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Overview
Subject assessment advice, based on the 2025 assessment cycle, gives an overview of how students performed in their school and external assessments in relation to the learning requirements, assessment design criteria, and performance standards set out in the relevant subject outline. They provide information and advice regarding the assessment types, the application of the performance standards in school and external assessments, and the quality of student performance.
Teachers are also encouraged to utilise the resources provided on the SACE website. This includes the calibration activities provided in PLATO, which is helpful in both providing ideas for designing assessment tasks and in applying the performance standards to the students work. 
The Subject Renewal program is reviewing changes for many subjects in 2026 or future years; these changes are detailed in the change log at the front of each subject outline. When reviewing the 2025 subject assessment advice, it is important to consider any updates to this subject to ensure the feedback in this document remains accurate.
School Assessment
Teachers can improve the moderation process and the online process by:
thoroughly checking that all grades entered in school online are correct 
ensuring that students are clearly visible and identified at the start of videos of ensemble performances and that part-testing is included in the evidence provided for ensemble performance students
providing pdf copies of the scores or sheet music used by the students for both solo and ensemble performances
providing audio (in mp3 format) along with scores for both student arrangements and compositions
indicating which LAP applies to which group of students where two or more schools are grouped 
submitting the source material for arrangements (this is not a requirement but is useful to ascertain the arranging skills and knowledge of each student).
Assessment Type 1: Creative Works (40%)
Students present a portfolio consisting of their own creative works, which may be a performance or performances, a composition or compositions, or an arrangement or arrangements and a creator’s statement in which they reflect on their creative works. Students apply their musical understanding, skills, and techniques to develop, refine, and present their works. The creative work or works may be in a single style or in a variety of styles. In the creator’s statement, students provide evidence of their learning, through a reflection on the musical influences on their own creative works. 
The more successful responses commonly:
documented and compared practice and refinement of skills using annotated examples, ‘before and after’ videos for performance, or equivalent for composition 
discussed specific musical details within the creator’s statement, combining visual score excerpts with audio or video
presented substantial, well-constructed works with consideration for specific instrument selection
demonstrated a high degree of accuracy and musicality, for performance submissions.
The less successful responses commonly:
provided limited evidence of technical proficiency and control of elements such as timbre and intonation
lacked attention to detail, such as limited application of dynamics and other score markings
displayed limited musical understanding within the creator’s statement, focusing personal development rather than musical development
included large blocks of text on the screen, rather than fully employing the various aspects of the multimodal format.
Assessment Type 2: Musical Literacy (30%)
Students complete two or three literacy tasks, allowing students to manipulate musical elements, apply and refine musical literacy skills including aural perception and notation, deconstruct and analyse musical works and/or styles, and synthesise their findings.
Schools are welcome to include either two or three literacy tasks, addressing the performance standards. At least one task must be a practical application of students’ skills in manipulating elements of music using standard notation, in a ‘composition or arrangement’ of approximately 2 minutes. This could be, for example, a harmonisation or melodic extension task. If utilising subject adjustments, teachers are reminded that this creative task remains a requirement for this assessment type.
The inclusion of a ‘skills test’ or other musicianship (aural/theory) assessment is permitted at schools’ discretion but it not a requirement. It is noted that if this task if included, a shorter skills development test is suitable; there is no expectation for schools to include an examination-length task in this assessment type.
Compositions and arrangements presented were imaginative, of a high standard, and demonstrated a wide range of musical knowledge and skills at a high level. Evidence of analysis skill and knowledge varied, with more successful students evidencing more depth of knowledge.
Teachers can elicit more successful responses by:
creating explicit opportunities for students to develop analytical skills, and to evidence these through synthesis
supporting students in engaging in creative process that allows for development of ideas over time.
The more successful responses commonly:
included more than one composition or arrangement (e.g. a set of variations, or multiple shorter movements) that allowed students to evidence a broader scope or skills and knowledge
evidenced musical development within creative works, often including the source material in the submission to illustrate the creative scope
presented a well edited score, including expressive notations like dynamics and articulations
utilised multimodal excerpts to communicate depth of understanding
presented clearly identifiable synthesis of ideas with appropriate technical terminology in written and multimodal works.
The less successful responses commonly:
created works with errors in notation (e.g. erroneous rhythmic groupings) or with limited notation (e.g. a lack of dynamics or score markings)
created works with limited development of musical material; for example, re-scoring the melody and voiced harmonies from an existing publication, rather than creatively applying compositional devices
focused on historical or other extra-musical information in analyses
analysed works in isolation rather than comparatively. At times, this resulted in describing, rather than synthesising knowledge and ideas
did not utilize the score this to illustrate or evidence the student’s ideas or points
discussed musical elements at surface level, with limited or inaccurate terminology.
External Assessment
Assessment Type 3: Examination
This year, 75 students sat the Music Studies examination.
Question 1
This year, multiple-choice questions were once again worth 1 mark per sub-question. As is often the case, this was a successful question. Common challenges were 1c and 1i, both of which required application of aural skills in more advanced contexts than their preceding questions.
Question 2
This question was responded to competently. Most successful responses evidenced recognition of both triplet and semiquaver subdivisions. Students are encouraged to make sure the number of beats in each bar is correct.
Question 3
This question was answered quite successfully. Some students successfully named but made errors in notating the chord, often missing one of the flats required.
Question 4
The ascending, higher register scale (scale a) was more often successfully annotated than the descending, lower register scale – despite the relative familiarity students would be likely to have with the tonality of scale b. Students do not need to write a key signature when the question asks for accidentals.
