Music
Educators
National
Conference

Authentic Assessment and Portfolios:
What Do They Measure?

Richard J. Colwell
chair, Measurement and Evaluation, SRIG

New England

Conservatory Of Music

290 Huntington Avenue
Boston, MA 02115

Regional Evaluation

Representatives
East -
Richard Sang
Queens College/Cuny

Flushing, NY 11367
(718) 997-3850

West -
Carol Harrison
California State University
Department of Music
Fullerton, CA 92634

South -
Patricia Sink
University of North Carolina
School of Music
Greensboro, NC 27412

Southwest -
Charles Chapman
Oklahoma State University
Department of Music
Weatherford, OK 73096

Northcentral -
Susan Vaughan
State Supervisor of Music
550 Cedar Street
St. Paul, MN 55101
(612) 296-4075

Aaron Copland School of Music

“Portfolio” is used as the
organizer for these papers as
it has taken on a generic mean-
ing for all types of authentic
assessment—sort of like Xerox
for a photocopy and Polaroid
for instant pictures. The writ-
ers in this bulletin, however,
are not limited to a strict defi-
nition of portfolios.

It is imperative that the
Measurement and Evaluation
SRIG initiate a systematic dis-
cussion about these generic
portfolios and their place in
music education as the mis-
sion of each SRIG is to advise
the profession on matters per-
tinent to its specialty. Formal
evaluation procedures have
never been a high priority
among music teachers but
evaluation is an important
component of the educational

present focus on authentic as-
sessment.
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To what extent should the
music education profession be
concerned and informed about

the evaluation component of
educational reform is the
critical question.

Members of this SRIG
have long attempted to extol
the possible benefits of sys-
tematic evaluation in the im-
provement of music teaching
and learning but are changes
now warranted? We know that
music teachers are strong ad-
vocates of many forms of
evaluation. For example mu-
sic teachers emphasizing per-
formance have always em-
ployed evaluation in their
teaching and evaluation has
been a serious and crucial part

Richard Colwell & John Holly, editors
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of other facets of music edu-
cation even if it has not been
systematic. My use of the term
“formal evaluation” distin-
guish those evaluation activi-
ties that do not occur in the
normal flow of music teaching,.
The setting aside of time for
final examinations or the giv-
ing over of a class period for
the express purpose of admin-
istering a test are examples of
“formal” evaluation proce-
dures.

Because evaluation is so
pervasive in music education
there is likely to be confusion
about any changed definition
of evaluation, its purpose, pro-
cedures, and uses. We can
perceive this change in the
general literature on educa-
tion where authentic evalua-
tion and portfolios have
climbed to the top of the
charts and the perception
seems to be that all classroom
subjects can build on the mu-
sic educator’s experience in
evaluation. I get the impres-
sion from reading this litera-
ture that portfolios will cure
any education maladies in the
same manner that vitamin C
was touted to be of assistance
in preventing and curing the
common cold. Actually the
claims for. portfolios exceed
any claims for vitamin C, that
was a poor analogy; authentic
assessment ranks with the in-
vention of the phonograph
and the computer as “stun-
ning” breakthroughs in music
teaching and learning. I have
heard no claims for the lower-
ing of cholesterol but portfo-
lios are anxiety reducing. Al-
though it is rewarding to be
in the lime-light because of
our experience in evaluation,
the comparisons of evaluation
procedures among school sub-
jects is extremely crude. The
advocates of authentic assess-
ment could just as well have
used for their comparison the

win-loss record of the school's
athletic teams but I suppose
that evaluation is a bit too au-
thentic and likely doesn't por-
tray the academic dimensions
attributed, on occasion, to mu-
sic instruction.

What one must realize is that
the purpose of the evaluation
and the interpretation of the
data are more critical than the
use of the technique itself.

Music contests, concerts, and
festivals differ on many di-
mensions from authentic ex-
periences because the context
is different. The portfolios
based on concerts and con-
tests would contain different
types of items than are present
in the most authentic struc-
tures and any weighting
scheme will likely have a dif-
ferent theoretical basis. The
context is all important.

Context and Legitimacy

Because the context is so
important in judging the
worth of an evaluation proce-
dure, the context of teaching
and learning within the mu-
sic education setting must be
considered. This context is in-
creasingly complex as the pro-
fession has been deeply in-
volved for several years in a
campaign for increased legiti-
macy and a portion of our pro-
fessional efforts and even our
educational objectives has
been targeted at supporting
the efforts of those individu-
als and groups championing
that music is more than enter-
tainment but is a curricular
subject.

