — J‘x : 3 % i
? — ® & y s )8
§ . ~ = —
T 2 =z x
-*- + T : ? 2 2
1 1
Alternative Bass Rhythms:
| e o |
—

lerr s

Solution (2 has a !ilting tune wth appropriate bass and
har noni ¢ support. Alternative bass rhythnms are supplied to
provide variety in the rhythm c energy. The nelody is |ogical
and triadically-based. The chord sequence illustrates the sinple
use of chords I, IV and V as commonly found i n popul ar nusic.
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4.  LISTENING SKILLS

Directed Listening (p.33)
Enj oyment, benefit, aural discrimnation

O Purposeful Listening to Recorded Music (p.33)
Perception and identification
Skills; Student participation

Exampl es of musical features

00 General Listening Skills (p.36)
Approach to musical features
Music - communicating its meaning
Self discovery - its importance for students
Records of music studied; Examples of format
Summary of requirements

O Set Songs/Wrks and Chosen Songs/Works (p.40)
Three cycles - A B, ¢
Studying set and chosen music

Chosen items - advantages

Syl l abus requirements - 20 songs, nine works

Chosen songs/works - category lists in syllabus/other sources
Set songs/works - use as choice material

Background information

O Chosen General Study (p.41)
Requi rement
Approach - organisation, presentation
Less usual topics; general knowl edge
Integration of activities
Plans - Medieval music, Rock music

A Irish Music (p.44)
Experiential |earning

Features of performances and instruments - ancient and modern

00 Musical Literacy and Aural Perception (p.44)
Sound and symbol
Levels of difficulty - perform ng, composing



33

4, LI STENI NG SKILLS

Listening is central to all musical activities. Students al so
use their listening skills in a variety of musical situations
ot her than the obvious one of listening to recorded or |live nusic
e.g. when perform ng and conposing. There is a distinction,
however, between undirected listening and the kind of |istening
bei ng di scussed here. Di rected purposeful listening - listening
for something - helps pupils to enjoy know ngly, benefit

musi cally and discrimnate aurally.

4.1 Purposeful Listening to Recorded Misic

The new syl |l abus enphasi ses purposeful |istening, the perception
of comon trends and the identification of actual nusica
features as opposed to a know edge of nusical history, its

peri ods and conposers.

PURPOSEFUL LI STENI NG PRESUMES ABILITY I N THE FOLLOW NG
RANGE OF SKILLS:

(1) Tuning into (i.e. focusing attention on) what is
being listened to;

(2) I dentifying and describing a variety of different
musi cal facets and features;

(3) Analysing and conparing these features;
(4) Form ng judgnments about (i.e. interpreting and

eval uati ng) the music in the light of experience
al ready attai ned.

At first, students will need guidance in the acquisition of all
four skills. The active participation of the students is
fundanmental if listening skills appropriate to all forms of music

are to be learnt and practised with understanding and meaning

Skills (1) and (20 are best acquired by focusing attention on
speci fic musical features. Havi ng students fill out a checkli st
of observations focuses imrediate attention on the nusic itself
and aids in the identification of general nusical features.
CGui ded discussion, giving related know edge and maki ng nusical
conmparisons will help develop listening skills (3) and (4).
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Consi der the follow ng progression as

it

applies to the well-

known Farandole from Bizet's L' Arlesienne Suite No. 2.

Musi cal Features: To be discovered and identified by the
students in response to each part of the
nmusi c.
WHI CH WORDS BEST DESCRI BE THE MUSI C?
MOOD: Happy Sad Angry
Energetic Deci si ve Uneasy
SPEED: Sl ow Fast A nmoderate speed
TEMPQ Mar ch Wal t z Jig
time time time
DYNAM CS: Soft Moderately | oud Very | oud
PERFORM NG String quartet String orchestra
MEDI UM
Mlitary band Dance band
Synphony orchestra Whodwi nd group
MVETRE: Dupl e Triple
RHYTHM Dance-1i ke Long sustained Snooth with
sl ow notes simlar note
val ues
GENRE/ STYLE: Pop Music Cl assi cal Et hni ¢/ Fol k
Musi ¢ Musi ¢
TONALI TY: Maj or M nor
LOCATI ON Up high In the mddle In the bass
OF MELODY: register
MELODI C By step By I|eap M xed stepw se
MOVEMENT: and | eapwi se
nmovenent
TEXTURE: Rich in notes Sparse in notes




