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FORWARD Much of this manual is in a “fill-in-the-blank” form so that it may be adapted to suit each
individual event. The information prompts that appear in BLUE italics should be provided by the host of each
specific event. The remainder of the information in BLACK will be the same for all events sanctioned by the
Marching Band Committee of the North Carolina Bandmasters Association and should be distributed in advance
of the contest to the directors of all participating ensembles.

Article I: Contest Information

Section I: Mission & Philosophy

1.01

1.02

1.03

MISSION STATEMENT

The North Carolina Bandmasters Association, a division of the North Carolina Music Educator’s Association,
officially recognizes and sanctions marching band as a viable and credible performance based ensemble in the
teaching of music in a high school setting. We believe marching band can be one component of a well balanced
comprehensive instrumental music program.

The mission of the Heart of Carolina Marching Band Invitational is to provide an educational performance
opportunity for marching band students by offering quality judging by a nationally recognized panel, a well
organized and administrated contest with excellent facilities.

GENERAL STATEMENT OF ETHICS

The Marching Band Committee of the North Carolina Bandmasters Association believes that marching band must
be educationally based and centered on enhancing public school instrumental music programs in North Carolina.
It is the committee’s belief that marching band is one extension of the high school concert band program.

Every decision made by the North Carolina Bandmasters Association’s Marching Band Committee when
establishing a uniform method of critique was centered on helping students and directors grow and learn.
Marching band competition can be used as a positive educational tool for the development of better musicianship,
stronger discipline, self-motivation, and character of students. Since competitive marching band can consume
much time and money in preparation, extreme care must be taken to keep the activity in perspective with the
responsibility to educate. When these objectives are not the primary goals of a program, marching band ceases to
be educationally valid for students. Professionalism is the ultimate expectation. As members of the North
Carolina Bandmasters Association, each director is charged with acting responsibly and demanding the same of
his/her entire professional organization.

CODE OF CONDUCT

Professional ethics are essential to the conduct of a band director choosing to have his/her organization participate
in competition. Directors must be aware of the guidelines related to this code of conduct and be good
representatives for the profession by making decisions with care. The following are guidelines for behavior and
good decision-making:

o Directors, students, parents and other staff should act in a supportive manner of all participating groups
and individuals. Inappropriate language and/or behavior from persons representing a specific band will
result in that school’s administration being notified by the Chairperson of the North Carolina
Bandmasters Marching Band Committee. Educators must be considerate of all others in addition to their
own students. All participating individuals and groups should be treated with respect.

o Respect the competitive process. Each director is expected to act in a professional manner toward
sponsors, hosts, adjudicators, spectators and other competing directors and students.



o Following the timeline and schedule for each event is imperative. Failure to do so will result in penalties
and/or disqualification (see Procedures and Adjudication Manual).

o “Contest Hopping” (signing up for more than one contest on the same day, then choosing which suits best
after the performance schedules have been established) is not allowed. Failure to provide proper notice
of cancellation, except in extreme circumstances, will be considered a violation of this code of conduct
and the school’s administration will be contacted by the Chairperson of the Marching Band Committee of
the North Carolina Bandmasters Association.

o Forgeryis acrime. Proper signatures on contest registration forms are required. Any director caught
forging a principal, booster representative, administrator, or any other signature will be in violation of this
code of conduct and the school’s administration will be contacted by the Chairperson of the Marching
Band Committee of the North Carolina Bandmasters Association. Likewise, directors are expected to
request and receive all appropriate copyright clearances.

o Only sanctioned contests, which have paid the appropriate fee, may use the North Carolina Bandmasters
Association Marching Band Sheets and System. The Chairperson of the Marching Band Committee of
the North Carolina Bandmasters Association will contact the administration of any school/contest using
the system without being a sanctioned event and having paid the appropriate fee.

Section I1: Contest Specific Details

2.01

HEART OF CAROLINA MARCHING BAND INVITATIONAL
OCTOBER 3, 2009
WAKEFIELD HIGH SCHOOL — RALEIGH, NC

CONTACT INFORMATION

Contest Director: Name: Joshua K. Potter
Title: Director of Bands
Institution: Wakefield High School
Address: 2200 Wakefield Pines Dr
City, State, Zip: Raleigh, NC 27614
Office Telephone: 919-562-3650
Home Telephone: 919-880-4111
Email Address: jpotter @wcpss.net

Contest Director: Name: Patti Pilarinos
Title: Contest Committee Chair
Institution: Wakefield High School
Address: 2200 Wakefield Pines Dr
City, State, Zip: Raleigh, NC 27614
Home Telephone: 919-602-0520
Email Address: pepmailnow@earthlink.net

Adjudicator’s Contact: ~ Name: Cindi Messina
Title: Contest Logistics Chair
Institution: Wakefield High School
Address: 2200 Wakefield Pines Dr
City, State, Zip: Raleigh, NC 27614
Home Telephone: 919-870-9017
Email Address: cinmessina@hotmail.com
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2.02

2.03

2.04

2.05

2.06

ENTRY INFORMATION

Entry forms may be obtained via our website at www.wakefieldhsband.org. The cost of entry is $100 before August
25 and $125 after August 25. The initial draw registration deadline is September 1 and the final registration
deadline for entries is September 11, 2009. Order of performance for prelims will be determined by random draw
of all entries postmarked by the initial draw deadline. Entries received after this date will perform in reverse
order of postmark. Order of performance for finals will be determined via draw from amongst the top 4 scores
from prelims, regardless of class, and by the positions 5-8 from prelims, regardless of class. Classes will be
determined by the natural breaks in number of winds based on the ensembles that have entered. If a class winner
does not advance to finals via scoring in the top 8, they will be invited to perform in exhibition and will receive
Jjudges’ commentary, but no score. \We will only accept the first 18 bands to enter, pending a tie in postmark. A
script sheet can be obtained on our website and should be submitted with your entry form and entry fee.

PERFORMANCE SCHEDULE
Bands will be scheduled at an interval no less than 15 minutes and no greater than 20 minutes. Actual intervals
will be determined once all entries have been received and classifications determined.

Bands must be scheduled at intervals of no less than fifteen and no more than twenty minutes. However, the
fifteen minute time limit in the performance area must be observed no matter what the show host determines as the
performance schedule. It is recommended that shows with logistical concerns due to site construction (ex: only
one entry and exit for performers and equipment), consider using a scheduling interval for larger bands that is
greater than the fifteen minute performance area time limit.

Bands arriving late will be allowed to perform at a later time, if at all possible. The band will perform for
comments from the judges only. They will not be ranked and will not ratings from the judges.

EVENT MANAGEMENT
Please visit www.wakefieldhsband.org to view driving directions.

Please visit www.wakefieldhsband.org to view an aerial photo of the designated parking areas.

Upon arrival, each band should check in at the check-in tent located on the median between the bus parking lot
and the equipment truck parking lot. Equipment trucks will be issued a parking pass. Only vehicles displaying
that pass may park in the equipment truck parking lot. All other official travel vehicles must park in the bus
parking lot. Spectators should park in the spectator parking lot. Bands needing restroom or changing facilities
should let their needs be known upon checking in.

Please visit www.wakefieldhshand.org to view an aerial photo of all warm-up areas. A full detailed timeline for
report times, warm-up times, etc. will be provided during the week prior to the event.

Bands will enter the field from the left, as you look at the field from the press box, and exit to the right.
Announcements during the day and in the welcome packet will give instructions for awards ceremony procedures.

A Director and Staff hospitality tent will be located within the stadium area at the top of the concert side bleachers.
A timing official will be used as directed by the state marching band committee.

GUIDES AND COORDINATORS

A guide will be assigned to each band upon their arrival. It will be the duty of the guide to assist the band as
needed in moving from point to point throughout the day. The guide will depart from their assigned band at a
mutually agreed upon time with that band’s director. Bands that perform in the finals will retain their guide from
their prelims performance. It will be the duty of the guide and the band director to agree upon a time and place
for the guide to return to the band following the afternoon session.

At least one adult coordinator will be provided for each warm-up site provided. This person is responsible for
keeping warm-up sites on time and informing band directors when fifteen (15) and five (5) minutes are remaining.

PASSES

A chaperone/ pit pass will be issued at a ratio of one per every 10 performers. An additional seven staff passes
will be issued. All other members of the traveling party should purchase a ticket for admission at any of the ticket
booths. These passes will allow entry into the stadium at any posted entry gate.
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2.07

2.08

2.09

2.10

RESTRICTED AREAS
Under no circumstances should spectators, directors or other band staff enter the press box.

VIDEO POLICY AND DIRECTOR’S VIEWING AREA

Spectators should only video the performance of the band they are representing. Videoing should occur from the
top of the bleachers. The Heart of Carolina Marching Band Invitational will be unable to provide a source of
electricity for guests who are video taping bands.

Directors and staff may view their bands performance from the director/staff hospitality booth.

AWARDS CEREMONY

An awards ceremony will be held at the end of the afternoon prelims performances. This ceremony will be
representatives (drum majors, captains, etc.) only. This will be the first time that class assignments will be
revealed.

First, Second and Third Place Band will be awarded within each class.
First and Second Place awards will be given in each class for the captions of Music, Overall Effect, Marching,
Percussion, Color Guard and Drum Major as outlined in this procedures manual

An awards ceremony will be held at the end of the evening finals performances. This ceremony will be
representatives (drum majors, captains, etc.) only. This will be the first time that class assignments will be
revealed.

First, Second and Third Place Band will be regardless of class.
An award for the top score regardless of class will be given for each of the following captions: Music, Overall
Effect, Marching, Percussion, Color Guard and Drum Major as outlined in this procedures manual.

PROVISIONS FOR FEEDBACK

Everyone in North Carolina who participates in the marching activity has a role in helping to improve the activity.
Completing the feedback forms will help the Marching Band Committee of the North Carolina Bandmasters
Association continue to improve the process, and thereby the experience for all participants.

Event Host — is required to distribute information about the online evaluation to directors of all participating
schools (if one is being used by the NCBA Marching Band Committee), complete and return the evaluation forms,
and a recap of scores and awards to the executive secretary of the Marching Band Committee.

Judges — are required to complete the evaluation form provided and return it to the chief judge following the event.
Participating Directors — are encouraged to complete the contest evaluation for every North Carolina Bandmasters

Association sanctioned event located on the NCBA website at www.nchandmasters.org, (if one is being used by
the NCBA Marching Band Committee).

Chief Judge — is required to collect and return duplicate judging sheets, the evaluation forms completed by the
judges, and must provide each judge a copy of one of their adjudication tapes as a resource for self-evaluation and
education. Each Chief Judge must have attended a NCBA Chief Judge accreditation seminar.

