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The Premier Piano of Japan

AN INTIMATE EXPRESSION
OF THE SOUL...

re o A SHIG piano i
' ‘ much more than the
intelligent application
of material, labor and design, it s
ah an form born not from the head,
buit from the heart. Thus, the orafts-
iman does far more than simply

Duild” it... he brings it to ie.

The sensitive

nurturing of

Svaly pan, every . J
Joint, @very subtie nuance vests
each piano with an intangible
quality.,, @ soul, that lives on

from generation 1o generation

And those who Own & SHIGER!
Piano know that they Possess
not merely an instrument, Hut
A pannerin the

musical pursuit

7
of dreams,

SEIGERY, K

The Promier Plane of Japan
Shigeru Kawai Piano Company, » 2055 E, University Drive » Rancho Pominguez, CA 90220 + NN STUGER LAl Coum
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Premier Business Members

‘ Shar Products

| | Charles Avsharian, CEO
| Fiaig Avsharian, Presient
Michael Avsharian, Vice President
| P.0.Box 1411
| Ann Arbor, MI 48106
Phone: 800.248.7427
| Fax 7346650829
| Email: sharserv@shamusic.com
Web: www.shamusic.com

CNKBOW f' CODABOW
International, Ltd. (1 NTERNATIONAL

Jeffrey Van Fossen, President

876 East Third St, PO Box 18

Winona, MN 55987

Phone: 507 454.1508; Fax: 507.454.0400
| Email: bows@codabow.com

Web: www.codabow.com |

CodaBow Intemational is the maker of the CodaBow
| family of premier performance bows. CodaBow Inter-
national uites time-honored bow making traditions
with the science of today's advanced materials to cre-
ate a family of performance bows that serve players
atevery level

| Serving Suzuki™ players and teachers for over 40

accessories, sheet music and more!

;Scu(hwesl

Southwest Strings

Howard Core Company, LLC.

1821 McCall Or.

Anniston, AL 36207

Phone: 256.238 9966

Fax: 2562388465

Email: info@howardcore.co
/eb: www.howardcore.com

Stephen Sheppard, President
Celta Godirey, Vice President
1721 South Cherrybell Strav
Tucson, AZ 85713
Phone: 800.624.9390
Fax 800.528.3470

| | Email: info@swstrings.com

I | | Web: vww swstrings com
Distributor of Johannes Kohr student instruments

(including proven and popular K500 series). Full line of
quality Core cases and covers. Full line of bows and
‘ accessories.

Southwest Strings is the leader in mail-order and
internet retail of classical stringed instruments and
| accessories from students to professionals

years! Vialin family instruments, bows, strings. cases, |

Super-Sensitive s
Musical String Co. Suber-Sensiive

Susan Cavanuagh, VP of Sales and PR
1805 Apex Road
Sarasota, FL 34240 |
Phone: 941.371.0016, Fax: 941378 3617
Email: supersensitive@supersensitive.com
Web: www.supersensitive.com

| Manufacturers of musical strings and accessories
for bowed instruments. There is & Super-Sensitive
brand string for every player at every level. Brands
include Red Label, America's Best Selling Student
String, Stellar, Sensicare, Supreme and Pinnacle

Thomastik-Infeld/ ————
Connolly & Co, | TOWSTIINFLD
Bxclusive US importer, Connolly & Co
Helmut Frank, Director of Marketing
John M. Connolly Ill, President
8 Vemon Valley Rd
East Northport, NY 11731
Phone: 800.644.5268; Fax: 631.757.0021
| Email: info@connollyandco.com
Web: www.thomastik-infeld.com

| Thomastik-Infeld is a leading manufacturer of bowed
| instrument string brands like DOMINANT. Available for

| Exlusively imported in the U.S. by Connolly & Co.

J D’Addario & Co. Inc. | Yamaha Corporation ——g ey
of America [ Strings

PO Box 290 ‘ Michael Bats,

Farmingdale, NY 11736 d

- 82 | Director of Institutional & Commercial Services

P 1.4 WE ™GS

Pl Viddacie 6600 Orangethorpe Ave
Buena Park CA 90620

Web: www.daddario.com

Phone: (714) 522-9210, Fax: (714) 522-9833
‘ Web: www.yamaha.com
J D'addario & Co. Inc., manufacturer of D"Addario
Bowed Strings. Brand names include Prelude, ProArte,
Helicore, Zyex and Kaplan Solutions strings, as well as | | offering a full line of musical instruments including

the Suzuki Association of the Ameicas.

Peter Zaret & The String Centre
| Sons Violins, Inc. A diision of Woodwind & Brasswin 3, T
Peter Zaret, President Rich McKenzie, Manager OTRING
5767 Mayfield Rd 4004 Technology Dr <

Mayfield Heights, OH 44124
Phone; 888 VIOLINZ; Fax: 440.461.1855
Web: zaretandsonsviolins.com

South Bend, IN 46628
Phone: 866 849 3477; Fax: 574.251 3501
£ mail: strings@wwhw com
|| Web wvow.wawbw com
Large inventory of smaller size instruments with |
warm, rich sound. Satisfaction guaranteed. The String Centre is part of the Woodwind and
| Instruments shipped anywhere in U.S. Liberal trade-in Brasswind family, supporting 1he performing
policy. National rental/purchase program. ‘ teaching and student community with exceptional
sting instruments and accessories, superior
customer service and guaranteed low prices
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Kaptan and D'Addario Rosins. ‘ strings and pianos, is proud to suppart the activities of
— — L

Yamaha Corporation of America, established in 1960, |

| ‘ Fred S. Anton, President and CEQ

| violin, viola, cello and bass in full and fractional sizes. J

W
Exclusive distributors of Summy-Birchard, Inc.

