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b ow do you know what they know?
ow do you show what they know?
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Dr. Frederick Burracﬁ,;

It is my pleasure to share some music making with you. To tie into the
topic of this session, consider that the performance you just heard was
one of your high school students. Does this performance demonstrate
musical knowledge, understanding, and aesthetic sensitivity? In my 25
years of music teaching, it has been my observation that America’s
music programs have demonstrate outstanding student development of
performance skills through presenting a variety of performance
experiences. This statement may or may not accurately reflect the
general music component of a school music program, but if it
sufficiently prepares students for continuing in music beyond the
general classes, it certainly is a part of it.

Instruction in a typical music class often focuses the learning objectives
on performance skill development and subjectively assessed by the
instructor. Involvement in the making of music through some level of
performance is, and must remain an important element in music
education. But does performance quality reflect musical knowledge
and understanding?




Music Portfolios

% A collection of work done by
students that exhibits evidence of:

<Efforts

©Progress y
4 Achievements /

| want to share with you in this short time remaining a project that the
music faculty, grades K-12 incorporated in the school where | taught
high school band.

Let me give you a bit of background. Prompted by a school-wide
curriculum project to develop assessments for every discipline, the
faculty at our school wanted to develop a system of assessment that
could be implemented across grade levels and would address more
than playing proficiency and attendance.

What developed were music portfolios that included a variety of
assessments. What is a music portfolio?

It is a collection of work, done by students, the exhibits evidence of
efforts, progress, and achievements in the music program.

Portfolios are a way to asses student learning that is quite different
from traditional methods. They provide you, and the students, the
opportunity to observe learning in a broader context of musical
analysis, problem solving, listening skills and aesthetic sensitivity.




Music Portfolios

< Technical proficiency (kinesthetic)

< Error detection skills (critical listening)

% Problem solving skills (analytical)

% Musical understanding (interpretive)

% Knowledge acquisition (cognitive)
Musical sensitivity (aesthetic)

Included in music portfolios are assessments that address:
*Technical Proficiency,

*Error detection skills,

*Problem solving skills,

*Musical understanding,

*Knowledge acquisition, and

*Musical sensitivity.

These sound like a lot of big words but you can see that these cover
most of the learning that we expect for any level of musicianship but
often are assumed through quality performance and seldom
documented.

Lets begin with specific examples from music portfolios from my
school’s and other programs around the Mid-west.




Skills Self-assessment

HOW DO YOU THINK YOU PERFORMED AT THE CONCERT?
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In elementary school we would maintain a folder with examples of
student work that demonstrate aspects of their learning in areas of
content knowledge, critical listening skills, and aesthetic
responsiveness. In this example, students in third grade were asked to
assess their performance. Of course the teacher had emphasized the
importance of watching as exemplified in the first statement. The
second supports the development of listening skills as well as analysis
of ensemble cohesion during performance.



fi. IF YOU COULD SPEAK WITH BEETHOVEN TODAY, WHAT WOULD
You S:;}'O HIM?
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Following a lesson on Beethoven and watching the video of Beethoven
lives Upstairs, students were asked to move beyond knowledge about
Beethoven and his music to developing a relationship with the music
and the man. The first response describes a student’s perception of the
man, Beethoven. The remainder guides students to consider the
meaning of music in their lives.




Assess the development of
aesthetic sensitivity

2. WHAT DO YOU THINK OF BEETHOVEN'S MUSIC? HOW DOES IT
MAKE YOU FEEL?
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People always are skeptical about teaching and assessing aesthetic
sensitivity. If that truly is our primary goal as a field of music education,
then we must demonstrate this foundation through intentional
instructional tasks and assessments. The easy question gets right to
this purpose.

If you hadn’t asked the students to think about how the music makes
them feel, they most likely may not recognize this response and the
most profound learning opportunity is lost.



What does music mean
to our students?
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11. WHY IS MUSIC AN IMPORTANT PART OF YOUR EDUCATION?
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As discussed earlier, we can not allow another generation to move
through music education in our schools without focusing their
understanding on the importance of music in their lives. For those who
have a natural propensity to music, which is the traditional focus of
music education, may probably recognize the importance of music in
their lives. But to tell the truth, we are not even sure of this unless it is
brought to the students’ consideration through education.