Section I11: Rules & Regulations

3.01

ELIGIBILITY

Participating students must be currently enrolled, academically eligible, and members from the same high school
or one where the members are part of a single band with a recognized joint credit program. Also eligible are
students from all feeder elementary, junior high, and middle schools. Directors, staff members, and parents may
assist with the set up of equipment both on and off the field, however all participants who contribute to the
performance must be students (this includes operation of a sound system). Directors or staff may conduct from the
sideline.



http://www.ncbandmasters.org/

3.02

3.03

3.04

CLASSIFICATION

The number of winds players in a band will determine classification. The band sizes for each class will be
determined by the natural breaks among registered bands. Class assignments will not be revealed to anyone other
than the tabulator until the prelims award ceremony occurs.

Note: The committee recommends that bands be classified according to the number of wind players. It is
recommended that the classification range varies by 15 or fewer performers in classes up to 60 wind players.
Furthermore, it is recommended that class sizes not be pre-determined but be determined by where the natural
breaks fall based on the sizes of the bands that are actually enrolled in a given event.

PERFORMANCE REQUIREMENTS

For timing purposes only, the performance area will be defined as the area between the goal lines and front and
back sidelines. Each participating band will have 15 minutes to set-up, warm-up, perform, and exit the
performance area. They must present a performance of no less than 7 minutes. Timing violations are subject to
penalty (see section 3.05).

Each band will be allowed to set-up and warm-up anywhere in the performance area. Timing will begin at the cue
of the Gate Official. Timing will stop when all equipment and members are past the exit line as defined by the
contest host. All performers, including stagehands assisting with on field set-up, must not enter the performance
area until instructed to do so by the Gate Official.

Upon visual cue of the Timing Official (at the direction of the director/drum major) or no later than three (3)
minutes and 30 seconds into time, the announcer will introduce the band as follows:

“Joining us from (name of town and state, please welcome the (name of school) High School Marching
Band!”(pause for audience response) “Their musical selections include the following (information provided
on script sheet).

“The (name of contest) is proud to present in competition performance, Drum Major(s)(name(s) of drum
major(s)) and the (name of school) High School Marching Band!

A drum major salute is no longer necessary to indicate that the band is ready to start; however if the drum major(s)
are going to salute, it should occur at this time.

Adjudication will begin with the first note of music or the first step by a member of the ensemble, whichever
comes first. Performance timing will end with the last note played or last step taken. Musical exits will be
included in the performance time. Visual moves (with percussion cadence or silent) are considered part of the
performance time.

Bands must completely vacate the performance area (the area between the goal lines and front and back sidelines)
within the 15-minute total time. EXit time and entrance time of the two bands may overlap in order to maintain the
flow of the event. Non-performers may assist in the exit process. A drum tap is recommended. (Recognizing that
full cadences and “trooping of the stands” can be an important part of many shows, specific exit procedures are
left to the discretion of the event host, as long as they do not exceed the 15-minute limit).

PERFORMANCE BOUNDARIES AND MARKINGS

There are no boundary restrictions. A view of the performance area from the judge’s perspective (top of the press
box) is available at www.wakefieldhshand.org. Specific boundaries must be defined. For timing purposes only,
the performance area will be defined as the area between the goal lines and front and back sidelines.

The field must be a regulation high school football field and marked accordingly (every 5 yards, high school hash
marks, etc.). A marker, which is visible to the performers, must be placed on at least every other yard line along
the front sideline.

The entry gate to the stadium for the band members is a double gated fence at the rear of the concert side
bleachers. The entry/exit way to the stadium for the pit equipment and props is a double gate that is wide enough
to drive a truck through. This is also the exit way for the band members following their performance. Restrictions
will be placed on what may be driven on the track due to a recent resurfacing at Wolverine Stadium. These
restrictions will be made available to registered bands prior to their arrival at our campus.
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3.05

3.06

3.07

All non-performing personnel (prop movers or holders, sound adjustment, flag runners, etc.) must not participate
in anyway during the performance time. Any violation of this rule is subject to a performer violation penalty. The
Chief Judge may wave this rule in cases of adverse weather conditions or where child safety is a concern.

PENALTIES

Timing penalties will be assessed for:

Under 7 minute performance time: 0.1 point per 3 seconds or fraction thereof

Overtime of 15 minute total time: 0.1 point per 3 seconds or fraction thereof

Performer violation: 3 point total penalty regardless of number of infractions

ELECTRONICS

All electronically produced music must be “live,” in “real time,” and be performed by a student. No prerecorded
music is to be used. All electronic sound boards must be operated by students.

Narration and sound effects may be prerecorded and used without penalty.

The Heart of Carolina Marching Band Invitational will provide a single extension cord of power that will extend
to the fifty-yard line front sideline. The visiting bands will need to provide additional extension cords to supply
power past the stated area. The Heart of Carolina Marching Band Invitational is not responsible for any loss of
power prior to or during a band’s performance. We recommend that a secondary source of power be provided by
the visiting band.

The event host is not responsible for any interruption in the supply of electricity.

Any violation will result in a penalty (or disqualification) at the discretion of the chief judge in consultation with
the event host.

RESTRICTIONS

No fire, pyrotechnics, fireworks, firing of weapons, or the use of any hazardous materials that could endanger the
stadium surface, participants, or spectators will be permitted.

No animals will be allowed as part of performance.

No band may perform a routine that requires the stadium lights to be turned off.

No powder and/or any material that might damage the field, leave excessive residue (paper wrappings, etc.),
and/or disrupt the scheduled flow of the event will be permitted.

No band or portion of any band may use the performance area for practice during the week prior to the event.
There are no other site specific restrictions for The Heart of Carolina Marching Band Invitational.

Any violation of these restrictions will result in a penalty (or disqualification) at the discretion of the chief judge in
consultation with the event host.
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1.01

1.02

rticle 11: Adjudication Process

ction I: Philosophy & Ethics

APPLYING THE NCBA VALUES IN JUDGING
Everyone is sensitive to the changing situation within the marching band activity. Some areas are fortunate to have an
abundant number of bands participating. Some areas are experiencing a rapid decline in support to the music
programs and programs are at risk. In all cases, money is a problem. Many are questioning competition, its purpose
within the educational arena, and all want the best possible experience for their students. In order for adjudicators to
do their part, the following directives must be followed.

o Eliminate all philosophy you use for any other competitive marching band activity. This arena has entirely
different priorities and while some score sheets will be similar and familiar, the philosophy behind them may
be different.

o The judges’ job is to support the educational experience of the students. This is not about the adults. This is
about the performers. The judge is a team-teacher, reinforcing the tenets of quality music and movement.
Judging must be about helping the students to grow, and about appreciating their learning efforts.

o You are judging the NCBA Marching Band Contests. Help the bands work within the framework of what they
have. This does not preclude identifying problems within the show, nor does it alter how you rank and rate
based on the design or performance. If a suggestion of major rewrites for either drill or music, please
understand that our bands do not have a lot of time to make these changes, but minor suggestions are
welcomed. Modify your terminology - please deliver your observations in clear terms. Adjust tolerance and
expectations.

o Music Judges - Equally and Constantly sample woodwinds, brass and percussion. Do not constantly talk
about the instrument you are strongest in. Sample all instruments equally. Recognize and reinforce the
technique behind successful musical quality of every voice in the band.

o Overall Effect (Music) Judge - Focus 80% of your dialog on MUSIC. Coordination priority for YOU is
percussion to winds and within those two sections. SOME commentary will be appropriate relative to visual
staging and coordination, but DO NOT jump into the visual caption. Recognize the musical repertoire (choice
of music, continuity of selections, depth/interest of arrangements, creativity, imagination, pacing of the
musical program).

o Value of our bands. Size of band does not make it more or less important. Every student must have the best
possible input. Every program is vital in its importance. Competition is strong in every division; intelligent
and sensitive decisions must offer the students equal opportunity to achieve.

o Judge the contest from top to bottom in your ranking. Remember that the size of band can be a challenge
whether very small or very large. The problems will be different, but the challenge is still great.

Judges should be enthusiastic about their contribution. Tone of voice creates a more impacting impression than
you realize. Assume the kids will hear all tapes.

REMEMBER - JUDGING CAN NEVER BE “ABOUT THE JUDGE,” IT
MUST ALWAYS BE “ABOUT THE PERFORMERS”.

They are all “your kids” please deal with them with that sensitivity.

PHILOSOPHY OF THE NCBA SCORING SYSTEM

This system is a means to encourage and reward creativity, artistry, and standards of excellence and achievement
while providing a vehicle that will educate new and older band directors in such a way that they will grow to
understand and evolve to the greatest level of their potential. It is our intent that this system will encourage and
reward creativity, and acknowledge the tasteful and aesthetic appeal of good design through quality composition.

9



1.03

1.04

The system acknowledges the joint efforts of designers, instructors, and performers through understanding that
excellence and artistry are displayed through the design and that those same designs are recognized and credited
through the artistry of performance.

This system utilizes a method of subjective evaluation that rewards the achievement of positive qualities and offers
continued encouragement to strive for greater achievement. This is a positive system, rewarding successful efforts
at every level, and is designed to encourage units to develop, maintain and project their own styles. Therefore, we
emphasize creativity, originality, taste and excellence.

The use of a criteria-reference guide (on the back of all score sheets) will tell all units the essence of the qualities
they must achieve in order to receive their projected “number-grade” goal. Scores assigned by a judge reflect the
successful achievement of certain criteria and no longer equates such ideas as poor, fair, good, etc.

The system is educational and will promote performers and directors based on successful accomplishments.

JUDGES’ CODE OF ETHICS AFFILIATION
A judge will not adjudicate a contest in which a competing unit is one with which he has a formal affiliation as
defined below:

- Primary Affiliations: Designers, instructors, management, marching members

- Secondary Affiliation: Family and personal relationships with any of the above-described persons could
be construed to be a secondary affiliation and should render that individual ineligible to judge that unit.

Exceptions to the above rule may be made upon direction of the NCBA Marching Band committee, but only
with their approval.

Please contact the NCBA Marching Band Committee Chair immediately if you are aware of a possible conflict.

CONSULTATIONS
NCBA Judges may not consult with any band 5 days prior to a contest he may be asked to judge.

Section Il: Duties and Instructions

2.01

2.02

2.03

DUTIES OF THE ADJUDICATORS

o Report to the Judge Coordinator at the time specified.

While no specific uniform is required, judges are expected to dress in a professional manner.
Smoking is permitted if allowed by the host Judge & facilities.

Judges are to rank the units.

O O O

GENERAL INSTRUCTIONS
o Judges are to rate the units by the comparative scores earned during the course of the contest.

o Judges are to aid the units to improve through taped comments.

o All judges are expected to maintain a dignified and impartial attitude at all times. They should refrain from
discussing the performance while adjudicating the contest.

o Judges may not make corrections on a score sheet. If an error is made, a new sheet must be made out. Sheets
will be returned to the judge for clarification or completion.

o All judges should be apart from one another so as to avoid interfering with the other’s judging process as the
location will present itself.

