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Patrick K. Schmidt

Observation as
Discourse: Conflict and
Renunciation in Music
Teacher Preparation

Disorder and conflict are important to prevent the reification
of institutional patterns of interaction (Apple, 1996).

W
Introduction

hile a number of visions have
been proposed for composing
the image of teaching and
teachers as reflective (Schon,
1983), innovators (Randi &
Corno, 1997), reformers
(Thiessen, 1993), political ac-
tivists or transformative intel-

lectuals (Cochran-Smith & Lytle, 1999;
Giroux, 1988), the scarcity of continued
critical engagements (including through
research) suggests that very little of this
has found large resonance in music teach-
er preparation programs, where rhetoric
may be present, but their enactments are
not always evident.

Observations have framed much of
how music teacher education, particular-
ly in the United States, presents pre-serv-
ice teachers to and into mainstreamed
practices, most often creating visions of
teaching and teaching practices based upon
effectiveness and compliance (Cassidy,
1992; Duke & Madsen, 1991; Henninger,
2002; Price, 1983; Yarbrough & Henley,
1999). In other words, engagements where
technicist parameters become paramount,
and where questioning and inquiry are not
only reactive practices, but also framed by
others, always outside, disembodied from
those in the process.

The conjecture is then that observa-
tions be considered along with an under-

standing of discourse(s). This would render
the need for a critical engagement that
questions the role of observations in the
creation of rhetorical and enacted notions
and models of ‘success’ in teacher educa-
tion. Using a theoretical framework that
departs primarily from the works of Fel-
man (1987), Popkewitz (2001), Ellsworth
(1996), MacIntyre (1973, 2000) and De-
leuze and Guattari (1987), I would like to
conceptualize observations as ‘practices of
renunciation’, one that examines elements
that remain unchallenged in any pedagog-
ical practice. Thus, seeing the possibility
for observations to become research en-
terprises, construed as an attempt toward
the unthought.

This paper looks, tentatively, through
various voices in teacher education dy-
namics in the attempt to see observations
as a form of discourse, and as such enact-
ing its performative possibility to create
as well as describe realities. If as Lacan
proposes, “the Subject speaks language, but
the language speaks it,” then observations
could be thought as a frame that ‘speaks’
teacher education. Finding ways for con-
stantly challenging normative practices in
music education training should then be
also based upon ways to rethink how ob-
servations are seen, considered, constructed
and conceptualized.
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Parallel Mirrors: Observation
and Discourse

MacIntyre (1973) asks the following ques-
tions in the attempt to consider how we
can engage in social understanding that is
not dualistic or that perpetrates, through
enactments, a contradictory sense of pro-
posed discourses. He poses, “Is it perhaps
true that ideological contamination is so
endemic in all social inquiry that we can
never hope to free ourselves from it, ex-
cept perhaps in a temporary and partial
way? …How can we identify and under-
stand the distortion of thought about so-
ciety without claiming exemption from
such distortions ourselves?” (p.322).

I choose to open with this comment
for it seems that observation as a norma-
tive practice is often construed as a man-
ner of creating parameters. That is, it de-
fines our understanding of ‘what happens’
inside a classroom, while framing the proc-
ess of replicating what ‘ought to happen’.
Thus, making the action of observation
determinate is, in fact, construing it ac-
cording to the context of practices or in-
stitutions which have in themselves pre-
established ideals of such actions—as well
as what they are good for. Of course, one
could say that agency can and does im-
pact and therefore institutionalized notions
can be changed, disrupted, and brought
to consciousness. But are the balanced in
music teacher preparation programs?

To be clear, what I am proposing is
not simply that teachers take the role of
researchers, observing and rationally se-
lecting and revising either practice or theo-
ry. I think that the attempt to find ‘solu-
tions’ is not to be immediately disregard-
ed as well. Particularly when in many
countries music education as a profession
continues dissociated from research or
developing research that has as its goal
the attempt to be ‘scientific.’ While music
education certainly needs teachers and
future teachers embracing research as fun-
damental to teaching, research processes
and paradigms themselves are often co-
opted. Research is certainly not immune

to alienating and reproductive norms. Thus,
the constancy of ‘solutions’ as the central
or end element of teaching and learning,
can and should be reconstructed.

