
 

  

 

 

Kòrero tàpiri 

He pàtai hei whakaaro ihoRefl ective questions 
Which assessments from our setting make valued aspects of the arts visible to teachers, children, 
families, and whànau? 

What opportunities for experiencing the arts in the wider community are evident in the children’s 
assessments? 

How do teachers include the practices in the arts that children are experiencing outside the centre in 
their assessments? 

Are there opportunities for children’s portfolios to become artistic artefacts? How does this happen? 

Do our assessments that include the arts reflect bicultural opportunities and contexts? 

What aspects of assessment practices and Te Whàriki curriculum strands are represented in the arts 
exemplars in this book? 
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