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[bookmark: TemplateOverview]Performance program
The following feedback relates to requirements set out in the VCE VET Music Performance Examination Specifications Version 3 July 2025.
Examination conditions

‘Students presenting for assessment will be assessed on all instruments (including voice) with which they perform during the examination.’ (page 3)
‘Performers may change instruments during the examination’ (page 3); however, students should present their program on the instrument(s) that will allow them to meet the criteria at the highest level.
While performing on more than one instrument may assist some students to meet some criteria at a higher level – for example, by showing more versatility (Criterion 3) – in some cases, students who changed instruments performed at an appreciably lower standard on one or more of those instruments. Consideration should also be given to the effect that changing instruments may have on the flow of the program (Criterion 8) and, in a group context, the impact on instrument choices and opportunities for all the assessed performers if instruments are changed. 
‘There should be only one performer per musical part to ensure that the work of each student presenting for assessment can be clearly identified.’ (page 3)
In several group performances there was more than one performer per musical part, typically vocalists who sang in unison or guitar players who played the same parts. This is problematic if one of those performers is non-assessed, as it can potentially disadvantage the assessed performer. Care should be taken when choosing repertoire and creating arrangements to ensure each assessed student has a distinctive part, with the exception of appropriate stylistic approaches to arrangements, such as unison playing of ‘heads’ (for example, ‘Spain’ by Chick Corea) or Memphis horn–style (trumpet and sax) arrangements. 
This condition also includes backing tracks, which should not include the part the student is performing. In some cases, students performed with backing tracks that contained their part, making it difficult to discern what the student was playing, and again potentially disadvantaging the student.
Mixing and adjusting of sound
‘Electronic mixing or adjusting of the overall sound, including tone, volume and balance, by any person other than the student(s) presenting for assessment is not permitted. Non-assessed accompanists / group performers may adjust the sound of their own instrument(s) (and/or technology/voice), as long as the adjustment does not alter the sound of the instrument(s) (and/or technology/voice) of the student(s) presenting for assessment.’ (page 4)
It was noted that in a number of performances, non-assessed performers adjusted the sound of assessed performers, including adjusting amplifier settings. Only assessed performers should adjust their own sound and where appropriate the sound of other assessed performers. Non-assessed performers can potentially disadvantage assessed performers by adjusting their sound.
Length of program and number of program items
Some students presented programs that were significantly shorter than the maximum time allowed. While students were only required to play three pieces to be compliant, shorter programs typically limited the marks that could be awarded as they provided less opportunities to address the criteria.
Some students filled their allotted time with extended versions of their pieces, at the expense of performing more pieces, typically resulting in multiple repeat sections with less opportunity to address criteria (especially Criterion 3 and Criterion 4).
Tuning
A noted trend among guitar players, including bass guitar players, is the use of alternative tunings. Retuning guitars between pieces can be challenging. Students are advised to use well-practised strategies to ensure they can retune accurately, efficiently and as unobtrusively as possible. These strategies include using a headstock, a built-in or pedal tuner and retuning with the guitar muted. Retuning ‘by ear’ is only advised if the student has well-developed and reliable aural skills. Another recommended strategy is to use other guitars that have been alternatively tuned. 
Some students had issues with accurately retuning guitars between pieces, resulting in pitching problems. In some cases, the flow of the program was interrupted with students stopping pieces to retune. 
Achieving accurate tuning when using capos can be problematic, especially when combined with multiple tunings, as capos can affect the pitch, and tuning may require adjusting when putting capos on and taking them off.
Students are also advised to consider how the flow of the program can be maintained when retuning / taking capos on and off (see Criterion 8).
Assessment criteria
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
	0.1
	0
	0
	2
	98
	9.9


Most students received full marks for this criterion. Students who appeared to be looking at a music stand for every piece lost one mark. To be compliant in this area, the student must remove sheet music, move the stand away, or move away from the music stand for one piece.