Musi cal Features:

MOQD: De(_:i sive Dance-1i ke
I'first part) (second part)

SPEED/ Li ke a march Al l egro vivo

TEMPO, (first part) (second part)

DYNAM CsS: f~ DDDp and crescendo frff
(first part) (second part) (endi ng)

| NSTRUMENT- The march is played on full orchestra.

ATl ON- The dance tune is always acconpani ed
by a tanbourine.

TI MVE 4/ 4 2/ 4

SI GNATURE: (first part) (second part)

RHYTHM The march contains dotted note val ues
which give more enphasis to the rhythm
The dance tune is in the npod of a
farandol e.

GENRE: A novenment from a classical orchestra
suite.

TONALI TY: March in a mnor key;
Farandole in a major key;
Canon in a major key

MEL ODY: The march tune is a borrowed tune. It
is a French Christmas carol fromthe
regi on of Provence. The Farandol e dance
tune is newl y-conposed and has two parts.
Not e the ampbunt of smpoth stepw se
movenment in this tune.

TEXTURE: Mostly homophonic. The march tune is

OTHER GENERAL
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To be identified with teacher help through

di scussion and information-giving

al so presented in canone Towards the
end both the march and the dance tune
are combined in counterpoint.

Background information on the music and

KNOWL EDGE: its conposer may also be included to
support and add further interest to the
i stening.
[It is not envisaged that technical words |ike dynam cs

tonality and texture should necessarily form part of a
Junior Certificate student's descriptive nusical vocabul ary.
They are used here for teacher reference only. Non-technica
descriptive words may be used if these are nore appropriate.]
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Experi ence shows that young peopl es” musi cal needs and
preferences change continually as they experience new nusic.
Such changes also occur with experience of nmusic from different
cul tures. The objectives and content of the Junior Certificate
~isic Syllabus encourage a widening in scone of the nusic
suitable for educational use. Changes in attitude to different
forms of nusic are accomwdated as nuch as possible. What
matters is the devel opment of listening skills and this does not
necessarily depend on a preference for one particular nusical
genre. It is inmportant to encourage pupils to have identifiable
musi cal reasons for their tastes and to be open to all fornms of
musi ¢ and not just their own.

4.2 General Listening Skills

The new syl | abus enphasi ses general perceptions and understanding
of musical features regardl ess of nusical style and genre. This
is a nore appropriate approach for the Junior Certificate cycle
age group. The new syl | abus does not require any understandi ng
of historical style; neither does it preclude this. In
broadeni ng the scope of the syllabus, the historical perspective
is too limted and may not be appropriate to the study of sone
musi cal genres. Having an ability to perceive and describe
general nusical features is a nmore experiential basis for
under standing nusical style in its historical perspective later
on.

Music is not a precise |anguage and it does not communicate as

clearly as spoken | anguage. Yet to share its meaning, we need
to communicate its features and their effects in spoken | anguage.
The general Ilistening skills section of the syllabus should

provi de an opportunity for the students to practise this skil
in a purposeful and intelligent way.

CGeneral Ilistening sessions should not be totally information-
giving sessions, where the teacher explains the nmeaning of the
music and the relevant stylistic features. St udents should

initially have an opportunity to discover and describe, wthin
their own understanding, their perceptions of what they hear.
However, all such opportunities should be teacher-guided if
meani ngful progress is to be achieved.
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St udents shoul d keep records of all the music they study in this
way. Both the pupils” own discoveries and early responses to the
musi c, together with the information given by the teacher, need
to be included. In the early stages, only very general and
obvi ous features should be recorded. At the |ater stages over
the three years study to Junior Certificate, pupils should be
encouraged to include nore detail ed nmusical observations. These
will serve as a basis for making nusical conparisons and the
perception of commpn trends as the students” i stening
experi ences expand. A typical format m ght be as follows:

