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PROCEEDINGS
FROM THE FOURTH NATIONAL SYMPOSIUM

ON MUSIC INSTRUCTION TECHNOLOGY
JUNE 6-8,2002

Sponsored by the School of Music at the University of Oklahoma, the
Auburn University Department of Curriculum and Teaching, and the
Florida State University Center for Music Research.

The National Symposium on Music Instruction Technology was held
June 6-8, 2002 at the University of Oklahoma School of Music Catlett Mu-
sic Center, Norman, Oklahoma. The ongoing theme was "Practical Appli-
cations and Research." The Symposium is an cooperative project of the
Center for Music Research at Florida State University, the Music Education
Program of Auburn University, and the School of Music at the University of
Oklahoma.

Music educators and music education researchers shared knowledge
and experiences concerning technology enhanced music instruction. The
goals of the Symposium were to (a) accelerate the exchange of ideas among
practitioners and researchers, (b) to encourage appropriate uses of music
technology in PreK-12 learning environments, and (c) to disseminate find-
ings to individuals who use, or want to use technology in music learning and
teaching situations.

The Fifth National Symposium on Music Instruction Technology was
held June 26-28,2003 at Illinois State University, organized by Dr. Kim-
berly McCord. The Sixth Symposium on Music Instruction Technology was
held June 26-28,2004 at Valley City State University, North Dakota and
was organized by Dr. Sara Hagen. The Seventh Symposium will be held
June 16-18,2005 at Hartwick College in Oneonta, New York, Dr. Jane
Kuehne, organizer (see announcement at the end of this issue).

The following pages are summaries of the Symposium presentations (a

few presenters did not submit summaries).
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The Perfect Interface: WebQuest with Simulation Gaming
James Foster, Russellville School District, Russellville, AK

Usually when one thinks of computers and students, gaming is the first
thing that comes to mind. Exploding targets, flashy 3-D effects, and repeti-
tive music draws thousands of children (of all ages) into hours of explora-
tion and fun. Could all of that fun be used in the educational setting? The
answer is yes. The term edutainment has come to describe one facet of the
gaming industry, i.e., combing computer technology with education. How-
ever, simulation gaming interfaced with an educational objective might aid
teachers in the achieving new expectations for students. Music teachers are

not sheltered from this desire. In simulation gaming, students are given a

simulated environment with which to solve a problem.
lVebQuest is an inquiry-oriented activity in which some or all of the

information that learners interact with comes from resources on the Internet,
optionally supplemented with videoconferencing (Dodge, I 995). Students
become actively involved with integrated technology through such soft-
ware programs as databases, spreadsheets, and presentation programs. Mu-
sic teachers who use WebQuests as a portion of their curriculum must change
from the traditional role of leader to one of learner. This type of activity
involves collaborative work. Each team member has certain responsibili-
ties that ultimately combine into a final project. The purpose of this session
is to show how a WebQuest, combined with simulation gaming, can bring
about different learning strategies.

General Music

In a general music classroom, teachers are often faced with reluctant
students. This paper describes a strategy where students became actively
involved in the learning process to produce a "teal world" product. The
objective for this classroom activity is "The student will demonstrate un-
derstanding and comprehension of 20'h century musical styles by creating
an amusement park." Students were divided into groups of four and given
pertinent information:

I . Each group member is to select a musical style of the 20th century.

2. Each member then will fill out the Amusement Park Questionnaire
form.

3. After significant research has occurred, the student will go through
the simulation game tfiorial Roller Coaster Tycoon. The objective is
for the student to create one portion of an amusement park based on
their chosen musical style. The following elements should be in-
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cluded: (a) All rides must be named according to their musical style,
(b) all eating places should reflect food that is indicative ofthe genre,
(c) all park employees must represent actual people associated with
the style, (d) all souvenir shops will sell items that are associated
with the chosen musical style, and (e) all performers must be actual
performers.

4. Two days are allotted for the actual playing of the simulation game.

5. After two days, the students will create a PowerPoinl presentation
that highlights the basic features of the musical style and the theme
park.

6. Based on the information presented, the class will vote on which park
might attract more customers.

Technologies used in this project include: Copernic Search Engine,
Roller Coaster Tycoon, HyperSnap-DX, and Microsoft PowerPoint.

Amusement Park Proposal

Name of Amusement Park:

Members of the Proposal Committee:

Sections Name: l.
1
4J.

4.

Begin the journal by writing questions you
period:

have about the music and time

What are some things you will have to know to complete your task?

Research the musical genre you have selected, recording answers to your
questions and other helpful information in your journal. Add new questions
to your journal as you think of them.

Choose a time period that your group thinks is the definitive time period for
your genre. Also, choose a location that was the center of creativity for your
genre in the time period you chose. For example: if your genre was Pop, you
might consider disco music to be definitive and so choose New York in the
1970's as your location and time era. Include in your presentation an expla-
nation of why you chose both the time period and the location in which your
Land is set.
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Additional Questions to Answer:

l. Who were the most influential and dynamic musicians of the time?
(i.e. musicians of the Royal Court, Grammy award winners, Bill-
board Magazine chart toppers, etc.)

2. V/hat were the popular songs of the musical genre?

3. What events took place during this time period that may have influ-
enced the music that was being composed and performed? What was
the political climate?

4. What were the customs and fashions of this time period? (i.e., cloth-
ing styles, food, architecture, etc.)

5. What other art forms were current and significant to the music topic?
(i.e., paintings, print ads, theatrical releases, etc.)

Group Work: In this section, one person is responsible for completing one
of the questions listed:

Person Responsible:

Choose musical artists who will "perform" in your Land. Pick musical art-
ists you feel are important to the history of the music genre you have chosen
and that would have lived in the time period and location you have chosen.
Identify the characteristics and mannerisms of these artists and decide how
the entertainers you hire will imitate these performers.

Choose ten different musical selections to be used as background music
throughout your Land. The music chosen must be typical of the genre and
time period.

Individual Assignment:

Create a time warp entryway establishing the historical setting of the music.
People will walkthrough this displaywhen they enteryourregion ofMusicland.
It will provide a brief glimpse of important historical events in that era to
give your visitors a mindset when experiencing your section of the park.
You can use audio, video, pictures, newspaper clippings from the time pe-
riod, etc.

Things to include in your park proposal:
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l. Plan a restaurant that features the type of food that was a favorite
during the time period Land. Name your restaurant and design a menu.
Design costumes for the employees.

2.Plan a souvenir shop that carries reproductions of instruments and
musical recordings that are unique to the musical genre you are fo-
cusing on in your Land. To represent this shop, you can create a
diorama with pictures of the instruments and posters on the wall ad-
vertising the music. Or, create a catalog of your items that you could
send home with customers who want to buy later.

3. Develop theme park rides or activities that creatively use music terms
and ideas. Name your park attractions after famous musicians, their
music, or musical terms

Rubric for Grading Musicland Theme Park

Use the following axeas to evaluate the investors and the proposed park

Category 3 5

Does the music selected to be performed and played accurately represent
the musical genre, time period, and location?