If you're moving, remem-

ber to send E;our maliling

Evaluation procedures can be
expected to differ between
curricular and noncurricular
experiences and among pro-
grams stressing advocacy,
collaboration, and/or direct
musical instruction.

Theatrical license is more
permissible in promoting ad-
vocacy evaluation procedures
as the goal of advocacy is sur-
vival of some form of music
education in the schools. I
wince however, at some of the
claims for authentic assess-
ment in these advocacy goals
but I accept them in the same
manner as I accept the media’s
reports on Clinton’s foreign
policy (an oxymoron at best)
knowing that public state-
ments on foreign policy and
maybe music education are
made for bargaining pur-
poses, to conceal important
closed door negotiations, and
are often not reflective of true
beliefs and policies.

What is the purpose of
Evaluation?

Making this distinction
between advocacy efforts and
curriculum efforts leads me to
the primary question; what is
the purpose of the evaluation?
As you know, evaluation can
have scads of purposes that
range from evaluating having
one’s heart in the right place
to providing indicators of
what the student has learned
and not learned. [ remain par-
tial to the use of evaluation for
the improvement of instruc-
tion, but [ know that purpose
does not fit the layman’s ac-
countability perception of not
only teaching but what evalu-
ation is all about.

Special Research Interest Group
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Types
of
E valuation

‘I don’t sense a concern on
the part of music teachers or
school administrators to
wrestle with the issues of
summative evaluation.
Public performances satisfy
any urges or itches parents
and administrators have about
the worth of the music pro-
gram. The elementary text-
books that have been the ba-
sis for our curricula have not
made summative evaluation
very important in their phi-
losophy. With or without text-
books, participation in music
related experiences has been
the primary objective in re-
quired music courses leaving
us with little data on the mu-
sical accomplishments of our
students. Our evaluation ac-
tivities may have shunned
multiple choice tests but the
evaluation procedures in re-
quired music courses are no
model for our own profession
let alone other classroom sub-
jects. To be sure, generally
authentic evaluationstate-
ments are made—the kids
don’t seem to be able to sing
as well as they should and/or
their taste in music doesn’t
reflect nine years of manda-
tory instruction, but histori-
cally there have been few de-
mands to document the num-
ber of students who can match
pitch, hear a modulation, or
make critical and discriminat-
ing comments about music
objectives that meet any defi-
nition of authenticity. Further
lack of interest in summative
evaluation is that grades in
music have not provided any
energy to the evaluation
movement. Pass and improv-

ing are the descriptor grades
used in elementary schools;
secondary school music
courses tend to grade on at-
tendance, behavior, and ef-
fort. I certainly don’t have any
teacher/parent notes in my
collection of evaluation de-
vices indicating that a
student’s perceptual structur-
ing was developmentally de-
layed.

Although we do not em-
ploy evaluation for the tradi-
tional summative use, advo-
cates of authentic assess-
mentagree about the authen-
ticity of music education’s
evaluation procedures. In in-
strumental music instruction,
beginner through advanced,
our evaluations consider both
process and product; our con-
certs and contests are ap-
proached wholistically and are
quite authentic. Our evalua-
tions employ tasks similar to
the job descriptions of profes-
sional musicians, we don’t use
the normal curve or multiple
choice tests, and every student
is usually judged successful
and is “passed” to the next
grade.

"Historically there have been few
demands to document the num-
ber of students who can match
pitch, hear a modulation, or
make critical and discriminating
comments about music objectives
that meet any definition of au-
thenticity.”
Richard Colwell