I would propose that one such recon-
struction could be seen through the no-
tion of the inconstancy of search (and thus
of research). I know, it may seem contra-
dictory. But consider for a moment what
it may imply. At issue here is the possibil-
ity of education to be seen in multiple
ways. MacIntyre (1973) submits, “to pick
out one description as the description of
the action around which other actions are
ordered is always to make determinate a
situation that is not necessarily determi-
nate in itself” (p. 324). That is, by picking
our a practice and making it into ‘best’,
‘ideal’, ‘most effective’, we might be in
fact negating the chance that other prac-
tices be created. We might negate in fact
the notion that practices are always con-
textual. How do we them propose teach-
ing, and in this case, observation, as a part
of teaching as indeterminacy?

Observations as a pedagogical engage-
ment can go beyond its methodological
tradition or its mere definition as a tool
for training. In order for its formulaic na-
ture to be seen as, and changed into, crit-
ical processes, it is necessary that we find
ways to recognize conflict as a constitu-
tive force inside educational and social
interactions. Therefore, I propose that we
attend to teaching as problem-posing
(Freire, 1997), which implies much more
than questioning, but a positioning of chal-
lenge and suspicion of the stagnant, of the
structured and repetitious. Can we con-
ceive of pedagogical visions in music ed-
ucation—for “good teaching” one would
say—that negate the achievement of pre-
cision, certitude and sequence, but rather
search for the slightly varied, adaptive,
multiple, rhizomatic, imperfect?

Researching/Repeating Our
Parameters

McCall (1984) traces a history of obser-
vation as a systematic research method,
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organizing observation according to a “be-
havioral variables approach (where scores
and profiles are pre-determined and es-
tablished), a behavior element approach
(focusing of repeatable patterns) and a
constructivist approach (which attempts
at greater comprehensiveness)” (p. 345).
From Watson in the 1930’s, to the neo-
behaviorists in the 1970s, he sees obser-
vations as a cyclical event, as a social and
educational tool. His definition comes from
Weick (1968) who places observations as
a careful plan for “selection, provocation,
recording, and encoding of a set of be-
haviors and settings…[all of them] ‘in situ’”
(p. 360).

Constructions that seems to concep-
tualize teaching as a sequence of direct,
directive and directed activities, instead of
a complex interaction where multiple goals
and processes might be happening simul-
taneously, arguably continue to be the
mainstream in education and teacher ed-
ucation. While more critical approaches
(Calderhead, 1989; Wragg, 1999; Schwab,
1983) that see classroom beyond simplis-
tic terms have been developed, aims for
determining ‘empirical regularities’ are still
well and alive in music education. Obser-
vations, both in their conception or their
enactments, have rarely attended to the
fleeting, the fluctuating in pedagogy, or
the unwanted in teaching. While current
models present variety, they still do not
engage with multiplicity, nor a criticism
of simulacra in/of teaching.

The literature on observation is often
unquestioning of episodes, focusing rather
on the “allocation of observer attention
within an episode” (McCall, 1984, p. 270),
or on the pairing of the episode with pre-
viously determined goals and ideals of
practice. As a methodological or pedagog-
ical tool, observations mostly present a
concern with frequencies, durations and
quality—not with possibility and change.
Barrett and Rasmussen (1998) speak of
the tendency of rushing in the process of
creating judgment in observations—par-
ticularly those made through videos—as
well as the difficulty in “attending to the

development of observational nuance, the
ability to distinguish salient from trivial
events, and the capacity to discern how
components of an education experience
cohere” (p. 29). While the authors present
positive models, the concerns here present-
ed are still of particular significance and
little attention in music teacher education.