How does music relate
to your students?
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Not only do the students often ignore the feelingful part of music but we
can not know how and to what extent our students are being moved by
the music that we teach in class. Of course that is unless we ask them.
Through this type of questioning and portfolio documentation, we as
music teachers can monitor progress of aesthetic sensitivity over the
many years that we teach these students.



ow do we know what they know?
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1. DESCRIBE THE WORK YOU HAVE DONE IN MUSIC CLASS THIS ¢ WEEKS
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2. WHAT HAVE YOU ACCOMPLISHED THIS NINE WEEKS TO HELP YOU BECOME
A BETTER MUSICIAN? / 7 /
Ly Lol ot / Yoot

Even as far as understanding the content knowledge, we often assume
just because they can answer a question on a test or can sing pitches
accurately, that they understand what they are doing and why. Unless
we find ways to expose what is in their minds, we will always be
assuming. In reality, it doesn’t matter what we know, what we teach, or
what they can do, if the students themselves don’t perceive these
things.
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Of course student projects such as this 4th grade composition are
outstanding examples of understanding and application of music
knowledge. (explain the composition project)
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Proficiency Achievement

< Technical proficiency

< Ability to listen, analyze, and
resolve music challenges.

The most obvious example is that of student achievement.

*One of the most important aspects in music programs is individual
proficiency. But beyond technical skills, we have a desire to develop
independent musicians.

*The ability to listen, analyze, and appropriately resolve musical
challenges on their own. Portfolios can provide the means to document
progress over time in the area of proficiency achievement.

*(Describe Voice Prints)
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MUSIC READING EVALUATION
PTUDENT SELF REFLECTIONS ON TAPED PERFORMANCE
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When | was teaching high school, | knew it was important to hear each individual
and provide feedback, but it was even more important that they learn to hear,
identify, and resolve musical and proficiency challenges. Otherwise they always
look to me as the teacher to answer the questions. What developed was a
process where the students assessed their own performance. It went as follows:

1. 1 would assign specific scales, etudes, and sections from their pieces.

2. The student would rehearse and record the required assignment. They were
allowed to re-record the assignment as many times as they would like until they
feel the recording is their best.

3. Once they have completed the highest quality recording possible, then they
listen and assess their performance on a form similar to the one on the
projection.

a) Must address each element

b) State specific problem (place and description), how to fix, and goals for
improvement.

4. Then they hand in the recording (cassette tape or CD) and | would listen,
provide feedback, and assign a grade.

Compare this type of playing assessment to having students play individually for
you in your office. This will eliminate the fear of a one-time performance for
grade, encourages practice that may not have occurred because of re-recording,
develops listening skills and analytical skills often left to the teacher. You may
also notice that the students are experiencing what a judge would do at a solo
contest helping them understand this process.
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To unify an expectation for students across grade levels to develop
listening, analytical, and problems solving skills, we would begin this
self-assessment students’ first year in band. The students’ first
experiences with self-assessment were initiated as group processes
and gradually moved into individual self-assessments. In 5th grade and
in 6th grade, students would record and self-assess once during each
year. In middle school this expectations would be expanded to twice a
year and once each quarter in high school.

Students would start by responding, Good, or It sounded bad.
Feedback would encourage them to listen for and identify specific
improvements needs. | found that students became very detailed in the
observations and very proficient in identifying problems.

Maintained on the cassette or CD, the students have a recording of
their proficiency every year of their development. You can see the
students’ development of listening and analytical skills. The intended
audience for the portfolio is the student although the parent and teacher
gain much knowledge of student achievement. | have used these
assessments to show students and parents the progress that their
students are (or are not) making.
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1USIC PERFORMED:

!ONDITION (SIGHT READ, REHEARSED, TAPED):

ISCUSS THE
DLLOWING
ERFORMANCE
LEMENTS:

SPECIFICS D CONNECTIONS D PRACTICE PLANS D

PITCH
PRODUCTION
AND
INTONATION

TEMPO/RHYTHM

(steadiness,
flexibility, etc.)

ARTICULATION

(control, special
effects, etc.)

TECHNIQUE &
POSTURE

(hand position,
fingering, etc.)

DYNAMICS

(control, special
effects, exc.)