GENERAL TAPE COMMENTARY

The tape commentary should provide accountability for evaluation, constructive criticism, and useful information
that addresses how to improve. Additionally, the tenor of the commentary should be genuine helpfulness and
geared for student listening.
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Typically, some staff members make judgment about tape input quality based on one disagreeable comment and
then ignore the substance of the remainder of the tape. Many issues arise out of the perception of attitude on the
tape. Be careful with terminology: Realize that band directors listen to all the tapes and some of the terminology
utilized in other arenas regarding visual evaluation needs to put in more laymen terms.

Tape Commentary Priorities:
e Comments should assist those parts of the show that are important to the scoring process.

e Comments should assist the understanding of the ranking/rating process.
e Comments should assist the instructor in improving the structure of the program or performance.

e Comments should reflect an educational approach that will reward achievement and encourage greater
efforts.

¢ Avoid terminology that is irrelevant to the principles we are reinforcing. Clear, specific dialog is appropriate.
All groups will be comfortable with terms used on the NCBA score sheets. Avoid the recitation of terms that
are not easily related to what you are observing.

e Be specific in your observation of weak areas and be clear as to the problem. Be enthusiastic about training,
growth and achievement.

e Offer patience and support in the development process of skills, ideas and works in progress.
e Share enthusiasm for the activity.

e Stay consistent throughout the day and level of band.

e Expand awareness, particularly of electronic contribution and value.

e Suggestions for changes should be manageable.

e Balance the positive and constructive.

¢ Importance of the critic to the art.

e Greatest impact will be on the middle 50% of bands.

¢ Be open-minded to new concepts which you may not have experienced before. Discuss these concepts and
learn about them in order to adjudicate them.

e The consistency of judges’ observations is essential for the assured growth of all performers. Be informed
and current with your caption philosophy and with the levels of learning within each class criteria. Offer
support and reinforce.

Tapes will run continuously throughout the unit’s presentation. The judge’s comments should include basic
impression as well as an analysis of problem areas. Possible suggestions to improve certain aspects of the
program/performance are encouraged. Both the band director and students should benefit from the commentary.
Demeaning or rude comments are unacceptable. Judges should modulate the volume of their voices so as not to
interfere with other judges or with patrons viewing the show. While it is not necessary that a tape be completely
filled with comments, the judge should know that the absence of any comments is not acceptable.

Tape Guidelines:
o Tape commentary should be student oriented
React to the performance with substantive comments
Identify strengths and weaknesses with reasons for the reaction..
Use the descriptors in the criteria reference boxes in the commentary.
Provide specific help for improvement.
Recognize and credit achievement.
Do not dwell on just one or two aspects of the performance, even if that is the major issue.
There must not only be a balance of commentary based on what is to be evaluated on the sheet, but also a
balance of the “what” and “how.”
o Use the PQP method of criticism — Praise, Question, Polish.

O O O O O O O
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Pitfalls to Avoid:
o Avoid too much commentary about the “how.”
Not enough commentary about the “what,” especially with General Effect repertoire.
Avoid comments that are not useful
Avoid “tick” or transcript of errors. Evaluate, analyze, and offer solutions.
Avoid being condescending.
Avoid a running commentary or description.
Avoid comparing you band to those competing.

O O O O O O

2.04 MANAGEMENT OF NUMBERS
o Your responsibility is to Rank and Rate. That is, to place them in order and determine how much better
or worse they are than other ensembles.
o Use the criteria reference system on the sheets.
o The descriptors in Boxes 1 — 4 are references to the middle of the criteria box. Bands must meet all of the
criteria in Box 5 before they receive a number in that box.
Determine which 3™ of the box the band is performing.

o

o Rank Achievement recognizes the simultaneous occurrence of the “what & How.” That is to say, that is
the sum of the written program and the performance.

o Rank the band relative to others in the event.

o Use Point spread criteria listed later in book for guide.

o Use the tote sheet.

o Itis important that tolerances between judges within the boxes are similar, particularly in General Effect
Music.

o Develop anchor points. These are bands that for that performance, define a certain standard.

o Operate with the understanding that credit cannot be given to performers if the opportunity does not exist

in the content of the program.
The NCBA has adopted these guidelines to assist the judges in determining their scoring and specifically their
spreads. These guidelines are also designed to assist the band directors and staff members in understanding their

score/spread.

Rating is an important aspect of proper scoring. Spreads are sometimes appropriate in order to rank within each
sub-caption.

Avoid sub-caption ties when possible.

Point Spreads (within sub-captions)

Objective: To obtain assistance for sub-caption spreads to prevent the “ranking only” scores. These are to be used
as guidelines in all captions.

1-3 points: The bands were very comparable. They could perform again and the results could easily be
reversed. They are close neighbors

4-6 points: The bands were reasonably comparable with some minor differences between them. They are still
in the same neighborhood.

7-9 points: The bands have some definitive differences between them. They could perform again and the
results would probably not change. However, they could still be distant neighbors.

10 points +: The bands have significant differences between them. They are not in the same neighborhood.

Avoid Using Tenth’s of Points ... The sheets are adjusted to reflect tenth‘s in the final total score.
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Section I11: NCBA Scoring Process

3.01

3.02

THE NCBA SCORING SYSTEM
All participants and all program styles start with an equal opportunity to succeed. Scores are assigned based on
criteria required in each sub-caption.

6 judges assign scores as follows:

Music Performance Ensemble (1 Judge)*
200 points (Tone Quality and Intonation 100, Accuracy and Definition 100)

Music Performance Individual (1 Judge)*
200 points (Woodwinds 75, Brass 75, Percussion 50)

*The Music Performance captions are averaged for a total score

Visual Performance Ensemble (1 Judge)
200 points (Quality of Technique 100, Accuracy and Definition 100)

Music Effect (Music) (2 Judges)
200 points (Repertoire Effectiveness 100, Showmanship Effectiveness100)

Visual Effect (Visual) (1 Judge)
200 points (Repertoire Effectiveness 100, Showmanship Effectiveness100)

There will be a Timing Official who will enforce all timing, procedure, and restriction violations. This official
will also document the number of performers and determine classification if contest uses number of performers for
class determination. There will also be a Gate Official responsible for coordinating the entrance of all bands.

JUDGE LOCATIONS

Music Effect Judges - located in the press box and will be stationary during the entire performance. They will
utilize both a tape recorder and score sheet to provide a commentary of their evaluations. There are two judges in
this caption.

Visual Effect Judge - located in the press box and will be stationary during the entire performance. He/she will
utilize both a tape recorder and score sheet to provide a commentary of his/her evaluation. There is one judge in
this caption.

Music Performance Individual Judge - located at field level and encouraged to move freely through and around
the ensemble, keeping a reasonable distance from the performers as not to intimidate them or interfere with their
performance. He/she will utilize a tape recorder to provide a commentary of his/her evaluation. There will be one
judge in this caption.

Music Performance Ensemble Judge - located in the press box and will be stationary during the entire
performance. He/she will utilize a tape recorder to provide a commentary of his/her evaluation. There will be one
judge in this caption.

Visual Performance Ensemble Judge - located in the press box and will be stationary during the entire
performance. He/she will utilize a tape recorder to provide a commentary of his/her evaluation. There will be one
judge in this caption.

Timing Official — located on the field. They are responsible for notating performance start and stop time and exit

timing. He/she will utilize a form to report information regarding timing and other relevant information and turn
this into the Chief Judge for assessment of relative penalties.
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Gate Official — located near the entry gate. They will be responsible for band entrances and starting their set-up
time. In coordination with the Timing Official and Chief Judge, they will be responsible for determining the best
procedure for band entrance so as to allow all bands a full set-up time yet not impede the flow of the event.

The Percussion Judge is located in the press box and will be stationary during the entire performance. He/she
will utilize both a tape recorder and score sheet to provide a commentary of his/her evaluation. There is one
judge in this caption.

The Color Guard Judge is located in the press box and will be stationary during the entire performance. He/she
will utilize both a tape recorder and score sheet to provide a commentary of his/her evaluation. There is one
judge in this caption.

The Drum Major Judge is located at field level. This adjudicator is encouraged to move freely around the field.
He/she will utilize both a tape recorder and score sheet to provide a commentary of his/her evaluation. There is
one judge in this caption.

TABULATION PROCESS AND DETERMINING AWARDS
The score assigned by the Music Performance Individual judge and the Music Performance Ensemble judge will
be averaged. That score will represent 20% of the total score.

The scores assigned by the judging panel will be tabulated as follows:

Average of Music Performance Individual/Ensemble 20 points*
Visual Performance Ensemble 20 points
Visual Effect 20 points
Music Effect 20 points
Music Effect 20 points
TOTAL POINTS 100 POINTS

After scores are tabulated, all penalties imposed for various infractions will be deducted from the raw score to
determine the final score. If two or more bands have the same final score, the higher placement will be awarded to
the band with the higher General Effect total (sum of Visual Effect and two (2) Music Effect scores).

Scores from separate percussion adjudicators, auxiliary adjudicators, or drum major adjudicators will not be used
in determining the raw or final score, as this would reward those areas twice (percussion contribution is considered
in both music performance and music effect, drum major contribution is considered in both music performance
and music effect, and auxiliary contribution is considered in both music effect and visual effect).

Section 1V: Criteria Reference System

4.01

4.02

INTRODUCTION

Adjudicators come from various backgrounds and geographic locations. These factors, along with regional style
differences and individual opinions and preferences, will bring a broad range of experiences to the contest. While
these varied experiences are important to participants, it is also important to promote consistency in the
adjudication process. At all times, judges should simultaneously evaluate the content (what is being performed)
and the performance (how it is being performed).

CRITERIA REFERENCE SYSTEM

The Criteria Reference System developed by the Marching Band Committee of the North Carolina Bandmasters
Association is similar to systems used throughout the country to evaluate band performances, regardless of style,
with the purpose of maintaining uniformity, objectivity, and consistency throughout an entire event. The criteria
reference system of the NCBA, requires that ranking and rating be done on a sub-caption basis so that each sub-
caption number is a ranking and rating in and of itself. When the totals of the sub-captions indicate a tie in the
overall sheet, the judge should re-evaluate his/her sub-caption numbers to see if the tie can be broken.

A maximum score in any sub-caption is inappropriate in any contest prior to the last band to take the field in
competition. It is particularly inappropriate when assigned early in any contest. It might occur in rare occasions
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4.04

when the judge’s number discipline forces a score to escalate in the progression of a contest, but it negates
completely the concept of ranking when it is applied prematurely.

