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[bookmark: TemplateOverview]General comments
Examination conditions
Students should note the following requirement: ‘Students presenting for assessment will be assessed on all instruments (including voice) with which they perform during the examination.’ Students should present their program on the instrument(s) that will allow them to meet the criteria at the highest level.
Students should also note the following: ‘There should be only one performer per musical part to ensure that the work of each student presenting for assessment can be clearly identified.’ A number of students presented work as a member of a group where there was more than one performer per musical part, in particular, guitarists and vocalists who sang in unison. This is particularly problematic if one of those performers is a non-assessed performer and serves no purpose other than to disadvantage the assessed performer. 
Performance space and equipment
The performance space and equipment should be set up to ensure that all assessed performers can be heard and seen by the assessors. Common issues included drummers being visually obscured by other performers, and electric guitar players drowning out other performers and/or selecting sounds that did not project well, as detailed below.
When performers are changing instruments and/or moving equipment during the performance (for example, moving microphones around), care should be taken when setting up to ensure this can be done smoothly and avoid tangling cables and having to move other equipment (Criterion 8). Alternatives such as having a separate microphone set-up (for example, for a student who is singing and accompanying themselves on guitar for part of the performance and on keyboard for another part of the performance) may be a better option.
When planning the order of songs, performers who change instruments should consider how this impacts on the flow of the program (Criterion 8); for example, avoiding playing four songs using guitar, bass guitar, guitar and bass guitar respectively. 
It is recommended that students practise setting up the space, moving equipment and changing instruments under examination conditions, especially if the assessment venue is not their usual rehearsal/performance space. Planning for contingencies, such as equipment failure, is also a recommended strategy.


Balance and use of sound reinforcement equipment
Prior to the examination, a thorough sound check is essential to achieve a balanced sound, taking into account the dynamic range of the program. The ability for students to adjust their own sound (for example having the mixing desk on stage) is recommended, in preference to using a built-in PA system (for example, a bio box in a theatre).
Some vocalists used a single speaker rather than a left and right stereo speaker configuration, which may be adequate but is not necessarily optimal, especially in Group Performance and when placed on the floor. Speaker stands are recommended.
Use of backing tracks
The use of backing tracks should be considered part of the performance and not be distracting to an audience and interrupt the flow of the program (Criteria 8 and 10). Students who demonstrated this well had backing tracks set up as a continuous playback, without the need to stop and start the tracks. Examples of poor use of backing tracks include searching for the correct track; and stopping and starting tracks that had started before the performer was ready, or were the wrong tracks. 
Advice for electric guitar players
The amp, guitar and effects settings, the position of the amp and the angle of the amp, which can include using an amp stand, should be carefully crafted to ensure that the sound produced is well projected and suits the role of the instrument (for example, switching between lead and accompanying roles, and guitarists becoming familiar and comfortable with changing their sounds smoothly). A common error for guitarists was changing their sound for a solo section by using a foot pedal and producing a tone that was less projected. Another common issue was the guitarist changing their sound while sustaining a note or chord from the previous section or chopping off the end of the previous section.
Advice for vocalists
A noted common trend was issues with the use of the dynamic range by some vocalists, especially in certain styles, such as musical theatre and virtuosic pop songs, namely repeatedly moving directly from p/mp to fff across their program, avoiding the use of the middle part of the dynamic range, and in some cases, attempting to produce a greater dynamic when already producing maximum volume, resulting in cracks and strains. 
When devising a program, care should be taken to ensure that it is not overly challenging, resulting in vocal fatigue, straining and cracking. Vocalists who use a microphone are advised to become familiar with the optimum microphone placement across their dynamic range, and in particular, avoid overloading the microphone in louder sections. 
Vocalists who accompany themselves should position the microphone carefully and avoid coming off the microphone when singing to look at their instrument or hands. 


The role of the performer statement
A well-conceived performer statement sets the scene for the performance, assists assessors to place the performance in the intended context, and can assist students to maximise marks, especially in certain criteria,  for example, by demonstrating the appropriateness and relevance of repertoire choice (Criterion 8) and the enhancement of the performance through stagecraft (Criterion 10). 
The statement should not be presented as a list and description of performance techniques the student will be using, although students can refer to some performance techniques if relevant in the ‘Describe the stylistic focus of the performance’ and ‘Describe your area(s) of specialisation’ sections.
Specific information
Criterion 1
Compliance with the requirements of the examination 
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0
	0
	0
	0
	0
	0
	0.1
	0
	0.8
	99
	10.0


Most students achieved full marks for this criterion. Although students are compliant if they perform three works, students who only performed three works typically minimised their opportunities to address the criteria.
Criterion 2
Skill in performing with accuracy and control
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.2
	0.2
	2
	4
	11
	19
	23
	16
	14
	10
	7.1


When devising a program, teachers and students are advised to consider how students can best demonstrate accuracy and control with respect to extent and degree of difficulty. This is best served by variety and a range of challenges across the program, which establishes a strong relationship with Criteria 3 and 4. 
It is not necessarily in the student’s best interest to devise a program where they are attempting the most challenging techniques of which they are capable in every piece, or to repeat the same challenge in every or most pieces; for example, vocalists who select all their material and keys that require repeated strongly projected, held notes at the top of their range (see advice to vocalists above), rather than seek opportunities to meet a variety of different challenges in their program. 