Bach's Brandenburg Concerto No.5 In D Major - Second Mvenment

TYPI CAL STUDENT LI STENI NG RECORD

MOQOD: Tender and religious in feeling;
af fettuoso.
TEMPO: Sl ow.
DYNAM CS: Mostly forte.
| NSTRUMENTS: Flute, violin and harpsichord.
RHYTHM Gentle rhythnms; not energetic.
MELODY: Very tuneful.
HARMONY: M nor key and harnoni es.
FORM Free form although you can hear sone

repeats of melodic motifs.

OTHER FEATURES: Contrapuntal; a lot of imtation
chanmber nusic texture; a trio.

THE MAI N TUNE:

ate
€€~
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Theme music to the film The Biq Country by Jerome Moross

TYPI CAL STUDENT LI STENI NG RECORD

MOQD:

TEMPO:

DYNAM CS:

I NSTRUMENTS:

RHYTHM

MELODY:

HARMONY:

FORM

OTHER FEATURES:

THE MAI N TUNE

Extrovert and joyful.

Moderately fast; noderato.

Very loud especially at the beginning.
A brass fanfare acconpanied with
swirling strings followed by a main

tune played on full orchestra.

Very strong rhythnms with sone
syncopation.

The opening of the main tune is based
on the doh chord.

Mostly maj or key; very rich harnonies.
Two main parts, a fanfare (A and a

main tune (B) played in the order
A B A B Coda.

Full orchestral sound; nostly tutti.
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A summary of the listening requirenents:

Focusing attention on and observing the conposer's
intentions i.e. the expressive features of the nusic,
its noods, speeds, dynamics and other interpretive

mar ki ngs.

I dentifying and descri bi ng mel odi c, rhyt hm c,
harnmonic, textural and sinple structural features in
musi c as wel | as vocal and/ or i nstrunent al

i dentification.

Conparing simlarities and differences in the nusical

features of conparable works (or extracts from
conpar abl e worKks). The perceptidn of conmmon trends
and nusical features from different novenents with a
sim | ar purpose e.g. dance nmusic, nusic for the stage,

illustrative and filmnmusic.

Evaluating and forming judgnents about music using
i nformal but non-t echni cal descriptive | anguage
(giving a personal response to nusic) e.g. energetic,
busy, restful, dance-like, gentle Iike night nusic or
a lullaby.

AND/ OR

Under st andi ng and appl ying formal descriptive | anguage
to nusic (evaluating using technical termnol ogy) e.g.

pr ogr anme/ absol ut e nusic, cont r apunt al / horrophoni ¢, t one
colour, jazz style, tutti, sparse/rich texture.
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LA A ( Scngo/Uoxks and ¢hosen Songs/Works

The set itens are laid out in three groups (see pages 70 and 71
of the syllabus). Each group is prescribed for a conplete cycle
of students i.e. Group Ais for examnation in 1994, Group Bin
1995: Group Cin 1996, Group A in 1997 and so on, in rotation.

Set songs/works should be studied at greater depth than choice
songs/works. Both are useful in determning different |evels of

response to nmusic. Choice material, because of the limted
comon matter between different choices, should be studied, and
t herefore exam ned, in a general way. In the listening skills

section of the new syllabus, only 40%of the songs and recorded
wor ks are prescribed for set study. The remai nder may be chosen
fromlists of prescribed categories.

The chosen itens allow the teacher to put the enphasis on study
mat erial as may be appropriate to his/her musical interests and
to suit the particular mnusical needs of the students. This hel ps
pupi |l /teacher notivation. The syl labus caters for all students
from a variety of nusical backgrounds and interests. The
programme is nore open and attractive and will, hopefully, aid
t he devel opnment of the subject as it becomes nore relevant to a
variety of different schools and their students.

