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Do music exams matter?
A question I was asked recently and, of course, just as applicable to
all areas of the creative arts. It will come as no surprise that my own
response here would be a resounding yes. And please continue to enter
lots more candidates, thank you very much.
There is, however, a serious point within this question that can strike at
the very heart of the experience of learning an instrument — a process
which, invariably, starts as a pastime. As teachers we do sometimes have
students who request to take exams — sometimes new students come
along specifically because they know you are the best teacher to get them
through the exam process. However, students are also frequently steered
towards exams by their teacher, or by their parents, or by a host of other
factors.
As teachers we understand the benefit of the exam experience. The
preparation, the discipline, the commitment to the learning process.
The requirement to perform all the elements of the exam on the day in
question at the allotted time. That is the same as any performance, so an
excellent skill. Insert “interview”, “presentation”, or “audition” instead
of the word “performance” and you have a life skill being shaped as
well. This broader awareness is all part of the role of the teacher and one
which, I am sure, we all take very seriously.
But do your students understand the bigger perspective? Do they
remember how to enjoy their instrument even with an exam looming?
And do you remember to encourage this enjoyment all the time? After
the last issue of LCME, a number of teachers got in touch with their
suggestions of best practice on how to practise. Some of these are
outlined on the following page, and you will see that “enjoyment” is a key
factor here.
Remember that an exam constitutes one part of the learning experience,
it is not the learning experience.
merv.young@uwl.ac.uk

Front cover
Artwork from the new Acoustic
Guitar handbook covers
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Establish what students want / need to learn —
getting the balance right between pieces they
want to play and having the right amount of
theory and technical ability for their level.

A big one is to set goals with deadlines, like taking an exam or
performing — my beginners may wish to do an open mic or perform
to family and friends, whereas my advanced students can actually
join me on stage for a song or two on a big Saturday night booking.
Luke Aylward

Encourage students to listen to specific
pieces of music in a range of styles to
open their minds to what is possible.
Record them performing, even if it is a
simple recording on your phone.
Facilitate them playing with other students.
Give honest and constructive feedback.
Encourage them to get up an hour earlier. If they say they haven’t
time, remind them that they have the same number of hours
in the day as (insert inspirational musician names here)
Paul Roberts

I believe that the emphasis in teaching and
playing should always be on enjoyment,
so rather than say “practice”, say play for
enjoyment and make that instrument sing.
Gary Saunders
Every day, I play along with my students, songs
which they like, boosting their confidence.
Usually for the new students I select songs which are simple to play and
have minimal chord changes. I also use backing tracks and play along with them, as
this appears quite easy to students (though it is not), but it does inspire them.
We have a small rhythm machine and I display how chords and/or lead can be played in time to the rhythm.
India, you might know, is a country of varied and diverse cultures, and lots of festivities, all year around. So there is some
form of a festival nearly every month of the year or maybe even more. I take advantage of this and we play specific songs
(maybe film/religious) at such festivals. Students readily identify with such songs and are inclined to practise more.
We honour students who do well, every quarter, giving them performance
certificates, which can inspire them to practice more.
We have small tea parties (during class time), when we discuss problems faced by the students and try to help them out.
I hold Annual Concerts every year and every student is given the opportunity to perform live,
on stage. This boots their confidence in performing for in front of an audience.
Upendra Laxmeshwar
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News
Keep up to date
If you would like to receive news and syllabus updates, please make sure you let us know by visiting
lcme.uwl.ac.uk/stay-in-touch. Following the data
protection laws that came into force in May 2018,
we now need permission to send you news and
information, so please stay in touch so we can keep
you informed. We now also have a news page on our
website — please visit LCME.info/news for news,
information about events and syllabus updates

t

Diplomas in Music
Performance
A reminder that the structure of our Music Diplomas
has now changed. There are three options available at
DipLCM, ALCM and LLCM:
•
•
•

Standard (Performance, Discussion and Sight
Reading)
Recital (Performance, Discussion or Sight
Reading)
Concert (Performance only)