Observation then becomes another
way to replicate or ‘learn’ determined be-
haviors, seeing teaching as instruction to
be delivered according to “high or low
intensity” (Cassidy, 1992) and consequently
equated to, arguable, simplistic notions of
effective or ineffective teaching. These
parameters of ‘appropriate teacher behav-
ior” lead young teachers to identify pat-
terns and cadence of action, but do not
create critical awareness, analytical insight
nor, perhaps most importantly, provide
habits of thinking that challenge self and
institution.

The Formation of Conformity

Student “time-on-task” has traditionally
been correlated to student learning, and
such visions of learning often continue to
go un-interrogated. Duke and Madsen
(1991) for example, while bringing atten-
tion to issues of timing and sequence, cri-
tique how observation in music research
has been connected to narrow parameters,
and propose an observational form as an ‘ef-
fective’ tool in assessing teaching through
observation. What is proposed then is an
exchange of the tool (form) for the thing
itself (educative engagement); presented as
common-sensical and even necessary if
teaching is to be done effectively. The con-
ception that the structure of modes of in-
struction is paramount to pedagogy is clear:
“if the structure does not set up a high
probability of correct responses (errorless
discrimination) then the teachers often
must respond negatively or not at all” (p.
11). Observations thus, continue to set up
parameters to be absorbed a priori and con-
sequently applied in specific, effective, ap-
propriate and ‘pro-active’ dosages. Yar-
brough and Henley (1999) argue for ex-
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ample, that a “combination of approving
facial expression, eye contact, verbal ap-
proval” results in “higher on-task percent-
ages” (p. 309). They cite Price (1983) sub-
mitting that band directors who used “se-
quential patterns with immediate, related
feedback were effective in producing good
performance” (p. 309). While we must
acknowledge the implications of such prop-
ositions, I submit that they remain within
a programmatic and narrow(ing) vision of
teaching as training. One to which music
education in a globalized world can no
longer subscribe.

Yarbrough attends to the fact that
many are the aspects that influence ob-
servation—including perspective, while
still viewing the process in a direct and
often dualistic manner. She posits, “in eval-
uating teaching [through observation] two
approaches are prominent. In one, the eval-
uator describes in detail what she or he
sees without making a value judgment
regarding whether it is right or wrong,
good or bad, or better or worse. In the
other approach, the evaluator does place
a value judgment on what is observed and
also makes suggestions regarding how to
fix problems” (p. 316). Not only is the
dualistic view clear, but we also see the
traditional separation where an outside
subject—through observation—annotates
the ‘problems’ and consequently suggests
‘solutions’. Observation is seen as an ele-
ment of surveillance and of credibility to
outside norms, standards and parameters,
and not as a tool for self-reflection and
critical understanding.

Henninger (2002), for example, notic-
es that interest and expertise often influ-
ence what is seen and noticed in observa-
tions—proposing, for instance, that novice
teachers are unable to find relationships and
causes, noticing what is salient, not neces-
sarily what is important. The research, how-
ever, does not note if what is considered to
be ‘important’ is also reflective, or how it
may help in changing ones’ own teaching,
conception of curriculum and schooling,
or the interaction between teachers and
students. Henninger (2002) rightly proposes

an examination of observation process, as
well as “way of structure observation tasks”
(p.17). However, models where observa-
tion can serve as a larger view of teachers
as public intellectuals (Woodford, 2005) are
not outlined. The critique remains at the
level of perception, as she states, “[the] use-
fulness of observation is wholly depend-
ent on prospective teachers’ accurate per-
ceptions of the teaching and learning they
see and their recognition of the relation-
ships between the behavior of teachers and
students” (p. 23).