OVERALL
MUSICIANSHIP
(expressive
nuance in
performance,
sense of
phrasing, etc.)
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ubric for Student Observation

4- SPECIFIC AND ACCURATE REFERENCES TO MUSICAL ELEMENTS IN THE PERFORMANCE
SPECIFICALLY LINKED WITH THE SCORE (e.g., "the slurs are missing in the second phrase"; “| forgot
to give the half notes two beats in the first bar of the coda")

3- REFERS TO SEVERAL MUSICAL ELEMENTS WITH INCREASED SPECIFICITY AND APPROPRIATENESS
NOT LINKED WiTH THE SCORE (e.g., "the accents were too long for the style”; "I'm not in the key of
G")

2- REFERS TO ISOLATED MUSICAL ELEMENTS and/or MAKES OVERLY BROAD, SOMETIMES
INACCURATE OR INAPPROPRIATE REFERENCES TC THE PERFORMANCE (e.g., "there were wrong

notes”; "rhythm was sloppy")

1- DOES NOT REFER TO MUSICAL ELEMENTS IN PERFORMANCE (e.g., “bad”;"great”;"much better”}
NR - no response

15



Rubric for Revisions

4- HIGHLY ARTICULATED REVISIONS ARE SUGGESTED AND INCREASINGLY LINKED WITH SPECIFIC
CRITICAL COMMENTS (e.g., "I should practice the rhythm and articulation so that the counting is
corrected in measure 3"; "1 should bring out the downbeats more so that it doesn't rush at the end”)

3- INCREASINGLY SPECIFIC REVISIONS ARE SUGGESTED BUT NOT NECESSARILY COORDINATED WITH
CRITICAL COMMENTS ("I should change my fingering", "I should tap my feet while playing”; "play the
scale before | start”)

2- OFFERS BROAD, SUPERFICIAL OR UNCONSTRUCTIVE SUGGESTIONS

wow

(e.g., "play more in tune”, "find the bad spots and practice them", "don't play sloppy")

1- NO ATTEMPT TO SUGGEST REVISIONS OR HOW TO IMPROVE THE PERFORMANCE (e.g., "practice",
"pay attention")

NR - no response
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/

/ Rubric for Proficiency

INDIVIDUAL PERFORMANCE PROGRESS: INSTRUMENTAL

NAME: CLASS:
SCORE = NA if not applicable DATE
MOST CONSERVATIVE SCORING = assign
lowest possible score on any or all of the LIVE/RECORDED/SIGHT-
factors listed READ

HIGHEST INSTANCE = score the highest

possible even if there is only one occurrence

MUSIC PERFORMED

PITCH PRODUCTION (most conservative scoring)

4.0 - 5.0 = virtually no errors and very secure pitches [95-100%)
3.0-3.9 = mostly accurate and secure pitches [75-95%)] but with a few
isolated errors

sometimes performs with accurate pitches [50-75%] but with
frequent or repeated errors

1.0-1.9 = seldom performs pitch accurately [0-50%] or securely

]

2.0-2.9

RHYTHM/TEMPO PRODUCTION (most conservative scoring)

4.0 -5.0 = secure pulse and rhythmically accurate [95-100%]

3.0 - 3.9 = mostly accurate rhythm [75-95%] and steady pulse with a few
durational errors

2.0-2.9 = sometimes performs durations accurately [50-75%] but with
erratic pulse or with frequent or repeated durational errors

1.0-1.9 = seldom performs durations accurately [0-50%)] or with a steady
tempo

In addi_tion to pitch & rhythm, it provides categories for articulation,
dynamics, phrasing, and expression.

17



Rubric for Proficiency

INSTRUMENTAL PERFORMANCE GRADING RUBRIC
Rating NOTE PITCH RHYTHMIC TONE QUALITY ARTICULATION EXPRESSION OTHER
ACCURACY ACCURACY (Style-Delivery) (Musicality) ‘!'*'u'n' “' %
ete.)
10 Noles sccurately | Pilch is centered; Termpe, meter and | Fecused procucton, Attack, release, delivery Al aspects of musical
performad Pilch and intarvals | rythm accurate piacament, rasorance and | ane propedy executed a5 | expresson (phrasing
theoughout Are ACULEe and secure volume, frea of vistia indicated in music or Breathing dyramics;
throughout tension, Sold suppon. appropriate for style, nensity, padaling
Rogisters even STANCANTS ang cLitura elc.) properly
throughout. raditons. executed; Reflects
understanding af
musical structure;
Communicates
emotonal content
B8 Insccuracies Basically geod Nearly sccurste, 8 | Focused tone procuction, | Articulation s mostly Most aspects of
mirimaly interfere | lonal certer, mirimal amourt of | some Lnevennass in appropeiate for music musical expeession
with overall OCCASICNA! wrong s rhythms. G " performed ara propady
pertormance o "out of tuna® Consistert tampo occasional ‘ack of enargy managed, though at
notes and meter. and volume. times inconsstent
6 Miror emors that Poor tonal center; Inconsistent Inconsisient production, Musical performance Musical expression is
Intertere with the ‘many aut of tune” rythms though enargy, resorance & lacks articulation needag ess adequate and
oversll musical OF Wrong notes consistent tempo volume. Some tersion In 10 propady communicae NooNsisIant a lack of
communcation Intedders with and recognzatle physical s006arance music at hang sansithity In musica
musicaity. mater AXDIRSSON
0 Numercus anors Lnsatistactory Tampoimater Faformance lacks focus, | Performanca Ovaral lack of
that rasult in Lack of tonal centar | Inconsistent; voluma, rescnance ang irappropriate for musical | musical expression
ineflactive musical | results in ineflective | impeecise rhythms. | energy. style, stancards anclor
performance muscal culturad radons.
performance.