Is the choice oftime period and location appropriate to the musical genre
and based on research?

Do the performers accurately portray the musical style?

Does the presentation provide meaningful insight to the proposed park?

Does your projectjoumal show how you used historical information to
recreate the time period?

Does the featured ride description accurately portray the musical style?

Do the restaurant and souvenir shops reflect the food, instruments, and
songs ofthis genre, time period, and locale?

Are the rides and attractions exciting and creative? Are they related to the
musical genre?

Does the model or blueprint clearly show what your team wants to
create?

Could a team of investors leam what your Land is like from examining
all of your materials?
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Questions:

How is the music that we listen to a reflection of the times in which we live?
How do historical events influence composers and the music that they write?

How does this musical genre influence you as you listen to it? How does the
music convey the feelings of the musician and time period to you?

Reference
Dodge, B. (1995). The WebQuest page. Retrieved October 6,2003, from http://

webquest.sdsu.edu/

The Status of Technology in K-l2 Music Education
Jack A. Taylor, Florida State University

In our work with music teachers-in music technology classes at Florida
State University and in summer technology workshops for teachers-John
Deal (University ofNorth Carolina-Greensboro) and I observed three types
of K-12 music teachers: those who are curious about (but inexperienced
with) the use of computer technology in music, others who are enthusiastic
(about using technology in music) and "somewhat" experienced with com-
puters, and yet other teachers who also are enthusiastic, but consider them-
selves "moderately" experienced.

However, we learned over the years that most music teachers in the
latter two categories were experienced in classroom administrative applica-
tions, such as word processing and databases-not the applications that are
concerned directly with teaching, learning, and creating music (e.g., MIDI,
music notation, computer based theory and basic musicianship). It became
clear that only a few music teachers had little or no knowledge of the soft-
ware that can help their students advance more quickly and efficiently in
developing music skills; furthermore, the teachers who did have some un-
derstandings of these music applications lacked confidence in their abilities
to effectively integrate these applications into their lesson plans.

Because we believe that music teachers can benefit from the use of
computer technology-and because good music software has been available
for almost two decades-we became concerned that so many music teachers
seem to have such little understanding of computer technology and the mu-
sic software available to them. In addition, the fact that some teachers could
use the software, but had little feeling for how to make effective use of it in
the classroom for their particular grade levels, was especially disturbing to
us.

Wanting to find a solution to this problem, we realized that before rec-
ommending actions to resolve this condition, a first step is to understand the
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exact nature of the problem. Are our observations regarding music teachers
and technology valid and widespread? If so, what are their dimensions?
Consequently, we decided to collect this information by distributing a na-
tional survey to music teachers in grades K-12. The formal purpose of this
survey was to determine the extent of music technology being used in the K-
l2 music curriculum and the daily activities of music teachers and their
students, and to collect data about music teachers, their use of computer
technology, and their attitudes toward the integration of music technology
into the K-12 curriculum.

Research Questions

The following research questions served as the foundation for both the
Pilot Survey (see below) and the National survey.

1. Are K- 12 music teachers integrating technology into their music cur-
riculum, either within the context of the classroom or outside the
classroom (i.e., a special time before or after class)?

2. How much experience and training do teachers have in technology,
and what is the nature of their training?

3 . In what ways are K- 12 music teachers using computers in their music
curriculum?

4. What kinds of computers and music hardware and software areK-12
music teachers using in their music curriculum, and where are these
computers located?

5. What are the K-12 music teachers' attitudes toward the use of com-
puter technology within the curriculum, and to what degree do they
believe technology can be integrated into music activities?

Pilot Survey

The 30-question survey was mailed to three "test" states: New York
(large population state), Kansas (medium state), and Utah (small state).
Lists of MENC (Music Educators National Conference) members were ob-
tained from MENC headquarters and 600 music teachers, grades K- 12, were
randomly selected to receive the mailed surveys. A total of 222 surveys
(37% response rate) were returned, sufficient for a confidence level of95o/o
and a confidence interval of SYo. With a few minor corrections, the survey
was considered valid and ready for distribution on a national basis.

National Survey

Method and Procedure
Lists of MENC members for all 50 states were obtained from the MENC

headquarters. Members were categorized according to MENC divisions (South,
Southwest, West, Northwest, East, and North Central), and then l0% of the
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teachers were randomly selected from each division (total of 5,445 K-12
music teachers). Surveys were mailed with a letter that explained the survey's
purpose and a deadline date for returning the survey (a stamped, addressed
envelope was included with the letter).

Results
A total of 991 surveys were returned for a response rate of 18.2%. Al-

though this was a small percentage, it is sufficient for a confidence level of
95%o and a confidence interval of 7oh. Nevertheless, inference of the results
of this survey to all MENC K-12 music teachers in the United States should
be made with caution. Table I illustrates the return rates by division.

Responses to demographic questions showed that (a) there is no signifi-
cant difference between males and females in regard to length of tenure or
age, (b) the median age is 41 to 50 years, @) a3.5% of the teachers have
master's degrees, (d) 52.0% have been teaching for 15 or more years, and
(e) 65.0% have been in their current teaching position for I to 10 years.

A substantial majority of teachers (602,61.4yo) do not integrate tech-
nology into their curriculum; nevertheless, 73yo (723) felt that they are
moderately to considerably experienced with technology (73.8%). How-
ever, there was a difference between males and females: Male music teach-
ers claimed to have more computer experience than females, at a ratio of
almost 3 to | (y2 197 6,31 = 143.028,p < .05). The Southwest division was
the exception-there was no significant difference between males and fe-
males.

Regarding technology training teachers received in the past, a large
percentage were self taught and attended an occasional workshop (43.5%).
However, a majority of teachers (51.6%) had not attended a training ses-
sion. Furthermore, a substantial number reported no opportunities for train-
ing (33.8%) and identified inconvenient dates and times, along with the
"description of the session" (43,8o/o of the teachers), as the most common
reasons for not attending training sessions.

About half the teachers (457 , 49.5%) own one computer-usually a PC
(301,32.6%) rather than a Mac ( 156, 16.9%). See Table 2 for details. Most
individuals have from I to 5 computers available at school, and the majority
is Macintosh computers (56%). About 40Yo are PCs and 3.1%o are "others"
(see Table 3). Two-thirds (66.7%) of these computers are located within the
music area.