There have been no changes to the FLCM in Performance or the Teaching Diplomas.
Syllabus validity
The new syllabus is valid from Spring 2019 onwards.
All Music Performance Diploma entries received
(online or entry form) will now be entered for the
new syllabus — if you would like to follow the 2011
syllabus please contact LCME for approval to do so.
This option will be available until the end of 2019.
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The Music Grades Syllabus and Clarinet Repertoire
List have been combined into a single syllabus.
Major changes to the syllabus consist of:
• Revised Technical Work requirements
• Revised Performance specifications and new
repertoire

Ukulele syllabus
The updated ukulele syllabus is now launched and
available to download from the website. This syllabus
replaces the Ukulele Syllabus (2014 until further
notice), Ukulele Playing Exam Information Booklet
(2014 until further notice), and Ukulele Ensemble Information Booklet (2015 until further notice). These
are now combined into one syllabus. Major changes to
the syllabus are as follows:
• The levels Initial and Preliminary have been
renamed Step 1 and Step 2.
• Live Performance Awards have been renamed
Recital Grades.
• A Grade 5 qualification (Graded Exam, Recital
Grade, Performance Award and Ensemble) has been
added.
• The Level 5 Performance Award specification has
been revised.
There are redesigned handbooks available for all
levels; the content is unchanged and candidates with
copies of the existing handbooks can still use these for
the exams.

Pop Vocals revised syllabus

Clarinet syllabus

From the Summer session, the Popular Music Vocals
syllabus has been revised at Grades 6 to 8 in order to
give candidates more flexibility. Candidates can now
choose to perform an additional Improvisation in
place of Sight Singing.

The new clarinet syllabus, valid for exams from Spring
2019, has now launched and is available to view on
our website. There will be a 3-session overlap with the
2011 repertoire list, with candidates able to use this
until Winter 2019.

For Grades 6 to 8, Component 4 will be either Sight
Singing or another unseen Improvisation, the requirements as per the Improvisation in the Technical Work
component. Please refer to the updated syllabus on
the LCME website for full details.
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Features

What do you mean,
just speak it?
Musical theatre
performers should
always consider the
speaking of the text
as a means by which
to eventually sing the
song. David Henson,
former Director of
London College of
Music and currently
Associate Professor
in Performance, outlines some ways in
which students can
begin to interrogate
the text of the songs
they are performing,
creating the synergy
between acting and
singing which defines
musical theatre.

When the singing student is asked to speak the text of a song
the immediate response is often, ‘What do you mean just speak
it?’ (whatever ‘just’ might mean).
Despite many years in the teaching studio it still dismays me
that when asked to speak a sung text, the student often:
• speaks the words in the rhythm of the song
• recites the words with little feeling or involvement
• speaks with little understanding of vocal variety, punctuation, phrasing and thought
The frequency of responses like this demonstrate how essential
it is for the performer to first be an actor engaging with the text,
before considering the musical structure and form of the song.
Here are some ideas you might like to suggest to the student to
consider while speaking a text:
• Speak the words as if you want to speak them
• Give the words a ‘life’ of their own
• Enjoy what you are saying, to make the text meaningful to
you
• Act out the words as if speaking to someone
• Think about why you want to speak these words
• Think about where you are — who are you speaking to?
All these suggestions will gather a variety of responses, and
after time the message within the text will be explored in some
detail. The most important thing to remember at this stage
is that whatever the response to the task, something is being
understood about the lyric being spoken and that is a positive.
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Once the song has been sung, much of
the creative work has been shelved and
the product, rather than the process,
has become uppermost in the performer’s mind. By interrogating the text in
detail before introducing the score, the
performer will recognise the creative
demands placed upon them, and will
understand that exciting moment of
transition where their personalised text
becomes ‘the song’, created by another
creative force — the composer/lyricist.

Record a version of the song before
carrying out any of the tasks below
Sing your version of the lyric with
accompaniment. Record it and store
it away for several weeks. Do not refer
to this performance in any way! Now
complete the following tasks on text
work before returning to the original
performance.
After each task write down
• all of your discussions with your tutor
about the task
• the personal thoughts that you have
had while completing the task
• any discoveries you have made after
completing the task
Taking notes at the end of each task will
ensure you are also well prepared for the
Discussion component, particularly at
the higher grades.