It is not surprising then that a signif-
icant portion of music education research
(Henninger, 2002; Duke & Madsen, 1991)
continues to find that pre-service teach-
ers doing observations focus their atten-
tion on teachers and not on students.
Moreover, Berg at. al. (2002) point out,
“higher levels of reflection, where action
is interpreted in relation to the wider so-
cio-historical context, were not evident
in the retrospective reports” (p. 282). Such
attempts to find ‘solutions’ for teaching
problems or to confirm methods and se-
quence, are in accord with the majority
of didactic thinking in music education
still present today. In countries with large
and established educative structures, such
as the United States, these issues seems of
even greater concern.

Therefore, considering the implica-
tions of these examples, my proposition is
that observations be considered different-
ly. I would suggest that if we do not see
teaching as an idiosyncratic and multiple
engagement, neither the expansion of life
into teaching seem to be possible, nor can
claims toward closing gaps between school
music and music in every life be addressed.
In an attempt to do so, I will turn my
attention to issue of conflict and renunci-
ation in teaching, considering observation
through other possible discourses.

Un-thought and Un-presented:
Considering Conflict

Observation as pedagogy could be cen-
tered around the notion of making en-
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gagements and not merely actions (ours
and those of others) intelligible to our-
selves. Such dialogical view would not
focus on forms, procedures or structures,
but rather on enactments defined in the
constant need for re-conceptualization. In
other words, a process that aids young
teachers to understand the tentativeness
of pedagogy, and the circular nature of
learning (Bruner, 1960). Thought in such
terms, observations can become a factor
through which the panic of not knowing is
eased; not through the solvency of ‘prob-
lems’, but in a constant re-connecting with
the conception of teaching as the crea-
tion of problems.

While we are willing to acknowledge
that in life the demands and complexities
required of us are often beyond our capa-
bilities or understanding, we are much less
willing to see such contingencies inside
the educative process. Interruptions often
serve to make us aware of such inabili-
ties—love, death, culture and environment
provide numerous examples and experi-
ences. They are mostly seen as the even-
tual, transitory, however; the tension that
leads to an inevitable and desirable and
thus desired rest. Art and music have been
seen and argued in such terms, but much
less so as a search for conflict and a need
for the recognition of what our Carte-
sian-selves often denies: that contradiction
is part of who we are; that contradiction
is a constitutive element of our selves, and
not the abnormal in us.

Conflict as an action, as a practice,
and as a pedagogy could be better under-
stood in music education, as in education
in general. As such conflict could be seen
as part of the contradictory in teaching,
as part of “practices of renunciation.” The
cooperative manner through which we
make sense of narratives and discover
meaning in and through actions have been
well presented by Goffman (1968), Gar-
finkel (1967) and others. However, the
quest for the conflictual, dissonant and
contradictory is often presented simply in
individual terms and mostly connected to
faults and lacks, that is, as imperfections.

So, every time that conflict and contra-
diction are experienced in education they
are mostly seen as issues to be surpassed
or resolved. Very rarely is the contradicto-
ry seen as creative practice or the con-
flictual as in what leads to what Freire has
called problem-posing. Moving away from
the norms that these associations often
create would be an important practice in
music teaching and learning.

One could see practices of renuncia-
tion in teaching as the renunciation of the
particularities of roles. MacIntyre (2000)
proposes, that the “beliefs presupposed by
the intentions embodied in the role may
not only be different from, but in vari-
ance with, the beliefs of the individual who
happens to be playing the role” (p. 145).
The inconsistencies of our various narra-
tives as individuals, community members,
teachers, lovers, mothers, sons, thinkers,
employees, leave us not with coherent or
incoherent lives, practices, or experiences,
but rather with coexisting pieces of the
coherent and incoherent.

In education we need then to ac-
knowledge such contradictions. Felman
(1987), for example, addresses such issue
when conceptualizing that teaching must
recognize what she calls a “passion for
ignorance”. She poses:

Teaching has to deal not so much with the
lack of knowledge as with the resistance to
knowledge. Ignorance, suggests Lacan, is a
passion. Inasmuch as traditional pedagogy
postulated a desire for knowledge an ana-
lytically informed pedagogy has to reckon
with ‘the passion for ignorance.’ Ignorance,
in other words, is nothing other than a
desire to ignore: its nature is less cognitive
than performative…it is not a simple lack
of information but the incapacity—or the
refusal—to acknowledge one’s own impli-
cation in the information (p. 79).