15800 N.W. 48th Avenue, Miami, FL 33014

Phone 800.327.7643; Fax 305.521.1755

Email wbpsales@warmerchappell.com

Warner Bros.
Publications

Sole publisher outside Japan for the Suzuki® Method ‘
Wamer Bros. Publications also publishes a complete
range of educational and popular materials for instru:
mental, choral, and vocal music, including instruc
tional videos and DVD's

For more information on
the benefits of
Premier Business

Memberships, see the
SAA websit
www.suzukiassociation.org.

SAA ORGANIZATIONAL NEWS

calendar of events

| Deadlines listed in this calendar are the postmark
dates for materials sent by US or Canadian mail
and/or package delivery services; they also rep-
resent the dates upon which emails or faxes must
be sent.

May 27 SAA Annual Meeting,
Pacific Grove, CA
(5:00 PM)
|
May 27-30 SAA Leadership Retreat,
Pacific Grove, CA
June 1 Summer ASJ deadline
July 31 SAA fiscal year ends

September 1 Fall ASJ deadline
Launch of Annual

Fund Campaign

September 25 Established Institutes

early deadline

Sept 29-Oct 2 SAA Board Meeting,
Stevens Point, Wi

October 15

SAA Institute Application
Materials due

Chair’s Column - continued from page 3

ian.” Both Pawland Dine are parents of now-
grown Suzuki kids. Both are highly tlented
individuals who are passionate about the
| positive influence of Suaiki on their home
|

and Eunily life. They e deeply commitied
(o the SAA. Both have given so much ol
themselves o the association already. ook
forward to their leaclership.

1 want to say what a privilege it has been
o work closely over the years with SAA'S
CEO, Pam Brasch. We are indeed blessed
10 have suchacreative, dynamic person heade
ing up ourassociadon’s uperations. Pun has
adeep commitment o Dr. Suzuki's ideals

and a keen sensitivity o the calture ol
our organization. 1 have learned a lot
from Pam.

2005 Directory Addendum

Tl following section of Vi did nor appear in
e 05 Membership Dieers. Please appened the
Mo 10 yont copy

Morton, Christima B, Mrs. 757.
19 Carolina Ave. Norfolk VA 235
Mundy. Jeanne., M

103 Elkndge Dr. Forest VA 24
Naumann, Laurel 40
10184 Atlee Ridge Ro. Meghanicsy
Newfer. Akiko T, Mr
316 Shendan Ase
Noble, Lisa 1. My

534 Elm Sireer. Broadway V
Pelled. Annette, Mr

26021 Fox Mill Road. Reston VA 20191
Penne. Cynthia. Ms
RULBox 207A. Buena
Peterson, Carolyn. My
105 Elm Court, Moneta VA 2.

000467

Pol. Gene. Mrs 8
54128 3nd Street. Arlington
Palson, Calyn S i ,v,
S Wats Station Dr. Ch, u\nllnn\
Prescott, Betsy, Ms 0 »
1703 Abbey Oak Dr. Vienna VA
Pyles, Diane W, Mrs 4
1828 Clachan Court. Vienna VA <
Raymond, Ruth E. Mrs 40
S ceds Manor RA. Hume VA
Remaisance Music Acad. of VA S350 1334 C20E
Dir-Teresa Efrlich
2070 Mt Tabor Road, Blacksburg
Ruder. Aron Susan 0.
7013 Fairfas Road. Alevandnia VA 2
Wo-T 4 103 >

Mrs
S23 East C Street, lron Mountan, M1 4980

Do you want
students for your
Suzuki studio?

Go to www.suzukiassociation.org
and sign up for theSuzuki Teacher
Location Service today!

To Pam, o my tellow board members,
W all of my colleagues at SAN, thanks
for nine wondertul years. 1t has been an
hanour o senve vou. &

Brobst
Violin Shop

Fine Instruments & Bows
1966 Our 39th Year 2005

See Spectacular photos of
our collection at:

Cellos
Vineenzo Postiglione. Naples. c 1380 @
Salvators Dambra, Messina c. 1570 @
Caressa & Francais, Paris 1909 Q
Nicolas Vuillaume. Mirecourt c. 1860 @
Charles Mancotel. London 1855 @
Carlo de March. Venice 1956 @ Charles
1B. Collin Mezin. Paris 1584 @ Joseph
Hill (workshop). London ¢ 1770 @
Scarampella (workshop). Mantza e
1910 @ Alberto Elanchi. Nice 1925 @
Matthew Furber. London c 1820 @