Question 5
In part (a), most students were able to correctly identify some or all errors. Most successful students were able to aurally identify errors of both interval and tonality/scale. Part (b) was commonly successful, with the end of Bar 3 being the most challenging portion of this dictation. Students are encouraged to utilize the information available across both parts in completing and proofing their response. 
Question 6
There were some very well-developed creative responses to this composition question. Less successful answers mistook the tonality for F major. More successful responses applied knowledge regarding the quality of minor scale. Successful answers developed motives from the first half, with logical implied harmony and an appropriate cadential ending. 
Question 7
Generally, students demonstrate a strong grasp of compositional techniques and accurately identified relationships between different voices, as well as presenting capable knowledge of symbols and instrumental techniques. As with previous years, more successful answers demonstrated knowledge of tonality and harmony, as well as fluency in identifying textural elements with accurate terminology. Some responses erroneously described double-stops as monophonic rather than homophonic or offered limited description of texture. For Question 7d, successful responses answered in full, including the provision of evidence.
Question 7b required reading multiple clefs, identifying quality, and naming the inversion. Another common error of clef reading occurred in Question 7e, with the alto clef often transcribed in the wrong octave. Students are encouraged to rehearse using the formula sheet to derive and to proof for these question types.
Question 8
This aural-only question was answered well, with nearly all students correctly identifying the roles of the guitar and most students responding well to all parts of the question. The most successful responses aurally identified and correctly stated the meters used in different sections of the work. 


Question 9
Parts of this question were answered very well, whilst others were more challenging. Nearly all responses capably applied concrete knowledge such as recognition of symbols and intervals, although some students incorrectly stated the quality of the interval. 
Most responses did not achieve the full two marks available for Question 9d, which required students to describe the effect of meter and tempo change at bar 23. The more successful responses used language effectively to articulate the relationship between the two sections. Score reading familiarity may also support students to answer questions based in the context of the score, such as identifying the melody across different voices or sections. As noted in the advice above for Question 7, students are encouraged to utilize the formula sheet when reading between clefs or transposing instruments, as well as when naming scale degrees. 
Question 10
More successful responses clearly evidenced knowledge of timbre and texture without confusing the two, and described the timbre of instruments (e.g. warm, mellow, harsh) rather than simply naming them. Stronger responses included detail within the elements of dynamics and harmony.
Question 11
As with previous years, this question was done well. Chords were spelled correctly with some extension to the 7th, as well as interest and development of parts referencing the provided rhythm and melody. Students may be reminded that if the question asks for non-chord notes in each part, this does include the bass part. 
Several responses omitted the 5th in their chord spelling. This arranging style question does not require strict adherence to procedures of western classical four-part voicing; the fifth may be included in the voicing. However, voices should maintain the correct order (e.g. highest to lowest) and crossing of voices should be avoided.
Cohesive responses considered the music both horizontally and vertically. As noted in previous years, some students need to be careful with the effect that accented passing notes create with other parts, as well as the unintentional creation of passing chords. Students are encouraged to line up their beats so that the harmony used can easily be seen.
Question 12
Most responses were largely, but not entirely, accurate in formatting the rhythm in the two requested meters. The most successful responses ‘showed the beat’ consistently, rather than presenting syncopated rests.
Question 13
In the interests of being as practical as possible, markers are looking for an overall understanding rather than specific, perhaps arguable details. For example, students will not be penalised if they do not do their piano writing in the exact "Bryce" format in the jazz harmony, with two voices in the left hand, three in the right (although this is normally easier to see the part movement); similarly with the traditional harmony, in the final cadence, students will also not be penalised for an unresolved leading note in an inner part, as is very often done in reality, nor exposed octaves/fifths. Successful students had an overall grasp of the concepts of the harmony they studied, with a musical, rather than purely mathematical, approach to this question, while also demonstrating technical facility.
In 2025, most students selected Option B for this question. Those who selected Option A were generally thorough in their responses, whilst a greater range of achievement was evident in the responses supplied for Option B.
Option A
Responses to this question were at level consistent with previous years, and the assessment advice offered previously also remains relevant. Successful responses correctly managed cadence points and appropriately placed and voiced inversions. It is possible to omit the 5th in one of the chords to allow correct voice leading in the added parts. Most students included correct annotation of their harmony, using chord symbols or Roman Number Analysis under the stave. Responses that included too many passing notes resulted in parallel 5ths or 8ves, or dissonant chords. Passing notes in the given melody do not need to be harmonised with a new chord.


Option B
Most students chose this option, and generally wrote good solutions. Generally, responses demonstrated satisfactory chord selection, harmonic rhythm, chord voicing and voice leading. 
More successful responses discerned between accidentals that ‘demanded’ treatment as the 3rd of a secondary dominant, and those that may be better treated as an altered note (e.g. a raised 5th) of a dominant chord.
More successful responses 
navigated modulations and accidentals logically 
recognised that anticipated notes do not need to be harmonised until the following beat
successfully applied chord extensions at appropriate points 
incorporated an altered note (e.g. altered 5th or 9th), utilizing this to support a standard progression e.g. II V I.
General
To make their answers clear, it is helpful if students use either pencil or erasable pen so that errors can be corrected clearly, especially in music notated answers.
Nearly all students attempted all questions. In the rare instance that a question (or sub-question) was left unanswered, this tended to be a question requiring symbol recognition. Students are encouraged to attempt an answer, even if this answer is informed only by the provided audio.
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