Criterion 2: Skill in performing with accuracy and control
	Marks
	0
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	Average

	%
	0
	0
	0.1
	1
	5
	9
	20
	24
	20
	13
	99
	9.4


Accuracy and control are assessed with respect to the reference recording listed in the performer statement, or reinterpretations (see comments Criterion 6) and the degree of difficulty involved. A student who performs some of their program with a very good level of accuracy and control and some of their program with a lower level of accuracy and control will receive a lower mark than a student who presents their entire set with a very good level of accuracy and control. Therefore, recommend strategies include careful selection of material to match the ability level of the student and ensuring there is enough time for the student to develop the accuracy and control required to successfully play each piece by the examination date.
Examples of programs where lower marks were awarded for this criterion include guitar players who unintentionally muted strings, had extraneous sounds and/or accidentally played the wrong strings with their right hand when playing chords. Other accuracy issues were string players who did not produce a clear sound due to not pressing the strings down hard enough with the fretting hand, and keyboard players whose parts lacked clarity across the keyboard – for example, with the balance of accompaniment / bass lines, melody and /or internal voicings. The use of the sustain pedal was also problematic for some keyboard players.
Some students appeared to lose stamina in the latter part of their program, resulting in less accuracy and control.
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
	0.2
	0.7
	6
	11
	21
	21
	17
	11
	11
	7.0


Students are advised that to meet this criterion at the highest level of which they are capable, selected material and arrangements must provide appropriate opportunities for them to demonstrate versatility and expressiveness, and that these opportunities must be capitalised on. High-scoring programs in this criterion typically also contained works that provided ample opportunities for the students to demonstrate variety in musical elements and conventions (Criterion 4).
Examples of performances that limited access to higher marks included those where the playing was highly repetitive, lacked variation and/or ornamentation, demonstrated limited use of expressive devices, and/or used the same or very similar approaches to beat subdivision across the repertoire and/or in repeat sections.
High-scoring performances demonstrated a wide variety of highly sophisticated and musically nuanced expression, tailored appropriately for each piece.
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
	0
	1
	6
	12
	23
	21
	16
	12
	10
	7


Some of the ways that students met this criterion well were selecting repertoire with a range of tempos, keys, time signatures and rhythmic patterns across the program, and in some cases within pieces.
Some students selected repertoire that provided opportunities to demonstrate variety but did not realise these opportunities. For example, they did not use, or demonstrated limited use of, stylistic characteristics and/or used similar approaches to each piece in their program.
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
	0
	2
	5
	13
	22
	21
	15
	11
	11
	7.0


Students who scored well in this criterion selected repertoire and arrangements that provided opportunities for them to demonstrate the ability to successfully and appropriately change their tone, and crafted their tone appropriately for each piece.
High-scoring performances produced a range of expressive and well-projected tones using a variety of approaches, such as: 
use of technology: for example, guitar players who used effects / changed amp settings and/or pick-ups; electronic keyboard players who used different patches; vocalists who added effects
range of techniques: for example, piano players who used a range of approaches to attack and use of pedals
use of different parts of the instrument(s): for example, drummers who exploited the whole kit by playing different parts of the cymbals, using rim shots, adding ancillary percussion, and/or using a range of tools such as sticks, mallets and/or brushes.
High-scoring performances demonstrated consistent tone across the dynamic and pitch range where appropriate and also demonstrated the students’ ability to change their tone suitably in response to dynamic and register changes – for example, vocalists who used breathy tones in the upper register in softer sections where stylistically appropriate.
Students are advised to spend time becoming familiar with their equipment, including practising moving smoothly between sounds, and avoiding tone changes that lack smoothness, such as guitar players changing their sound during a sustained note at the end of a section.
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
	0
	2
	8
	13
	23
	19
	16
	10
	10
	7.0


Students who scored well in this criterion presented their work with a strong sense of an individual artistic interpretive voice, such as vocalists who demonstrated a compelling sense of narrative expression. 
Some genres and programs may allow more opportunity to meet this criterion at a higher level than others. 
A number of students attempted reinterpretations of works with varying degrees of success. Issues that affected the level of success included the skill level of the student and the degree to which understanding of the manipulation of musical elements with respect to the original composition was demonstrated, such as by using reharmonisation, chord substitution and/or melodic variation that lacked musical awareness.
Criterion 7A: 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
Criterion 7B: 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
	0
	2
	4
	8
	17
	17
	23
	15
	15
	7.4