College teachers evaluate
music instruction similar to
evaluation in the public
schools; their summative

evaluation of ensemble and
private lesson experience is
authentic with most students
rated “successful.” There is
one nagging question, how-
ever. With these exemplary
assessment programs, why
don’t we or the public take the
assessment results seriously?
Ensemble experience in col-
lege is required by NASM
through the master’s degree
yet many colleges don’t give
grades for ensemble participa-
tion and/or don’t count the
evaluation in the student’s
grade average. College en-
semble directors often use
evaluation primarily as a
means of control.
The crucial conclusion is
that arguments about the
worth of evaluation are sel-
dom about the instrument or
procedure itself, its how that
instrument is used. Adopting
any new or old evaluation pro-
cedure will have no impact in
music education unless there
is a change in the perceptions
about music education itself,
Portfolios and the other
authentic devices can measure
anything one wants them to
evaluate. A portfolio is a bit
like an empty container and
it is up to the teacher (and
sometimes the student) to de-
cide what should be included.
[ welcome portfolios and other
forms of authentic assessment;
[ welcome any serious atten-
tion to the role of evaluation
in music teaching and learn-
ing. I disagree with some of
my friends, however, in that I
don’t see authentic assessment
replacing any evaluation pro-
cedure that we have been us-
ing; authentic assessment and
portfolios represent an addi-
tional and potentially power-
ful tool in our assessment rep-
ertoire. Statements about
evaluation instruments and
the use of evaluation data by

Speciul Research Interest Group
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some of our leading spokes-
persons do make me queasy
because the evaluation task is
not a simple one. Bennett
Reimer in reviewing research
for the journal General Music
Today discusses evaluation
measures.* He states that the
evaluation problem in re-
search is pervasive and seri-
ous. One argument he pre-
sents is that “present aptitude
and assessment tests are al-
most entirely based on a set
of presumptions now consid-
ered highly dubious in re-
search theory”. He goes on to
say that few of the tests used
to evaluate basic research
have anything to do with what
cognitive psychologists are
now suggesting we need most
to know—"how students think,
solve problems, understand,
exercise creativity, internalize
skills, make
judgments, re-

Reimer is not correct, how-
ever, that the data we have
gathered gives us a skewed or
irrelevant picture of what is
happening in our programs.
We’ve done a lot of goofy,
sloppy things in evaluation
but the reason we are cited by
other disciplines within edu-
cation is because our most
important evaluations have
been o.k. It’s true we haven’t
attempted to evaluate those
things that were not being
taught; that’s not the best way
to spend one’s evaluation re-
sources unless the objective of
evaluation is a philosophical
one.

Testing has survived for
good reasons; decision makers
need a sound, fair, and reason-
ably efficient mechanism to

music students) do not meet
the standards of Lauren
Resnick’s New Standards
Project. The music portion of
Arts Propel provided us with
scant evaluation data; the data
were rich, however, in suggest-
ing more effective teaching
techniques. Two members of
my department, Lyle Davidson
and Larry Scripp were active
in Pittsburgh and continue to
work on Arts Propel issues—
but what they do best is
change how teachers teach
and how teachers and stu-
dents interact. Getting stu-
dents to strive for the meta-
cognitive objectives in their
work is no simple task—lots
and lots of in-service teacher
training is necessary.
Teachers have liked the
idea of using a portfolio device
because they see it as low-
stakes testing
providing

flect about
their learning,
apply their
learning in
meaningful set-
tings, connect

"Adopting any new or old evaluation procedure will have no
impact in music education unless there is a change in the
perceptions about music education itself."

evaluation data
primarily for
the student or
parent. The
news media,
however, use

learnings, go

about discover-

ing, set goals and subgoals,
make predictions, set learning
agendas and assess their suc-
cess in achieving them.” (p. 8)
Reimer is correct in that
present tests don’t measure
those abilities but Reimer is
focusing primarily on the
meta-curriculum; the curricu-
lum that pertains to the entire
process of schooling. He is not
discussing outcomes of the
direct curriculum of music in-
struction. His noble goal is to
discuss aims for all of music
and education where most
teachers are more modest
about their aims. He has chal-
lenged us in ways we've not
been challenged and chal-
lenged us on our goals.

help make difficult decisions
about the allocation of oppor-
tunity.

Arts Propel is a term that

is about as magical as the term
portfolio. In Arts Propel the
folios were not assessed dur-
ing the first three years of the
project. When they were, se-
rious concerns were raised
about their reliability, particu-
larly discrepancies between
judgments by the teachers and
by evaluators external to the
school system. Evaluation has
not changed what students
can do in Pittsburgh as 3/4 of
Pittsburgh students (not just

all evaluation

data as high
stakes data—an understand-
able idea on their part as the
portfolio is being advocated as
a replacement for high stakes
standardized tests. We have
just done away with life-time
teacher certification in Massa-
chusetts and teachers have to
be recertified every five years.
The basis for this recertifica-
tion is to be a portfolio of pro-
fessional development activi-
ties. Denying an experienced
teacher continued certifica-
tion is high-stakes business—
one of my present fantasies
(they used to be about non-
fattening banana splits) is the
courtroom scene the first time
the state department finds a
portfolio not up to snuff,