SYLLABUS REQUI REMENTS:

20 songs to be studied; eight set songs for detailed
study and 12 ot her songs chosen from the categories
listed on page 12 of the syll abus. At | east one of

t he chosen songs nust be taken from each of the
prescri bed categories. To make up the remai nder, nore
t han one may be chosen in any category.

Ni ne recorded works to be studied; three are set works
for detailed study and a further six (single nmovenents
only) for general study nmust be chosen, one from each

of the prescribed categories listed on page 15 of the
syl | abus.

Appendi x A (pages 18ff. of the syllabus) and Appendix H (pages
72ff. of the syllabus) give catalogues of suitable choice songs
and recordings listed by category. Teachers and students should
feel free to choose songs and recorded works not on the

recommended |lists provided that their choice satisfies the
requirements of the stated category. However, sonme songs and
recordings will fit equally well into a number of categories e.g.

many folk songs are also ballads, songs from nmusicals are also
popul ar or jazz songs, sone synphonic nmovenents are al so dances,

music for films can illustrate a variety of the given categories
etc. The required number of songs and works nust be studied.
The same song and recorded work cannot be used to illustrate the

nmusi cal features of nore than one prescribed category.
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Works listed under Appendix F (page 70 of the syllabus i.e. set
songs) and Appendix G (page 71 of the syllabus i.e. set works)
can be used as choice material provided that such chosen songs

and recorded works are not set for the current cycle e.g. if
Group B are the current set songs and recorded works, the songs
and recorded works listed under Groups A and C may be used as
chosen songs and chosen recorded works, if required.

The syllabus also requires the students to be given genera
background information on the set songs, set works as well as the
choice songs, choice recordings and the song and 1|istening
cat egori es.

4.4 Chosen Ceneral Study

The syllabus requires students to undertake averv aener~l and
musically-illustrated study of ONE topic chosen from a list of
five (see page 14 of the syllabus). The key words here are very
Qeneral and nusically-illustra~@l. These words give sone idea as

to the expected scope and the direction such a study shoul d take.

It does not necessarily inply an historical approach though, in
some cases, e.g. a study of rock music or jazz, an historical
approach m ght provide a good nmethod for organising the

presentation of the rnusic heard/pl ayed. In other cases, e.g.
medi eval nusic, regularly-heard functional nusic, or ethnic
nusic, the scope may be too vast. In these instances, it m ght

be nore appropriate to listen to the main genres of nmusic which
hi ghlight these areas. No definite guidelines can be given here
beyond very general ones. The very essence of such work is that
there is tremendous freedom to plan and direct the content as
best seems appropriate.

The main idea behind this area of the course is to provide an

opportunity to listen to and learn something about a kind of
musi ¢ not generally included in the rest of the syllabus e.g.
music which is very distant in time or geographical |ocation,
avant-aarde art music or various genres of popular nusic. The

titles given are not intended to be dealt with conprehensively.
Teachers shoul d be aware that, whereas precise topics are given,
it is not intended that they be interpreted strictly. They are
intended only to give a general idea of the area of study
i nvolved. The demands of different topics vary greatly and sone
may be perceived as being too wide to be of wuse in certain
ci rcunst ances. In these cases and where appropriate, it would
be quite acceptable to undertake a general study of one aspect
of atitle e.g. nedieval dances or madrigals, popular nusic of
the '60s or French fol k nusic.

This section of the course should be studied in a general way
i.e. pupils should have a general know edge of the topic and wil

be expected to be able to denonstrate that they have listened to
a representative body of music within their chosen area of study.
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It is possible to ingegrate music fromthe chosen general study

with the general listening skills. Aso, project work m ght be
an appropriate nethod of approach for this section of the
syl | abus. As the choice is very wide and because of the esoteric

nature of many of the topics, teacher involvenent and sonme direct
i nformation-giving may be necessary.

A reasonable plan in two such instances m ght be as follows:

(1) A direct approach utilising information-giving techniques
acconpani ed by nusical experience.

Topi c: MEDI EVAL MJSI C

Teacher outlines some kind of historica
context e.g. How nusicians earned their
living in early tinmes, for instance, as
wandering mnstrels, as church nusicians.