2002 @ medee Dieadonne (workshop)
Mirecort ¢ 1950 ©

Markneukirchen 1902 ® Timothhy
Bradshaw, Cremona 1985 @ Husson &
Buthod. Mirecourt ¢ 1830 © Wm.
Harris Lee, Chicagn 1994 @ Ferdinand
Sellz, Mitteowald 1858 @ Jerom
Thibouville Lamy (JTL), Mirecourt c.
1900 @ Michael Gorumok, Cleveland
1993 @alanLorenz Vienna2003 @
Cello Bows
Alfred Lamy, s/e @ Andre Richaume, sie.
® Victor Fetique, yo ® Emile Francols
Ouchard, sie @ Louls Gillet, s/e ® John
& Arthur Beare, sle ® Morizot Frares,
/e @ Paul Jombar, s/e ® LP. Bernard,
s ® Louis Bazin, se ® HR.
Pfretzschner, sie ® Roger Zabinski, ve
© Thomas Dignan, se ® Richard
Grunke, s/o ® Lothar Selfert, sie ®

5584 General Washington Dr.
Alexandria, Virginia 22312

Phone (703) -0566
Toll-Free (800) 886-3554
E-mail: brovio@erols.com
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SAA JOB LISTINGS S e Ry,
The SAA encourages members to send job postings for Suzuki positions—either jobs wanted of ]ubs avanlahle Tl\n feo for this snrh B o rout AS). Dolinos
offer your listing also on our website for an additional $25. All listings wil be included in a maximum 3 column inch paragrapt \ by the SAA s Implied
December 15 Winter issue; March 15-Spring; June 15-Summer; September 15-Fall. Listings included are paid advanlslng no endorsement by

POSITIONS: Suzuki violin, viola. cello, harp, piano ‘unuufr\lmr\ul\\Jl\L‘A‘l\m\ll\\\lml\unn o best:
teachers. requires clementary school music, Putnam Enterprises iv
TION: Duluth MN. expanding our Suzuki program in preschoolsand athome
DESCRIPTION:UMD s a comprehensive regional niver- lmm Wait list expanding in June
sity providing an alternative to both large research wy art new Suzuki preachool programs: teach pre
sities and small liberal arts colleges. e lessons preTwinkle up. |‘|\<\m\~ ek atendd monthl
D  Part e lesons in violin, viola, cello, harp and/ g'mup classes, anmual festival, recitals
or piano; orchestra, and/or theory. JUALIFICATIONS: Well \\!g‘\numl il ini
Appoinuments o be made a required by current needs of | atie,a i not enployment, bt tndependent conrcton
department. Call for descript. ith refiemals from us. Prefer someonc that grew up vah | POSITION: Suzuki violin vioh teacher
| QUALIFICATIONS: BM or significant professional expe- uluh ‘method: syrong desire o teach. more than perdonn-| LOCATION: Nacogdoches TX
rience; | DESCRIPTION: Stephen |- Austin
SAA regisuation/membership required for Suzuki posi- SALARY: preachionl depends on | Music Prep. Division, isn awcerein

row program
QUALIFICATIONS: NI degge
wminingg: Stk tea hing experienee willi
il necessany

SALARY: Please contuet fon details
CONTACT: Jule Suplee Sipler, Suriki School for Sirings,
26 Union St Kigson PA IRT01 Phone: (370) 2K7-
GTL Eanail

n pert, on el Sk
puorsie fie

e University (STA)
Livse

$20/30 i for priva

tions; preference to Bk 1 teachers. nrollment. Uhe Navoual Guild of Conmunin Schook of the Arts, of-
| CONTACT: Application revicry beigins §/20/04. Send comr- | CONTACT: Tum on Jasunin Pusam, mm.uu Ll\lm]m\\-\ | tering instruction in i, Sueaki/adivional violin, ccllo,

- | Ph ($49) 7256436, Envail: ViolinPro@aol | bass, gt harp (e, soice, music therapy, msicianship,
)rn])l. names, addresses and phone numbers ol POSITION: Suzuki violin & guitar (e .\nh('v\ | Kindermusik classes 1o 200 children phis Piney Woods Yol
professional references) t Janell Lemire, Suzuki Search, | LOCATION: Litle Rock AR Orchiesti

UMD Music Dept, 1201 Ordean TN 1, Dulath AN DESGRIPTION: Suzuki Asociation of Central Arkansas | DUTIES: Parttime. Teach priva
| 55812 Phone (218) 7268207 (SACA) is over 30 yix. old, with 100 violin., cello. vkt Tessons, Support, participate in school
guitar students, Litde Rock, on the beautitul Arkansas River | cruit. mamiain stdio

gronp Suiki violin

| POSITION: Suzuki violin deparument chairperson.
| LOCATION: Pitsburgh PA.

mance opportunities (violin) in area smphom g B
ESCRIPTION: The Center for \uung Musicians is a - DUTIES: Full & par-ime: start immediately. Teach weekh | SALARY: Hotnly rate
| highly-regarded, 1047 old privae music school north of  private. group lesons, b k. Onganire SACA student | CONTACT: Directon, SEA Al Preparsory Dission. |
Piusburgh. reitals, workshop, other evenes Department of Music, Box 13013,
DUTIES: Guide associate teachers, further develop the | QUALIFICATIONS: SAA teacher waining prefermeed but| Staton, Nacogdoches T 75062 i, P (36) 468
‘\ch(xnlnmon for its swdents. all applicants considered. Offer tainung stipends. | 1201, Email: phamett@sfasu.edu
U

ICATIONS: MM required, preferably with empha- | SALARY: A scll<mpl
sis in Suzuki pedagogy. Mi registered umining | Gme or fulltime; contact for details
| rough B 10. Min, 74 teacing cxperine require. NT. end resume. credential, reference leters to | POSITION: Suniki violin teachen /s
SALARY: 20 hrs. teaching/wh. More hus. avail. | Ashley O'Neill, SACA Goordlinator, 300 N. Ridge Rdl, Little | LOCATION: Coming N

for exra . Bencits inclade hel, e, disibin:reare. Roch. AR 72207 Poone. (301 2N00%13. Envail:| DESCRIPTION: 131 Codar A G i 36 1. o
| ment plan. joshash( Website: wwwsuzuld-ar.org,

CONTACT: Please mail resume to Cennter for Young Mu

sanent panition: depends on pa-| Welnite: wwasmusicafasu.edu/prep.