Special Research Interest Group
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The British have used
Records of Achievement (a
type of portfolio) for 10 years
and British teachers are still
struggling with the concept.
Scoring procedures haven’t
been a problem for the British
because the ROA isn’t consid-
ered a test instrument. If
someone had not sold Ameri-
cans on the idea that authen-
tic assessment was a replace-
ment for measurement but,
rather as an addition; we could
join the Brits and enjoy the
improvement in attention to
evaluation.

The portfolio work in Ver-
mont was successful in getting
teachers more involved in
schooling and in teaching bet-
ter. Teachers have spent more
time teaching the first two sub-
jects that required use of a
portfolio—math and language
arts—but they can’t spend
more time on all school sub-
jects; observers have specu-
lated that teachers may have
insufficient time to teach and
evaluate four subjects. This
past year over 80% of the 4th
grade teachers and 60% of the
8th grade teachers said they
had difficulty covering the re-
quired four subject curricu-
lum.3 Authentic assessment
is not only time consuming, it
is expensive, with the best es-
timate in Vermont is a fivefold
increase in costs.

As I suggested, authentic
assessment is context based
which makes generalizations
difficult. The contexts in mu-
sic instruction that include
band, choir, orchestra, and
general music are quite differ-
ent. Will assessment in these
three contexts be comparable
in terms of cognitive complex-
ity, content quality, and con-
tent coverage? What if stu-
dents made comparisons and
judgments of Mozart’s music
in orchestra and that of

Mahler in band? There is al-
most an unending list of ques-
tions affecting the validity of
these measures, questions that
become increasingly impor-
tant, the higher the evaluation
stakes. For example:

e [s there a solution to the
validity issues that arise
from more cooperation in
the classroom followed by
independently-con-
structed portfolios?

¢ If parents assist in the con-
struction of portfolios; how
does the teacher in evalu-
ating the portfolio account
for the differing parental
backgrounds?

My words of caution in
using data from authentic as-
sessments stem from experi-
ence.

1) Music teachers usually fo-
cus on classroom activities
rather than student outcomes.
2) Music teachers have long
been critical of the
profession’s past efforts to
evaluate instruction and
learning based on “authentic”
contest results and the subjec-
tive evaluation obtained from
end of year concerts.

3) With portfolio evaluation
it is likely that teachers will fo-
cus on the more interesting
activities that could be placed
in the portfolio which would
result in a narrowing of the
curriculum.

4) We can also expect those
students with low verbal intel-
ligence to have difficulty on
tasks that require speaking
and writing about different
performances; in fact the gap
presently between races is
slightly greater with authentic
assessment than with tradi-
tional assessment,

5) If the evaluation mirrors
what goes on in the classroom;

is that, by definition, authen-
tic assessment? Is that what
we want?

Anne Anastasia warned us
that the classroom teacher
should not be empowered to
report the results of standard-
ized examinations to students
and parents; for her the task
of interpreting the meaning of
standardized scores required
specialized training. 1 have
long joshed about this caution
suggesting how can we trust
the education of our children
to any teacher who cannot in-
terpret test results? Now I
have become the one con-
cerned about how the data
from authentic assessment will
be collected and interpreted
and how it will be used. One
type of evaluation does not fit
all needs. Music teachers still
need specific diagnostic infor-
mation about their daily
teaching. Authentic assess-
ment doesn’t get at many of
the skills and attitudes that we
teach nor does it claim to.

The orange light should
be on—as SRIG members and
consultants to the profession,
my advise to you is: don’t
promise more than you can
deliver and don’t promise
something just because it
seems to make sense. Teach-
ing cognition is great but,
Brewer, Vigilante, Slavick and
others have conducted exten-
sive research in the visual arts
and their studies do not con-
firm that the critical and his-
torical study of art signifi-
cantly enhances student art
production, cognitive ability,
or hi§her order thinking
skills.# More importantly any,
high-stakes evaluation re-
quires reliability and knowl-
edge of content quality, con-
tent coverage, cognitive com-
plexity, meaningfulness, eco-
nomic costs, efficiency, trans-
fer and generalizability, fair-

Special Research Interest Group
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ness, and clear cut ideas about
the consequences. With au-
thentic evaluation, it remains
essential that students know
what is being assessed and the
criteria and standards of what
constitutes good performance
before authentic assessment
can be used to justify or evalu-
ate our programs. With the
present emphasis on evalua-
tion and the reform of educa-
tion, members of this SRIG
have much to do.