You could use this rubric from Baker University, which you wind on the
Kansas Model Curriculum found on the Kansas Department of

Education web-site.
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5 4 3 2 1
Student plays entire sheet Student plays entire Student plays entire sheet with Student plays enly postion of Student performance
nole perfect (of nealy note | sheet with some note nede andior pulse errors and. sheet (elone W nole perfect) or masred by mumerous
Scal S"I perfect) demonatrating and/or pules emons some oceasional restarts student plays entire sheet with wrong note, missed key
e Sheet stesdy pulse and no sarts numerous note and/or pulse sigatures wndor partial
o stops arons completion of seale shoet
Speak corsonally with the
Renzon somplcting his
ovaluation

Tone Good chasscteristic sound Generally good Acceptable tone quality, some Inconsistent/poo tone quality s | Poor tone quality most of
in ol registers; no ch intic sound, 8004 deal of the time, the time; no consistency

difficulties presented due | some inconsistency registers, wticulation cause inconsistent quality between regvtery,

1o articulation jsters. some | some tone distortion from time | registers most of the time, aticulation s pon-existent
difficulties due to totime &ifficulty with articulation andior sevienmly allecting
wti s which afTects tone quality tone quality

Intonation Excellent intonation Good intonation Genenally “seceptable™ Marry intonation errors Genenal poor pitch; may be

Uvoughout rnge of Shroughout range of intonation as demonstrated by Bwoughout 1ange of instrument stributable o poor breath

Irstrament and Beoughot | instrument and ‘s p of roughout excerpt being support, poor embouchure

excerpt being performed; Buoughout excerpl being | excenpt, poor pitch on performed, tone is scceplable, or & combination of

consistently performed, occasional “peoblem” notes and extreme bet studert scems to be factors. STUDENT IS
demonstrates ability to Ppiteh error on “problem™ | rnges of instrument unaware of pitch tendencies URGED TO SPEAK
pley “in tune™ with notes and/or extreme WITH INSTRUCTOR!
I rarges of instrument
Excerpt is virtually note. Stong with P inge y s recogn X i bani not
Note Accuracy perfect minute flews such s sccursle with note, atiewstion | bt technically flawed with sesdelebezigedon
wrong notes, serious e pitch flaws wiong potes, witiculations snd | signs of lack of preparstion
intonation exor, major pitch erors
incorrect o i
wticulation--atill a strong
performance
Rhy“mlic Rhythma are comrectly Rhythms we correctly Some rhythmic erroes sndior Several thythmic emors and Student performa with
performed and polse is performed perhaps with | pulse “lacks conviction™ pulse is unsteady such ursteady pulse or 30
ACWNCY/PUISC weady mimute ermor and pulse is manry sarts/stops that it is
e impostible to keep tme
with pulse
Ex ressive Student consistently A performance of merit, A genenslly strong performance | A performance that is Performance is flawed to
pr .. pevforms with serae of ing o foirly ing an ically accurste (i e comeet | the extent that flaws
qunll(y/Musucahty musical line, phrating. consistent swareness of ase; however somewhat moles, rhythas, etc ) thatisnot | overshadow expreasive
nuance line, phrasing and Incking in conviction in terms convincing fiom the standpoint musical qualitics of the
rhythmic muance of line and/or thythenic nusnce of phrasing ex line performance
TOTAL OF ABOVE

Or you could make your own, as you will see in the example from
Maine South High School in lllinois.
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Another way you can document musical learning while improving
student performance in your band is to take the self-assessment
strategy and apply it to students’ assessing the entire ensemble’
progress.

Instead of having your students simply listen to the recording of a
concert, using a typical large-group ballot, you could have each student
assess the performance quality of the ensemble. This can help
students develop evaluation skills learn to set progress goals beyond
concert performance. After several experiences | came to realize that
this process could be useful before the concert.