It is important to restate that the five categories specify levels of achievement for each sub-caption. The numerical
rating of each performance falls within the box that best describes the level of achievement MOST OF THE
TIME. Only the top category with the highest numbers requires the performance to meet outstanding achievement
for EVERY ONE of the criteria listed. The achievement level displayed by the performers is the focus of the
adjudication system and criteria for entrance into each box on the score sheet is printed on the back of that
particular sheet.

All judges will judge the entire show from obvious start to obvious conclusion.

APPLICATION OF THE CRITERIA REFERENCE SYSTEM

It is the intent of this system that a number grade be assigned from whichever level of achievement describes the
unit’s qualities most of the time. Only box 5 requires the unit to display ALL qualities described to earn the scores
available at that level of achievement.

The criteria reference system describes five levels of achievement, which are applied to Impression, Analysis, and
Comparison. These levels of achievement are described specifically in the section “SCORING SYSTEM”. In
order to provide uniform numerical treatment for subjective judging, judges convert subjective impression into a
numerical category and ultimately refine that category to a specific score.

Box 1 Box 2 Box 3 Box 4 Box 5

Fair Good Excellent Superior Superior

Impression is best described as the judge’s subjective reaction. Numerically, the function of the impression is to
determine a category for any particular sub-caption. Uniformity of impression from judge to judge is not easily
accomplished. The criteria reference system attempts to standardize this process. Analysis is the objective aspect
of the evaluation that seeks out reasons to support or modify initial impressions. Numerically the analysis converts
the impression category to a specific score within each sub-caption. Comparison requires the judge to look at the
number given and compare it to other marks he/she has given in that category not only in that contest but also in
earlier contests. Thus, when a judge assigns a number to an aspect of the unit’s program, he/she is telling that unit
how it stands on a state level.

APPLYING DERIVED ACHEIEVEMENT IN EXCELLENCE

Just as each grade level enhances a curriculum that challenges the student to grow and learn new material, so too,
similar challenges are placed on students in the area of marching music. Marching band is a unique learning
experience which involves a demonstration of musicianship, athleticism and artistry, and must be judged with
those unique qualities in mind. The judge must consider all the responsibilities in the “curriculum” when
discussing the relative achievement level of the students. The judge, therefore, considers two components in the
evaluation of the musical/visual performance in every scoring area. They are:

WHAT is being asked of the student (the program, the musical/visual composition, the variety/range of the
musical or visual vocabulary of the music or the movement.)

HOW these aspects are being accomplished (method, technique, training, sensitivity, communication, etc.)

Unless we recognize WHAT is occurring, we are apt to be inadequate in recognizing HOW the skills are being
demonstrated. In other words, we consider the curriculum and the comprehension/achievement of the curriculum
as simultaneous partners. In this manner, the judge considers ALL of what is being asked of the student.

As the excellence/achievement is being assessed, Music judges will consider, among other things:
* The depth and range of the musical repertoire
* The complexity and variety of rhythms, meters, tempos

« The range of expressive sensitivities
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» The movement requirements placed on the musicians
* The proximity of one player to another
* The proximity to the center of the pulse

* The physics of sound as it relates to the listening skills required of the students in order to bring focused
sound to the audience and judge.

As the excellence/achievement is being assessed, Visual judges will consider, among other things:
* The range and variety of the vocabulary/composition/repertoire
* Layered responsibility of musical delivery combined with motion
« Layered responsibilities of equipment, dance, role, etc.
» Expressive components creating visual dynamics

The judge must possess sound recognition skills with full comprehension of all that is being asked of the student.
This requires the judge to start by identifying what is being done, then evaluate how well it is being done as he/she
responds to training, technique and expression. Care must be exercised that judges do not confuse the curriculum
with the idea of demand for the sake of demand. It’s about tasteful educational challenges, which will help the
students to grow. Conversely, care must be taken not to overlook the depth of the challenges placed on the student.
The WHAT and HOW must be a simultaneous consideration in the judge’s mind. The judge must also be familiar
with the unique arena in which these musicians perform. Weather and field conditions will vary, and the judge’s
tolerance should adjust for these situations.

GENERAL INFORMATION REGARDING THE JUDGING OF EFFECT

The primary premise of general effect judging is that the judge must be prepared mentally to be entertained!
Effect judges are a widely experienced and critical part of the audience, and are there to enjoy and react to the
performance.

Each adjudicator will have preferences, whether they are in choice of music, manner of presentation, or style of
interpretation. The effect judge in this caption will allow themselves to appreciate what is good about a given
production based on what is being presented. In order to do this, effect judges must remove themselves form their
own preferences and opinions and recognize and appreciate the approach others are attempting to use to reach the
audience.

Entertainment can take many forms (comedy, drama, pathos, etc,) and the entire range of emotion should be
considered as being valuable in programming. A production that successfully touches the audience emotionally on
the deeper side of the scale should receive equal consideration with programs that consist primarily of qualities
that make us feel good.

Audience reaction is one indicator of effectiveness and the judge must distinguish between genuine response to
excellence of performance and the effort of hometown supporters. A genuine audience reaction to something that
leaves the judge unimpressed warrants credit, for it has achieved effect. At the same time, the judge must credit
those productions found to be worthwhile and well done, even though the reaction of the general audience may be
sparse.

The underlying thesis is that credit must be given to that which is well prepared, performed with excellence, and
evokes an emotional response.
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Section V: Scoresheet Explanations

5.01

MUSICAL EFFECT CAPTION

Overview:

The Music Effect sheet has two sub-captions: Repertoire Effectiveness and Showmanship Effectiveness. It is the
intent of this sheet to evaluate the contribution of the three primary groupings (woodwinds, brass, percussion), as
well as any other acoustic and/or electronic musical elements, when evaluating the ensembles’ collective
effectiveness in presenting the musical portion of the production. The adjudicator must consider the representation
of the performance, the sincerity and emotion of the performance, and the relationship of all musical and visual
elements toward effective presentation of the music.

In each of the two sub-captions on the sheet, the adjudicator is actually evaluating the performers and the
writer(s)/teacher(s). The Repertoire Effectiveness sub-caption strongly reflects the “what” of the performance,
while the Showmanship Effectiveness sub-caption, by design, reflects the “how” of the performance.

Repertoire Effectiveness

Repertoire Effectiveness credits the degree and depth to which the musicians are able to represent the elements of
musicianship through the ensemble performance of the written program. Consideration is given to all skills,
devices, ingredients and qualities that achieve optimum effect. Coordination of events to provide a strong audio
blend and visual support for the musical presentation warrants careful evaluation. The coordination of the written
program is the harmonious functioning of the musical and visual elements. It is the result of the process that
evolves from adaptation through staging and continuity to climax. This sub caption credits the manner and extent
to which the design team has created, coordinated and maximized an effective program. It is implicit that the
written program provides the opportunity to create effect.

Box 1 (10-15) Contribution for Enrichment is almost never evident. There is almost no Range of Expression.
There is little or no Creativity/Imagination. Audio/Visual Blend is almost never evident. There is little or no
attention to Pacing/Continuity/Unity. There is little or no evidence of Coordination/Staging. There is almost
no Variety of Texture.

Box 2 (16-45) Contribution for Enrichment is seldom evident. There is seldom Range of Expression.
Creativity/Imagination is seldom evident. Audio/Visual Blend is seldom evident. Attention to
Pacing/Continuity/Unity is seldom evident. There is seldom evidence of Coordination/Staging. There is
seldom Variety of Texture.

Box 3 (46-75) Contribution for Enrichment is evident during much of the performance. There is Range of
Expression during much of the performance. There is Creativity/Imagination for much of the performance.
Audio/Visual Blend is evident during much of the performance. Attention to Pacing/Continuity/Unity is
evident during much of the performance. There is evidence of Coordination/Staging during much of the
performance. There is Variety of Texture during much of the performance

Box 4 (76-95) Contribution for Enrichment is almost always evident. There is Range of Expression during
almost all of the performance. There is Creativity/Imagination for almost all of the performance. Audio/Visual
Blend is evident during almost all of the performance. Attention to Pacing/Continuity/Unity is evident during
almost all of the performance. There is evidence of Coordination/Staging during almost all of the
performance. There is Variety of Texture during almost all of the performance.

Box 5 (96-100) Contribution for Enrichment is always evident. There is Range of Expression during all of the
performance. There is Creativity/Imagination for almost all of the performance. Audio/Visual Blend is evident
during all of the performance. Attention to Pacing/Continuity/Unity is evident all of the performance. There is
evidence of Coordination/Staging during all of the performance. There is Variety of Texture during all of the
performance.
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Showmanship Effectiveness

Showmanship Effectiveness credits the level at which the musicians demonstrate their emotional involvement in
the program, and their ability to generate the desired response from the audience. While an adequate level of
proficiency is required, this caption is primarily concerned with the communication of the intensities of emotion.
Showmanship is the energizing quality of the performers that generates program effectiveness unattainable
through repertoire only. The showmanship contribution of the performers is that quality which makes the entire
presentation greater than the sum of its parts. It is implicit that the written program provides the opportunity to
create effect.

Box 1 (10-15) Musicality/Artistry is almost never effective. Emotion is almost never presented. There are
almost no Achieved Effects. Communication of Roles is almost never evident. The performance is almost
never Entertaining. Professionalism is almost never evident. Spirit/Intensity is almost never presented.
Engagement is almost never achieved.

Box 2 (16-45) Musicality/Artistry is seldom effective. Emotion is seldom presented. There are seldom
Achieved Effects. Communication of Roles is seldom evident. The performance is seldom Entertaining.
Professionalism is seldom evident. Spirit/Intensity is seldom presented. Engagement is seldom achieved.

Box 3 (46-75) Musicality/Artistry is effective for much of the performance. Emotion is presented for much of
the performance. There are Achieved Effects for much of the performance. Communication of Roles is
evident for much of the performance. The performance is entertaining during much of the time.
Professionalism is evident during much of the performance. Spirit/Intensity is presented during much of the
performance. Engagement is achieved during much of the performance.

Box 4 (76-95) Musicality/Artistry is effective for almost all of the performance. Emotion is presented for
almost all of the performance. There are Achieved Effects for almost all of the performance. Communication
of Roles is evident for almost all of the performance. The performance is entertaining during almost all of the
performance. Professionalism is evident during almost all of the performance. Spirit/Intensity is presented
during almost all of the performance. Engagement is achieved during almost all of the performance.

Box 5 (96-100) Musicality/Artistry is effective for all of the performance. Emotion is presented for all of the
performance. There are Achieved Effects for all of the performance. Communication of Roles is evident for
all of the performance. The performance is entertaining during all of the performance. Professionalism is
evident during all of the performance. Spirit/Intensity is presented during all of the performance. Engagement
is achieved during all of the performance.