G o clases, Bk, 17, ages
| sicians, Violin Chairperson Search, 120 Lake Dr.. Wextord | POSITION: Suzki violin teacher tachult, vl 1 fullme (5 s /day, 5 days /veck) on 2
PA 150%0. Website: www youngmusicians.org, LOCATION: Chapel Hill NC | teachen with room o grow studios

| DESCRIPTION: Swuki Academy offers violin lesons and | QUALIFICATIONS: SAA teacher traini

| POSITION: Suzuld piano, violin, viola, cello, guitar, carly | c ehidhood e adding prescool ot st e

childhood music teachers. soon. Our goul is o wand leaming com- | 21 con art su

LOCKTION: Pitshurgh A \..m..m Bl Opportnin |mpv SALARY. Teacher conducts prate e s o
N: The Center for Young Musicians is a n Fall 2005, ltw\l n|4ll\nhl.ll group lesons: of o faclin. Hourly studio rental nominal, includes

mglu)uq;umd 1047 old private music school north of “ patc n.«nm\u I admm suppon. velerals, pedornmance sy

Piusburg UALIFICATIONS: Excellen v |..\.~. aative educaior | CONTACT: Send resume

DI Teach students, perfonn regularty for the school | com ophy; carehy

and community.

QUALIFICATIONS: MM requi

with college
Ying cxperence |)v!'|x'vu'1| Min.

TRVERN

menation; ap- | Education Dir, 171 Ceddar St
Aflecuon onteach- - Coming NY lIhW Lmail: pollockm(@171 cedarans.com.
+ professional/ pedagogical | Websie: www.171cedarars.org

g relaionships with students,

ed. Min, 2 SAA regiscrd \m,, Ohmenations, sight
iy il ot

hood music li 3 ye. teaching | amilicn based on respe
experien | of learning
SALARY:

(
|um|g\, u-uml» )pﬂ\a] (-\um SALARY: I\q,u\uhl( Some benefits. N: \unlnu\l ||u||.\|\.| Suzuki School, 30min.
e CONTAC w.suzukiscademy.org, Eniail

downown Chicago, offers violin and cello o 100 st

| plan.
CONTACT: Please mai

) cllo Man i |ndud||\bl.u uly ensemble.
ume t Center for Young uu-‘ ant Fall 2005, Teach private, group lessons. Pree |
inictor Scarch, 120 Lake Dr., Wextord PA 15090, | POSTTION: Suzuki violin teacher | Twinkdebi . Bty hool vl msical plav,
Www.youngmusicians.org. LOCATION: Bismaick ND, \ advanced o group |nylnn|muu\ meetings, other ac
| DESCRIPTION: Bisinarck. capitol of North Dakota, i | i

| POSITIO! uzuki |u.u|u & violin teachers. aflluent, familydriendly, culiured city wi lh ap I QUALIFICATIONS: Commitment 1o Suzuki pedagogy.
\TION: Woodbridge CT. e, eie. | SAA waining, eaching expetience. Futlusiasic, tean

| DESCRIPTION: Bethnsood Suaiki School, it 400 sring | Raver lend Cons

au wing music | playe
e SALARY: Commensunate with taining expenience
private: lessons, presclion CONTACT: Scud vesumie, cove letier 1o Lineda Lager, Di
beyond Suzuki Start Fall 2005 recton, NW i Sizuki School, 618 Caluer Ave
s Teaching expenence, willing o - | Hamimond IN 1632 Phone: (708) 8950158 Frl
e v\ wraining if ot sered. BM or couivi | PorpourriStrings@aol.com.

| and piano students, s groving
gram, orchiesirm, note rea
kol progam, xpe
| 90 min. 10 NY. Loc :
| DUTIES: Private, group lessons, pre-Ty
| QUALIFICATIONS: Prcier Bachelor's i sic |
| el SAA waining min. 2y Suniki taching expericnce, | SALARY: Hegi
\ymml, childrenadulis. .ugnu;w# seaching 1 Addiional compenation o e | LOGATION: San Migiel de Allerle, Mesice
SALARY: Based on expericnc jon, contract hrs. | summer lessons probable. Healih insuranee panding i 0