Eighty-two percent of the teachers indicated that computer technology
can be used with "many" or "some" types of music instruction and learning
within the classroom, and 93.3% claimed that computer technology can be

used with "many" or "some" types of music instruction and learning outside
the classroom. Compared to music instructiqn within the classroom, teach-
ers believed that technology can be used with more types of music instruc-
tion outside the classroom, yz (979,16) : 595.81, p <.05. In addition,
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Table I

Distribution of Respondents by MENC Division (18.2% Return Rate)

Division Frequency Percent Cumulative
Percent

South

Southwest

West

Northwest

148 14.9 t4.9

157 15.8 30.8

160 16.1 46.9

169 t7.t 64.0

East 170 17.2 8l.l

North Central 187 18.9 100.0

TOTAL 991 100.0

Table2

Types and Numbers of Computers
Owned (at Home) by the Teachers

Type Number

PC Only 301

Apple Only 156

PC + Apple 145

Apple + Apple 88

PC+PC 6t

3 or more tlpes 172
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Table 3

Numbers of Computers Available
At School

Number Responses

?-s

6-10

I l-15

t6-20

2t-30

3140

4l-50

5l-70

100

260

r29

39

23

24

41

l0

teachers indicated that technology could "definitely" be used to teach the
following activities.

l. Learning to compose
2. Listening to music
3. Learning to perform rhythmic patterns
4. Learning to read music notation
5. Learning music terms

Interestingly, those teachers who did not integrate computers in their
music curriculum have access to computers at school (73.3%); furthermore,
they would like to learn more about music technology (93.9%) and eventu-
ally use it in their music teaching (89.5%).

A total of 379 (38.6%) teachers reported integrating computer technol-
ogy and software into their curriculum, both during and after (or before) the
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regular class time (See Table 4). Listed in order of the most frequent use in
class, the music areas were (a) theory, (b) accompanying, (c) composing,
(d) Internet (e-mail and Web), and (e) databases. Most frequent uses outside
class were (a) theory, (b) databases, (c) Internet (e-mail and Web), (d) ac-
companying, and (e) composing. More than half (55.8%) of the respondents
used software in these areas every class meeting, every other class meeting,
or once per week.

Table 4

Music Areas Used by Music Teachers Who Integrate Computers
Into Their Cuticulum

Music areas

*Outside *During

class class

Database management

Using the Intemet (e-mail, Web)

Composing, arranging

Accompany students with MIDI keyboard

Teaching music theory, fundamentals, sight
reading and singing

Teaching performance skills

Teaching music history and literature, music
appreciation

Teaching nonmusic (word processing, etc.)

Marching Routines

Other (publishing, burning CD-ROMs,
improvising, etc.)

TOTAL 1087 1037

*Number of times mentioned by the 379 teachers who integrate technology

103

ll9

127

168

162

140

150 147

184 223

75

154

61

ll5

69 45

27 24

ll 20
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Conclusions

The fact that a majority (61 .4%) ofK-L2music teachers does notuse or
integrate computer technology in their music classes perhaps is not surpris-
ing, since the survey showed that many teachers do not have the training to
make this happen. However, it is interesting to note that most of these teach-
ers were positive about the uses of technology in music (89.5%), and were
willing to learn about technology (93.9%). Over 73o/ohave access to com-
puters (although the number of available computers only ranges from I to
5), so it seems that they would be willing to apply computer technology to
music instruction-if only they had the skills to do so. Apparently they do
have skills to deal with technology pertaining to administrative and per-
sonal tasks (73% said they were moderately or considerable experienced
with technology); but of course, this is a different matter than effectively
integrating computer music programs in the curriculum.

The music teachers that integrated technology (38.6%) did so at least
once a week-either during or outside (before or after) their classes, and
almost half of them (43.5%) are self-trained. The popular music areas for
integrating technology are theory and music fundamentals, databases, ac-
companying, composition (includes music notation), and the Internet. This
makes sense, as software applications for these areas are the most acces-
sible, in terms of availability and ease of use.

As mentioned at the beginning of this presentation, we were interested
in finding the problems (if any) that disallow K-12 music teachers from
involving music technology as effective aids in their classes. The results of
this survey show that only about one-third of the teachers in the United
States are using technology in their classes, and it also tells us that the
remaining teachers are willing to become involved-but that training is
needed. Thus our strong recommendation is that a greater emphasis in mu-
sic education should be placed on offering convenient and relevant technol-
ogy workshops for music teachers. These workshops should center on the
special classroom needs of students, and they should emphasize ways that
technology can be integrated in the curriculum to enhance student skills in
music.

Getting "In Tune" with Technology: Using the MIDI-Stick
and Other Technologies to Teach Intonation to

Instrumentalists

Russell Teweleit, West Texas A&M University

It is widely understood that the development of the ability to play in
tune is essential to the musical development of any instrumentalist. Karrick
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Smart Music Studio 6.0. (2002). Available: http://www.codamusic.com/coda/sm.asp
Yamaha WX5 Wind MIDI Breath Controller. (2002). Available: htp://www.yamaha.com./

cgi-win/webcgi.exe/DsplyModel/?gMCD00005WX5#

The MIDI Academy Orchestra Program

James P. J. Noxon, Hawaii Community College

Concerns about the lag in technology integration within music teacher
education were raised at a recent conference. John J. Deal, Jack Taylor, and
Sam Reese presented results oftheir respective investigations at CMS/ATMI
in November 2001. These concerns lead to some of these conclusions: ac-
cess to training is limited, paradigms are limited, system complexity is of-
ten daunting, informality is uncommon, and additional support for women
is recommended.

The MIDI Academy Orchestra program is one answer to these con-
cerns. In this workshop, music technology is integrated in an environment
that is intended to be less formal, more inclusive, with a different mindset,
while still incorporating a very high level of system complexity. This oc-
curs by matching the modus operandi of most music teachers: as an en-
semble.

By mixing pre-college students with in-service music teachers, the fa-
miliar public school music classroom environment is more nearly approxi-
mated. By engaging participants in familiar school music activities (group
singing, instrumental ensemble rehearsal) the barriers of computer anxiety
are minimized. As a result of this approach, participants quickly find them-
selves immersed in a classroom activity that models a high level of technol-
ogy integration. The result is music teachers who find an important "change
ofheart." Instead ofreservations about the technical complexity ofsuch an
activity, they find motivations towards adopting this model within their
own practice. Then this effort can lead to teachers modeling technology
integration for their students, which further can lead to a bottom-up initia-
tive within music teacher education.

Music is just a lot more fun as a team sport!

Generating and Organizing Digital Audio Files for
Multi-track Composition Using Audio Editing Software

Sara Hagen, Valley City State University

The purpose of this workshop was to acquaint teachers with the compo-
sitional possibilities of working with digital audio as a sound source. Stu-
dents can create their own sound sources in addition to incorporating the
myriad of loops and sounds available on the Internet.
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The following equipment was used for the symposium demonstration: a
Windows-platform laptop, Sonic Foundry's ACID 2.0, Syntrillium's Cool
Edit Pro (Update: Acid is now available in version 4.0., as well as a more
affordable version without video options, Acid Music 3.0; Cool Edit Pro
has been renamed Adobe Audition-see the Adobe Web site), and a micro-
phone and speakers.

A brief description was presented showing how digital sounds are cap-
tured and utilized by the computer. For example:

A $imtle $ignal Boute using a
$Iandald line in to line out

Several examples of electronic pieces created in this manner were shared
with insights into the processes of their creation. Then sound file (.wav)
sources were created by recording "found sounds" within the room and
participants' voices directly into Cool Edit Pro. The resulting sound files
were manipulated in Cool Edit Pro to produce new variations of the origi-
nals using various effects processors, such as time stretch, pitch shift, re-
verb, etc. The second portion ofthe session was devoted to using those files
along with pre-made sound loops from the examples folder in Acid 2.0 to
create multi*track compositions with audio sounds.

