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Introduction

For the final session of the 2007
Suncoast Music Education Research
Symposium, we asked the three keynote
speakers to summarize their thoughts on the
Symposium. The title of this panel was
“Recommendations for Comprehensive
Musical Understandings.” While each
speaker presented unique aspects and
conceptions of comprehensive music
education, the discussion revolved primarily
around the following broad themes: teacher
training in music, subject matter and
instructional methods in music education,
and lifelong learning. A transcription of this
final session follows, in which deep
scholarly thoughts are embedded in a
conversational style.

Order of Speakers:
1. Bennett Reimer,
2. John Hylton, and
3. Margaret Barrett.

Bennett Reimer

This panel is an opportunity for me
to take my understandings about my vision
of comprehensiveness further, as I did when
I wrote the paper for this conference. As I
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mentioned in my paper, this conception is
challenging for me to articulate, especially
at the level of implementation, and that is
what we’re supposed to be talking about at
this point. I have been jotting notes while
people have been talking, and many new
ideas have suggested themselves.

This conference is based on the
assumption, with which I fully agree, that
we haven’t achieved the comprehensiveness
that we need to have. The fact is that our
program of music education in the United
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States is pretty much what it has been for
about 75 years, when it all came together as
general music in the elementary and middle
school years, and band, orchestra, and
chorus in the high schools. That is what we
do. It has changed somewhat within all of
those offerings but basically the program
back then remains what the program is now.
I believe that there is a tremendous amount
of unreality in what we do now, and that
unreality accounts for a great deal of what,
not just myself, but a fair number of music
educators now recognize to be the high
degree of irrelevancy of music education in
our present culture. We have a lot of work to
do despite whatever advances we may have
made, and I am proposing a major way of
rethinking our entire program.

I want to start by talking about
teacher education, since that is what many of
us regard as one essential dimension for any
real change. In educational systems around
the world there are two parts: general
education for everybody as the common
curriculum, and specialized education to the
extent that it can be provided to take care of
special needs. It has been that way around
the world for a long time and I don’t think
there is any good alternative available at the
moment. And so I think that is an
educational structure we can accept and
work within.

First I want to talk about general
education and teacher education for general
music. (I wish I could think of a better
name, don’t you? So far we haven’t come up
with one that has done the job better.)

The first thing I want to suggest is
that we need to recruit for general music
teachers in a very specialized way. We need
to find the kinds of people who are going to
be the best general music teachers, and that
means we have to be specific about the
kinds of people we take in. What I want to
look for are people who want to be music
educators and have had good experiences
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with kids at the elementary grade level. That
is, with camp experiences, church
experiences, or whatever kind of
experiences that would get them in touch
with kids of those ages, and then would say
that those are the kids who they want to
work with. The same for people who want to
work with middle school or junior high
school kids. Those people, by the way, are
very special. You can spot them from a mile
away. They have a special personality, very
courageous, very patient with adolescent
strife, able to stand a lot of angst, and still
retain their sanity.

So first of all we need to look for
potential teachers who are like that. We
want to look for people who are anxious to
work with young students and who also are
interested in all different aspects of music.
They’re not the ones who say “I am a
clarinetist and I am going to devote myself
to students who play instruments and want
to be like me.” I was one of those, and I
understand their passion. We are going to
continue to need people like that but not for
general music. For that we are looking for
potential teachers who are curious about the
entire world of music, of different kinds of
music and different ways that people involve
themselves with music. And there are people
like that. There are young people who have
approached music and experienced music in
that way.

For those who are headed for being
general music teachers there would be no
audition requirement for entrance into the
music teacher education program. Now that
in itself would be a major change, because
we have always assumed that the only
possible way that you could be any good in
music is if you can perform well. On that
assumption our colleges and universities
want the best performers they can possibly
get. Why? Well the band director needs
them, the orchestra director needs them, and
the chorus director needs them. And this
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immediately shuts off kids who don’t
identify with being performers. It also
guarantees that the kids who do get admitted
to music teacher education will want to do
performance for their career because we are
selecting the best of them that are devoted to
that. Not only do they have little or no
interest in being general music teachers, but
they deplore the whole idea of ever having
to be involved in general music in any way.
They want to be ensemble directors, period,
and almost always at the high school level.
Maybe they will stoop to working with
younger students who are beginning
instrumentalists and starting grade five
because that’s okay, because that’s still
“me.”