Medical beneliu or ful fime. T s, Gk, sin- | CONTACT: Kty Murphy, River Bend Conservatony of ..ﬁﬁffﬂﬁ.’ﬁ'.!ﬁ’ﬂ‘.".‘l\:h\'. ok :u. L
mer e, Music, 420 F Ave. T, isnvarch ND 58501 Dl (701 dial Spanis ARk g
CONTACT: Scind vesume, 554040, Eaail: office@riverhbendconservatary com i Popibion 100000, 8000 Eiglads sk
POSITION: Sk viclin e her

ing ||m|)‘|; N
1.A.‘my|m Wuylhnd;,p('lm 525, Phone: (2 n'vm»«-s LOCATION: Kingston PA. TIES: Stant Scp. 205, 1

wher ensenmble pro- | ol with 80 i s st Moy
1, chiors, 40 group clases/ | D : Teach group,
5

enced faculy. 15 min. 1 Yale, sl preTyinkie

ning S20000 fin 2025 s, /wh of teach| POSITION: Suzuiki violin teachier

aclivling nsic thean. ol

i > 11 uialifie
| Fax: (208) 3874512, Enil: Bethwood@mindspring.com. DESCRIPTION: Th Sk Sl o Sings. il QUALICAT IS | -
1R, s 100 sucents i violin, viola, el . stinited Lo Suaki phileopty:
I o i, ok, cell and S weisation gy B4 e von g d ao |
.

DUTIES: Siart ASAL, part- o fulbne. oo | ety
e, growing city, voted | sons, group o !

- T i expencie, wan
ases, P Twinle T, K. St e sl SALARY:

@ pln

\ DESCRIPTION: Invine

Commenmiae st guablications

8 AMERICAN SUZUKI JOURNAL  Spring, 20115

e member of |

offers many culral and outdoor activities. Loca perfor-| QUALIFICATIONS: Bachclor's deggiee: SA regsration [

veterences 1o Mary Pollock, |

CONTACT: Sevid s S e
o college de
Dt
e

e e ommenLinen letters
e

le
s P Eenne Dl Al e
M U A | Z20W ol W €l € Ak
aher e ZAVN Zapana e 211 Lt 1N

POSTTION: Suaii vl ety

LOCATION: Toonin ON Canal

DESCRIPTION: Originally Senver s Sk Sl o1
More the prrsent Nonth Vork St lind o Mo
A v profis oo
At 20

mhm\ Townus has 4 eliverse i
Rt e ——
DUTEES: Teach prvare. group lewmns
e

Qu. ALI'"()\“()\TH nveran mnse degrees min S
regtered B L LA IR comminment w finther gam.

l

Sannbas o

g
SALARY: Please contaet for finther
CONTACT: Kathrn Kles. Nerth
Music.  Phone e
s on aibn com

POSITION: Stk vilin & prane teac s
LOCATION: Rox lesier \IN
DESCRIPTION: SEAISNA 4 20141

Bon for 10 prvare teachers.

ke ensembles. workshops o v

wih, e
prane Teahers st ranes. s lwdiles, A oy
“ubuarb with Rochester Orehetra & €l
Eremble. south
Pt Senall T
DUTIES: Privare
Teand mernng v
QUALIICATIONS: S regtration
Ty, T3 (paanen), s dleggee pret

hest
\mer

i lessons, pre Damke s ed

gl Ik e

SALARY: Lessn rates average S0 W commens e
wath i expeniene
CONTACT: Ll g i V407 2500107

Envul minnobts chartermi.net o e
P71 INGEZD. Bl bartes@ charter.s

Teach weekly prvate
Twinkle-Bk. 6), reciuls,
schoul evens. Recn
QUALIFICATIONS: B h s e o pert
(Lt preerned, S\ anig B |- s
waining preferved. Enthusiastic; stut new studer
pettonner. We iy tequest perfo

ALARY: Competitne howly e, bascil

o studio

o, Paticpate

st
Tung vicdeos.

cducation
expeticnce

CONTACT: Plese el restinie. § cune
Topher Logan, Director, Commuity Sl of e s
3 Witrvl Pl it CL G315, Pl (1 i

1073, Ennil: wpherJogan@ ucunn.edu.

POSITION: Suzuki violn teac
LOCATION: Blue Hll ME

DESCRIPTION: Lol uai the Matiie comsst,
Suitgs i a collaboration of youg s, e pa
s el wahier. sudyinng Py Suaik i
Pl fidulie, olk, holiday. Dby s 40 sudens
TwinkleBR 7 Blue  HIE Peamsula o
www bluehillise.com) i
il Kool Ll (www kaneiselurg . B ¢
Lenating Library (www.bugaducemusicuny) i G
Stevens Wiy

W georgestercusacadinny.ong (ecpiig Ui o
s progran)

DUTLES: [cach prva

Sroups ovenee pettonnees, Posiblc sy oo

e

Dl

wup s, el b

Cog at Cavnge Saveris by
QUALIFICATIONS: Exiciisiee SN g sl
SALARY: Pleas coutact ton etk

CONTACT: Pk Sumgs 1O B 252 Bl Ll Ik
VIGLE Phone. (207 [ [

il o peninsulisuings.ong

i W Lt s )