VISUAL EFFECT CAPTION

Overview

The Visual Effect sheet has two sub-captions: Repertoire Effectiveness and Showmanship Effectiveness. It is the
intent of this sheet to evaluate the design team’s program as performed by the performers. The adjudicator must
consider that the designers include ideas, which are planned to produce effect and be coordinated. In addition, it
must be considered that the design team will assist the performers with their approach to the program in order to
enhance and produce showmanship. The performers need to present a readable program with a degree of
execution and emotion that allows all the aspects of the program to “come to life”.

In each of the two sub-captions on the sheet, the judge is actually scoring the performers and the
writer(s)/teacher(s). The Repertoire Effectiveness sub-caption strongly reflects the “what” of the performance and
the Showmanship effectiveness sub-caption, by design, should reflect the “how” of the performance.

Repertoire Effectiveness

Repertoire Effectiveness credits the degree and depth to which the performers are able to communicate effect and
visual enhancement of the music through the written program. Consideration is given to all skills, devices,
ingredients and qualities that achieve optimum effect. Careful attention must be given to the coordination of
events, musicians, and auxiliaries in order to bring about a strong audio blend and add visual support for the
musical presentation. Coordination effectiveness of the written program is the harmonious functioning of the
visual and musical elements contained in it. It is the result of the process that evolves from adaptation through
staging and continuity to climax. This sub caption should credit the manner and extent to which the design team
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has created, coordinated, and maximized an effective program. It is implicit that the written program provides the
opportunity to create effect.

Box 1 (10-15) There is almost no Contribution for Enrichment / Enhancement. There is almost no Utilization
of form, movement, color, & space. Focus & Staging is almost nonexistent. There is almost no Visual / Audio
Blend. Creativity / Imagination is almost nonexistent. There is almost no Interpretation / Musicality. Phrasing
& Expression is almost nonexistent. There is almost no Continuity / Unity. There is almost no Utilization of
balance, body, & equipment.

Box 2 (16-45) There is seldom Contribution for Enrichment / Enhancement. There is seldom utilization of
form, movement, color, & space. Focus & Staging is seldom evident. There is seldom Visual / Audio Blend.
Creativity / Imagination is seldom evident. There is seldom Interpretation / Musicality. Phrasing & Expression
is seldom evident. There is seldom Continuity / Unity. There is seldom Utilization of balance, body, &
equipment.

Box 3 (46-75) There is Contribution for Enrichment / Enhancement much of the time. There is utilization of
form, movement, color, & space much of the time. Focus & Staging is evident much of the time. There is
Visual / Audio Blend much of the time. Creativity / Imagination is evident during much of the performance.
Interpretation / Musicality is evident during much of the performance. Phrasing & Expression is evident
during much of the performance. There is Continuity / Unity during much of the performance. There is
Utilization of balance, body, & equipment during much of the performance.

Box 4 (76-95) There is Contribution for Enrichment / Enhancement almost all of the time. There is utilization
of form, movement, color, & space almost all of the time. Focus & Staging is evident almost all of the time.
There is Visual / Audio Blend almost all of the time. Creativity / Imagination is evident during almost all of
the performance. Interpretation / Musicality is evident during almost all of the performance. Phrasing &
Expression is evident during almost all of the performance. There is Continuity / Unity during almost all of
the performance. There is Utilization of balance, body, & equipment during almost all of the performance.

Box 5 (96-100) There is Contribution for Enrichment / Enhancement all of the time. There is utilization of
form, movement, color, & space all of the time. Focus & Staging is evident all of the time. There is Visual /
Audio Blend all of the time. Creativity / Imagination is evident during all of the performance. Interpretation /
Musicality is evident during all of the performance. Phrasing & Expression is evident during all of the
performance. There is Continuity / Unity during all of the performance. There is Utilization of balance, body,
& equipment during all of the performance.

Showmanship Effectiveness

Showmanship Effectiveness credits the level at which the performers demonstrate their emotional involvement in
the program, and their ability to generate the desired response from the audience. While an adequate level of
proficiency is required, this caption is primarily concerned with the communication of the intensities of emotion.
Showmanship is the energizing quality of the performers that generates program effectiveness unattainable
through repertoire only. The showmanship contribution by the performers is that quality which makes the entire
presentation greater than the sum of its parts. It is implicit that the written program provides the opportunity to
create effect.

Box 1 (10-15) Artistry / Musicality is almost never effective. Communication of Roles is almost never
evident. There are almost no Achieved Effects. Emotion is almost never presented. The performance is almost
never entertaining. Professionalism is almost never evident. Spirit/Intensity is almost never presented.
Engagement is almost never achieved

Box 2 (16-45) Artistry / Musicality is seldom effective. Communication of Roles is seldom evident. There are
seldom Achieved Effects. Emotion is seldom presented. The performance is seldom entertaining.
Professionalism is seldom evident. Spirit/Intensity is seldom presented. Engagement is seldom achieved.

Box 3 (46-75) Artistry / Musicality is effective for ~ much of the performance. Communication of Roles is
evident for much of the performance. There are Achieved Effects for much of the performance. Emotion is
presented for much of the performance. The performance is entertaining much of the time. Professionalism is
evident for much of the performance. Spirit/Intensity is presented during much of the performance.
Engagement is achieved during much of the performance.
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Box 4 (76-95) Artistry / Musicality is effective for almost all of the performance. Communication of Roles is
evident for almost all of the performance. There are Achieved Effects for almost all of the performance.
Emotion is presented for almost all of the performance. The performance is entertaining almost all of the
time. Professionalism is evident for almost all of the performance. Spirit/Intensity is presented during almost
all of the performance. Engagement is achieved during almost all of the performance.

Box 5 (96-100) Artistry / Musicality is effective for all of the performance. Communication of Roles is
evident for all of the performance. There are Achieved Effects during all of the performance. Emotion is
presented for all of the performance. The performance is entertaining all of the time.

Professionalism is evident for all of the performance. Spirit/Intensity is presented during all of the
performance. Engagement is achieved during all of the performance.

MUSIC PERFORMANCE INDIVIDUAL CAPTION

Overview

The intent of this sheet is to evaluate the performance accuracy, tone quality, intonation, and the realized musical
demand placed on the performers at field level. The adjudicator must move throughout the ensemble in order to
sample and evaluate all individuals in all sections (woodwind, brass, percussion) of the ensemble during the
performance, keeping a reasonable distance from the performers as not to intimidate them or interfere with their
performance. Staying on the sideline or on the outer perimeter of the ensemble is not an option. The
adjudicator must strive to evaluate the majority of the ensemble the majority of the time, and should not be
concerned with ensemble factors except as they occur randomly through chance positioning. The adjudicator
should avoid following or zeroing in on a few individuals (strong or weak) if they are not truly representational of
the ensemble.

The sheet is organized with Woodwinds at the top, Percussion in the center, and Brass at the bottom and the
adjudicator must give attention to each of the three sections in approximate relative proportion to the number of
performers in each section. A balanced evaluation will necessitate seeking out woodwind contribution when the
section is not physically or musically prominent, as well as frequent attention to the percussion section (including
front ensemble) at times other than exposed solos. The credit given should reflect the relative proficiency of each
section, realizing it is possible that an ensemble may have one excellent section, one average section, and one
weak section.

Woodwinds
Box 1 (7-12) Phrases are almost always interrupted or unfinished. Proper articulation method and style are
almost never evident. Rhythmic accuracy almost never evident. Intonation and tuning issues are almost never
addressed. Woodwind tone quality is almost never characteristic or focused

Box 2 (13-33) Phrases are often interrupted or unfinished. Proper articulation method and style are seldom
evident. Rhythmic accuracy seldom evident. Intonation and tuning issues are seldom addressed. Woodwind
tone quality is seldom characteristic or focused

Box 3 (34-56) Phrases are well played during most of the performance. Proper articulation method and style
are usually evident. Rhythmic accuracy usually evident. Intonation and tuning issues are addressed during
most of the performance. Woodwind tone quality is usually characteristic or focused.

Box 4 (57-71) Phrases are almost always well played. Proper articulation method and style are almost always
evident. Rhythmic accuracy is almost always evident. Intonation and tuning issues are almost always handled
well. Woodwind tone quality is almost always characteristic or focused

Box 5 (72-75) Phrases are always well played. Proper articulation method and style are always evident.
Rhythmic accuracy is always evident. Intonation and tuning issues are always handled well. Woodwind tone
quality is always characteristic or focused.

Brass
Box 1 (7-12) Phrases are almost always interrupted or unfinished. Proper articulation method and style are
almost never evident. Rhythmic accuracy almost never evident. Intonation and tuning issues are almost never
addressed. Brass tone quality is almost never characteristic or focused.
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Box 2 (13-33) Phrases are often interrupted or unfinished. Proper articulation method and style are seldom
evident. Rhythmic accuracy seldom evident. Intonation and tuning issues are seldom addressed. Brass tone
quality is seldom characteristic or focused.

Box 3 (34-56) Phrases are well played during most of the performance. Proper articulation method and style
are usually evident. Rhythmic accuracy usually evident. Intonation and tuning issues are addressed during
most of the performance. Brass tone quality is usually characteristic or focused

Box 4 (57-71) Phrases are almost always well played. Proper articulation method and style are almost always
evident. Rhythmic accuracy is almost always evident. Intonation and tuning issues are almost always handled
well. Brass tone quality is almost always characteristic or focused

Box 5 (72-75) Phrases are always well played. Proper articulation method and style are always evident.
Rhythmic accuracy is always evident. Intonation and tuning issues are always handled well. Brass tone quality
is always characteristic or focused

Percussion
Box 1 (5-7) Percussion occasionally almost never displays a basic approach to technique, timing, and
rhythmic accuracy. Clarity is lacking most of the time. Phrases are almost never approached with regard to the
entire ensemble. Tuning and timbre concepts have not been addressed.

Box 2 (8-23) Percussion occasionally displays a basic approach to technique, timing, and rhythmic accuracy.
Clarity is seldom achieved. Some phrases are approached with regard to the entire ensemble. Tuning and
timbre are inconsistent.

Box 3 (24-38) Percussion demonstrates a good approach to technique, timing, and rhythmic accuracy. Clarity
is usually consistent. Most phrases are approached with regard to the entire ensemble. Tuning and timbre are
good, with occasional individual / section concerns.

Box 4 (39-47) Percussion demonstrates an excellent approach to technique, timing, and rhythmic accuracy.
Clarity is evident throughout. Phrases are approached with regard to the entire ensemble. Tuning and timbre
are excellent, with minor individual concerns

Box 5 (48-50) Percussion demonstrates superlative achievement of technique, timing, and rhythmic accuracy.
Phrases are performed uniformly by all performers. Tuning and timbre are of the highest quality and are
appropriate throughout the ensemble

MUSIC PERFORMANCE ENSEMBLE

Overview

The intent of this sheet is to evaluate the ensembles’ musical performance based on accuracy and uniformity as
perceived from the vantage point of the audience. Technical and intonation accuracy and tone quality is to be
considered in light of the demand of the content and the exposure of the performers. The effectiveness of the
musical performance is not to be considered. It is imperative that this adjudicator only evaluates how well the
performers execute what it is that they are attempting to do musically, not how effective is the musical
performance is to the audience.