Criterion 3
Skill in realising the expressiveness and versatility of instrument(s)/technology/voice throughout the performance program
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.3
	0.3
	3
	5
	15
	17
	20
	15
	13
	11
	7.0


Students who selected repertoire and arrangements that provided opportunities to demonstrate versatility and expressiveness within their ability level, and took advantage of those opportunities, met this criterion at the highest level of which they were capable. 
Students who scored highly thoroughly explored the versatility of their instrument(s) across their program and used repeat sections as opportunities to show variety in expressiveness – for example, they successfully used dynamics and tempo changes within pieces, and they used a range of approaches to attack, phrasing, ornamentation, embellishment, passing notes and fills.
In particular, manipulating dynamics well and appropriately, especially within phrases and in response to other performers, can be regarded as a higher order skill, and the use of silence should not be underestimated. 
When constructing a program and arranging material, students are advised to consider the options for variety of the role of the instrumental(s) and variety of textures across the program, to assist with finding ways to meet this criterion – for example, intros, outros and solos all provide different opportunities.
Criterion 4
Ability to demonstrate variety in musical elements and conventions relevant to the area of specialisation
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.2
	1
	2
	5
	14
	21
	18
	16
	10
	12
	6.9


Students and teachers are advised to seek out repertoire and/or arrangements that maximise opportunities to demonstrate variety. Some of the ways that students achieved this included using different time signatures and tempos, using time signature and/or tempo changes within pieces, using a range of keys/modes, using key changes within pieces, using a variety of approaches to beat subdivision, and using a variety of approaches to chord inversions. 
It should be noted that students who select a narrow area of specialisation that limits their ability to demonstrate variety will be unable to access higher marks in this criterion.


Criterion 5
Skill in producing a range of expressive tonal qualities relevant to the area of specialisation
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.5
	1
	3
	6
	15
	20
	19
	13
	11
	12
	6.9


Students who scored highly in this criterion tailored their sound appropriately for each piece in their repertoire and the role of their instrument, including changing their tone within pieces either through technical skill or manipulation of equipment such as guitar effects, pedals or both, and they were able to change their tone seamlessly. 
Students are advised to become thoroughly familiar with their instruments and equipment, and to use the same instruments and equipment for all rehearsals and performances where possible to determine optimal settings and to develop confidence in using and adjusting them for varying performance conditions, including performance spaces.
Guitarists are also advised to consider the inherent complications and potential for problems that having a myriad of things to adjust and balance can create. See advice for guitar players above.
Some vocalists were able to demonstrate tonal changes by using a range of vowel sounds typically associated with specific styles, for example, musical theatre and American pop/rock, and artists such as Billie Eilish and Missy Higgins. Vocalists also demonstrated tonal changes by use of breathy sounds, a range of approaches to attack and registration changes.
Criterion 6
Ability to demonstrate originality and innovative approaches in interpretation within the performance configuration (solo or group)
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.5
	1
	3
	6
	16
	18
	17
	16
	10
	12
	6.8


Students who scored well in this criterion delivered their program with a convincing expressive personal voice, demonstrating engagement with the material beyond playing their parts correctly.
It should be noted that this criterion assesses musical originality; originality in non-musical elements is assessed in Criterion 10. 
Although improvisation is not directly assessed in this exam, some students were able to use improvisation, including improvised solos to meet this criterion.
In some cases, original approaches to arrangement assisted students to receive higher marks.
Relationship between Criterion 3 and Criterion 5 and originality 
Students who scored highly typically used a range of approaches to variation, including phrasing and melodic variation, a range of different ornaments and embellishments, a range of expressive devices and a range of tones to create their personal voice.
Criteria 7a and 7b
Ability to listen critically to one’s own performance and continuously adjust one’s own performance to produce the required outcomes relevant to the area of specialisation – Solo Performance
Ability to listen critically to the performance of others and respond, interact and collaborate
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.2
	0.3
	2
	4
	9
	19
	17
	18
	14
	16
	7.3