You can be assured that by being the
actor and speaking the text, feeling
the weight and structure of each word,
the text will come to life. Because of
the textual journey undertaken by the
performer, their unique contribution and
creativity will come through in the final
sung performance. By understanding
the thoughts within the text and then
working with the final musical score, the
Task 1
various conflicts and resolutions within
Write the lyric out as a continuous prose
the phrasing and melodic patterns will
passage, deleting all the capital letters
challenge and continue to keep the work
and punctuation:
alive and interesting in performance. In
contrast to the actor,
For example:
“Once
the
song
has
been
who uses text and
words to express the
sung, much of the creative jamie is over and
ideas and natural
jamie is gone jamie’s
work
has
been
shelved
rhythms within the
decided it’s time to
spoken dialogue
and the product, rather move on jamie has
to communicate
new dreams he’s
than the process, has
character and an
building upon and
emotional journey,
become uppermost in the i’m still hurting jamie
as musical theatre
arrived at the end
performer’s
mind.
”
performers we
of the line jamie’s
should understand the importance of
convinced that the problems are mine
both acting and singing — the synergy
jamie is probably feeling just fine and i’m
where text and score feed off each other,
still hurting what about lies jamie what
creating a unique and exciting art form.
about things that you swore to be true
what about you jamie what about you
Here are some tasks you might consider
using with your students. For this article
What significant features did you notice
I have used I’m Still Hurting, which is
as you were writing out this lyric as
included in the Grade 8 handbook, but I
prose?
hope you consider using these ideas on
any piece with your students, and see if
anything magical happens…
I truly hope so!

I’m Still Hurting, opening lyrics:
Jamie is over and Jamie is gone
Jamie’s decided it’s time to move on
Jamie has new dreams he’s building upon
And I’m still hurting
Jamie arrived at the end of the line
Jamie’s convinced that the problems are
mine
Jamie is probably feeling just fine
And I’m still hurting
What about lies, Jamie?
What about things
That you swore to be true
What about you, Jamie
What about you…

Musical
Theatre

Grade 8

Still Hurting, from The Last Five
Years, is included in our Music
Theatre Handbook: Grade 8
lcme  5
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Task 2
Read the passage out loud as a piece of
continuous prose.
1. Read it FAST
2. Read it VERY SLOWLY
3. Read it VERY FAST
4. Read it with every word spoken in
detail — with very clear articulation
5. Whisper the passage FAST
6. Whisper the passage SLOWLY
7. Read the passage at a variety of speeds,
making sure you speak every word
clearly and precisely
A word of warning: Always avoid trying
to make sense of the thoughts and
words at this stage.

Task 3
As you speak the text through, mark with
a [ / ] where you pause.

Task 4
Aim to put in your own simple punctuation. Use only commas, full stops,
question marks and exclamation marks.
Now speak the text obeying your own
punctuation marks.
For example:
Jamie is over and Jamie is gone,
Jamie’s decided it’s time to move on!
Jamie has new dreams he’s building upon.
And I’m still hurting!
Jamie arrived at the end of the line,
Jamie’s convinced that the problems are
mine.
Jamie is probably feeling just fine!
And I’m still hurting?

For example:

What about lies, Jamie?
What about things that you swore to be
true?
What about you, Jamie?
What about you?

Jamie is over and Jamie is gone Jamie’s
decided it’s time to move on / Jamie has
new dreams he’s building upon and I’m
still hurting / Jamie arrived at the end
of the line / Jamie’s convinced that the
problems are mine / Jamie is probably
feeling just fine and I’m still hurting /
what about lies Jamie / what about things
that you swore to be true what about you
Jamie what about you

Task 5
Speak the lines as if:
1. Talking to a friend in a cafe
2. Talking with someone on the telephone
3. Whispering the thoughts to your pet
dog
4. Talking to yourself in the mirror
5. Talking to a member of the family
6. Talking to Jamie

1. Why did you pause at the moments
you indicated?
2. What were you thinking and why?
3. Was it a habitual pause or were you ‘out
of breath’?
4. Repeat the exercise several times until
you are happy with your own pauses
(thinking moments).
5. How many times is the name Jamie
repeated in this section? What does this
repetition communicate to you?
6. How and where are you indicated in
the song lyric? How do you feel about
this?