In my band | would record the concert two weeks ahead of time and
have the students set goals. Then the final two weeks of rehearsal
would be totally focused on the student goals.

The students eventually became so proficiency in listening that during
rehearsals when | would stop, students’ hands would go up to share
what they were hearing. Ownership of ensemble quality was a direct
response of this assessment. Each large group assessment would be

1 4 3 PO | 49 WP H
REPUUITTT a StUuteTIt 5 pOrtunu.
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Large Group Assessment
3rd Quarter, 2002
Name Nafhgy frocter
Seloctiorn ﬂ*
e ;
&A super 2.
4-An -
¥ mm 1 A poce parformance unsatistactory
COMMENTS: Must_provide.comments for sach_aten of concern
Yone Guality als0 express your emotonal 10 any parts of the pleces
Conmider: roscnsmace, control, clarity, Compaved X‘:“'“.. sound :7 Fhe P 157
focus, consistency, warmeh ;"‘ st ‘:"’H fube - dack melbs
Intonation Good Intonafions withindht beher Saxes
Comblic wih sautls £ thia  Wign nds
ok zaa \::\(;«zi';; q“i‘wﬂj“ ;:.c‘dwra e odfusé f1 fune
hythm €ighf notes u,m«eoholu-gs Yush w ﬂnptsc
Consider: accuracy of note and _ﬁﬁl"‘"ﬂ of .‘....\i. . netes Week nei dogedher
rest values, duration, pulse, steadnes=]
Comectness of meters: -
alance, Blend
Consider: Likenoss of qualiies o 5 5
owaronues of soamtl, soscmparienm also expe:;ss xour iﬂoﬁonal co‘;mectl n tz any parts of the pieces
oo ez | CoMp ar © e sound o e
o, sy, s, s P he fule - dark,md/pu,
Somat o mmt st OUrs was  fop bn’,M e
Interpretation, Musiclanship - — = . — - v e
@mmmm o . h 1
dynamics. emosonal imvolvermant - T veally lhed Tn Praiste.
Articulation - Winds - qud avbiculatron with different rhythms on "
In Prdse- helps thol pereussion mieys M€
Same rhyfhm~ alto was help‘ul hew
You introduced his piece fo us by playing
\itle parts and c(c'm'nq the  rhythms -
e learned it pefler & gorrectly
Thiee [k on Nabianol fmiem . could have dene
Meve dysamic contrast = peveuston needs fs
de thonht_t w-th the band fnstead c",u{ pleg
loud
Goals - ary miost with techaique - atacks 4 release - very clen- fhyy
werk fo iN€reose our wtage of inrerpidation ond have Q@ wave
fatane, wormer Seund. To improve most of all we individuolly need
fo atcommplsh there geals then Fepeher: we can peyer I8 deon ot

The more experience the students had with self-assessment, the more
they learned to focus beyond technical accuracy. If your goal is to
develop musicians who perform beyond accuracy into the realm of
music, then we must find ways to guide this type of thinking.
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Name
Hour Piece
Instrument/Voice part Date

Write the appropriate measure numbers and -
concept(s) in the blanks provided. Listen closely for CONCEPTS

your concept(s) in the two recordings. In the rhythm . blend
appropriate boxes write down your observations and tone intonation

comparisons using specific musical terminology phrasing . style
balance articulation

MEASURES CONCEPT(S)

OBSERVATIONS COMPARISONS

Another way you can document progress in student understanding, listening and
analytical skills, and encourage advanced comprehension is with rehearsal
comparison. You know those promo recordings and professional recordings of
the pieces? A great use is to enhance students’ comprehension of proficiency
needs.

| recall when the students were having difficulties improving particular transitions
or challenging sequences in pieces. It seemed that no matter what | said or did,
the students still had problems. Then | remembered this technique from the Arts
PROPEL project out of the Pittsburg Pennsylvania schools. | played the 8
measure segment from the promotional recording and asked the students to
listen particularly to rhythm and balance. They noted on the comparison form
their observations. Then played the same segment from a former rehearsal.
They noted their observations from this segment as well as the comparisons.