Acid is a user-friendly software that allows the composer to import any
.wav or.mid file with a simple click and drag routine. Once imported into
the project, the composer again uses a click and drag routine to place the
sound file into the multi-track window. For example, if a sound file is a loop
of four beats, the composer can drag as many loops across the timeline to fill
as many measures as desired with that sound. The next sound is added in the
same fashion with placement either at the beginning, or in a canon-like
manner. Sound files need not be looped, however. Any sound in these
formats can be imported into the project. The Beatmapper Wizard can cre-
ate a file that is mapped to a downbeat pattern for easier synchronization,
however. The screenshot below shows a four-track composition taking form
with various lengths and iterations of the sound files layered together.
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Examples of how multi-track composition environments have been used
as movie sound tracks also were shared. For example, voice-overs can be
used over recordings with video presentations for music appreciation ac-
tivities in the classroom. Layering of files can occur using audio, MIDI,
and video or any combination gf these, and finally rendered as movie files
(QuickTime.mov, .avi) or as sound files (e.g., .aif, .wav, .mp3, .wma). Be-
low is a screen shot of showinganAcidproject with a video file included in
it.

Many other software packages are available that accomplish the same
tasks, but.,4cid is the software package that can integrate all three file types
in a user-friendly atmosphere with many options and render them in a final
product.
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Using Blackboard in Musicology Courses
Paula Conlon, University of Oklahoma

This paper will describe the utilization of Blackboard, a user-friendly
course management tool, in a musicology course for freshman music ma-
jors. The operative word here is "user-friendly." Only a few faculty mem-
bers at the University of Oklahoma School of Music had made periodic use
of the course management technology tools that were offered prior to the
introduction of Blackboard. To most of us, the learning curve seemed too
steep to justify the time required to become proficient. A combination of
forces entered into my decision to forge ahead with Blackboard, primarily a

frustration withphotocopying and copyrightrestrictions. Since I knew Blackboard
could help in solving these challenges, I decided to experiment with the use
of Blackboard in my freshman music major course in musicology. With
help from the Information Technology department, I was up and running
within 24 hours: hence my endorsement of the term "user-friendly."

Blackboard offers a wide array of services, from posting announce-
ments, class syllabus, assignments, and office hours, to an online grade
book, discussion board, chat room, class e-mail, online quizzing, and digi-
tal drop box to submit homework. One of the most attractive features I
found in Blackboard is the ability to pick and choose what works for you,
and block the other areas so the students only see the options that you have
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decided to use. Even if an instructor only utilizes the online grade book,
they will save themselves a lot of time and will ensure the privacy of the
students, as students can only access their own grades. As Blackboard now
is automatically entered for all courses offered at the University of Okla-
homa, the majority of the initial start-up is completed before the instructor
even logs on. For my first foray into the use of technology as a course
management system, I decided to stay with the options that would facilitate
what I already did in my courses, and leave discussion boards, chat rooms,
online quizzing and digital drop boxes for another year.

My main concern was to get the digital streaming of supplementary
musical examples in place as soon as possible. Since the students can listen
to, but not download the music excerpts, there is no problem with copyright
restrictions, and personnel at the digital lab had the music clips entered with
links to Blackboard within a couple of days. Similarly with supplementary
readings, the University Library installs the text online within a two-week
period, or the teacher can scan the material into a Word document and create
a link to Blackboard. This gives the instructor a tremendous amount of
freedom to add course material to complement the repertoire of the concerts
being performed that semester. After Stravinsky's Histoire de Soldat was
performed in the spring of 2002, a number of students expressed an interest
in using this performance as the basis for their research projects. I posted
readings and musical excerpts to accompany a Stravinsky lecture in time for
the next class, thereby bridging the gap between the music history course
material and what was happening in the applied area of the school.

The class I teach is titled "Music in Culture," mainly dealing with non-
western hemisphere music. Since one of my mandates is to make this musi-
cology course more meaningful to our predominantly performance-based
students, I use Blackboard to list upcoming events (both on and off campus)
that can be used as the basis for the required research project. Rather than
relying on a notice board and a verbal announcement, the students have a
regularly updated list available to them 24 hours. I remind them of that
week's concerts with the support system of Blackboard as back-up regard-
ing the "what, when, where, and why" details for each event. Similarly,
links to websites that aid in finding resources related to the research topics
can be posted online.

Another feature of Blackboard that I found particularly appealing is the
ability to enter the material, but not install it online until it "suits" you. This
way, one can use Blackboard for class preparation, then adjust it, ifneces-
sary, before displaying it after the actual class. I use overhead transparen-
cies to outline points during the lectures, which I then install online, Thus
students who are absent will learn what they have missed and can get caught
up before the next lecture, and supplementary readings can be made avail-
able as needed.

I believe that the most important thing to remember about the use of
technology as a course management tool is that it augments and supple-
ments human contact but does not replace it. My initial reluctance to 'Jump
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on board" the technology bandwagon stemmed from my concern that it
would create a rift between the students and me. However, the reverse is
true. Today's students have grown up with computers, and their use of 1n-
stant Messenger and e-mail is extensive. They are likely to receive infor-
mation faster by means of the Internet than by any other venue. Since they
are online so much anyway, checking what is on Blackboard becomes sec-
ond nature to them. If I want to direct them to a particular entry, such as a

review sheet for the next class, I need only send a group e-mail. Similarly, if
I need to cancel class, I can be confident that the majority of the students
will get the message.

One of my goals for 2002 was to become more independent in my use of
computer technology in my teaching and research. I took on the challenge
of using Blackboard not because I was convinced it was the best way to go,
but because I did not want to be left behind. Instead of being a time-con-
suming burden, I discovered that it freed me to focus on the preparation for
the lecture itself-while Blackboard did its job in the organization of the
material and the transmission of information to the students enrolled in the
class. As Blackboard's website claims, "You do not have to be a web devel-
oper because the shell of the course is created for you. You simply have to
add files."

My adoption of Blackboard has convinced other members of the fac-
ulty that technology is a tool that is accessible and useful for those of us who
previously have viewed computers mainly as glorified typewriters and e-

mail machines. Current technology can offer much-needed assistance in
administrative and secretarial tasks. With your new-found time, you can
concentrate on your professional interests, creating content to add to the
files with whatever course management system your institution is using.

Tweaking Renaissance Music with
Information Technology

Karen Garrison, Auburn University

This presentation uses information technology to present various as-
pects of Renaissance music. In a college, high school, or elementary music
appreciation class, Renaissance music can be the most difficult type of music
to present. I find this to be a particular challenge in my university apprecia-
tion courses. A majority of the students are just fulfilling an elective re-
quirement and have no interest in any type of classical western music-much
less music of the Renaissance period. The students consider it old and bor-
ing stuff, and rightly so. Most of the students have never heard of any of the
composers from this time period, and the musical instruments are odd sounding
and out of tune. Even though the style of Gregorian chant may be somewhat
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popular with students, Renaissance music is still very unfamiliar to the stu-
dents.