Popkewitz (2001) presents the need
to engage with the conflictual proposing
that ‘community’ becomes a metaphor that
“is evoked to signal the ways in which the
collective obligation of society is organ-
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ized in specific locales and through spe-
cific groups of people who can decide what
is reasonable for the processes of change”
(p.124). Observations in teacher education
can have similar metaphorical effects, serv-
ing to determine behavior and to induce
selection, while abstaining to challenge and
transform its own processes. When follow-
ing traditional models it advocates critical
thinking while establishing reproductive
and normative parameters.

However, it seems feasible to conceive
that the issue is not the rebuilding of sys-
tems, or convincing self and others that in
a postmodern world the fragmentary is
our reality—and not a dysfunctional part
of the “real” world. Rather, the challenge
is to attend to the constructive nature of
conflict in life, while exemplifying its pos-
sibilities in education, society, as well as in
our practices and inquiries. Can we then
consider engagements, as Freire (1997)
would propose, where learning takes shape
in the acknowledgement of our ignorance
toward our selves and others, and what is
seemingly contradictory or conflictual
might in fact be what leads us to think
divergently and creatively?

The Agent has a Theory:
Discourse and Enactment in
Teaching

If it is true that as Popper (1959) indicat-
ed innovation related to basic concepts
cannot be predicted—for to predict is to
have it conceptualized already—then per-
haps one would say that to predict new
possibilities in teaching, pedagogy, learn-
ing, depends upon parameters already
known, and thus cannot escape current
frameworks. The question is then, how do
we move from instruction that is predic-
tive, to pedagogy that is improvisatory?

It seems however that in education
and music education we often fear asking
for the unpredictable, not because we are
not capable, but because the modeling of
that inquiry has not been part of what is
considered legitimate in learning enter-
prises. To learn in these terms is not to

attempt “radical possibilities” as hooks
(2000) proposes, but rather, to discern the
proper sequential needs for the construc-
tion of already determined actions, reali-
ties, and parameters. We thus ‘observe’ to
apprehend, not to discover. Observation
defines the Other, so that the self can learn
how to be.

Laclau and Mouffe (1985) provide a
vision of identity where subjects are asked
to occupy multiple positions and position-
ings at once. That is, that we don't see
ourselves as playing a role, but as subjects
that are constantly re-defining who we
are and how we are in the world. This, of
course, is the challenge for teachers. If
music, its modes of production, its value
in and for society, its implications in the
lives of students are constantly changing
and are often contradictory, how can we
remain sure of our job? What ought we
to do? Who should we be as music edu-
cators?

I would submit that despite the fact
that individuals are divergent and contra-
dictory, we are shouldered to the unitary
—and we find comfort in it. Thus, the need
to find the relatively fixed and determined
in our environment plays a strong role in
how we consider what is possible and
appropriate in our teaching practices. In
these same terms, observation as a tool,
be it didactic, socially or in research, can-
not skirt the fact that it can very easily
serve as a sorting device; separating ‘good’
and ‘bad’ teaching in clear and an uncom-
plicated ways. Well, can we afford class-
room education that is at odds with soci-
ety not merely in its content—the musics,
but also in terms of how it is understood?
—linear, uncomplicated in school vs. the
complex, contradictory and conflictual
nature of life and society.

Conflict as Possibility

Harris (1989) proposes the idea of “tense
plurality” to move away from the ‘against
or for’ notion with which conflict is often
met. Pre-service teachers, as well as their
own future students, learn through the
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structures of schooling to see conflict in
antagonistic terms; they see conflict not a
spaces for interaction but as places to be
avoided. However, the space and place for
conflict could be seen as a democratic
space where critical pedagogies find
through friction and tension the move-
ment that is required for personal, respon-
sive and committed engagement (Bohm,
1989).