We have catered overwhelmingly to
that one aspect of the music teacher
education program for a very long time.
Some of the best of the performance
teachers in the school eventually become our
performance teacher education faculty
members in higher education. Naturally
those people want students who want to be
what they themselves are. Specifically, not
to be general music teachers.

So, to get back to the point, no
audition for prospective general music
teachers, or perhaps only as an option,
because a good general music teacher might,
in fact, be good at performing but not
necessarily. There is no evidence, I have
argued, that the best performers make the
best general music teachers or that the best
general music teachers make the best
performance teachers. They are different
animals, because they require two different
kinds of musical intelligences.

So for general music majors we want
students who have had a variety of
involvements, interest in diverse musics,
kids that come in and say “I love classical
music and I love pop music and rock and
jazz, I am into Jamaican music and Chinese
opera” and so on. And in addition, perhaps,
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one or two particular interests within a broad
spectrum. I’d like to have kids who are
interested in improvisation, who really are
good at that. Not just jazz improvisation,
although that is certainly a part of it,
obviously in our culture anyway, but also in
other kinds of improvisation—improvisation
in world musics, or improvisation in general.
Kids who are interested in country music, in
opera, or in criticism.

How would they be interested in
music criticism? Because they got some
encouragement in their high school, or
maybe starting in fifth grade when they were
asked in their general music class to do a
critique of one of their school’s performance
ensembles, and they did a really interesting
and insightful job of it. And when their
teacher read it she was impressed and asked
them to do several more and then began to
talk to them about being a critic and what
that requires. Just as happens with a kid who
demonstrates unusual ability in performance
and gets encouragement to pursue it. That
kind of kid may very well want to carry on
that encouragement by becoming a teacher
who does the same for fifth grade students.
Who becomes as devoted to the many kinds
of musical interests that youngsters develop
and who wants to help those youngsters
explore those interests further, perhaps far
enough to become, some day, a general
music teacher with a special interest in
teaching musical criticism.

The curriculum in general music
teacher education would include courses and
involvements and community experiences in
as many roles in music as possible. Of
course they need to get something in
performance. But they also need to have
experiences in composition, and with
improvisation, and with all the other roles
that I listed as connected with the standards.
They can’t all be required to take lessons on
an instrument or voice, although that surely
can be one option among many others.
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Remember, these people are going to be
teaching in K-8, and they’re not going to be
doing any of the specialized kinds of
teaching that performance directors will
come in to do, starting in around grade five.
But they can do the introductory kinds of
lessons that get the kids involved with
instruments, with the help as well of the
instrumental and choral specialists and with
people from the community who can help
out as well.

I am suggesting that that a big part of
their teacher education program, that is the
lessons, and the playing in ensembles, and
so on, need not be at the same kind of
intensity that the performance specialist has
to go through. That frees up a whole lot of
time, because they are not going to be
practicing the way we did and doing recitals
and spending enormous amounts of time in
rehearsals. Instead they will be taking
courses and having experiences relating to
all the different roles, learning what critics,
philosophers, researchers, and social critics
do and how to introduce their school
students to all that as the content of their
general music offerings.

You say, well, if they are going to
be teachers in those lower grades, kids can’t
learn stuff like that. Well, yes, of course
they can. Yes, kids can do philosophy, for
example, and, in fact, they do philosophy in
their life because it is part of what humans
do when they talk about what is good, what
is not good, and what good values are. These
are philosophical matters and kids can get
into that as it is related to music. How
exciting that can be both for general music
teachers and their students, the entire world
of musical possibilities being opened to
them in ways appropriate to their age and
development.

These people are specialists in
breadth, these general music teachers. That
is their specialization, being broadly trained
in a variety of roles. And remember that
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they are teaching young children, and they
can get specialist help when they need it.
They will be using community resources,

the culture bearers who can come in and be
the exemplars in real life of the kinds of
things that they are teaching in their general
music classes. So that is going to be an
important part of their preparation, as to how
to make best use of such people.