Pupils listen to sone nmusic (or learn to
sing or play pieces) which illustrates each
exanpl e.

General discussion/identification of the main
musi cal features of the nmusic experienced.
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{(A{ One exanple of a pupil-centred project approacGh is
illustrated in the followi ng preparatory grid. In each
area, the teacher directs a group of students towards the
resources necessary to find out the required information
and the means of recording their findings. Each group will
then present its findings, acconpani ed by adequate recorded
exanples, to the class as a whole.

Topi c: ROCK MJSI C DURI NG THE 1980s

What is Rock Misic?

Punk Rock | Heavy Metal
Best 10 ROCK MUSI C Best Irish
I nternati onal DURI NG THE Artist (e) s/
Artist(e)s/ 1980s Bands
Bands

Rap Reggee

How does this nusic conpare
with early rock nusic?
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4.3 Irxrisn MudicCc

A maj or enphasis, in previous syllabuses, has always been based
largely on a know edge of |Irish nusic. In view of its specia
i mportance as our national music, this still remains. However,
in keeping with the remai nder of the syllabus, teachers are urged
to provide experiential | earning where possible. It is
undesirable that students be introduced to the history of the
Irish harp and the early harpers without hearing exanples of the
harp nmusic as currently played today e.g. G ~inne Yeats" F~ile

na gCruitirl (a Gael Linn recording of harp music from the
Bunting collection). Simlarly, the nmusic of the ancient war
pi pes, al t hough extinct, has been realised in nodern-day
performances e.g. M-irse~l Ri Laoise and Marcshlua U N-ill from

the record CeQ na nUasal by Se~n 6 Ri ada and Ceol t6irl Cual ann

Pur poseful listening is a good approach to famliarise students
with an outline of the general history of Irish music, the
features of different fornms of Irish nusic, the characteristics
of different types of performances and the recognition of
different traditional instruments. The new syllabus also
requires the students to be introduced to nodern-day group
performance practice and to account for the growth in popularity
of Irish music today. The recordings of The Chieftains, D~
Danann, The Bothy Band etc. will be helpful in this regard.

4.6 Musical Literacy and Aural Perception

The realisation of the |link between sound and synmbol, the ability
to notate nusically what is aurally perceived and conceived, is
a central feature in all balanced nusic education programes.
The aural imagination can only be useful if the results can be
transmitted to others either through performance or in notational
fornmat. Simlarly, the ability to aurally perceive notated nusic
provi des access to a greater wealth of nusic. The nmore attuned
this skill is, the greater will be the students" confidence in
perform ng, conposing and |istening. Its relevance can be
further enhanced by drawing attention to the use of notational
skills in music which the students experience in all three main
musi cal activities. |Its inmportance in establishing accuracy and
good rmusi cal judgenment is thereby established.

The levels of nmusical literacy (Ordinary Level and Hi gher Level)

have been clearly set out on page 16 of the syllabus. These
broadly define the levels of difficulty acceptable under
perform ng and conposing skills. However, this does not preclude
those who are capable of denonstrating higher achievement from
doi ng so.
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5. TEACHI NG RESOURCES

5.1 Equi pment

The recommended reguisites of a nmusic room include a piano or
el ectroni c keyboard, percussion instrunments, nmusic stands, choir
steps, a blackboard or whiteboard lined for nusic usage, a music
system for the reproduction of recorded nmusic on record, tape
and/or CD, along with sufficient exanples of recorded nusic,
back-up resource books and charts.

Addi tional instruments e.g. sets of recorders, other woodw nd and

brass instrunents, extra electronic keyboards, guitars etc. for
the practice of group activities are also desirable.