Without internal conflict and the abil-
ity to see conflict differently through in-
teraction, it is not surprising that teaching
is seen as a procedural process closer to
the application of method than to the
negotiation of pedagogy. Pratt (1991) for
instance, introduces the idea of ‘contact
zones’ as spaces of meeting and interac-
tions where social interactions present not
simply “highly asymmetrical relations of
power” (p. 34) but can create possibilities
for the modeling of conflict that does not
escalates into violence.

The analysis of observations as a de-
parture toward ‘points of friction’ where
we reflect and engage with how and in
what ways we believe and perceive, can
lead to problematizing education that is
sanitized, and education of consensus. As
Lu (1993) submits, when conflict is dis-
missed as futile, dangerous or improper it
can effectively lead to “the silencing of
dissonance and to the diffusion of the
potential for resistance it represents. (p. 21).
Consequently, we can see that in such
parameters teaching can be learned, and
consequently practiced as a process of si-
lencing. Observation as a practice of re-
nunciation would start from the notion
that as Trimbur (1989) poses, “we recog-
nize the inexhaustibility of difference and
that we organize the conditions in which
we live and work accordingly.” Thus, the
search for empowerment is initiated
through and in the ability and willingness
to “turn back and examine our own states
of belief” (p. 615).

Observations could serve to analyze
how “othering” processes take place in
teacher education, not merely through the
exclusions in methodological thinking, but

in the false notions of community as con-
sensual and unitary. The possibility in ob-
servations is the envisioning of the ‘real’
in teaching as a constitutive process - not
one determined a priori. If we are willing
to look at this, then music teaching would
be embedded as much in what is constant
as in what is not predictable; and conse-
quently, not merely open to change, reac-
tion, conformity, resistance, and transfor-
mation, but expectant of it.

Understanding the significance of dis-
course is thus paramount, as is seeing ob-
servation as a pedagogical engagement and
not as a training tool. Observations seen
as a reactive process—as a tool for train-
ing—asks the participant to respond and
assemble situations, realities, practices and
is thus always already framed. Pre-service
teachers, therefore are not asked to chal-
lenge notions of teaching, but to Other
what is seen, often by categorizing be-
haviors into accepted parameters. So, for
young and forming music teachers, ob-
serving teaching becomes about finding
categories and assembling who we are as
teachers accordingly. Here, observations
train individuals to recognize and repeat.
Critical thinking becomes about solving
problems that will lead us to a modeled
‘best practice’—which really mean prac-
tices of dominant discourses. As such, I
propose that observations prescribes what
music teaching has offered in abundance:
Teaching that is secure, correct, adequate,
but also unchallenging, non-creative and
most likely disconnected from learning.

Discovery and Ambiguity

Observations in teacher preparation there-
fore need to provide a framing through
which students can see ambiguity as not
only tolerable but as part of learning.
Observation should then not define what
is ‘tolerable’ teaching—or tolerable in
teaching, but create suspicion, curiosity,
doubt, and critiques of ratified pedago-
gies and unitary learning communities.
Piper and Garratt (2004) speak of the need
to “forfeit the person I imagine myself to
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be, for the person I am suppose to be” (p.
278). It seems to me that learning to teach
is presented to pre-service teachers as the
pathway to what they ‘ought to be’. Ob-
servations are a big part of this, and so,
field experiences are often assigned ac-
cording to how ‘established’ programs are
perceived to be. The attempt is not to
engage with issues, voices, ideals, prob-
lematics, but to recognize notions, param-
eters, and practices. While parameters are
needed and play a formative role, what
prevents us from then surpassing these
parameters is fear.