In their teaching they are being
prepared to offer a curriculum. And they
need to explore ways that curriculum might
be offered through various topics, in
addition to the roles, that would be
appropriate at the different grade levels and
developmentally through K-8.

Here are some things that I jotted
down as possible organizers, topics, or
dimensions for lessons, not just one lesson,
but for a series of lessons that would explore
these things. Melody, form, style, the
orchestra, Chinese opera, social justice,
musical creativity, old music, new music,
music among the arts, music and the brain,
music and politics, musical theatre, feeling
and emotion, folk music, following tradition,
breaking from tradition, musical pioneers,
and on and on. All sorts of lessons, probably
hundreds more that good teachers can think
of and that the profession can think of.
Jackie had a list of topics that I found
helpful and I think Janet and Michele added
some wonderful ideas about organizing
topics or dimensions and a balance of
choices among those.

We have talked in music education
for many years of three things. I have heard
this all of my professional career. We need
to be comprehensive, balanced, and
sequential: comprehensive, which we have
never really been. (We think we have been
but I think we have not been.) Balance, in
that there is a wide variety of choices in the
kinds of music, ways to approach music, and
ways to know music, and that is why I talk
about the roles. And sequential, because I’ve
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never been satisfied with teachers who
conceive of sequence as preparing for the
next rehearsal, or in general music, the first
thing you do in the school year is Halloween
music, then the next thing is Thanksgiving
music, the next thing is winter celebration
music, and so forth. That isn’t a musical
sequential curriculum, it is just kind of a
way to get through the year. We’ve always
wondered about how to be sequential, and
we need to work that out in ways that are
developmental among these topics, each
topic explores through its characteristics and
the ways the topic is carried out in various
musical roles it entails.

The balance of choices would be
achieved during the year by exploring all of
the roles and topics that also include the
roles played within each topic. For example,
with melody, kids would perform songs and
other melodies, discussing what performers
need to know and do when dealing with the
kinds of melodies that have to be performed.
They would compose melodies, noticing
what that particular engagement with
melody requires in order to be successful.
Same for improvising melodies, arranging
melodies, listening to them, critiquing them,
analyzing them, understanding their
historical and cultural bases, like elements in
other arts and unlike elements in other arts,
and being like other subjects in some ways
and unlike other subjects in some ways.

All the roles would be covered
several times during the course of a year. So
the kids would put on the composer hat, put
on the critic hat, put on the philosopher hat,
put on the psychologist hat and get a sense
of what each is about. First steps taken in the
early grades and then continuing to develop
through a curriculum we need to work out.
In each year with new topics and some
repeated topics. This kind of curriculum
would be individualized to different cultural
groups throughout our country, by location,
by indigenous life ways, and so on. So there
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need not be just one national curriculum.
That’s something that the standards tried
desperately to avoid. We didn’t want to do
that at all.

With the specialized elective
program we need as many specialists as
possible representing expertise in all the
roles. Each specialist prepared in a teacher
education program concentrating on that
specialization, a concentration equal in
every way to the thoroughness that we have
so magnificently developed to prepare
performance directors. Every one of the
roles deserves the same. Think of the
thirteen music teachers in the high school
that I showed you, all of them, with the
single exception of whoever taught the
theory course, teaching some aspect or other
of performance. Surely those thirteen
teachers could offer a more balanced
program of specializations representing a
broad, rich spectrum of musical
specializations. I don’t know if you need
thirteen separate teachers each one teaching
a different role. I think people can teach
several different roles, including
performance, if they’ve been educated to do
that. Certainly among thirteen music
teachers, even among five or six, even
among two, we can represent more roles
than are represented now for specialized
choices, that is for elective choices. That
would please me greatly because it would
simply reach more kids with what they
might be interested in musically and fulfill
those kids in ways we have simply ignored.

I want to say a word about
assessment—two words about assessment.
The first word is individual. We need to start
assessing individuals: how they’re growing,
what they need to keep growing, and how
they can be helped. We need to think of
assessment as a way to find out what
individual students need, given that
individuals are never identical to others. I'm
not opposed to standardized tests, because I
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think they are useful in their way to establish
parameters in what one might expect of a
third grader, and so on. I have no objection
to that. But they don’t allow us to offer the
particular help for each individual that each
individual needs.