5.2 Resource Books
JUNI OR CERTI FI CATE MUSI C TEXTBOOK
Se~n Mac Liam MJSIC - MAJOR AND M NOR, Junior Certificate Misic
Text book, Folens, 1991/1992

Books One and Two, Teacher's Book, Workbook and Tapes
OTHER USEFUL RESOURCE BOOKS

Wlliam Appleby and Frederick Fowl er: FIRSTS AND SECONDS, An
I ntroduction to Two-Part Singing, Oxford University Press

Wlliam Appleby and Frederick Fowl er: MORE FIRSTS AND SECONDS,
18 Sonqgs for Two-Part Singing, Oxford University Press

WIlliam Appleby and Frederick Fowler: SING TOGETHER, Oxford
Uni versity Press

Joan Arnold: MEDI EVAL MJSIC, Oxford ToDics in Misic, Oxford
Uni versity Press

Tony Attwood: THE POP SONGBOOK, 2 Volumes, Oxford University
Press

Roy Bennett: ADVENTURES I N MJUSIC, Longnman
Roy Bennett: DI SCOVERI NG MJUSI C, Books | and 2, Longman

Roy Bennett: ENJOYING MJUSIC, Books I, 2 and 3 with workbooks,
Longman

Roy Bennett: ENJOYI NG EARLY MUSI C, Longman
Roy Bennett: ENJOYI NG MODERN MUSI C, Longman
Roy Bennett: LISTENI NG TO MJUSIC, Longman

Roy Bennett: MJUSICAL FORVS, Books I, 2 and 3, Longman
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Roy Bennet (editor); CAMBRIDGE ASSI GNMENT~ | N MJSIC, Canbridge
Uni versity Press

Form and Desi Qn, Instrunments of the Qrchestra, Hi story of
Musi c, S~ner al Musi ci anshi p, KeyboArd Instruments (books
with cassettes)

Roy Bennett: MJSIC DI CTI ONARY, Longman
David Bowman and Bruce Cole: SOUND MATTERS, (An ant hol ogy of

listening material for G C.S.E. ), Schott

Musi ¢ Book, Teacher's Manual and Pupil's Questions, and a
set of two cassettes

Geoffrey Brace (conpiler): SOVETHING TO SINS, Books | and 2,
Canbri dge University Press

Breand~n Breathnach: CEOL AGUS RINCE NA h~I REANN, An Gm/ Oifig
an tSol ~thair

Br eand~n Breat hnach: FOLK MJUSI C AND DANCES OF | RELAND, WMercier
Pr ess

Breand~n Breat hnach: CEOL RI NCE NA h~lI REANN, Books I, 2 and 3,
Ofig an tSol ~thair

M chael Burnett: POP MJSIC, Oxford Topics in Misic, Oxford
Uni versity Press

lan Butler: SONG PACK, A series of 10 books, a cassette and a
teacher's manual, Chester Misic

Ti m Cain: KEYNOTE, (GCSE t ext book), Canbri dge University
Press

CiarAn Carson: THE POCKET GUIDE TO I|IRISH TRADI TI ONAL MJSI C,
Appl etree Press

Dougl as Coombes (arranger): SONGS FOR SI NG NG TOGETHER, B.B.C.
Publ i cati ons

Dougl as Coonbes (arranger): MORE SONGS FOR SI NG NG TOGETHER,
B.B.C. Publications

Colin Cripps: POPULAR MUSIC, Canbridge University Press (book
with cassette)

R. T. Dean: CREATIVE | MPROVI SATION, Celtic Court
EARLY MUSI C STUDY PACK, Early Music Centre, Charles Clore House,
17 Russell Square, London WCI B 5DR

13 recordi ngs, 10 student's worksheets and teacher's notes.
Marjorie Eele: LISTENI NG TOGETHER, Novello
Colin Evans: STRIKE IT RICH, Schott

P. Erdei and K Konl os: 150 AMERI CAN FOLKSONGS, Boosey and Hawkes
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Paul Farmer: | NSTRUMENTS OF THE ORCHESTRA, Longman Music Topics
Series, Longman

Paul Farmer: |INTo THE CLASSICS, Lonoman Misic Topics Series,
Longman

Paul Farmer: |INTO THE MODERN CLASSICS, Lonaman Music ToPics
Series, Longman

Paul Farnmer (editor): MJSIC I N PRACTICE, Oxford University Press
Paul Farnmer: POP, Lonoman Music Topics Series, Longman