DES xul'n(w Feaablitiet ks

o QUALIICATIONS: Vs

il Saai@ abosau M

DESCRIFTION: Sxt i Nu\\\n-x s aue

QUALIFICATIONS: U iineisuy desies

SALARN: Conmricnsuns wilh bt s«

Vretrene ks o Lt

Sermng Sl B-4257 \rbu
" \:,, A1 o Welmte: e amatmarsmsncioca

POSTTION: O fustra e
LOCATION: Mineape s
DESCRIFTION: i ik b

wrks an orchen

o Ml e ool (G

sl e e bt Cliamber

arsengs Lo s 1 granlee L2 wath

uv e NTIONS: D Lol

o el

¢ ik

strto tens st ke b ) swhrance ther

DUTIES emars mrise e

SALAKY - o redd o cxhacain
(S L7 (1, e ———

o Mg W mked o

QUALIFICATIONS =yt o g Bkn 1ae N

2 ok o | s Tiean NG New Hoven
s ki ool
st teachers the uppuatunin

s tsa s, fepke il ecusion

st it b

T T

e
mpersaton Teaden ue ensgel o be crene

ualu vt e cumcudun, sandadand

L\LT\}_\ Fulkanie. many wchade
iy

QU u_m\,\m\\x Mt DAL N g g Bl
L WA ung expeticnee, ument S\ mens
ber

SALARY: Please contat ton deiuls. b ks avaulable
CONTACT: becks Cheswphersan. Musw Duvion &
Fonidder 208 Pl FRlERA #2300 Nooalh CT iisd4. Enwal:
tesnurwalk@yahoo.com.

Group e nunnied

]

9

S Vaneomer




SAA Membership Form

wd O11
ancd Music School Settlement (CMSS),

is one of the
her of National Associa
groning Suaiki progran
atantimediately. Teacindivical lessons,
went ed. & sl meetings; admin

o music od; SAA rain:
ching experience preferred.

A

LARY: Commensuraic with education/experience. Execl

golia Dr., Cleveland O
AT P (216) 4215013

. culurally diverse
Leo Kincinski Acait
emy of Music is a growing music school with 80 students

JTIES: Orguire establish Suziki program with emph

. preTnankleBl 10+, Teach individual, e
e, ol plavabas, work with diector o sched-

‘ ity s an afMe

essional orchest

ul
QUALmomoNs: Excellent violinist, SAA taining, BN

s provided.
el continues unil filled.
ters 1o Michele
Grossman, l!nu tor, Leo ]\u(nMv \l ademy of Music, 1501
Sionx Ciry, 1A

51106, Email: grossman@momingside.cdu.

viola & piano teack
fington KY (greater Cin-

1y music school in the
uki s

l group lessons. €
it ares community and ample

ton for o

el

I opportunities.
roup lessons,
s degree and Bk, 1 Suzuki
A, Potential for furdhy

piano eache
| please print learyinink O New O Renewal | POSITION: .sm:.‘\u piano teacher
| O Individual O Group |
ocated in University Cirel
| OM: OMiss OMs. OMs. O0r ONoTitle O 0ther | weretie
| | ool SchoulsofNusic. Commite
| Name of Individual (or Group) | DUTIES: Fullting
onp classes,
| Address | guxu \cATION Tachelo \I|\|>{
ing required; min i
| [ Soong commitment 10 Suniki phil
| City, State, Zip |
Tent bencins
NTACT: Ca
I phone (Day) (Eve) . S St S
‘! | 106 hone: 21
Fax Email |t pimnocaraG@yahoo.com
| | POSITION: Suniki sl o
|1 group, list contact person |
" & type of group (see below) l
| Please check appropriate categories: Instruments taught (or studying if student) | omdiyr ol
O Teacher [J Parent/Family O Violin TViola I Cello
| |
‘ [ Retired Teacher [ Student CTBass  [Piano_lOrgan _Flute |
O Public School Teacher [ Early Childhood T Harp [ Guitar _ Recorder required,
| | Comperitive, bene
| Membership Categories and Annual Dues: |
| O Active Individual: $56 US/$70 CAN CIPatron $150 US/§180 CAN
Momningside Ave
| O Active Group: $62 US/$78 CAN T Lifetime $995 US/§1295 CAN |
| O Associate s;u US/$37 CAN | POSITION: Suziki violn
I Required Airmail for members outside North, Central, South America and the N
| Caribbean: add $20 US mailing fee. ‘
| O1am including a donation of §. to support the SAA"Annual Fund Drive }
(Tax deductible in US) cin
% 1 have named/would like to name SAA in my will ‘\ yn-:m mance
Payment:
| |
[ Check or money order for (amount enclosed)
| |
‘l [ Credit card: Type (Visa or Mastercard only) |
|
| Number. Expiration: |
| |
Name on card:
| I
| Mail to: SAA, PO Box 17310, Boulder, CO 80308 or fax with credit card information: 303.444.0984 |
' potve Membership (Individual) \ !
! ; i |
Required for teachers, available to parents and other individuals. Includes American
| Suzuki Journal, SAA Directory, voting and office holding privileges, access to training |
| program, elibigility for chapter affiliate membership (where available), etc. |
| [
| a Active Membership (Group). |
| For groups, organizations, schools, institutions, libraries, businesses, etc. Includes
ASJ; SAA Directory and miscellaneaus benefits. |
1 i \
| | @ Associate Membership |
| For parents, familles, retired Suzuki teachers & others, Benefits include a one-year |
lbscription to the ASJ,
| | |
[l an
atron Membership I
| Includes Active Msmba(shm, and support for the Suzuki movement. |
| [
| | Q Lifetime Membership : : ; | |
| Includes on-going|Active Membership plus benefits of Patron Membership,
L —