The second word is role-specific. (If
you put in a little hyphen it becomes one
word so I can get away with it.) Role-
specific, so that we don’t just assess “music”
because that’s too broad to be useful. We
must assess how kids are doing in each and
every role that they’re engaged in. That’s the
only way for assessment to be authentic to
what music consists of, and to what music
education consists of. We can accomplish
that. We have to pay more attention to it and
get the kind of help we need from
assessment experts and research experts who
work toward giving us the expertise we
need. All our assessments need to be
authentic in their being genuinely musical,
contextual in the student’s life, holistic,
expressive, creative, all the things that make
musical learning valuable.

A word about research. We need lots
of research to help us do what we want to do
in developing a meaningful musical
curriculum. We will never get it with
uncoordinated single-shot research studies.
We just simply won’t get it that way. We
never have gotten it with that kind of
research, and we will never get it so long as
our research is as uncoordinated as it has
always been.

We also need to have longitudinal
studies. Single-snapshot studies are simply
not sufficient and it’s about time we realize
that. We need to have role-specific research
and we have to have research focused on
individual learning. That is, research bearing
on how individuals learn and how different
individuals learn differently, and how to find
out how to provide intensely individualized
learning experiences. We have very little
work on that, not only in music, but in all of
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education. It’s about time we start getting
real about doing the research that will begin
to get us somewhere.

One more thing [ want to say. What |
think is really essential for us to address is
the topic of barriers to change. What keeps
us from change? Why have we been so
much the same for 75 years or so while the
world and the world of music have changed
radically around us? What gets in the way of
significant change, psychologically,
politically, philosophically, and so on? That
needs a lot of discussion because without
facing those barriers and trying to think of a
way through them we will just go on being
what we are, continuing in the old ways that
have outlived their usefulness and relevancy,
and therefore we will continue to fade from
the picture in education. We’ve got to turn
some important corners if we are to survive
and thrive.

John Hylton

Well this conference actually has
meant a lot to me, and I’ll just start off
talking about research and maybe the
limitations of some kinds of research. I said
yesterday that everyone here is a VIP
because we are all involved in important
work, but just to put it in perspective, for
some reason I can still remember when [
was hired at my university, twenty-seven
years ago, one of my colleagues happened to
have taped to the door of his office a
cartoon, which I think he had clipped out of
the Chronicle of Higher Education. The
cartoon depicted two obviously academic
types, two sort of tweedy old gentlemen,
with pipes in their mouths, looking at a
bulletin board together. They are looking at
a notice, and you can see that the notice on
the bulletin board is an obituary. And one of
these gentlemen says to the other, “poor old
Ainsworth, published and published, but
perished nevertheless.”
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So there are limitations to the
research that we do and the publications that
we create from our research, but it’s still
very important. This conference was
important to me because as a dean, which is
what I have been doing for the last five
years, it seems that much of my job is a
quest for funds for my unit. It was great to
be involved in this Symposium and to think
about these important topics. I have to say
when I looked at the list of topics to be
presented, I thought to myself, this really is
a diverse program. I’m not sure how this is
all going to tie together in its relationship to
comprehensive music education but having
learned from each of you and listened to the
presentations I do think there are a lot of
threads that tie things together.

First of all, I thought Don Hodges’
presentation was excellent in demonstrating
how music permeates so many aspects of
our lives, from the planets and the solar
system to our DNA. There were a variety of
things I found that fascinating and that tied
everything together for me. I mean, for years
I have talked about the value of music and
how it connects us to our cultural heritage
and so on and so forth. But, the evidence
and the illustrations that he presented, I
thought, set that scene beautifully.