Paul Farmer: RAGTIME AND BLUES, Longman Music TQpics Series,
Longman

Paul Farmer: RECORDI NG AND ELECTRONICS, Loncnnan Misi G TQDi Gs
Series, Longman

Paul Farnmer: STEELBANDSAND REGGAE, Lonoman Music TODi GS Seri es,
Longman

Paul Farnmer: THE STORY OF POP, Lonaman Music Topics Series,
Longnman

Robert Fink and Robert Ricci: THE LANGUAGE OF TWENTI ETH CENT~Y
MUSIC, A Dictionary Of Terns, Schirnmer Books

Jane Frazee, DISCOVERI NG ORFF, Schott

Clive D Griffin: MJSIC MATTERS, Dryad Press
A series of four separate books entitled Afro-Anerican
Misic, Classical Miusic, Jazz and Rock Music.

Ruth Harris and Elizabeth Hawksl ey: COMPOSI NG | N THE CLASSROOM
Canbridge University Press

Eddi e Harvey: JAZZ IN THE CLASSROOM Boosey and Hawkes
Teacher's Book, Pupil's Book and Cassette

Janmes N Healy: | RISH BALLADS AND SONGS OF THE SEA, Mercier Press
James N Healy: LOVE SONGS OF THE IRISH Mercier Press

David Jenkins and Mark Visocchi: LISTEN M X "N MATCH,
Under st andi nq Counterpoint from J.S.Bach to Irving Berlin,
uni versal Edition

David Jenkins and Mark Visocchi: MX "N' MATCH, I nstant Part
Si nai na, Universal Edition

Davi d Jenkins and Mark Vi socchi: MORE M X "N' MATCH, | nstant Part
Singi ng, Universal Edition

Davi d Jenki ns and Mark Vi socchi: MJSI C BUI LDER, Universal Edition

David Jenkins and Mark Visocchi: PORTRAITS IN MJUSIC |, Oxford
Uni versity Press
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David Jenkins and Mark Visocchi: PORTRAITS IN ~4USIC 2, Oxford
Uni versity Press

lan Lawrence: ADVANCED PRQJECTS I N MJUSIC, Longman

Il an Lawrence: PROJECTS INMJSIC, a series of four separate books,

Longnman
Book | Basic Materials Book 2 Score Readinq
Book 3 Historv Book 4 Instrunents

Tony Mc Mahon: | RISH TRADI TIONAL MJSIC, No.41 of the 1Irish
Envi rQnmental Library Series, Folens

Ri chard McNi chol: CREATE AND DI SCOVER, Oxford University Press
Tom Maher: The Harp's a Wbnder, Uisneach Press

Bill Meek (editor): THE LAND OF LIBERTIE, Songs of the Irish in
Anmerica, G lbert Dalton Ltd.

R. M ddl eton: STUDYlI NG POPULAR MUSIC, Celtic Court

Pat Mtchell: THE DANCE MUSIC OF W LLIE CLANCY, Mercier Press
MUSI C FROM THE SHOAB, Bosworth

M nus 6 Baoill: CEOLTA GAEL 2, C16 Mercier

Sean Og agus Manus O Baoill: CEOLTA GAEL, C16 Mercier

Tomas O Canainn: TRADI TIONAL MJSIC I N | RELAND, Rout | edge and
Kegan Paul

M cheal O hEidhin (eagathoir): CAS AVHRAN, Leabhair | agus 2, C16
Choi s Fharraige

Francis O Neill: THE DANCE MJUSI C OF | RELAND, Waltons

PREM ERE FILM MJUSIC, Volunes | and 2, Chappel
Vito Puopol o: MJSI C FUNDAMENTALS, Schirmer Books
An Roi nn Oi deachais: CU SLE AN CHEOI L, G fig an tSol~thair