Visualization can be helpful in instructing students in areas which they
are unfamiliar. To make Renaissance music come to life, I have put together
aPowerPoinl presentation by importing visuals and linking them to Internet
sites. The Web sites that I have used include pictures of Renaissance instru-
ments, sounds of the instruments, pictures or drawings of important com-
posers from the period and their biographies. I also include sites that have
important historical information about the Renaissance in an effort to inte-
grate the arts.

In addition to running the PowerPoint show, handouts were distributed
at the presentation listing the Web sites that were found to be the most
helpful in developing the project.

Using Technology to Teach Beginning Sight Singing
Jane M. Kuehne, Florida State University

Teaching sight singing to beginning students can be challenging. With
the ever-growing number ofpublished sight singing and sight reading methods,
choosing a method that best suits both teacher and students has become a
daunting task. Typical sight singing instruction most often includes large
group instruction using various resources. The work presented here includes
an outline of a sight singing method that is designed for use by individuals
or large groups (ensemble). It uses moving highlighted notes and rhythms
with corresponding sound to aid in teaching beginning level sight singers to
read music. The exercises were created using Macromedia Director 8.5
(1984-2001), henceforth referred to as Director.

Using Macromedia Director

Director is fairly easy to learn to use, but intensive in process. There are
three main components: cast, score, and stage. The cast contains all files
used in the presentation (or movie). These files can include various media
types, text, images, and other files needed to create multimedia presenta-
tions. The score includes the actions of each of the cast members, including
how long each remains on the screen, integration of media files, along with
tempo markings, and other functions that are necessary for the presentation
to run correctly. The stage is where the "action" takes place and is (for the
most part) what the end user will see (with the cast and score integrated).
Figure I shows a screen shot of these three elements (cast, score, and stage)
as viewed in Director.
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Figure 1. Elements of theDirectorScreen.

Sight singing Method

The proposed sight singing method is designed for beginning sight singers.
Rhythmic and melodic concepts are separated so that one does not hinder
the development of the other (for example, complex rhythms may impede
melodic reading). Tables I and2 show the order of presentation for rhyth-
mic and melodic concepts, respectively.

Bruner's (1977, p. 52) idea of spiral curriculum was utilized to develop
the structure of the sight singing method. Exercises are sequenced so that
each new exercise includes all previous concepts in addition to a newly
presented concept. For example, rhythm exercises in lesson 30 includes all
the concepts from lessons 1 through 29 (see Table 1). The same is true for
melodic concepts. However, melodic concepts are presented in two for-
mats. First, students listen and echo the various intervals for each concept
with no visual cues. After students have mastered singing the various inter-
vals, they are presented with the same exercises on paper (visual cues). This
process allows them to gain an aural understanding ofpitches and intervals
prior to learning how to read them from a staff.
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Table I

Order of Rhythmic Concepts.

Lessons I through 17 Lessons l8 through 3Gr

Lessons 1-2 Lessons lg-19

I *1, * l- f;*.,,.o,.o* ?1t ttr
Lessons 3-4 Lessons 2o-21

?l t J*."*, J*-o*..u* nl t J=1-:
Dnm . F IIn

Lessons 5-6 Lessons 22-23

3tI Rest-2 Rest-2-3 Rest-2-3-4 Rest- Up E

Lessons 7-10 ' Lessons 24-25.rct,tr,t Jffi &7t ) n
Dom-E - Up -E Dom-dor Up E

Lessons ll-12

33t , )
Rest - Up

Lessons 13_14 Lessons 28-29

?tt ) ) 3lt8 rTl )
Dom-dot Up Down Up Up Down

Lessons 15-17 Lessons 30+

nlt l ) n1ffiJ)
Itest - dot Up Down Up

Lessons 26-27

nlt t n

Proceedings 83



Table 2

Order ofMelodic Concepts, Based on Chord Tones

Concepts I through4 Concepts 5 through 8

l. Intervals built on I chord IV, and V chords

2. Intervals built on V chord 6. Scale motion built on I, IV, and V chords

3. Intervals built on I and V chords 7. Intervals built on vi chord

4. Intervals built on IV chord and vi chords

There has been a fairly wide variety of research in sight singing that
includes the use ofcomputers and/or other technology. Early research areas
included using the computer to analyze pitch accuracy (Kuhn & Allvin,
1967; Graves 1980; Loreck, 1990). Later research has included using com-
puter aided instruction (CAI) to aid in teaching and evaluation of sight
singing skills (Hesser, 1988; Ozeas, l99l). Newer fields of research in-
clude using the computer to write music as a way of reinforcing music read-
ing concepts (Prasso, 1997). The pervasive nature of the computer in our
culture requires its use in classrooms. However, there are little data to show
that it truly is an effect tool for teaching students to sight sing accurately.
Research is necessary to validate the use of computers and technology in
teaching students to read music.

References
Brunern J. S. (1977). The Process of Education. Cambridge, MA: Harvard Univer-

sity Press.
Canelos, J. J., Murhpy, B.A., Blombach, A. K., & Heck, W. C. (1980). Evaluation

of three types ofinstructional trategy for learner acquisition ofintervals. Jour-
nal of Research in Music Education, 28(4),243-49.

Graves, D. L. (1980). The development ofan objective sight singing achievement
test employing electronic measurement apparatus (Doctoral dissertation, Uni-
versity of Georgia, 1980). Dissertation Abstracts International, 4 I (l0A),4322.

lntervals built on I,

Intervals built on I

Suggestions for Future Research

84 Journal of Technology in Music Learning . Fall/Winter 2003



98 sEurpeecoJd

luepnls epnlcur lsnlu uorlJelloJ eql 's?eJB eroru Jo euo ur sluerue^arqce
pu? (sseJSoJd 

'sgogga s(luepnls eql slrqrqxo leql {Jot\ s.luepnls ? Jo uorl
-celloc lnyesodrnd € sl (I66I 're.(etr41 ry 'uos1ne4 'uos1ne4) orloJuod V

iorlogpod e sI l€rli11

'sorloJlrod Jo uoqeclydde pue
Eurpuelsrepun s.Jegcael ocrlreserd alelrlrceJ ol lool Eurureel € se g'8 JolceJ
-lCJo esn eql Eurroldxa sr lueulredap uorlecnpe crsnru (fqnd s.luorure1
go flrsrelrun eql 