I also think there is good news, and
that is that those of us that are here are
influencers; I think we can influence things
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that are happening in the profession and can
apply some of the things we have heard
about here. And so I just have a few, maybe
six, basic things that I am taking away from
here that I think are very important. Some of
these are not new but just seeing some
examples of how these are implemented in
different settings has been very helpful to
me. First of all, the fact that music
curriculum cannot be isolated from life, but
there are barriers to change. We understand
what we need to do, but it’s a matter of how
do we make this change happen. And so I
think our curriculum needs to reflect what
students experience in their real life, not just
their real life as high school students, but all
the life they will have experienced when
they have completed their high school
studies.

I think that our students, our
children, have to be given opportunities to
develop a variety of different musical
behaviors. We know that students have a
variety of learning styles. And so Janice’s
study about how students approached
composition illustrates how, when
confronted with a task, people react in a
variety of different ways. I also was so taken
with Jay, the student, in the first video that
Margaret showed, and I just kept thinking to
myself: I just hope that we don’t mess this
guy up with what we do. Because I said to
her after the presentation that I can
remember reading something by Maslow
and I think it was from a speech that he gave
at the Tanglewood symposium where he
talked about the fact that he, as a child, had a
tremendous love for music and had taught
himself to play the cello. But then he got
into organized music education and said that
that had ground out of him any love that he
had for music. I thought of that when I
watched this young man, for whom music
was just such an integral part of his life.
Babies know how to breathe correctly, you
know. If they’re lying there in their crib
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their stomach goes up and down every time
they take a breath and if they decide they
want to cry for a few hours they do that with
excellent vocal production. So it’s really a
matter of getting back to that natural way of
breathing and producing sound that we are
trying to teach in choral music education.
And I just thought the same thing, here is
this little boy for whom music is so
important. We need to be able to give him
an opportunity to explore things in his way
as we provide experiences for him in the
music curriculum.

Another important point I think is
that music is meaningful to people in a
variety of different ways. Things that were
meaningful about music for people included
a love of performance, a shared unity of
purpose, a desire for challenge and
professionalism, quality relationships
developed and sustained, and opportunities
for individual growth and well being. I think
that we have to keep in mind that people
come into our classes and we’re in control of
the environment and they are looking for,
and they do receive, a variety of different
meanings out of what we do. These
statements that the presenter shared are
exactly the same as the categories of musical
meaning that were described by the
participants in a study that I did back in the
late °70s. So I think we need to keep in mind
that music is meaningful to people in a
variety of ways. Also, several of us
reviewed the historical events that have
comprised comprehensive musical education
or comprehensive musicianship in the
United States over the past few years, and |
think that’s good that we review what we’ve
done. And here again, I think we all would
agree that we need to teach students to
perform with understanding. And I just urge
you, if you are not familiar with the
Wisconsin CMP model, to visit the website
that is on the list of references or to read
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Patricia O’Toole’s book, and I appreciated
Laura’s discussion of that particular project.

Authentic assessment, as Bennett
mentioned, and as we observed with Troy in
the video who ... wasn’t really evaluated
correctly or adequately by a paper and
pencil kind of instrument. When assessed in
a more meaningful way it was obvious that
he was developing his musical talents and
was developing the roles that he would play.
I think that this authentic assessment needs
to be interwoven into everything that we do.
I think curriculum is the key and that we
need to effectively use technology as we
develop our curricula. And I think that if we
can do something like Margaret and Janet
were talking about with the Hillsborough
County schools and USF, involving
educators from kindergarten through
graduate school, and faculty involved in all
those different levels that we have a better
chance of effecting change in curriculum
and avoiding the kinds of situations like the
thirteen teachers with basically all
performance ensembles. In creating
curriculum we need communication,
coordination and community. We saw an
excellent example of that in the last
presentation.

And so, these were just some themes
that I felt were very important in what we
talked about here. I think, as I mentioned,
we have the answers. If we can find a way to
overcome barriers to change, then we can
implement those answers. We are the people
who can do that through the teacher
education that we provide. So I think that is
an exciting possibility. All of this was very
important to me, very meaningful.

Margaret Barrett

As I have been listening to the
presentations over the last two days I have
been led to muse on a number of different
issues. So I am going to share with you
some of my musings and some of my
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questions; questions to which I do not
necessarily have an answer. However, to
build a little bit on what both Bennett and
John have said so eloquently, Bennett
referred to music curricula that follow
tradition and break tradition. And I suggest
that we’re in a marvelous situation if we can
have the courage to seize the moment, to
make tradition. So ... we can actually craft
something, we can generate something that
we need and is needed by our communities.
And in part, the following musings, might
suggest ways in which we can make a
tradition.