Some questions that might arise from
this work could be:
• Are there some difficult moments in
expressing the lyric?
• How do you deal with the final section
of text above?
• What changes do you notice taking
place within your vocal delivery in
each of the above scenarios?
• Where do the changes happen in each
of the above scenarios?
• Can you speak this text to the character Jamie? If not, why not?

Task 6
Speak your punctuated finalised dramatic monologue and notice the vocal
energy when you speak each line.
Consider the following ideas as you
speak the lyric:
1. Do you have different thoughts?
2. Do you have different reasons for
speaking the text.
3. What has happened to you that makes
you speak these thoughts out loud?
4. How do you find the energy to speak
the first line?
5. Where are you?
6. What has made you start thinking like
this?
7. What has happened before you are able
to speak these words?
NOW, START TO WORK WITH THE
VOCAL SCORE.

Task 7
Take the first section of the text and
speak it over the musical accompaniment.
Consider the following ideas as you work
through this exercise:
1. What do you notice about the timing of
each phrase?
2. Do you use different speaking qualities
in any of the phrases?
3. Did you note any use of vocal variety in
any of the phrases?
4. Is there a gradual development of
emotional response in this lyric? If not,
why not?
5. How do you feel about the phrase “And
I’m Still Hurting”?
6. Have you noticed anything about the
melody for each phrase?
7. How are you going to make your ideas
come to life when you sing each phrase?
8. Do you feel any tension between
yourself and the music score?
9. What can you do about this tension?

6  lcme
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(Maybe nothing — don’t worry!)
10. How might you resolve this feeling
of tension?
11. Compare your original phrasing to
the phrasing of the composers:
Are they different / the same? Does
this matter?

The intention of this work is to celebrate and enjoy the power of dialogue between
tutor and student within the intimate learning environment of the teaching studio.
These tasks will hopefully give all participants a realisation as to the synergy between
acting and singing. It is hoped that a meaningful dialogue will encourage a sensitivity
to the interpretation of text. The unlocking of ideas and thoughts will hopefully
become an exciting and creative part of the total process.

Task 8
Listen to each phrase and clap the
rhythm and speak the words at the same
time.

David is currently doing research on the impact of dialogue within the learning
environment and would value any feedback or observations that you might discover
whilst embracing this work, so please do get in touch.
david.henson@uwl.ac.uk

Consider the following ideas as you work
through this exercise:
• What do you notice in your personal
interpretation of the lyric?
• Did you have any difficulty speaking
and clapping the rhythm at the same
time?
Keep going until the lyric and rhythm are
absolutely perfect. Now sing each phrase
without clapping the rhythm. Sing the
first section using all the information you
have gained throughout this process.
• How does it feel to sing these lyrics
now?

Task 9
Sing and record the version you have
worked on over the past few weeks.
Compare this with the first version you
recorded before undertaking these tasks.
Aim to discover the differences and
similarities in your performance work. In
addition to listening to the two performances, ask yourself:

London College of Music Examinations

Music Theatre
Syllabus
2019–2021

• How do I now feel about singing this
song, compared with the first time?

lcme  7
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LCME Music Theatre handbook: Grade 3

How Lucky You Are,
from Seussical
How Lucky You
Are presents a
set of enjoyable
technical and musical
challenges. Ivor Flint,
Lead Vocal Tutor at
the London College
of Music and LCM
Examiner, shows
some initial ways in
which a piece can
be broken down into
a series of exercises
to prepare and assist
students when they
are learning it. The
key challenges here
are rhythm, tonality,
chromatic passages
and the text.