To link this to rehearsal improvements, students volunteered to share their
observations and we rehearsed their suggestions. After this one assessment
strategy, the problem was remarkably corrected. The reason being that the
students were now aware of the problem and the goal. Students can not make
improvements until they recognize the problem. It doesn’t matter what we
recognize if the students don't.
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Student Led Sectionals

| ‘Name of leader Date
Goals for sectional:

erall accomplishments of this sectional:

ms to be worked on in future sectionals:

Another way you can encourage ownership of the program and develop
leadership skills is by placing student in charge of small group
rehearsals. Providing students a format describing leadership
expectation helps student learn leadership skills as well a document
their leadership experiences. Using the above format, you could set
the goals for the sectional. The leader would document the progress
and the improvements not yet accomplished. | would usually select a
different person each time (if they were ready for the leadership role) to
help them develop leadership skills.
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Goal Setting

Set three achievable goals that you would
like to accomplish this year in band.

1.

To assist students in developing personal goals, have the students set
three goals that they could set and work to achieve over the year.

Mid-year have the students monitor progress toward achievement and
set strategies to reach the goals by the end of the year.

Then have students evaluate the level of achievement at the end of the
year and set goals for the future.
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Periodic Exams

. An eighth note looks like a quarter note with atLﬁ:‘('Tadoed to its stem.
. Two or more eighth notes are joined together by a _ﬂ&w

. Two eighth notes equal__b:quarter note.

. Four eighth notes equal quarter notes.

O‘MJBWN—l

R dotted%uam note receives 1% counts.

—

.

. One whole note equals_.Q__half notes, or LJ quarter notes, orLeighth notes.

Vie2+3 #—:‘,{_HH ﬁ%ﬁﬁ%{_}l %

A portfolio is a great place to document student achievement on
periodic exams of musical terminology, rhythmic understanding,

historical information, and other aspects that you are teaching in the
band class. When students complete exams in your class, students

should store their exam in the portfolio.

How can these things fit into a grading system?
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How to include in grading

/ 25%-L esson Grade Graded on 7 lessons in a nine-week period
~ 10%-Ensemble Playing (graded during the band class period)
15% -T echnical Proficiency of the selected sections.

0-Performance Critique Graded on completeness, use of
propriate musical terminology, and observable analytical skills.

VICe - concerts/ pep bands scheduled during the quarter

[ O] €CtS - selected from solo, jazzband, perform in

25%-1_esson Grade Graded on 7 lessons in a nine-week period

10%-Ensemble Playing (graded during the band class period)
15%-Technical Proficiency of the selected sections.
10% -Self-assessment of the tape recorded excerpts

10% -Performance Critique Graded on completeness, use of appropriate musical
terminology, and observable analytical skills.

10% - Service - pep bands scheduled during the quarter

20% - Pr0j ects - selected from solo, jazzband, perform in community, chamber ensemble, student
conducting, research paper, write program notes, write |etter to composer, peer teaching

How do you maintain a portfolio?
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~ How to maintain a portfolio?

< Students should maintain a portfolio - not
he teacher

Looking back on some of the assessment components that have been
shared this morning, all of the work is the students’ (except for your
assessment of individual performance on the recording & self-
assessment - but his occurs only once a quarter which is very workable
for any size band) | had students drop their cassette tape and self-
assessment into a box when they complete it. | would provide my
feedback, grade them and return my assessment back to the student.
It was their responsibility to put it into the portfolio.

The same responsibility pertained to all other additions. When it came
to adding concert programs to each portfolio, | had a student who came
to the band room during a study hall drop one program in each folder.
If there was a picture in the newspaper, | would make a copy for each
student in the picture and have those dropped into the appropriate
folder as well.
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The Final Product

eep each year organized with title page

(describe procedure and show final product)
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Through self-assessments and progress portfolios,

sstudents develop a deeper musical understanding than is often
achieved without such a process.

*As a motivating tool, the act of self-assessment provides an incentive
to enhance critical listening skills provided by the focus of the
assessments.

*Categories in the assessments provide direction in student listening
contributing to informed musical decisions by helping students focus
on the concepts around which the music had been created and will be
performed.

Portfolios have the potential to reveal the educational progress of
individual learners. They can be a powerful tool for encouraging
students to take charge of their own learning. Portfolios allow students
to assume ownership in ways that few other instructional approaches
allow.
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Authentic Assessment

< Helps a child move closer to reaching
their full potential

< Develops responsibility of ownership of
their education

Enables reflection of achievement
evelops accountability to personal goals
ments developmental skills
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Charles Fowler (1970)

scovery is the act of obtaining knowledge for
eself by the use of one’s own mind. Our
dents will no longer just be listeners,

ined to rote accumulation, memorization
gurgitation. Instead we will invite

pssession of knowledge.

0 conguer their own ignorance and wir
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