First of all, I have been struck by the
language we use when talking about music
education: if you like, the metaphors that
underpin our discourse.

Why do we use these and what do
they tell us? For example (and some of these
metaphors have been appearing in a number
of the presentations), we have laboratories:
jazz laboratories, at least on the first day,
and learning laboratories thrown in there
somewhere. And I was thinking,
“laboratories’: the underlying metaphor
derives from science. It locates learning in
an environment of experiment and empirical
testing.

What about “learning studios”? Here
the underlying metaphor is that of the artist.
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And a studio is an environment that locates
learning in a place of experimentation, of
creativity, of elaboration, of valuing, of
judgment and creation. And we are artists
after all.

Some of the other words that have
struck me are “instruction.” Thinking of
instruction, my mind immediately goes to
my recent experience of buying a very new
sound system, a marvelous sound system. It
was one of those ones with 953 instructions
of how to put it together. And being a bit of
a problem-solver, I, of course, ignored them
immediately. And I started piecing bits and
pieces together. I almost found my way
through the whole thing, with some creative
shortcuts, which I’m sure the writers of the
instructions could have benefited from.
“Instructions” to me is a list of stuff that you
get through with a sequence, and it doesn’t
quite have the creativity that [ would like us
to search for in developing education.

A continuing argument, I should say
conversation, that I have with my colleagues
in faculties of education around Australia is
related to the metaphors we use to talk about
our work. We used to talk about teacher
education, we now talk about teacher
training. And for me, training has a certain
meaning: we train penguins, we train dogs,
and we train parrots to speak. Is training
actually the underlying metaphor that we
want in our profession? To me it is
interesting to note that we’ve all spoken
about music education and we’ve all
described teachers in schools as music
educators. Yet, we’ve described ourselves as
teacher trainers and there is a real disjunct
here, a really interesting disjunct in the way
that we think about ourselves.

So, thinking on that it’s important to
remember that our language shapes us as we
shape our language, and it might be
worthwhile sitting back and reflecting on the
language that we use ourselves. And perhaps
that’s one of the first steps of change: to
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change some of the metaphors by which we
live and think in our profession.

And that led me to my second
musing which was about evaluation and
testing and so on. And I thought why do we
always use the term testing? Why do we use
the term evaluation? And that led me to
thinking about Elliot Eisner’s work in the
visual arts. He came up with the notion of
connoisseurship. A connoisseur is somebody
who is able to make judgments. This led me
to think that the best evaluative instrument is
actually the thinking music educator who
works in a classroom with a rich knowledge
of children where the focus is, as indicated,
on individuals. And perhaps we could
benefit from thinking about developing an
evaluation, or an assessment process, that
actually addresses the conditions of the
discipline, the art form that is music.

Third musing—why do we think the
music educator’s aim is to produce versions
of ourselves, teachers, and career musicians?
And this refers back to John’s comment.
Given the small percentage of the total
population who occupy these categories, we
actually need to have a larger purpose. So

what could our larger purpose be? Who do
we evaluate and to what purpose?

This led me to the fourth musing.
We’re a profession grounded in
specialization and expertise. Every one of us
has gone through a school of music or
conservatory. We are all “trained”
musicians, and I use that term purposefully.
What this does is lead to an expert identity
and that’s a double-edged sword. Because
an expert identity means you’re the expert
and in an increasingly accountable
environment, artistic as it is here in America
and 1s in Australia as well, if you’re the
expert ... you’re supposed to know
everything, right? You can’t possibly ask
questions, you don’t dare admit that you
don’t know something and that’s the
downside of an expert identity. It can cut us
off from new learning. We are cast as
experts and dare not admit that we don’t
know, and yet we could learn so much from
the children with whom we work and the
communities in which they live.

So my final thought here is could we
become expert learners as well as learning
experts?

The Symposium Committee expressed a hearty “thank you” to all panelists as well as all

presenters at the Symposium.
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