Ahmed (2003) asks us the following
question, “do we fear that which we can-
not contain, or through fear, do we con-
tain that which cannot be?” (p. 16). Simi-
larly, Foucault (1980) was worried with
how people become recognizable as a cat-
egory and how that is connected to our
fears of that which disturbs. I would pro-
pose that we fear also that which we de-
sire and know not how to discover, engage
in, or create. Observations, by telling us
what to see, how to sequence, in what ways
to identify, takes the responsibility of the
creative process in teaching away from us.

Observations through renunciation,
leads then to an attempt to voice our fears
and adheres to the concept of difference. As
such it does not see change as a ‘complete
departure’, nor as a ‘starting and finish-
ing’, but rather as a coming and going
(Deleuze & Guatari, 1987). Thus, it in-
vites new visions without the uprooting
of what is previously known. It considers
the sequential and structured but at the
same times it points out, clarifies, and chal-
lenges. It requests variance, multiplicity,
interpretation, instead of precision and
perfection. It asks new teachers to see that
teaching is not ‘choosing a side’, but in-
habiting many sites.

So, traditional observation as a repre-
sentation of teaching fails teachers in their
learning, as text fails the full representa-
tion of experience (Dewey, 1965). On the
other hand, observation can serve, as lan-
guage and speech do, in creating new pos-
sibilities and realities (Butler, 1999). If

observations can become a practice of re-
nunciation and of voicing through con-
flict, its empowering aspects can aid in a
significant and critical re-thinking of teach-
er music education. Not merely as a struc-
ture and a system, but as interaction and
experience.

Conclusion

An interest in observation as a pedagogi-
cal construct, thus implies a concerted
effort in reconstructing, as Dewey has pro-
posed a century ago, not only the praxis
of education, but the conscientization of
such praxis (Freire, 1997). Part of such
consciousness is a process of inquiry that
challenges how educational enterprises are
conceptualized and consequently challeng-
es ourselves and others. Our students,
young teachers, are not incapable of chal-
lenging themselves. They crave, in fact, the
possibility of seeing teaching as a space
where they partake in considering their
own actions.

So, it is not sufficient to question our
interpretations of actions, procedures,
words or others. It is imperative that we
ask ourselves ‘what concepts do I use to
interpret these action, thoughts, or words?’
Why do I continue to engage with and
through such concepts and categories?
What leads me to them? In what ways
are they tangled with assumption and
notions of ‘Others’? In what ways my own
rationales can be divergent?

Considering the interruption of cus-
tomary and reproductive practices of learn-
ing through observation is merely one at-
tempt at re-thinking our practices. How-
ever, asking young music teachers to search
for conflict as they develop their identity,
notions and concepts in and about music
teaching seems essential. As societal pa-
rameters continue to enclose the bounda-
ries of ethical, communal and political
engagements, and the flat reality of a glo-
bal world requires economic plurality, we
must engage with the conflictual and con-
tradictory. As our discourses turn to the
self-guided, the reflective, or the just and
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equitable, we must remind ourselves that
not merely the overtly conservative, di-
rective or repressive in fact regulates and
oppresses.

Lastly, I suggest the beautiful words
of Attali (1989) in a significant correla-
tion between conflict in the educative and
noise in the musical.

“Noise does in fact create a meaning:
first, because the interruption of a mes-
sage signifies the interdiction of the
transmitted meaning, signifies censor-
ship and rarity; and second, because
the very absence of meaning in pure
noise or in the meaningless repetition
of a message, by un-channeling audi-
tory sensations, frees the listener’s
imagination. The absence of meaning
is in this case the presence of all mean-
ing, absolute ambiguity, the construc-
tion outside meaning. The presence
of noise makes sense, makes mean-
ing” (p. 49).

This speaks to the kernel of what is
here proposed: that in pedagogy as in ed-
ucation in general, the disorderly, disrup-
tive, and contradictory are also construc-
tive, and thus necessary.
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This is here conceptualized to mean particularly
an interaction with the breaking of normativity. An
re-engagement with pedagogical practices that are
contextualized and situated is certainly at the cent-
er. However, that is seen also in light of a self-
critical praxis that attends to what is not-known as
much as to what it is known.