The text
A good starting point would be to take the text in isolation for
a week or more (in the previous article David Henson provides
a series of activities which students can work through to begin
interrogating the text). Explore the rhyming elements and the
natural rhythm of the words. Discuss what the text means and
what it means to your student:
• What do they think it means?
• What does it mean to them?
Exploring the rhythm
Now that the words are familiar and learnt, students can begin
to explore the rhythm of the song. To begin with, you can explain the meaning of the time signature (compound quadruple
time). Have your student practise counting to twelve in time,
accenting the numbers 1, 4, 7 and 10, and then clapping on
YoucanAre
Exercise
1 as part
these beatsHow
as theyLucky
count. You
develop
this further
of your warm up as a breath management exercise by taking a
breath at the end of every two bars:
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How Lucky You Are Exercise 2

Then move on to:
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Once the pulse has been clearly established, move to the following exercise using a
fricative (for example ‘v’) and accenting the first of each group of three quavers. Next
have your student clap the opening rhythm first, then clap the rhythm and speak the
text at the same time How Lucky You Are Exercise 0
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Next, explore this chromatic scale exercise in compound duple time. You can experiTell
your - self
How
luck - y you
are
ment — using fricatives,
or any
sound:
Howvowels,
Lucky
You
Are - Chromatic
2
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Adding the rhythm to the text
Start your next lesson by repeating the exercises above as part of your warm up and
then move on to speaking the text using the written rhythm of the song. Now that you
have established the concept of compound quadruple time, try speaking the text of
the whole piece using the notated rhythm, practising in segments. You can record this
for your student and have them practise this for the following lesson along with the
chromatic exercises above. You may also like to add the following chromatic exercise
to your warm up:

About the piece
How Lucky You Are, the Cat in the
Hat reminds us, as the eagle Vlad
Vladikoff drops a single clover,
upon which an entire planet of microscopic creatures live. How lucky
you are... things could always be
worse. The song lyrically references Dr Seuss’ 1973 story Did I
Ever Tell You How Lucky You Are?
in which a wise old man depicts a
variety of fantastical unfortunate
situations the reader could find
themselves in, from Harry
Haddow, who can’t cast a shadow
to Professor de Breeze, unable to
teach his ducks Jivvanese.
Seussical draws on many of the
Dr Seuss’ stories and characters
particularly Horton Hears a Who!
(1954). Unlike many of his stories,
Horton Hears a Who! contains
an explicit moral message, with
Horton frequently declaring “a
person’s a person, no matter how
small.” The story was was also
adapted into an animated film
in 2008, starring Jim Carrey as
Horton.

Musical
Theatre

How Lucky You Are - Chromatic 3
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Putting everything together
You can experiment by learning the song in reverse — start with the last phrase, then
add the penultimate phrase, and build the piece, adding each phrase and singing forward to the end. This gives a great sense of achievement for many students and is often
a novel way to approach learning a piece (again you can record this for your student to
practise). In the next session you can tidy up any errors or slips and aim to secure the
melody and rhythm to the text. A good challenge to set would be to be off copy so that
you can begin to work in the interpretation of the song before you set the movement.

How Lucky You Are, from
Seussical, is included in our Music
Theatre Handbook: Grade 3
lcme  9
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LCME Piano handbook: Grade 1

Andante,
from Sonatina in F
This beautiful
movement, from
Attwood’s Sonatina
in F, requires a
well-shaped, legato
line combined
with a light, fluid
accompaniment.
Melanie Spanswick
suggests some
methods for learning
the piece. Starting
with familiarising
yourself with
the key and the
harmonic structure,
practising both hands
separately, and finally
bringing both hands
together.

Set in 4-bar phrases, the work is essentially in Ternary form
(ABA), and the suggested tempo of a q = 84–92 beats per minute allows for the melody to sing out without feeling rushed,
whilst still providing the feeling of perpetual movement.
Let’s start our practice by surveying the key of the piece: D
minor. It can be helpful to go through the scale and arpeggio
of the key (you may also like to play the broken chord too).
Observe the Bb and the raised seventh, C#, when playing the
harmonic minor scale, and aim to remember where the fourth
finger occurs in every octave. Now try the F major scale and
arpeggio; the Andante moves into the key of F major from bars
9 to 15.
Once familiar with the keys, work on each hand separately,
starting with the left hand. Each bar is formed of a triad, or
a chord, and a most convenient way to practise learning the
fingerings and the chord position changes is to move from one
bar to the next playing all the notes together, like this:

2
& b 4 ˙˙˙
? ˙˙˙
b

˙
# ˙˙
˙
#˙˙

˙˙˙
˙˙˙
˙

# ˙˙˙

?