1 Bennett Reimer.

"Thinking Globally a Research
Agenda for General Music."
General Music Today, Winter
1994, Vol. 7, No. 2. pp. 3-12.

2 Thomas Brewer, "An
Examination of Two Approaches
to Ceramic Instruction in El-
ementary Education." Studies
in Art Education, 32, No. 4,
Summer 1991, pp. 196-205;
Amy Vigilante, On Examination
of the Effect of an Aesthetic
Scanning Strategy in the Art
Pefromances of Select Sixth
Grade Students, Ph.D. disserta-
tion, Florida State University,
1989, Susan Slovik. The Rela-
tionship between Cognitive
Development and Teaching
Methodologies in Art Education,
Ph.D. dissertation, Florida State
University, 1993. Charles Dorn,
Art as Intelligent Activity, Arts

i j j vol.
95 #2, Nov-Dec 1993, p3.

3 Winter 1994, p 13 CSE/

CRESST UCLA, Los Angeles

Next Month:
A Look at Music
Portfolios in Secondary
Music Classes.

What Do They Measure?
by Thomas Goolsby

University of
Washington

The Politics of Portfolio Assessment

by J. Terry Gates, Dept. of Music, SUNY at Buffalo, Buffalo Ny 14260

Where to begin...? First, when the question is “What do
portfolios measure?” why talk about politics? Simply put, the
political arena is the location of our problem right now. Sec-
ond, when the talk is about politics, why stir up trouble in an
already troubled area? Third, what can a quickie political analy-
sis contribute to the discussion? I’ll take up these issues in no
particular order, and in doing so show that issues of validity,
reliability, and usability of portfolio assessment top our list of
things to do. But, today, politics vexes professional judgment
to an extent that exceeds the usual flow of things in testing.
I’ll give a framework for thinking about these issues together
and in combination.

Before all this, you need to know how I distinguish portfo-
lio assessment from the two other major forms of achievement
measurement: testing and assessment by observation — what
we do when we judge music contests, etc. Iidentify four types
of portfolios:

Right now, how we handle the validity,
reliability, and usability issues of portfolios
will be the measure of our place in the
educational reform dialog.

4 Types of Portfolios

e process (what students collect while a course is go-
ing on),

e product (what they keep at the end of a course),

o graduation (what they present for a diploma),

e presentation (used mostly in job hunting).

The handout (see appendix) is applicable to the teacher’s as-
sessment of the product portfolio. The student assesses it,
too. Notice that the categories of assessment are not the usual
ones. They provide a framework and suggest rubrics for the
teacher to use in assessing the student’s own approach to learn-
ing the content. Portfolios can be rich in data that prepared
performances and tests do not purport to reveal. Portfolio
assessment adds to but does not replace testing or observa-
tion. Many disappointed and angry teachers know this — their
overseers do not. More later, from Vermont.

Special Research Interest Group
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Teacher's Role in
Portfolio Assessment

The teacher’s role in port-
folio assessment is that of gad-
fly: the student should be chal-
lenged when he or she does a
lazy assessment of the portfo-
lio, or when the student misses
a personal characteristic of
importance revealed in the
portfolio’s contents. Having
said this, there are

gated across the state. They
claim, rightly, that this use of
portfolios will mask their best
purpose; to improve learning.
The struggle ic political.

We should talx about
politics, also, to admit some
things to ourselves, I'm going
to risk being politically incor-
rect. So, if I can quote some-
one else who noticed the same
thing, I’ll do so to keep myself
out of trouble. Here's an ex-

(or state-full) of students....”
True enough. And also
true of the portfolios in
music...so far. We wish it were
otherwise. If aggregated data
would help us convince policy
makers of the worth of our ef-
forts on behalf of the children
or society or posterity or what-
ever, we'd jump at the chance.
Wilson urges caution, and so
did Richard Colwell a moment
ago. Wilson points out that
portfolio assess-

some other things
that can be mea-
sured well through
portfolio assess-
ment techniques,
and your handout
illustrates some of
them. These