The percussion section is the responsibility of all music performance adjudicators and will require specific
attention. It is necessary to sample the section throughout the program as well as the specific attention required
during any percussion features.

Tone Quality and Intonation - credits the ensembles achievement of proper tone production, which is obtained
when the three major aspects of intonation, focus, and timbre are properly utilized by the segments contributing to
the sonority of the total ensemble. Consideration must also be given to the appropriate dynamic contribution of
the sections, choirs, and voices to the total ensemble.

Box 1 (10-15) Proper tonal center/timbre is lacking. Pitch errors are uncorrected.
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There is a frequent lack of breath support and control presented. Little or no evidence of instrument balance or
blend is noticed. Consistency of Timbre & Sonority is non-existent. Little, if any, dynamic range is evident.
Little evidence of percussion timbre/tuning throughout performance.

Box 2 (16-45) Players seldom exhibit characteristic tone quality or focused sound. Instruments are not
carefully tuned. Clarity of sound and pitch accuracy are inconsistent due to insufficient breath support.
Ensemble balance & blend are rarely achieved. Consistency of Timbre & Sonority is evident from some of the
performers/sections. Dynamic changes are seldom performed. Percussion timbre/tuning is evident but,
inconsistent

Box 3 (46-75) Good basic tone quality / timbre. Players are sometimes overtaxed by extreme ranges and
volumes. Proper breath support and control are evident throughout most of the ensemble.

Attempts for balance & blend are evident but inconsistent. Consistency of Timbre & Sonority is evident
throughout the majority of the ensemble. Basic dynamic changes are achieved during the performance.
Overall attention to percussion tuning is evident.

Box 4 (76-95) A majority of wind instruments exhibit excellent control of tone quality & characteristic
timbre. Occasional breath support and control concerns occur during the performance.

Proper balance and blend are achieved. Lapses are infrequent & minor. Consistency of Timbre & Sonority is
evident throughout the entire ensemble. There are few individual concerns. A full range of Dynamics is well
executed. Few opportunities for contrast are not achieved. Characteristic percussion tuning and timbre are
almost always present.

Box 5 (96-100) Wind Instruments exhibit the finest characteristic tone quality & timbre. Breath support and
control are always maintained throughout all ranges and volumes. There is outstanding achievement of proper
balance and blend during the entire performance. Consistency of Timbre & Sonority is achieved by the entire
ensemble. A full range of Dynamics is well executed. Subtle dynamic changes are well performed by the
ensemble. Exhibition of the best characteristic percussion tuning and timbre is always present.

Accuracy and Definition - credits the excellence with which the entire ensemble controls the accuracy and
cohesiveness of the musical performance. Consideration is given to the clarity and correctness of rhythmic
interpretation, control of ensemble pulse and tempo and the use of the proper method of enunciation relative to
style and pedagogy.

Box 1 (10-15) There is little or no evidence of Ensemble Cohesiveness. Tempo & Pulse Control concerns are
evident through most of the performance. Performers do not present an understanding of musical phrasing.
Rhythmic Interpretation is not evident throughout the ensemble. No Style/Idiomatic Interpretation is conveyed

Box 2 (16-45) Performers seldom exhibit Ensemble Cohesiveness. Tempo & Pulse Control is achieved at times
but, is inconsistent. Few performers present the musical Phrase. Rhythmic Interpretation is inconsistent
throughout the ensemble. Style/Idiomatic Interpretation is seldom conveyed.

Box 3 (46-75) Performers exhibit Ensemble Cohesiveness most of the time. Tempo & Pulse Control is
achieved through most of the performance. Performers present a good awareness of the musical phrases.
Rhythmic Interpretation is consistent throughout the ensemble for much of the performance. Style/ldiomatic
Interpretation is conveyed by most of the performers

Box 4 (76-95) Minor/individual lapses of Ensemble Cohesiveness occur throughout the performance. Tempo &
Pulse Control is well maintained during almost all of the performance. Performers play musical phrases with a
high level of understanding. Rhythmic Interpretation is consistent throughout the ensemble. An excellent
Style/lIdiomatic Interpretation is conveyed by the ensemble.

Box 5 (96-100) Ensemble Cohesiveness is outstanding for the entire performance. Tempo & Pulse Control is
well maintained during the performance. Performers play musical phrases with exceptional understanding.
Rhythmic Interpretation is exemplary throughout the ensemble. An excellent Style/Idiomatic Interpretation is
maximized by the entire ensemble.

5.05 VISUAL PERFORMANCE ENSEMBLE CAPTION

Overview
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The intent of this sheet is to evaluate the technical proficiency of the marchers from the vantage point of the
audience. The evaluation is composed of excellence identification and demand on the ensemble, with the
consideration of content and construction. The effectiveness of the performance is not to be considered. It is
imperative that this adjudicator only evaluates how well the performers execute what it is that they are attempting
to do visually, not how effective is the visual performance is to the audience. Equally important is the concept of
evaluating the presence of a style within the ensemble, not indicating a preference of style. Visual Performance
Ensemble credits the relative ability of the performers. Based on the demand of the program, it is possible for a
group to have a greater actual number of errors and receive more credit (points) than a group with fewer errors.
This allows more flexibility in that instances of slight aberrations of control can be noted, with the cumulative
effect of its consistent occurrence lowering the score while occasional lapses of control in extremely difficult
situations (blind sets, no recovery time, etc.) can be negated to negligible significance relative to how well the
difficult maneuver was performed.

Quality of Technique - credits the quality of body carriage/control, equipment (both instrumental and auxiliary),
technical accuracy, and the ability of the ensemble to project those elements of the chosen style.

Box 1 (10-15) Little or no evidence of Uniformity of method / style. Proper technical Control is not evident.
There is no consistent Projection of Style from the performers. Recovery is slow or does not occur from most
performers. Understanding of Roles is not conveyed to the audience.

Box 2 (16-45) There is an occasional display of Uniformity of method / style. Proper technical Control is
seldom evident. There is Projection of Style from some of the performers. Recovery is slow from many of the
performers. Understanding of Roles is occasionally conveyed to the audience.

Box 3 (46-75) Most performers display a Uniformity of method / style. Proper technical Control is usually
evident. There is Projection of Style from most of the performers. Recovery is slow from some of the
performers. Understanding of Roles is conveyed to the audience by most performers.

Box 4 (76-95) Almost all performers display a Uniformity of method / style. Proper technical Control is
evident most of the time. There is Projection of Style from almost all of the performers. Recovery is well done
by most of the performers. Understanding of Roles is conveyed to the audience by almost all performers.

Box 5 (96-100) All performers display a Uniformity of method / style. Proper technical Control is always
evident. There is Projection of Style from all of the performers. Recovery is well done by all of the
performers. Understanding of Roles is conveyed to the audience by all performers.

Accuracy and Definition - credits the ability of the performers to maintain overall clarity and accuracy while
changing or maintaining primary, secondary, tertiary, etc. focal points. Student to student form relationships
should be evaluated, as well as the timing and continuity of the entire visual program.

Box 1 (10-15) Severe Timing Control (Ensemble) issues are evident during most of the performance.
There is little evidence of Ensemble Cohesiveness. Interval/Spacing problems occur throughout the group
during the performance. Control / Balance of form is seldom achieved.

Box 2 (16-45) Performers occasionally display Timing Control (Ensemble) during the performance. Ensemble
Cohesiveness is seldom evident. There are Interval/Spacing problems throughout much of the performance.
Control / Balance of form is achieved occasionally.

Box 3 (46-75) Performers display Timing Control (Ensemble) during much of the performance. Ensemble
Cohesiveness is evident during much of the performance. There are some minor Interval/Spacing problems
throughout the performance. Control / Balance of form is achieved much of the time.

Box 4 (76-95) Performers display Timing Control (Ensemble) during almost all of the performance.
Ensemble Cohesiveness is evident during most of the performance. There are a few minor Interval/Spacing
problems throughout the performance. Control / Balance of form is achieved most of the time.

Box 5 (96-100) Performers display Timing Control (Ensemble) during all of the performance. Ensemble

Cohesiveness is evident during all of the performance. There are no Interval/Spacing problems throughout the
performance. Control / Balance of form is achieved all of the time.
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CONCLUSION

In order for marching bands in the state of North Carolina to have any opportunity for continuity in their activity,
certain regulations must exist. Although creativity and diversity are to be encouraged among the many marching
band events throughout the state, it is important that some elements remain consistent from event to event. This

“manual” is simply a place to begin and will be constantly modified and improved in order to keep pace with the
constant innovations brought forth by the competitors it hopes to serve.
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Prelims

MUSIC EFFECT

Class

Date

Finals

Music Effect is the utilization of all elements to bring about maximum effectiveness of the musical performance. Evaluate each
caption below based on the criteria reference. Performances will be evaluated with the understanding that the construction and
content of a program, in combination with the performance level that is being demonstrated, will determine the achievement level.

It is impossible to consider one of these elements without considering the other.

Repertoire Effectiveness (100) 130;( 115
Contribution for Enrichment/Enhancement
of all elements, (Woodwinds, Brass, Percussion) 130; 425
Appropriate Range of Expression
46 75
Creativity / Imagination Box 3
Audio / Visual Blend 76 - 95
Pacing / Continuity / Unity Box 4
Coordination / Staging 96— 100
Variety of Textures Box S
Showmanship Effectiveness (100) 130; 115
Musicality / Artistry
16 — 45
Emotion Box 2
Achieved Effects
. 46 - 75
Communication of Roles Box 3
Entertainment
L 76 - 95
Professionalism Box 4
Spirit / Intensity
96 — 100
Engagement Box 5

Signature

Total Score

(Possible 200)
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Repertoire Effectiveness (100 Points)

Showmanship Effectiveness (100 Po

MUSIC EFFECT

Contribution for Enrichmeistalmost
never evident.

There is almostRange of
Expression.

There is little or no
Creativity/Imagination

Audio/Visual Blenid almost never
evident.

There is little or no attemtion
Pacing/Continuity/Unity

There is little or no evidence of
Coordination/Staging

There is almost Viariety of Texture.

Contribution for Enrichmeistseldom
evident.

There is selddRange of Expression,

Creativity/Imaginatios seldom
evident.

Audio/Visual Blenid seldom evident

Attention t®acing/Continuity/Uniiy
seldom evident.

There is seldom evidence of
Coordination/Staging

There is seldoviariety of Texture.

Contribution for Enrichmeistevident
during much of the performance.

There iRange of Expressiaturing
much of the performance.