˙˙
˙
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Thomas Attwood
Born in London, he joined the
Chapel Royal as a chorister when
he was nine years old and began
his musical education. The Prince
of Wales at the time (a young
George IV of England) was so
impressed by his harpsichord
playing that he paid for Attwood
to continue his musical training
abroad.
He spent two years in Naples
before moving to Vienna where he
became one of Mozart’s favourite
students. After returning to London in 1787 he became a chamber
musician in the royal court, as well
as the musical instructor to the
Duchess of York and the Princess
of Wales. In 1796 he was made
organist at St Paul’s Cathedral and
the composer to the Chapel Royal.
After his death in 1838 he was buried in the crypt of St Paul’s, under
the organ which he had played for
over thirty years.

This technique will be particularly beneficial between bars 3–4, 4–5, 8–9, 11–12,
12–13, 16–17, 19–20, and 20–21. These bars contain hand position changes (which
occur between the bars), some of them substantial, requiring a quick hand movement using a lateral wrist motion. Lateral wrist motion is when the wrist moves in a
sideways manner, supporting the hand and fingers as they move along the keyboard
into a new position. Try to move swiftly from one chord position to the next, keeping
the upper body loose and relaxed.
When you can play through the left hand fluently using one chord per bar, revert to
practising the quaver patterns as written. Employ a heavy, deep touch (aim to play fortissimo!) on every note when practising slowly and ensure an even tone. For a precise,
regular pulse, sub-divide the beat by counting out loud in semiquavers.
The leaps in the left hand might be practised by jumping further than necessary. It can
be fun and challenging to move more than required, like this:

œ œ œ
œ
? 2
b4
œ œ œ œ
˙˙˙
? 2
˙˙˙
b4

∑
∑

œ œ œ œ
˙˙˙

∑

œ œ œ œ

∑

˙˙˙

Top: LH pattern in bars 12 and 13, jumping by one octave further than necessary,
then by two octaves further than necessary.
Bottom: The same harmonies played as one block chord per bar.
When returning to play the pattern as written, you will hopefully find the movement
that much easier to gauge. This practice tool is especially helpful for the larger movement needed between bars 8 and 9. Now play the left hand as written with a much
lighter but smooth legato touch, highlighting the lower notes in each bar (for example,
the D and F in bar 1), and keeping the upper notes, usually played by the thumb, soft
and light.
Turning to the right hand, the crotchets which form the melody from bars 1 to 4, 9
to 12, and 17 to 20, will benefit from a deep, rich sound. Use the flatter finger pad
on the fingertip, to produce a cantabile (songlike) melodic line. The weight of the
arm will need to be utilised via a flexible, loose wrist, in order to allow the hand and
fingers to ‘cushion’ the sound as each note is played. A ‘touch and press’ approach will
work here, especially if the wrist makes a slight circular motion the moment that the
finger goes to depress the key. Each note must be ‘joined’ and played with a matching,
judiciously graded sound, transferring weight from note to note.

Andante, from Thomas Attwood’s
Sonatina in F, is included in our
Piano Handbook: Grade 1

The quaver patterns in bars 5 to 7, 13 to
16 and 21 to 23 are also best played in
a singing style, but be aware of the
phrasing; the slur marks over each
group of four notes may be effective
with a very slight ‘lift’ of the finger
between bars:

Very slight lift

2œ œ œ œ œ œ œ œ
b
& 4
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When practising hands together, ensure total coordination;
aim to take each note down into the key bed at exactly the
same moment. Practise with a heavy touch at slow speeds,
and follow this with a lighter touch, revealing even quavers.
Balance between the hands will prove crucial, so try to develop
a fuller sound in the right hand whilst ‘skimming’ the left hand
accompaniment.