We should use the education reform pressure to our
own advantage, by gathering data on the details of
the music education process, and by improving the
leverage we have on the time we share with our stu-
dents, motivating more and more studenis to improve

the quality of their own efforts.

ment, and assess-
ment in general, is
not the magic bul-
let it seems to be.
The way to fiscal
nirvana is not
gained directly, at
least, through as-
sessment. Teach-

techniques were
adapted from categories used
a couple of years ago by Cen-
tral Park East Secondary
School in New York City in
evaluating graduation portfo-
| lios. That’s right — Graduation
Portfolios. New York’s state
department of education is
pushing for a version of this
assessment program state-
wide. They call it AIM, the As-
sessment of Initial Mastery,
mainly of work-place strate-
gies (goal setting, planning,
resource gathering, collabora-
tive efforts, self-monitoring,
mastery, using a systems ap-
proach to problem solving,
reporting and networking,
etc.). SCANS - (Secretaries
Commission Achieving Neces-
sary Skills) skills are the focus
and New York Regents Portfo-
lios provide one mechanism
for delivering the goods.
Vermont is beginning to
emerge from the rocky begin-
nings of their statewide port-
folio development program
(Schulz, 1993). Vermont
teachers are being forced to
develop portfolio scoring
schemes that can be aggre-

ample: Brent Wilson (1993),
Head of Penn State’s Art Edu-
cation Program, noted that
assessment folks like Grant
Wiggins and Robert Stake like
the arts because we assess on
the basis of students’ handling
of the subject matter rather
than their handling of tests —
authentic assessment. Big
deal, we say. Wilson: “We
claim with pride that ‘we have
been doing it all along,’” and
‘finally, the rest of education
is catching up with us.” But is
our pride justified? Perhaps
yes; perhaps no.” Wilson goes
on to observe that the port-
folio process art educa-
tors use is focused ill-ad-
visedly on grading indi-
vidual students and not
on its core purpose of
helping the student with
self assessment. He char-
acterizes art portfolio assess-
ment as “informal and under-
developed” and claims that
the approach of art educators
“makes it virtually impossible
to aggregate portfolio scores in
order to characterize the art
achievement of an entire class

ers sense this false
motivation for testing., Wilson
tells us why we have this
hunch through identifying
three clues that indicate policy
makers agnosticism about as-
sessment:

(1) there is little financial aid
for developing assessment
programs,

(2) there is little guidance
from policy makers about data
they would find worth gather-
ing,

(3) there are few indications
about how assessment results
would be used.

This is not true of other social
interests from acid rain mea-
surement in the forests of
Maine to the number of spot-
ted owls per square mile in
Oregon. Other assessments
have real-world consequences.

It’s exactly at this point
where we can learn something
of the politics of measure-
ment: Rachel Carson wrote Si-
lent Spring as a jeremiad
based on measurement. Mea-
surement came first. Com-
plaint in the absence of mea-
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surement convinces only the
already converted. Even ad-
vertisers don’t trust their in-
stincts like music educators
do. They measure the effects
of an ad to support their in-
stinct that it will produce sales,
and they do it with their fin-
gers crossed on the basis of
focus groups and other sam-
pling techniques. Because of
the dollars and careers at risk,
this is high-stakes testing. It
is on this point that [ would
add one more item to Wilson’s
list of clues that arts assess-
ment is not destined for im-
mediate importance:

(4) It is too hard to identify
stakeholders outside of the
arts education profession.

arts education is arguably a
plus for us. That is, more
people come to America to
study the arts than go from
here to other places. The eco-
nomics of that should be stud-
ied.

(2) In national studies (the
National Arts Education Re-
search Center’s 1991 report)
virtually every category of
music involvement for kids -
bands, choruses, etc. - has
shown stability or an enroll-
ment increase in about 70% or
more of the school districts
polled.

(3) Enrollments in many
higher education music major
programs, piano performance,
for example, are slipping and
many report that the quality
is slipping, too.

We can (4) In
tgeztitrrtxl oi; Until we can bt:oaden. the network of ?mgdgax:
from ce- stakeholders in the importance of Standard
lebrities, |improved American arts to include the] Economic
but we (typical citizens in American communi-| Statistical
need 0 |gigs we will not have the political base| AT € a S
test the to turn things around. (cities
effective- and their
ness of support-

such testimony on American
moderates. Until we can
broaden the network of stake-
holders in the importance of
improved American arts to
include the typical citizens in
American communities we will
not have the political base to
turn things around. Thanks
to Jesse Helms and others, arts
tree huggers and arts loggers
have already been polarized.
But, to save the spotted
what...?