Simulacra can be understood from a myriad of
positions. Here is connected to the representation
of a said reality, without the necessary or implied
connection and correlation to such reality. The sim-
ulative aspect of simulacra is thus essential. See
Atalli for an challenging reading of simulacra in
music. For an more detailed discussion of training
in music education see both Bowman and Regel-
ski, who address the issue from a pragmatist/Marxist
and critical theory perspective.

A recent publication of Research in Music Edu-
cation (Spring 2007) exemplifies some of these
concerns, focusing on the issue of democratic and
socially just practices inside music education.

Abstract

In pedagogy as in education in general,
the disorderly, disruptive, and contradic-
tory are also constructive, and thus neces-
sary. This article analyses observations as
a way to enter a critique on music educa-
tional practices, while at the same time
proposing that a re-thinking of its inter-

actions can serve as a pedagogical engage-
ment with problem-posing, complexity of
interaction and critical thinking beyond
the prescriptive. If visions of teaching and
teaching practices are still vastly based
upon modes models of effectiveness and
compliance (Cassidy, 1992; Duke & Mad-
sen, 1991; Henninger, 2002; Price, 1983;
Yarbrough & Henley, 1999), frameworks
that see music education as a socio-cul-
tural-political event may not find space to
be articulated into practice. Re-shaping
observations as a complex, multiple and
even conflictual enterprise might be an
entry way for young teachers to consider
educational practices not merely as rou-
tines to be followed, structures and se-
quences to be learned or roles to be em-
bodied. Rather is points out the ways in
which observation can be taken as a dis-
course (Popkewitz, 2001; Ellsworth, 1996;
MacIntyre, 1973, 2000; Deleuze and Guat-
tari, 1987) and as such be able to create
new realities instead of simply adapting
to realities already in existence. Observa-
tions are thus presented as a possible and
vital element in the development of crit-
ical pedagogies.

• • •

Pedagogiikassa, niin kuin kasvatuksessa
yleensäkin, sekasortoinen, häiritsevä ja ris-
tiriitainen ovat myös rakentavia ja siksi
tarpeellisia. Tässä artikkelissa tarkastellaan
observointia musiikkikasvatuksen
käytäntönä toisaalta kriittisesti ja toisaalta
ehdottaen, että sen vuorovaikutuksellisu-
uden uudelleen arvioinnin kautta obser-
vointi voisi toimia pedagogisena sitoumuk-
sena kysymysten esittämiseen, monita-
soiseen vuorovaikutukseen ja kriittiseen
ajatteluun. Jos opettamiseen ja opet-
tamiskäytöntöihin liittyvät visiot edelleen
perustuvat tehokkuuden ja sääntöjen nou-
dattamisen toimintamalleille (Cassidy,
1992; Duke & Madsen, 1991; Henninger,
2002; Price, 1983; Yarbrough & Henley,
1999), ajatusmallit, joissa musiikkikasva-
tus nähdään sosio-kulttuuris-poliittisena
tapahtuma, eivät mahdollisesti tule artiku-
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loiduiksi käytännössä. Observoinnin uudel-
leen hahmottaminen monitahoisena ja -
tasoisena, jopa ristiriitaisena toimintana
voisi auttaa nuoria opettajia suhtautumaan
kasvatuksen käytäntöihin ei pelkästään
suorittavina rutiineina, opeteltavina rak-
enteina tai esitettävänä roolina. Observoin-
nin hahmottaminen diskurssina (ks. Pop-
kewitz, 2001; Ellsworth, 1996; MacIntyre,
1973, 2000; Deleuze and Guattari, 1987)
antaa sille mahdollisuuden toimia uusien
todellisuuksien luomisen foorumina, sen
sijaan että se sopeutuisi jo olemassa olevi-
in todellisuuksiin. Artikkelissa observointi
esitetään kriittisen pedagogiikan kehit-
tämisen mahdollisena ja keskeisenä
välineenä.