^\oq 
eqrJcsep IIr^\ uorlces pJrql eql 'sorloguod cruorlcele

(c) pue '(sreqceel ocrrues-erd 8ururu.r1 ur sorlogpod yeuorssegordJo esn eql
pu€ slool Suru;ee1 se sorlo;lrodJo ssauelrlooJJa erll Surle8rlse.rrur serpnls)
qcr€asar luoJrnc (q) '(sedf1 orlo;1rod puu orloJUod e go seldrcuud crseq)
sr orloglrod € lsg^\ (e) :suorlcas a8rel eerql sureluoc olcru€ srql 'sorloypod

leuorssegord JreqlJo uollnqlJlsrp pu€ uorleeJc eqt ur sJorlc?e1 acr,rras-ord dq
pasn aq uec g'8 JolceJrq a\oq soqrJcsep elcrpe srql 'sorloJlrod leuorssegord
Eurleerc JoJ Iool elqsJrsep e 1r e{?ru soJnleeJ erporurllnu pu€ olrlceJe}ur
s,ruerSord eqJ 'sarloru erporurllnu eArlc€Jalur crureu.{p el€oJc ol pesn Iool
Eurroqlne lngrenod e sr erpeurorceyq ,{q g'g lolcaile vrerSord ereaq;os orlJ

luorure^ Jo flrsrelrun'sploufea
solloJuod uoll

-Brnpo clsnIII IsuolsseJoJd olueJc of s'g

.(erygoeg

rolcar!(I Eulsl

'€ €9 I '(v90)S g 'IDuoltouratul stro4sqy uot1oltassrg '(1661 'eEe11o3 sreqceoJ
,{1rsrarrru11 erqunloJ 'uorlelressrp lerolcoq) s11r4s Surturs-1qErs 3o turureel
Ienpr^rpur .sluopnls looqcs q8rq uo 'utetEord Eurlrr,n-8uos pasuq-relndruoc
e Eursn 'serpoleur Eurlu,n Jo lceJJe eql Jo uorleurrusxo uV 'QAA) 'I I 'N 'osseJd

'89€l '(Vtg) e , 'puottDuratuJ strorts
-qv uoltouass.rg '(t86I',(lrsrelrun olsls IIsg 'srsaql lerolcoq) lqErs le suorl
-e:n8rguoc crpolou Eurs o1 sreqrueu olquesuo leroqc e8elyoc go ,(1t1tqe oq1 uo
urerEord Isuortculsur pelsrsse-relndwocorcrtu e Jo stcoJJo oql '( I86l ) 'C 'I 'elleld
'gS9€ '(V0I ) Zg louortDuratul stco4sqv uoltDthssl1'( I66I 'qErnqsgrdJo flrs
-Jolru11 'uorlegessrp lerolcoq) (pelsrsse-relnduroc) (EurBurs 1q6ts pu? uollec
-.rJIluepr 1e,rro1ur) eEe.glos Suruur8eq uI sluepnlsJo lueurdoge,rep IIIIs Iernu eql
uo urerEord llrrp petsrsss ralndruoc ?Jo asn eqtJo lcoJJo orll'(1661) ''I'N '.s€ezo

'cul
'erpeurorcel l:y3'ocsrcuergtns'g'gropa4eDlpauonory'(tOOZ-tgOt)'cul?peruorcel4l

'LOEZ'(V L0)t I
'lDuoltDuraruJ spousqv uoltDlnsslCJ'(9661',firsre^run el?ls epuold'uortet
-ressrp yerolcog) fllnceg crsnu eBe11oc,(q flrlrqu EurEurs tqtrs luepnls;o uorle
-nle^e erllJo uorl€lnurs relndruoc e roJ €rrollrc pue suqlr.roElv '(066I ) 'f 'I I <{ero'I
'S I €-90 € '(tr)g 1 'uolyocnpg )tsnry ut tlctoasay to lDurnol''crsnru ur qcr€esor ol
qceordde,reu y:Eurqc?el polslss?-rolnduro3 '(tSAt) -I'U'ul^llv T ''A'.dA.'uqn)

'6W
'(tO)Ot 'lDuoltouratu! stoo4sqD uortDqassl1J'({ueq1y le {rol ^\eNJo 

flrsrel
-run elels :uorlegessrp lerolcoq) 1a,ra1 ,{relueuelo oqt le sllDls Eurpear crsnru
Eurdole,rep ur uorlcnrlsur palsrsse-relnduocJo sseua^rlcoJJg'(Sf Ot) 'V ''I 'rasseH



participation in selecting contents, the criteria for selection, the criteria for
assessment, and evidence of student self-reflection.

From his writings on the "Problem of Training Thought," John Dewey
defines reflective thought (self-reflection) as "[the] active, persistent, and
careful consideration ofany beliefor supposed form ofknowledge in light
of the grounds that support it and the further conclusions to which it tends"
(1997, p.6). It is from the student's conscious and voluntary effort that
enables the teacher and reviewer of the portfolio to better understand the
learner and enables the student to take ownership in the learning process.
Portfolios can be powerful tools for learning and understanding the student's
thought process. These documents, if well structured, have the potential to
reveal much about their learner. They can serve as a gateway into the student's
mind, enabling both the student and teacher to understand the learning pro-
cess,

Kieffer and Faust (1993), while exploring teachers'initial experiences
with, and questions about portfolio assessment, identified collection, selec-
tion, and reflection, as the three most frequently mentioned elements that
teachers identified in their attempts to understand the true purpose of a
portfolio. The researchers argue that beyond the collection process, which
tends to stagnate, the idea of a portfolio begins to crystallize when the stu-
dent goes on to compose reflections explaining the meaning of the included
samples in light of the particular audience and purpose assigned. The re-
flective component is what can dramatically transform a scrapbook type
portfolio into a richly informative document that maps the student's learn-
ing progress.

Students can become empowered learners through creating portfolios.
By doing so, they can assume ownership and responsibility for learning in
ways that few other instructional approaches allow. As defined by Paulson
et al. ( I 99 I ), portfolio assessment requires students to collect and reflect on
the items they include, shedding light on the instructional improvement
along with the opportunity for authentic assessments. Ideally, these tools
become the nexus of instruction and assessment.

To approach the nexus of instruction and assessment, some guidelines
must be followed. Paulson et al. (1991) offer eight guidelines.

l. The end product must contain information that shows student self
reflection.

2.The portfolio is something that the learner does, not something done
to the learner.

3. The scores and other cumulative data should be included in a portfo-
lio only if they take on new meaning within the context of the other
exhibits therein contained.

4. The portfolio must convey explicitly or implicitly the student's ac-
tivities (purpose of the example, its goals, contents, comparison to a
standard, and judgments).

5. The portfolio can serve different purposes during the course of the
school year.
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6. The portfolio can serve multiple functions simultaneously as long as

they do not conflict.
7. The portfolio should contain information that illustrates growth.
8. Many of the skills and techniques that are involved in producing

effective portfolios do not happen by themselves.

The first step when planning to use portfolios is to identify the
desired information that the portfolio will contain and which type of portfo-
lio will best meet this outcome. Danielson and Abrutyn (1997) identify
three portfolio types: display and showcase portfolio, working portfolio,
and assessment portfolio. Display portfolios are used to document the var-
ied activities students do within the classroom. In this type, there are only
photos, usually not accompanied with student or teacher comments. This
collection functions like a scrapbook to share with parents, administrators,
and the greater community. Scrapbooks illustrate the ongoing pedagogical
activities occurring within the class. However, this type of portfolio does
not document the individual's progress or development.