Ensure plenty of time to find the notes at the start of the F
major section at bar 9, and the slight slowing down (poco rit.)
must be carefully judged at bar 16; try to give the C# in the bass
a richer sonority, leading the music back into the home key
and the familiar tune. This piece can be successfully performed
without any pedal, but a touch of sustaining pedal at the ends of
phrases, such as at bar 8 and 24, will give ample resonance.
Melanie Spanswick is a pianist, teacher, author, writer,
adjudicator, presenter and composer.
melaniespanswick.com

Andante
Second movement from Sonatina in F
Thomas Attwood
(1765–1838)

Andante [q = ca. 84–92]
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Have you considered
taking a Recital Grade?
Recital Grades can benefit candidates who want to concentrate
on playing repertoire, without the additional tests. Candidates
performs four pieces, plus an option to perform a fifth piece,
allowing the possibility of an entirely performance-based exam.
There is also the option of taking the Discussion or Sight Reading
tests as the fifth component if candidates wish. There is no requirement
to choose repertoire from different lists — performers are free to choose
pieces which reflect their own specialism.
Recital Grade exam structure
Component

Marks

Piece 1

Piece 2

Piece 3

Piece 4

Piece 5 /
Discussion /
Sight Reading

20 marks

20 marks

20 marks

20 marks

20 marks

Are Recital Grades regulated qualifications?
Recital Grades are regulated by Ofqual and other UK regulators at the same level as our
standard graded examinations and other similar music exam boards. The qualifications
are mapped on the Regulated Qualifications Framework (RQF) at the levels shown below.
Recital Grade qualifications are also eligible to attract UCAS points at Grades 6 to 8; the
points available are the same as for the standard LCME graded exams.

Regulated Qualification Framework
Recital Grade

RQF Level

Grade 1
Grade 2

UCAS Points

Level 1

Grade 3
Grade 4
Grade 5

Level 2

Grade 6
Grade 7
Grade 8

LCME Issue 4.indd 13

Level 3

Pass

Merit

Distinction

8

10

12

12

14

16

18

24

30
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Alec Carter,
ALCM
graduate at
13 years old
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The Diploma
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Some other compositions played exquisitely
on the night were Frantz Drdla’s Excerpts from
Bizet’s Carmen Opera, Hindemith’s Tanz der
Holzpuppen, Busoni’s Elegy and Shiro Hamaguchi’s
arrangement of Nobuo Uematsu’s One-Winged Angel.
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The MSA, which has its seat at the historic Palazzo
de La Salle in the heart of Valletta, has been the local
representative of the London College of Music for the
past 80 years.

Piano
Anthologies
Piano
Anthologies
Favourite pieces from the past three

Before the presentation of the certificates, some
selected students performed pieces of their choice on
piano, clarinet, flute and violin. The pieces included
Ginastera’s Danza del Gaucho Matrero from Danzas
Argentinas, Finzi’s Fughetta, David Hicken’s Fountains
Abbey, Bartók’s Vieilles Danses, nos. 3–9 and the
second movement of Beethoven’s Pathétique Sonata.
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The Malta Society of Arts (MSA) hosted the London
College of Music (LCM) Examinations Diploma
Graduation Ceremony at its beautifully-renovated
Concert Hall in the Maltese capital of Valletta.
LCM examiner Timothy Rogers was present at the
ceremony and handed out certificates to the graduates
together with MSA President Arch. Adrian Mamo. A
total of 40 students received their certificates in the
different diplomas.

In Malta, four exam sessions for grades and diplomas
(two theory and two practical) are held annually,
and the local representative is Ms Rosette Vella. The
Spring practical exam session for 2019 will be held
between approximately the 6th and the 18th May.
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Malta LCM Diploma
Graduation Ceremony
18 October 2018
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LCME Guitar
Conference
Includes
• Syllabus and book launch
• Discounts on LCME guitar
publications
• Workshops on teaching and
performance
• Seminars

University of
West London
Sunday 23 June
9:30–16:00

With
• Gordon Giltrap MBE
• Will McNicol
• Ray Burley
• Dr Liz Pipe
• Merv Young

Tickets
• £40 (£30 for members)
lcme.info/events
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