Like Wilson, I will not
propose that we fling numbers
at Jesse Helms, or at American
moderates, either. Not yet.
But here are some measurable
assertions that should give
American folks some reasons
to listen:

(1) The balance of trade in

ing markets) the arts are big
contributors to, rather than
detractors from, the local
economy.

Symphony orchestra associa-
tions create jobs, for one
thing. Any mayor would rush
to the aid of a troubled 100-
employee
business in

economics. The stakeholders
are us, right now; and, we have
a stake in doing this thor-
oughly even though we don’t
feel the hot breath of the mu-
sic police in the same way that
the industrial polluters get
caught by ordinary people
sometimes. Wilson was right.
The pressure we feel is not real
in spite of its noise. We can
busy ourselves with assess-
ment for a few years and
weather the storm of reform.
But we should not be so
cynical about assessment, and
here is the point of all this; We
should use the education re-
form pressure to our own ad-
vantage, by gathering data on
the details of the music edu-
cation process, and by improv-
ing the leverage we have on
the time we share with our stu-
dents, motivating more and
more students to improve the
quality of their own efforts.
Portfolio assessment tech-
niques have provided a sys-
tematic way to accomplish
this. There are many models,
even in music. Nobody — no-
body who does portfolio as-
sessment suggests that others
should do it the way they do.
Perhaps. But we can’t get to
fiscal nirvana by libertarian-
ism alone. If anyone besides
the PACE project at Harvard is
gathering information about
portfolio assessment, please
keep us posted. And, in the
portfolio as-

sessment pro-

most other
segments of a
1 o c al
economy.
What
has all this to
do with port-
folio assess-

This SRIG newsletter and
#17 consist of papers pre-
sented at the National
Convention of M.E.N.C.,
April of 1994, Cincinnati,
Ohio

cess, these
notes include
those of our
own students.

Right now
how we handle
the validity,
reliability, and

ment? We
have to be sufficiently politi-

cally astute to begin to gather

some numbers that go beyond
enrollments, equipment, and

usability issues

of portfolios will be the mea-

sure of our place in the edu-

cational reform dialog.
(continued on page 10)
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J. Terry Gates

JTG's Portfolic Assessment

Teacher's Evaluation

Name of student

Grade/home room_

Project title

Assessed on (date) Reviewed by
Viewpoint: demonstrates knowledge

and understanding of subject content. Evidence

__Outstanding
__Good
__Resubmit when you have...

Connections: draws relationships
between information and ideas used.
__Outstanding
—_Good
__Resubmit when you have...

Evidence: finds and skillfully uses
relevant data and project resources.
__Outstanding
_ Good
__Resubmit when you have...

Voice: presents information in an

engaging way, with audience in mind.

__Outstanding
__Good
__Resubmit when you have...

Conventions: appropriately uses
discipline-based terms and strategies.
__Outstanding
_Good
__Resubmit when you have...

Relevance: identifies relationship of

content to contemporary concerns.
__Outstanding
__Good
__Resubmit when you have...

Recommendations for an improved portfolio:
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We must boldly and enthusiastically sharpen
this measurement tool, finding ways to make
portfolios usable, shaping good claims for their
validity, and really working at the reliability
numbers...all within the framework of clear
views of what portfolios really measure, the
music learning process. We must express our
caution about portfolios to others — they’re
not yet ready for prime time. But, remember,
Richard Colwell turned on the orange light, not
the red one. Let’s look both ways and roar
ahead!

Schulz, Elizabeth. (1993, September). Putting port-
folios to the test. Teacher Magazine, pp. 37-41.
Wilson, Brent. (1993, July). Assessment issues in art
education. Unpublished paper: Department of Art
Education, Penn State University.

Also Next Month:
“Portfolios In Student
Teaching”
by Frank Abrahams
Westminster Choir College
of Rider University

New England Conservatory of Music
290 Huntington Avenue

Boston, MA 02115

(617) 262-1120 ex. 436

(617) 262-0500 FAX

Address Correction
Requested

Attention: Richard Colwell and John Holly, editors
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