Showcase portfolios only contain the learner's best works. Here,
students select their best works for inclusion. Students will have to spent
considerable time perfecting these items. The refining process is based on
the critical recommendations from the teacher. This type of portfolio pre-
sents an individualized picture of the child's performance, although not
necessarily an accurate one. Reviewers of showcase portfolios might de-
velop a skewed perspective of the learner's ability and aptitude. Like dis-
play portfolios, showcase portfolios do not contain information reflecting
daily instruction.

The portfolio type that allows for a more accurate representation of
how a child is growing academically is a working portfolio. Working port-
folios illustrate the process of learning new concepts and transferring this
gained understanding to new tasks. The work samples document the child's
strengths and weaknesses in meeting certain goals and objectives. Included
works will show snapshots of the learner's typical, everyday performance
(Meisels, Dichtelmiller, Dorman, & Marsden, 1997). This portfolio type
allows teachers to choose strategies to help the child grow and develop the
desired skills and knowledge. Working portfolios contain the stages of the
student's work beginning with the rough draft, several revisions based on
the teacher's suggestions, and the final teacher-student edited work. These
portfolios more informatively documents the child's abilities by showing
the initial effort and the refinement process.

Students can take an active role in their personal progress by set-
ting personal goals and seeing the evolution of their work over time. How-
ever, collecting samples for inclusion must go beyond documentation and
move into the second process of evaluation-assessment. Gronlund ( 1998)
believes that children as young as pre-kindergarten can recognize their own
growth. She posits that working portfolios become assessment portfolios
with the addition of the evaluation process. Danielson etal. (1997) state the
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primary function of an assessment portfolio is to document what a student
has learned. This becomes a rich assessment tool when the included samples
are carefully evaluated by relating them to learning objectives or curricular
goals.

Documentation for assessment purposes must be more than sampled
works. Teacher comments are essential when evaluating the student's port-
folio. Along with teacher comments, a carefully planned collection proce-
dure is necessary so that teachers are not overwhelmed with meaningless or
uninformative samples. Gronlund encourages portfolio designers to iden-
tify "what makes a quality piece of work or an informative work sample for
portfolio collection, and identify the criteria for evaluation in order to make
the portfolios an effective assessment tool" (1998, p. 9).

Children are not the only learners who work with and can benefit from
developing portfolios. In- and pre-service teachers also need to understand
how to use portfolios in order to effectively incorporate them into their
pedagogical repertoire. In order for pre-service teachers to understand the
portfolio process, they need to begin using and reflecting about the works
they include in the portfolios as early as possible if its purpose is to help
them become integral and conscious participants in the education process
(Courts & Mclnerney, 1993).

Portfolios can function as dynamic representations of the individual
learner as well as the environment in which learning takes place. This means
that portfolios, both concept and product, can take on an infinite variety of
forms, thereby reflecting the variation among learners who create them as

well as the classrooms in which they are used.
Many teacher training programs are requiring preservice teachers to

create portfolios for their K- l2 students in addition to creating personal and
professional portfolios. Often the professional portfolios are one ofthe exit
requirements of the degree program. As a corpus of the student's work over
time, many educators espouse it to be a more accurate indicator of student
progress (Christie, Enz, & Vukelich, 1997;Y alencia, 1990; Verkler, 2000).
Copenhaver, Waggoner, Young, and James (1997) believe that portfolios
offer promising advantages for the preservice teacher as well. They write,
"assembling a portfolio helps teacher education students wed theory and
practice as they apply what they have learned about teaching to school-
specific areas." For the preservice teacher, the process portfolio best facili-
tates the individual's metacognitive sense of learning both in the moment
and over time (Courts & Mclnerney , 1993). Successful applications of this
process relate directly to the variety ofselfselected initial drafts, works in
progress, and finished works. This process allows the learner to assemble
and reassemble a multidimensional or multiperspective representation of
learning examples, (Spiro, Vispoel, Schmitz, Samarapungavan, & Boerger,
1987) and affording numerous opportunities for the learner to think flex-
ibly and nonlinearly about how and to what degree learning and change
occurred over time (Krause, 1996).
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There are many reasons why portfolios are increasingly popular in teacher
education programs. Stowell, Rios, McDaniel, and Kelley (1993, p. 6l)
identify three they believe explain why portfolios are gaining in popularity
among teacher trainers. First, portfolio assessment is authentic and dy-
namic, capturing the complexities of both teaching and the learning-to-
teach experience in ways that standardized and static comprehensive ex-
aminations cannot. Second, the process of developing a portfolio shifts
ownership of, and responsibility for learning to the learner. Third, teacher
education programs are beginning to recognize that if the faculty wants
their preservice teachers to be intentional about how they evaluate their
student's work, then the faculty must be intentional and purposeful about
how they evaluate future teachers.

Electronic portfolios

Two primary reasons for using technology are to make our daily activi-
ties easier and life more enriching. With ongoing advances in technology,
teachers and teacher trainers are exploring ways to capitalize on the dy-
namic multimedia capabilities available on desktop computers. With cur-
rent and future multimedia options available to the user, the options for
portfolio construction and assessment increase exponentially.

Some might ask, "what is the advantage of having students create elec-
tronic portfolios?" The answer rests in the multimedia capabilities of com-
puters and the Internet. Barrett (1998) argues that "the use of multimedia
can address different learning strategies at one time, stimulating all of the
senses to form a complete learning experience; this can only be fully repre-
sented by an electronic portfolio. In addition to stimulating multiple sen-
sory organs, by using technology to store student portfolios, student's work
becomes more portable, accessible, and widely distributed.

A few programs are designed to create multimedia presentations for
both Apple and PCs. UVM's music education faculty recently decided to
experiment with Macromedia's Director 8.5 Shockwave Studio to deter-
mine if it would be a good program for creating professional portfolios.
This decision was made based on the program's seemingly limitless capa-
bilities and ease when creating stand alone CDs, DVDs, and web files. The
department purchased the program and installed it on one computer in the
computer lab.

Currently, both conventional and electronic professional portfolios are
acceptable representations toward the department's graduation requirement.
Some faculty would like to see electronic portfolios as a requirement to-
ward graduation. This modification, perhaps more advantageous, has not
been seriously considered.

Director 8.5 Shockwave Studio allows the user to create rich interac-
tive content that can be deployed anywhere. Files created in Director 8.5
are called movies. Director 8.5 comes with a powerful authoring environ-
ment that enables the creator to produce compelling interactive experiences
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for the end user. Completed movies can be saved onto CDs, DVDs, corpo-
rate Intranets, and the Internet through the built-in program Shockwave.
Director 8.5 can support various image, video, and audio file formats.