Students who scored highly in this criterion demonstrated sensitivity and responsiveness to what was going on around them and adjusting accordingly. Programs that provided students with opportunities to adjust, such as dynamic changes, stops and starts including cued pauses, extended intros and outros, tempo and/or time signature changes and textural changes were features of high-scoring programs. 
Students who were able to balance their parts within the ensemble and adjust that balance depending on the role of the instrument, for example moving from a lead role to a supporting role, or a lead role to section work, met this aspect of the criteria well.
Consideration should be given to the placement of the performers on the stage to optimise musical communication and facilitate a strong sense of ensemble. A recommended strategy is to practise in the same configuration for rehearsals and performances. 
Soloists who accompanied themselves, or who performed with an accompanist, and achieved a good balance and synchronicity between parts and were able to adjust their performance appropriately for each piece and within pieces met this criterion well. 
Vocalists using a microphone are advised to develop strong microphone techniques, including moving the microphone further away for louder notes or sections.
Use of backing tracks
Poor quality backing tracks, backing tracks with differing levels of playback volume, musically inferior backing tracks and poor-quality amplification systems created limitations for some performances.
Some students were able to demonstrate sensitivity and responsiveness by using high-quality backing tracks with more complexity, for example, stops, starts, pauses, dynamic and textural changes.
Criterion 8
Skill in presenting a cohesive program of music
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.3
	0.2
	0.9
	2
	5
	13
	22
	17
	18
	21
	7.8


Students who demonstrated the relevance of their repertoire choice, arrangements and program order to their area of specialisation and the intention in their performer statement met this criterion well. 
Some examples of effective ways students maintained cohesion and flow in their program include the use of musical segues and introducing the song / talking to the audience during a musical segue or musical introduction. In some cases, students, particularly vocalists, achieved this by purposefully moving, especially in a way that created dramatic interest, to a different part of the stage and/or taking up a position (striking a pose). Sometimes this was enhanced with staging, such as the use of a podium or prop. 
Although it is not a requirement for students to talk to the audience, in many performance contexts it is appropriate if it assists in maintaining audience interest, adds and is relevant to the occasion and contributes to a sense of momentum. It can be useful to avoid awkward gaps during instrumental changes and/or when non-assessed performers enter or leave the performance space. Less successful examples of talking to the audience include describing what the student is about to do or has done, repeating similar comments between every piece and/or talking for too long. In some cases, programs ran overtime due to lengthy spoken introductions. Vocalists should consider whether talking between every song may contribute to vocal fatigue and may need to consider other strategies to rest their voice between songs. 
While it is important to maintain flow, care should be taken to avoid ‘rushing’ between songs to avoid ‘dead time’; this can also impact on Criterion 9. 
Criterion 9
Skill in presenting a confident performance through consistent focus and energy and with pacing appropriate to the area of specialisation
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.2
	0.2
	2
	2
	5
	12
	18
	20
	17
	24
	7.9


Criteria 9 and 10 relate to the non-musical aspects of the performance: the presentation and enhancement of the musical performance. It is recommended that students have multiple opportunities to present their work in a variety of simulated or real, professional or semi-professional contexts during the year and to receive timely criterion-specific feedback to develop these skills. It is also recommended that students have opportunities to present their work under exam conditions, to assist them in presenting their work with a sense of audience.
The key concept in Criterion 9 is the student’s investment in their own performance.
Students who met this criterion well appeared comfortable in the performance space, were organised and well prepared, avoided detracting behaviours, and maintained focus, confidence and energy for the entire performance, including between pieces. 


Criterion 10
Ability to demonstrate key stagecraft skills in relation to the area of specialisation and market appropriate for the performance program
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0.3
	0.3
	2
	3
	6
	13
	18
	22
	16
	20
	7.7


The key concept in this criterion is the student’s investment in the experience of the audience.
Many students presented their program as an event; for example, a performance at a specified venue, such as a party, a wedding and in some cases quite unusual and innovative contexts. 
Students who met this criterion at the highest level chose a context that provided the opportunity to ‘set a scene’ and craft a coherent image, and delivered a captivating and convincing performance, remaining in character for the entire performance, including between pieces, that aligned strongly with their performer statement.
Some students enhanced their performance with lighting, props and/or visual displays; however, marks are not awarded for supplying them.
Movement is an important aspect of stagecraft, including spontaneous, reactive and rehearsed movement. Students who moved purposefully, avoided ‘wandering’ around the stage, interacted with other performers and, in many cases, maintained interest by using the performance space in a variety of ways, demonstrated this well. 
Common issues included performers who spent significant amounts of time facing side-on to the audience (this does not necessarily apply to keyboard players), or turned away from the audience, appeared disengaged, interacted minimally with other performers, lacked dramatic energy, or whose performance presented more as a rehearsal or practice session.
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