There i€reativity/Imaginatidor
much of the performance.

Audio/Visual Blenid evident during
much of the performance.

Attention tBacing/Continuity/Uniity
evident during much of thiegeance.

There is evidence of
Coordination/Staginduring much of
the performance.

There i¥ariety of Texturduring muck
of the performance

Contribution for Enrichmeistalmost
always evident.

There iRange of Expressiauring
almost all of therformance

There i€reativity/Imaginatidor
almost all of the performance.

Audio/Visual Blenid evident during
almost all of the performance.

Attention Bacing/Continuity/Uniity
evident during almost all of the
performance.

There is evidenoke
Coordination/Stagirduring almost al
of the performance.

There i¥ariety of Texturduring
almost all of the performance.

Contribution for Enrichmeistalways
evident.

There iRange of Expressiaturing all
of the performance

There i€reativiy/Imaginatiofior
almost all of the performance.

Audio/Visual Blenig evident during ¢
of the performance.

Attention ®acing/Continuity/Unity
evident all of the performance.

There is evidence of
Coordination/Stagirdyring all of the
performare.

There i¥ariety of Texturduring all of
the performance.

10 Box 1 15

16 Box 2 45

46 Box 3 75

76 Box 4 95

96 Box 5 100

MusicalityArtistryis almost never
effective.

Emotionis almost never presented.
There are almostAxthieved Effects

Communication of Rolesalmost
never evident.

The performance is almost never
Entertaining.

Professionalisns almost never
evident.

Spirt/Intensityis almost never
presented.

Engagemeris almost never achieve

Musicality/Artistris seldom effective
Emotionis seldom presented.
There are seld@hieved Effects

Communication of Rolesseldom
evident.

The performance is seldom
Ertertaining.

Professionalisns seldom evident.
Spirit/Intensitys seldom presented.

Engagemeris seldom achieved.

Musicality/Artistris effective for mug
of the performance.

Emotionis presented for much of thg
performance.

There arAchieved Eéctsfor much of]
the performance.

Communication of Rolesevident for
much of the performance.

The performanceigertainingluring
much of the time.

Professionalisns evident during mu
of the performance.

Spirit/Intensitys presented during
much of the performance.

Engagemeris achieved during mucl
the performance.

Musicality/Artistris effective for
almost all of the performance.

Emotionis presented for almost all g
the performance.

There arAchieved Effect®or almost
all of thegsgformance.

Communication of Rolesevident for|
almost all of the performance.

The performanceigertainingluring
almost all of the performance.

Professionalisnis evident during
almost all of the performance.

Spirit/Intensitys presented during
almost all of the performance.

Engagemeris achieved during almo
all of the performance.

Musicality/Artistris effective for all o
the performance.

Emotionis presented for all of the
performance.

There arAchieved Effector all of the
performace.

Communication of Rolesevident for
all of the performance.

The performanceigertainingluring
all of the performance.

Professionalisnis evident during all ¢
the performance.

Spirit/Intensitys presented during all
the performance.

Erngagemenis achieved during all of
the performance.

2
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Class

Date

Prelims

Finals

VISUAL EFFECT

Visual Effect is the utilization of all elements to bring about maximum effectiveness of the visual performance. Evaluate each
caption below based on the criteria reference. Performances will be evaluated with the understanding that the construction and
content of a program, in combination with the performance level that is being demonstrated, will determine the achievement level.

It is impossible to consider one of these elements without considering the other.

Repertoire Effectiveness (100) 130;( 115
Contribution for Enrichment/Enhancement of all
elements, (Musician / Auxiliary) 16 —45
Box 2
Utilization of form, movement, color, & space
. 46 -75
Focus & Staging Box 3
Visual / Audio Blend
Creativity / Imagination 76 - 95
. - Box 4
Interpretation / Musicality
Phrasing & Expression 96— 100
Continuity / Unity Box 5
Utilization of balance, body, & equipment
Showmanship Effectiveness (100) 130; 115
Artistry / Musicality
Communication of Roles (Auxiliary / Musicians) 1§ - 425
oX
Achieved Effects
Emotion 46 - 75
. Box 3
Entertainment
Professionalism 7695
Spirit / Intensity Box 4
Engagement
g 96 — 100
Box 5

Signature

Total Score

(Possible 200)

4



Repertoire Effectiveness (100 Points)

Showmanship Effestiess (100 Points

VISUAL EFFECT

There is almost @ontribution for
Enrichment / Enhancement

There is almost dtlization of form,
movement, color, & space.

Focus & Staginig almost nonexistent.
There is almost Yisual / Audio Blend.

Creativity / Imaginatias almost
nonexistent.

There is almost nimterpretation / Musical

Phrasimg & Expressiors almost
nonexistent.

There is almost @ontinuity / Unity.

There is almost dtlization of balance,
body, & equipment.

There is seldo@ontribution for
Enrichment / Enhancement

There is seldauntilization of form,
movement, colo& space.

Focus & Staginig seldom evident.

There is seldoviisual / Audio Blend.

Creativity / Imaginatigm seldom evident.

There is seldonmterpretation / Musicality|

Phrasing & Expressias seldom evident.

There is seldoGontinuity / Unity.

There is seldddtilization of balance, bod
& equipment.

There i€ontribution for Enrichment /
Enhancemennuch of the time.

There isitilization of form, movement,
color, & spacenuch of the time

Focus & Staging evident much of the tir
There isVisual / Audio Blenduch of the
time

Creativity / Imaginatias evident during
much of the performance.

Interpretation / Musicaigvident during
much of the performance.

Phrasing & Expressias evident during
much of the performance.

There isContinuity / Unitguring much of
the performance

There igtilization of balance, body, &
equipmentduring much of the performan

There i€ontribution for Enrichment /
Enhancemerdlmost all of the time.

There isitilization of form, movemg
color, & spacalmost all of the time

Focus & Staginig evident almost all of th
time.

There i¥isual / Audio Blermimost all of
the time

Creativity / Imaginatias evident during
almost all of the performance.

Interpretation / Musicaigvident during
almost all of the performance.

Phrasing & Expressias evident during
almost all of the performance.

There i€ontinuity / Unitguring almost all
of the performance

There igtilization of balance, body, &
equipmentiuring almost aflthe

There i€ontribution for Enrichment /
Enhancemersll of the time.

There isitilization of form, movement,
color, & spacall of the time

Focus & Staginig evident all of the time.
There i¥isual / Audio Blerall of the time

Creativity / Imaginatié® evident during al
of the performance.

Interpretation / Musicaigvident during
all of the performance.

Phrasing & Expressias evident during al
of the performance.

There i€ontinuity / Unitgluring all of the
perbrmance

There igtilization of balance, body, &
equipmenturing all of the performance

performance
10 Box 1 15 | 16 Box 2 45 | 46 Box 3 75 | 76 Box 4 95 | 96 Box 5 100
Artistry / Musicalitis almost never effecti] Artistry / Musicalitis seldom effective. Artistry / Musicalitis effective for  mucl Artistry / Musicalitis effective for almost { Artistry / Musicalitis effective for all of thi

Communication of Rolesalmost never
evident.

There are almostAchieved Effects
Emotionis almost never presented.
The performance is almost never
entertaining.

Professionalisis almost never evident.

Spirit/Intensitys almost never presented

Engagemeris almost never achieved.

Communication of Rolesseldom evident

There are selddkchieved Effects

Emotionis seldom msented.

The performance is seldatartaining.

Professionalisns seldom evident.

Spirit/Intensitys seldom presented.

Engagemeris seldom achieved.

the performance.

Communication of Rolésevident for muc
of the performance.

There aré@chieved Effect®or much of the
performance.

Emotionis presented for much of the
performance.

The performanceeigtertainingnuch of the
time

Professionalisns evident for much of the
performance.

Spirit/Intensitys presented during much {
the performance.

Engagemeris achieved during much of t
performance.

of the performance.

Communication of Rolésevident for
almost all of the perforraanc

There arAchieved Effectior almost all of
the performance.

Emotionis presented for almost all of th
performance.

The performanceeigtertainingalmost all of]
the time

Professionalisns evident for almost all of
the performance.

Spirit/Inénsityis presented during almost
of the performance.

Engagemeris achieved during almost al
the performance.

performance.

Communication of Rolésevident for all ¢
the performance.

There arAchieved Effectduring all of the
performance.

Emotionis presented for all of the
performance.

The performanceeigtertainingall of the
time

Professionalisnis evident for all of the
performance.

Spirit/Intensitys presented during all of ti
performance.

Engagemeris achieved during all of the
performance. 5




Band

Event

Class

Date

Prelims Finals

MUSIC PERFORMANCE (Individual)

Evaluate each caption below based on the criteria reference. Performances will be evaluated with the understanding that the
construction and content of a program, in combination with the performance level that is being demonstrated, will determine the
achievement level. It is impossible to consider one of these elements without considering the other.

Woodwinds

Accuracy
Intonation

Tone Quality

7-12
(75) Box 1
13-33
Box 2
34 -56
Box 3
57-71
Box 4
72-75
Box 5

Brass
Accuracy
Intonation

Tone Quality

7-12
(75) Box 1
13-33
Box 2
34 -56
Box 3
57-71
Box 4
72-175
Box 5

Percussion
Accuracy
Tuning

Tone Quality

5-7
Box 1
8-23
Box 2
24 - 38
Box 3
39 - 47
Box 4
48 - 50
Box 5

(50)

Signature

Total Score

(Possible 200)
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Woodwinds (75 Points)

Percussion(50 Point

)

MUSICAL PERFORMANCE (INDIVIDUAL)

Phrasesre almost always linipted or
unfinished

Propearticulatiormethod and style are
almost never evident

Rhythmic accuragimost never evident

Intonationand tuning issues are almost 1
addressed

Woodwind tone quality almost never
characteristic or focused

Phrasesre often interrupted or unfinishg

Propearticulatiormethod and style are
seldom evident

Rhythmic accuracgeldom evident

Intonationand tuning issues are seldom
addressed

Woodwind tone quality seldom
characteristic or focused

Phrasesare welplayed during most of the
performance

Propearticulationrmethod and style are
usually evident

Rhythmic accuraaysually evident

Intonatiorand tuning issues are address|
during most of the performance

Woodwind tone quality usually
characteristar focused

Phrasesare almost always well played

Propearticulatiormethod and style are
almost always evident

Rhythmic accuradg almost always evidg

Intonationand tuning issues are almost
always handled well.

Woodwind tone quality almasalways
characteristic or focused

Phrasesre always well played

Propearticulatiormethod and style are
always evident

Rhythmic accuraag always evident

Intonationand tuning issues are always
handled well.