Music education majors were first introduced to this program in the
elementary methods class. This is the first course in the music pedagogy
sequence. There were nine students in this class, six of whom were female.
The faculty agreed that student outcomes for this trial period would be to
create a working template of their professional portfolio. The template
would contain the portfolio's theme (as chosen by each major), student's
contact information, resume, and sections for lesson plans (evidence work-
ing with students), philosophy of education, state and national music stan-
dards (linked to lesson plans where demonstrated), and performances, Their
portfolios would function as assessment portfolios. Students would write
accompanying reflections explaining why they chose the items included
and how these exemplify the portfolio's theme. Faculty would also write
comments on included items as the portfolio evolved.

All students were able to successfully meet these course objectives.
Some students exceeded the faculty's expectations by including video and
audio files as well as used graphics programs to enhance the look and inter-
face of their movies. For example, one student used Macromedia's Fire-
works to create a sectioned donut shaped icon that she placed on the main
page. Each section is a different color and functions as a "hot spot," linking
the end user to the required portions of the portfolio as well as to other
director movies and web links (see Figure 1). Another student used Adobe's
Photoshop to create a color-cycling saxophone (his primary instrument)
with note icons bubbling out of the instrument's bell (see Figure 2).

Director 8.5 comes with several tutorials that explain and guide the
learner through the program's basic features and tool palettes. These tuto-
rials give the new user tasks to perform that guide them in the creation of
movies using various animated graphics, sound, and a 3-D world. Director
8.5's tutorials are included in two forms, in the Help tool and a book ver-
sion. These tutorials are relatively simple to follow and are clearly pre-
sented with numerous sequential figures of what the user will see on the
screen. Although relatively simple to learn, this class experienced some
challenges. The main challenge encountered had nothing to do with inter-
preting the instructions, but with the user. One of the first steps in the
tutorial is "once the sample lesson is opened, choose 'save as' and save this
file with your name." Often our students failed to do this and when they
saved their work later, either after completing the tutorial or somewhere in
the middle of the lesson, the original file was changed, reflecting their work.
When the next student began the same tutorial, many of the tasks had been
completed or essential files were either missing or changed beyond the grasp
of correction. In order to remedy this, the faculty would have to reinstall the
program. Such events were frustrating for students and an inconvenience to
faculty. Despite the efforts of the faculty and some students, this problem
persisted throughout future tutorials.
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Figure 1. Student portfolio sample as sectioned doughnut-shaped icon.

Figure 2. Student portfolio with bubbling saxophone.
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Students completed an informal faculty designed survey that queried
them about their overall attitudes toward electronic portfolios and using
Director. The survey consisted of 14 Likert-type questions. Each question
had an accompanying five-point scale, I : strongly disagree to 5 : strongly
agree.

Of the nine students in the course, seven completed the entire survey.
Analysis of the surveys shows that all students indicated that requiring portfolios
of preservice teachers is beneficial. Most students (55%) expressed posi-
tive feelings toward electronic portfolios. Attitudes expressed toward Di-
rector 8.5 were more varied. When prompted "I have enjoyed using Direc-
tor 8.5 to create my portfolio," 33% of the students selected "strongly
agreed," 33% of the students selected "agree," and 44o/o of the students
selected "disagree." All who expressed disagreement cited the above chal-
lenges with the tutorials as the primary reason for their response.

Despite the few challenges encountered during this trial stage, many
positive outcomes were observed. Students who grew very comfortable
with Director 8.5 began helping their classmates. This technical support
greatly relieved the faculty as well as cultivated cooperative learning. Stu-
dents worked together to complete the tutorials, share new discoveries about
Director 8.5, and began working together on many other class assignments.
A community of education majors had begun to form. Before this, music
education majors seemed to exist independent of each other. This was also
evidenced by the lack of interest in the student MENC chapter, including
the elected student officers. However, toward the end of the semester, the
faculty noticed an increased interest among students in the class about the
student chapter as well as the elected positions. This semester was the first
in several years that students competed for elected offices. After votes were
tallied, the newly elected officers began to hold end-of-the-year meetings
to discuss events for the upcoming year. Their enthusiasm began to spread
throughout the music education student body. As a result, these meetings
were well attended.

I do not believe that this program was the sole reason for the changes in
the student climate; however, it is conceivable that because students began
to work and share in a new way that it stimulated interest, a need, and cre-
ated an environment where other interests could be exchanged.

Overall, the faculty believes that using Director 8.5 was successful. We
will encourage our students to continue using Director 8.5 to complete their
professional portfolios. The faculty is devising solutions to the challenges
encountered during this semester. In addition to trouble shooting, we plan
to establish detailed expectations.

From our discussions, we have identified three possible solutions to the
challenges encountered during this semester. First, we should provide a
hard copy of the tutorial in the computer lab so that students do not have to
toggle between screens. Second, we should set aside part of one class
session for a teacher-led overview of the program's basics. Third, we should
allow time during the instructor guided tutorials to ensure that each student
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understands knows how to follow the program's lessons and save his or her
own working copy of the lesson.

Some of the future directions were proposed by our students. The new
MENC student officers suggested to the music education faculty that peri-
odic workshops should be offered on Director 8.5. They felt that they had
only scratched the surface of this program's capabilities. Furthermore, the
music education faculty will send out topics to the music education listserv
that students will rank. From these data, the faculty will offer three or four
two-hour workshops on the most requested topics.

Electronic portfolio expectations are divided into two categories: aca-
demic and applied. The academic items include all written documents that
include, but not limited to a philosophy of education, lesson plans, original
compositions (e.9., Orff arrangements), and essay assignments from other
classes that tie into their portfolio's theme. The applied items include still
pictures of students working with other students, video and audio files of
their peers and field teaching, and solo or small ensemble performances.
The faculty decided to include this requirement to enable the student to
create a document that more broadly represents the student as an individual,
a musician, and a music educator.

The University offers several free workshops each semester on various
scanning, audio editing, and video editing programs. Students should be
able to attend these workshops at their convenience and with the help of a

specialist. In the upcoming semester, students will learn how to publish
their movies to the web and upload these files to the University server.
They will also learn how to create CDs and DVDs of their movies for view-
ing on any computer.

This preliminary attempt at using Director 8.5 as a tool for creating
professional portfolios was an overall success. Both faculty and students
are becoming excited by the possibilities now being discovered. Some stu-
dents believe this program can be an effective tool for teaching and rein-
forcing various music concepts and skills, e.g., ear training, sight singing,
and instrumental fingering.

The application of electronic portfolios is extremely varied. The best
use for a particular institution depends on several factors. Faculty consid-
ering using Director 8.5 might consider the following factors: the assess-
ment process, the possible stakeholders, the institution's and state's licen-
sure requirements, and the time needed to learn and teach this program.

Clearly, more work and time using this program is required in order to
identify the best ways of teaching it to students in consideration of the
academic time constraints. Our goal, in addition to helping the students use
this program, is to provide rich and varied opportunities for them to experi-
ence and better grasp the capabilities of electronic portfolios as powerful
tools for the learner and the educator. Researchers might consider compar-
ing the effectiveness of Director 8.5 to other tools for developing profes-
sional electronic portfolios.
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