10 AMERICAN SUZUKI JOURNAL  Spring, 2005

Suzuki

Education

in Italy

By Antonio and Lee Mosca,

pioneers of the Suzuki Method

in Italy

hinichi Suzuki visited Turin in
1986,
withagroupof children who amived
thecity with their talent. He spent three days
atourschool, listening to all of the students,
giving them encouraging words. and.
his custom, at the end of the lesson he gave
cach of them a chocolate candly. Turin, the
city of Vivaldli’s manuscripts, Baroque archi-
teeture, and the world s second Fargest Egyp-
tian Museum, is also known for ity
chocol
La
pan, in which he praised the school and
the high level he had found. This was a

and presented a concert

 received a letter from Ja-

tremendous stimulus for our activity.
We continued to work with passion and
to further improve ourselves by attend-
ing various courses conducted by the
Maestro throughout Europe and Japan.
In Italy, at that time, the Suzuki method
was almost unknown. [U's not surpris
ing that, despite the enormous success
achieved by Shinichi and his students,
Turin’s Conservatory of Music did not
manifest any interest in the method by
initiating a Suzuki course within its pro-
gram. Today, even though it is much
better known and utilized, the method
has not yet been accepted by the 4
demicians. For now, as in the major
part of the Latin countries, the Suzuki
method is 4 movement that linds con-
sensus within the funilies and wmong
its practitioners. sl
looked upon with suspicion and wmis-
trust by the “uaditional”

I'hose who, like us, have lived tor
forty years in the Suzuki world, know
the beuetits @ student can gain utiliz-
ing this method of musical education.
I'he Suzuki method has had the power
Lo rearrange our lives and we, as did

Luis, howeves

teachers.

Avove: Italian Suzuki students
many esteemed soloists i the most fa-
mous Furopean orchestras, have become
untiring promoters of the methodology
We are aware that teaching children
means offering them the possibility of
unde a skill
and love that will remain with them for

tanding and loving music,

their entire lifetime.
“A beautiful sound.
Suzuki loved o repeat in his aphorisms

s good heart,”

and itis that which we teachers must cuk
tivate in the children’s souls. The study
of an instrument allows one 10 partici-
pate in the great family of the orchestra
that, along with the triangle “teacher—
child—parent,” creates a barrier against
the moral and spiritual degradation of

our times.

SUZUKI SCHOOLS IN ITALY
TODAY

There are approximately 25 Suzuki
schools in laly, concentrated mostly in
the northern and central regions. The
country’s geographical situadon does
noteasily allow tor transterences, and the
scholastic structures of the south are cer-
tinly not very open 1o, or willing to ac-
cept innovative methodologies. Turin
and Milan, and all of northern laly in
general, thanks  the influence of the
French and the German cultures and
Wheir sense ol business and cultural open-
ness, have reached levels that could be
described as having European breadth.
Uhe south, with its beauty and the innate
musicality obis inhabitanes, would be an
ideal place for the Suzuki method w take
oot and grow.

L the Lahian Suzuki Schools, greatim-
ven to the program of in-
thythm, and

portance is

strumental created

organized by Professor Elena Enrico.
ear before the study of the
continues

It begins a v
instrument atself and
throughout the entire course of stud-
ies. giving the student a developed
sense of rhvthm, kevboard skills, and a
knowledge of solfeggio and harmony.

ltaly has a «cholastic program that
requires children to remain at school
until 430 p.m. The lalian school sys-
tem thus tends to place iself in the role
of primary educator of the child. This
makes it difficult for the family 1o be in
the forefront and 1o be able to encour-
age the child in sports or artistic activi-
Unfortunately today, we are
withessing 1 general restlessness of our
vouth, a disinterest in art and culture.
Thev are swallowed up by the de-per-
sonalized bombardment from televi-
son. laly, without a renewed interest
regarding the musical education of
children, cannot hope to remain “the
country of music” for long,

ties

THE TURIN CONVENTION OF
2008

The Hth Suzuki Method World Conven-
von (Tunn, Apnl 1217, 2006) will be held
cight vears after the death of Maestro
Shinichi Suzuki. The kst worldwide Con-
\ention was in Masumoto in the Spring of
1999, one vear after Shinichi Suzuki's death.
This next Convention will be an imporant
meeting tor the whale Suzuki educational
movement. lis precise tisk is to camy on with
the Maestro's message, pursuing an objec-
tve dear o him—that “all the children in
the world, through music, can be happy
and have a better life.”

The basis of our Conterence work is
creating an educational and artistic

1n
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event that demonstrates the Suzuki
method to all the world. We have partici-
pated in many worldwide conventions, and
today, it seems more necessary than ever to
us that we verify the level achieved by many
schools. We also need to know what ferment
of innovations there are and to dialog about
any needs for an adjustment (0 new tastes—
whether a major adherence to the original
musical texts corresponds to the didactic and
technical needs of the child today. We must
realize that spoken language has undergone
substantial mutations, and likewise, so has
musical language.

PERFORMANCE OPPORTUNITIES

The Turin Convention aims to be a show-
case for what is produced in didactic and
musical terms in the various schools, and it
wishes to investigate further the role of the
family nucleus, inviting parents and children
to play together in family concerts. Opportu-
nities to perform will also be given o the or-
chestras of the many Suzuki schools
throughout the world.

Two Gala Concerts will allow 14 soloists to
present themselves with the two most impor-
tant symphonic orchestras of Turin. This,
along with the four Junior and Senior Con-
certs, will be enable us (o listen o at least 60
children, selected fromall over the world. The
Grand Final Concert in the Olympic stadium
(in February 2006, Turin will host the Winter
Olympic Games), will pay homage 10 Mac-
stro Suzuki and Pablo Casals, who were united
by the ideal of promoting music as an instru-
ment of peace among the nations.