Students who addressed this criterion well placed their sound appropriately in ‘the mix’, making suitable and musically empathetic adjustments to their sound, including volume, when moving between accompaniment, lead or section work, and in response to dynamic changes and other performers. 
High-scoring performances often included sophisticated arrangements that featured band dynamics, tempo and time signature changes, stops and starts both strict time and cued, and textural changes.
Students who use backing tracks are advised to source good-quality backing tracks that allow them to demonstrate responsiveness. 
Vocalists are advised to develop microphone technique, such as pulling away from the microphone when using more vocal power.
Students are advised to conduct a thorough sound check and become familiar with using their instruments and equipment in a range of performance spaces, especially if the examination venue differs from the normal rehearsal or familiar performance space.
[bookmark: gottohere]General Comments for Criteria 8, 9 and 10
These criteria assess the success of a student’s ability to craft an engaging and convincing performance by presenting their program with a sense of audience relevant to their performer statement and maintaining their focus and stamina. Having numerous opportunities to present the exam set as a ‘gig’, both to an audience and under examination conditions, is a recommended preparation strategy.
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
	0
	1
	2
	7
	13
	19
	21
	16
	20
	7.8


Students who scored highly in this criterion had clearly put a lot of thought, planning and preparation into their contribution to the structure and flow of the program. This included having a well-organised space and equipment, moving smoothly between items without appearing rushed, counting in, directing, starting pieces, moving equipment and addressing the audience. A number of programs also incorporated musical interludes or segues between items. 
Some of the things that detracted from the flow of the program included tuning issues (see Tuning comments above), issues with backing tracks, including placing playback equipment at the back of the stage, which required the student to move away from the performance space to use it, searching for the correct backing tracks, and stopping backing tracks early or after the next track had started. 
When developing a program, students are advised to consider how they can demonstrate that the selected works and sequencing of these works agree with the intention of the Performer Statement. 
It should be noted that to fully address this criterion, the presentation of the program must have a sense of shaping and momentum in addition to being well constructed.
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
	0
	1
	2
	5
	12
	15
	25
	17
	23
	8.0


Students who scored well in this criterion presented their program with a strong sense of commitment to their own performance, appeared confident in their presentation and maintained focus, energy and engagement for the entire program, including between works. Lower-scoring students appeared less comfortable on stage, lacked a sense of engagement and energy or had wavering levels of engagement and energy, and/or did not maintain their focus, especially between works. Works that were presented with more of a sense of a practice session or rehearsal than a performance (see Criterion 10) and/or were musically underprepared typically scored poorly in this criterion.
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
	0
	1
	3
	8
	12
	17
	21
	19
	20
	7.8


Students who met this criterion at the highest level presented an engaging performance using appropriate performance conventions, and crafted a convincing image that aligned strongly with their performer statement. Some of the ways that students achieved this included maintaining their persona for the entire set, including between pieces; effective movement; using the stage; interacting with the ‘audience’ and other performers; facial expressions; and maintaining composure.
Some issues that detracted rather than enhanced the performance included movement that appeared less purposeful, such as ‘wandering’ or ‘marking’; remaining static; standing behind equipment unnecessarily and in some cases appearing to be wedged in between pieces of equipment such as stands, tables and fold-back speakers; standing side-on to the audience; keyboard players having their back to the audience; and acknowledging and calling attention to errors.
Some recommended strategies include vocalists moving the mic stand away when holding the microphone, performers avoiding being overly focused on reading a script placed on a music stand, setting up the performance space to ensure performers are not too far apart, and clearly defining the performance space, especially for soloists presenting their work on a large stage.
Some low-scoring programs used contexts that provided minimal opportunity to demonstrate stagecraft and/or presented sets that appeared more like a rehearsal or a practice session than a performance.
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