Woodwind tone quality always
chaacteristic or focused

7 Box 1

13 Box 2

34 Box 3

57 Box 4

72 Box 5

Phrasesare almostlways interrupted or
unfinished

Propearticulatiormethod and style are
almost never evident

Rhythmic accuraggimost never evident

Intonationand tuning issues are almost r{
addressed

Brass tone qualitig almost never
characteristic or focused

Phrasesare often interrupted or unfinishg

Propearticulatiormethod and style are
seldom evident

Rhythmic accuracseldom evident

Intonationand tuning issues are seldom
addressed

Brass tone qualitig seldom characteristi
focused

Phrasesarewell played during most of th
performance

Propearticulatiormethod and style are
usually evident

Rhythmic accuraaysually evident

Intonationand tuning issues are address
during most of the performance

Brass tone qualitig usually charactécisir
focused

Phrasesare almost always well played

Propearticulatiormethod and style are
almost always evident

Rhythmic accuradg almost always evidg

Intonatiorand tuning issues are almost
always handled well.

Brass tone qualitig almosthaays
characteristic or focused

Phrasesre always well played

Propearticulatiormethod and style are
always evident

Rhythmic accuradg always evident

Intonatiorand tuning issues are always
handled well.

Brass tone qualitig always characséd or
focused

5 Box 1

8 Box 2

24 Box 3

39 Box 4

48 Box 5

Percussion occasionaliiyost never displa
a basic approach to technique, timing, g
rhythmic accuracy

Claritys lacking most of the time

Phrasegare almost never approached wi
regard to the entire ensemble

Tunin@nd timbre concepts have not beg
addressed

Percussiooccasionally displays a basic
approach to technique, timinghgtiunic
accuracy

Clarityis seldom achieved

Somephrasesare approached with regar
the entire ensemble

Tuningand timbre are inconsistent

Percussion demonstrates a good appro;
technique, timing, ahgthmic accuracy

Clarityis usually consistent

Mostphrasesare approached with regard
the entire ensemble

Tuningand timbre are good, with occasi
individual / section concerns

Percussion demonstrates an excellent
approah to technique, timing,ragthmic
accuracy

Clarityis evident throughout

Phrasesare approached with regard to tl
entire ensemble

Tuningand timbre are excellent, with mi
individual concerns

Percussion demonstrates superlative
achievement ethnique, timing, and
rhythmic accuracy

Phrasesre performed uniformly by all
performers

Tuningand timbre are of the highest qua|
and are appropriate throughout the ensg




Band Class

Event Date

Prelims Finals

MUSIC PERFORMANCE (Ensemble)

Evaluate each caption below based on the criteria reference. Performances will be evaluated with the understanding that the
construction and content of a program, in combination with the performance level that is being demonstrated, will determine the
achievement level. It is impossible to consider one of these elements without considering the other.

Tone Quality & Intonation  (100) 1§O—X 115
Centers of Tone & Pitch
16 — 45
Breath support & Control Box 2
Balance & Blend
. . _ 46 75
Consistency of Timbre & Sonority Box 3
Full Range of Dynamics
) ) 76 - 95
Percussion tuning Box 4
96 — 100
Box 5
Accuracy & Definition (100) 130; 115
Ensemble Cohesiveness
16 — 45
Tempo, Pulse Control Box 2
Phrasing
i ) 46 - 75
Rhythmic Interpretation Box 3
Style/ldiomatic Interpretation
76 - 95
Box 4
96 — 100
Box 5
Signature Total Score

(Possible 200)



Tone Quality & Intonation (100 Points)

Accuracy & Definition (100 Points)

MUSICAL PERFORMANCE (ENSEMBLE)

Propetonal center/timbris lacking.
Pitch errors are uncorrected

There is a frequent ladk@dth
support ad controlpresented

Little or no evidence of instrument
balance or blersdnoticed.

Consistency of Timbre & Sonoisty
nonexistent.

Little, if angynamic rangis evident.

Little evidencepsrcussion
timbre/tuninghroughout performanc

Playerseldom exhibit characteristic
tone quality or focused sound.
Instruments are not carefully tuned

Clarity of sound and pitch accuracy
inconsistent due to insuffibieath
support

Ensemblbalance & blendre rarely
achieved

Consistency of fiibre & Sonoritig
evident from some of the
performers/sections.

Dynamic changesre seldom
performed.

Percussion timbre/tunirig evident
but, inconsistent

Good basitone quality / timbre
Players are sometimes overtaxed b
extreme ranges and volwusne

Properbreath support and coanel
evident throughout most of the
ensemble

Attempts fdmalance & blendre
evident but inconsistent

Consistency of Timbre & Sonoisty
evident throughout the majority of t|
ensemble.

Basialynamic changeareachieved
during the performance

Overall attentiorpercussion tuning
is evident.

A majority of wind instruments exhi
excellent controtafe quality &
characteristic timbre.

Occasionéreath supporandcontrol
concerns occur during the pefare.

Propebalance and blerate achieveq
Lapses are infrequent & minor.

Consistency of Timbre & Sonoisty
evident throughout the entire ensen
There are few individual concerns.

Afull range of Dynamiés well
executed. Few opportundgiesoitrast
are not achieved.

Characteristiercussion tuning and
timbreare almost always present.

Wind Instruments exhibit the finest
characteristione quality & timbre.

Breath support and contiarle always
maintained throughout all ranges at
volmes

There is outstanding achievement ¢
propebalance and blerduring the
entire performance.

Consistency of Timbre & Sonoisty
achieved by the entire ensemble.

Afull range of Dynamics well
executed. Subtle dynarhanges are
well performed tye ensemble.

Exhibition of the best characteristic
percussion tuning and timbee
always present.

10 Box 1 15

16 Box 2 4t

46 Box 3 75

76 Box 4 94

96 Box 5 100

There is little or no evidence of
Ensemble Cohesiveness.

Tempo & Pulse Contaancerns are
evident through most of the perforn

Performers do not present an
understanding of mugibehsing.

Rhythmic Interpretatias not evident
throughout the ensemble.

NoStyle/Idiomatic Interpretatisn
conveyed.

Performers seldom exhitdemble
Cohesiveness.

Tempo & Pulse Contislachieved at
times but, is inconsistent.

Few performers present the musicg
Phrase.

Rhythnic Interpretatioiis inconsisten
throughout the ensemble.

Style/Idiomatic Interpretatimnseldon
conveyed.

Performers exhibitsemble
Cohesivenesmost of the time.

Tempo & Pulse Contislachieved
through most of the performance.

Performengresent a good awarenes
the musicahrases.

Rhythmic Interpretatios consistent
throughout the ensemble for much
performance.

Style/ldiomatic Interpretatiisn
conveyed by most of the performer;

Minor/individual lapseSrafemble
Cohesienessoccur throughout the
performance.

Tempo & Pulse Contisiwell
maintained during almost all of the
performance.

Performers play mugitahseswith a
high level of understanding

Rhythmic Interpretatias consistent
throughout the ensemble.

An excelleftyle/ldiomatic
Interpretatiornis conveyed by the
ensemble.

Ensemble Cohesivendssoutstandini
for the entire performance.

Tempo & Pulse Contislwell
maintained during the performance

Performers play mugitahseswith
excepbnal understanding

Rhythmic Interpretatias exemplary
throughout the ensemble.

An excellefttyle/Idiomatic
Interpretations maximized by the en
ensemble.




Band

Class

Event

Date

Prelims Finals

VISUAL PERFORMANCE

Evaluate each caption below based on the criteria reference. Performances will be evaluated with the understanding that the
construction and content of a program, in combination with the performance level that is being demonstrated, will determine the

achievement level. It is impossible to consider one of these elements without considering the other.

. . 10-15
uality of Technique 100

Quality q (100) Box 1
Uniformity of method / style 16— 45

Control Box 2
46 — 75

Projection of Style Box 3
Recovery 76 — 95

_ Box 4
Understanding of Roles 96 — 100

Demand Box 5
.. 10-15

Accuracy & Definition 100

y (100) Box 1

Timing Control (Ensemble) 1645

Box 2

Ensemble Cohesiveness 46 — 75

. Box 3

Interval/Spacing

76 — 95

Control / Balance of form Box 4
96 — 100

Box 5

Signature Total Score

(Possible 200)




Quality of Technique (100 Points)

Accuracy & Definition (100 Poin

VISUAL PERFORMANCE

Little or no el@nce of
Uniformity of method / style

Proper technicalontrols not
evident.

There is no consistent
Projection of Styligom the
performers.

Recoverys slow or does not
occur from most performers.

Understanding of Rolésnot
conveyed to the andie

Demands not evident for
performers

There is an occasional displg
Uniformity of method / style

Proper technicaontrois
seldom evident.

There i®rojection of Style
from some of the performers

Recoverys slow from many d
the perforens.

Understanding of Roles
occasionally conveyed to the
audience.

Demands at a very low level
for performers

Most performers display a
Uniformity of method / style

Proper technicalontrois
usually evident.

There i®rojection of Style
fran most of the performers.

Recoverys slow from some d
the performers.

Understanding of Rolées
conveyed to the audience by
most performers.

Demandn performers is at a
moderate level during show

Almost all performers display
Uniformity of metttb/ style

Proper technicalontrois
evident most of the time.

There i®rojection of Style
from almost all of the
performers.

Recoverys well done by mos
of the performers.

Understanding of Rolées
conveyed to the audience by
almost all performers.

Demandn performers is at a|
high level for majority of sho

All performers display a
Uniformity of method / style

Proper technic&ontrals
always evident.

There i®rojection of Style
from all of the performers.

Recoverys well done by all 0
the performers.

Understanding of Rolées
conveyed to the audience by
performers.

Demandn performers is high
at all times during show

10 Box 1 15

16 Box 2 45

46 Box 3

75 76 Box4 95

96 Box 5 100

Severdiming Control
(Ensembléssues are evident
during most of the performan

There is little evidence of
Ensemble Cohesiveness

Interval/Spacingroblems
occur throughout the group
during the performance.

Control / Balance of foim
seldom achieved.

Performers occasionally disp
Timing Control (Ensemble)
during the performance.

Ensemble Cohesivendss
seldom evident.

There artnterval/Spacing
problems throughout much o
the performance.

Control / Balance of foim
achieved occasionally.

Performers displEiyning
Control (Ensemblédyring
much of the performance.

Ensemble Cohesivendss
evident during much of the
performance.

There are some minor
Interval/Speing problems
throughout the performance.

Control / Balance of foim
achieved much of the time.

Performers displEiyning
Control (Ensembldyring
almost all of the performance

Ensemble Cohesivendss
evident during most of the
performance.

There are a few minor
Interval/Spacingroblems
throughduhe performance.

Control / Balance of foim
achieved most of the time.

Performers displEyning
Control (Ensembldyring all
of the performance.

Ensemble Cohesivendss
evident during all of the
performance.

There are Haterval/Spacing
problems throughout the
performance.

Control Balance of forns
achieved all of the time.