W Sal aman: LISTENING IN, Cranmer Misic

Teacher's Books I, 2 and 3
Pupil's Books I, 2 and 3
Cassettes |, 2 and 3

W Sal aman: THE NEW COMPOSER, Boosey and Hawkes
SI NG CARE AWAY, Books I, 2, 3 and 4, Novello

Edwin Smth and David Renouf: APPROACH TO MJUSIC, A Course for
Secondary School s
Books I, 2 and 3 with workbooks and teacher's manuals,
Oxford University Press
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Peter Smith (editor): FAITH FOLK AND CLARITY, A Collec~ion of
Fol ksonas, Galliard
Decl an F. Townsend: MANYWAYS, 50 Sona Arrangenents, Folens

Trevor Webb and Nicholas Drew LET'S MAKE MUSIC, (GCSE Misic
Projects), Novello

Book 1I: Let's Beqgin Book 4: Let's Listen Again
Book 2: Let's Go On Book 5: Let's Conpose
Book 3: Let's Listen Answer Book

Harry R. WIlson: OLD AND NEW ROUNDS AND CANONS, Harold Flamrer
I nc.

5.4 Di scographies

The npst accessible catal ogues of avail able recorded nmusic, and
the ones which are often the nmost up-to-date and user-friendly,
are the ones published by the record conpani es, Polygram E. M.

etc. These are distributed, fromtime to tine, to all good
record shops, and are usually made avail able for consultation on
request. Publ i shed catal ogues, because of the wunpredictable

nature of sales and distribution, have to be updated frequently
to take account of new y-available recordings as well as those
which are no longer on the market. The following list is a
representative sanple of the nore usual published catal ogues.

Edward Greenfield et al. (1988): THE NEW PENGUI N GUI DE TO COMPACT
DI $¢$ AND CASSETTES, Penguin, [nostly classical, stage and film
musi ¢ references]

Edward Greenfield et al. (1990): THE PENGU N GUI DE TO COWMPACT
DI SCS, BEST BUYS | N CLASSI CAL MJSI C, Penguin

John Hunphries (editor) (1985): MJSIC MASTER - THE WORLD' S
GREATEST RECORD CATALOGUE, 11th edition, John  Hunphries
Publ i shing, [nostly popul ar genres]

John Hunphries (editor) (1989): MJSIC MASTER CD. CATALOGUE, 10th
edition, John Hunphries Publishing, [nostly popular genres]

Mar garet Maycock et al. (1990): GRAMOPHONE COMPACT DI SC DI Gl TAL
AUDI O CATALOGUE, General Granmophone Publications, [cl assical,
stage and film references]

Mar garet Maycock et al. (1990): GRAMOPHONE CLASSI CAL CATALOGUE,
General Gramophone Publications

Chri stopher Pollard (editor) et al.: THE GOOD CD. GUIDE 1991,
General Granmophone Publications, [classical stage and screen
references; this work also contains useful introductions entitled
"Exploring Twentieth-Century Misic" and "Exploring Early Muisic
from Medi eval to Renai ssance"].
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6. ASSESSMENT TECHNI QUES AND PROVI SI ON FOR SPECI AL NEEDS

There are nany decisions relating to the exam nation of the
Junior Certificate which have yet to be nade. The Departnent of
Education has the overall responsibility for the uEganising and
nonitoring of the examnations and the standardisation of
assessnment procedures. The NCCA has proposed that the existing
range of exam nation techni ques, practical and aural-cumwitten,

should be <continued and that all Junior Certificate Misic
students shoul d be exam ned equally in perform ng, conposing and
listening skills. It is further proposed that, in certain
ci rcunst ances (e.q. students with speci al needs and
difficulties), the Departnment should grant permssion for
students to present performng skills on a video or tape
recor di ng. Such perm ssion should be sought in advance of the

exam nation. Suitable provision should al so be nade for visually
and aurally inpaired students.

The NCCA will supply the Departnment of Education with draft
sanpl e exam nation questi ons.

The examnation of Misic in the Junior Certificate wll be
designed to identify positive |levels of achievenent suited to the
general age group and within the overall ainms and objectives of
the syllabus. These guidelines subscribe to this overall goal.