Turin is the city of Vivaldi’s manuscripts
(of which more than 400 are kept in the na-
donal library). So itis logical 1o conclude the
celebration with a performance of the Con-
certo in D minor RV 565 for two violins and
cello (1st movement), so very famous for its
fugue. The region of Piedmont is also the
home of various kinds of popular or tradi-
tional music; Lee Mosca would like  present
afamous Mazurka (Migliavacca) with the vio-
linists who come to Turin. This picce can be
performed with a number of soloists varying
from 3 10 400.

Ever since Pablo Casals began 1o organize
orchestras of cellos in Puerto Rico, diverse
composers have writen for this genre of en-
semble. For this reason the Convention pro-
gram will include a concert of 200 cellists.

The moming lessons (wo, of two and a
hall hours each) for soloists and groups, will
deal with the pieces and techniques of the
various volumes, and will be conducted by
Suzuki Teachers and Suzuki Teacher Trai

n-

Spring, 2005

ers. The stringed instrumentsand flute classes
will have a piano accompanist. The inal con-
certs of the instrumental courses will be held
on Saturday, at the end of the three days of
the courses, and will be accompanicd by
string ensembles (quartets or small chamber
orchestras)

GLOBAL AIMS

The 18T (ltalian Suzuki Institute) desires
that this world meeting address the problem
of integration between the various popula-
tions: o live in this world means finding one-
sel face to face with many diverse cultures

nd traditions.

We believe that music can unite us in a
marvelous journey, thus we cannot forget
those who cannot be involved in this jour-
ney. We must do something in particular for
those disadvantaged children who don’t go
1o school, who suffer hunger and brutality,
and who are the victims of the world’s evils.
There are organizations committed to th
problem; the United Nations, OIL-IPEC, and
other nongovernmental humanitarian agen-
dies. We hope that some will participate in
the Grand Concert “Child to Child” which
anticipates the participation of the most im-
portantworld renown cultural and show-bus
ness personalities, all together o declare with
music: “stop child labor in its worst forms.”

As you can sce the, 14th Suzuki Method
World Convention is an ambitious project
that we ask you to help support with your
participation.

For further detailed information regard-
ing the 14th Suzuki Method World Conven-
tion you may consult the web sitc
www.l4suzukiworldconvention.net. In a
short while, there will also be the possibility
of downloading music not included in the
Suzauki repertory and the orchestal parts
assigned 1o each student for the various con-
certs.

We await you in Turin, from April 12
= 17, for the Easter of 2006, all together
and above all, for a fantastic 14th Suzuki
Method World Convention.

Uniil then! &

Above: Suzuki Berlin 1987. Right:
Xavier Castella with cello, 1967.
Below: Xavier, standing by the
Berlin Wall, with his brother and
father - August 1987

By Xavier Castella

was born on August 17th, 1978,

in Santiago, Chile. I can still re-

member the first time [ had a
cello inbetween my arms. Itwas around
1985 when my parents instilled in me,
and in my brother, Jordi, the desire to
study music. [ wasyoung, but at the In-
ternational School Nido de Aguilas, for
the first time in history, the Suzuki
Method was available for children in
my country.

My first music teacher was Marilyn
O’Boyle, who did a wonderful job in
Chile for many years. She led me
through my first steps into the violon-
cello ata very young age. 1 didn’t know
anything about music theory, but there
I was, playing songs like Twinkle,
Twinkle Litde Star and Lightly Row.

But playing these songs was not all.

| One day my parents gave me some
| good news. We were going to Europe
for a couple of weeks. Alter a year play-
ing the cello at school concerts, which
were quite interesting events, suddenly
I was given the opportunity to travel,
not only out of my country, but out ol
the continent! This possibility was in
relationship to the VI Suzuki Method
World Convention held in West Ber-
| tinin August, 1987.

In Germany 1 had the chance to
meet many children from around the
world. Even though 1 got lost tor a
couple ol hours in downtown Berlin,
it was an exciting time in my lite and 1
can’t deny it. Being only 9 years old,

ed my cello along

was amazed as Lpls
with thousands of children trom other
nations. We all spoke dillerent lan-
guages, but the international tongue
| ol music united us through the Suzuki
Method. What a privilege!

A couple of years later [ was an ad-
vanced Suzuki student but I still wanted
more. My parents, who always sup-
ported me, gave me the chance to re-
ceive basic piano lessons in the music
academy of Gustavo Ruiz. This experi-
ence helped me gather more knowl-
edge and interest in music.

In 1989, I had the opportunity to de-
velop my cello talent at the Pontifical
Catholic University of Chile. In the be-
ginning [ felt very shy. [ was just a child
in 6th grade and all my classmates were
older students who had already fin-
ished high school. My teacher at the
university was a great musician named
Jorge Roman. He played for many vears
as Principal Cello in the Philarmonic
Orchestra of Santiago. Even though he
was a very serious person, he was very
patient with me. Therefore I learned
very much from him. Through this ex-
perience L also learned from other ex-
cellent cellists like Juan Vasquez and

Juan Goic.

By this time, my brother and [ were
playing cello and violin duets at festi-
vals and concerts. These were held at
different theate
churches of the Christian and Mission-
ary Alliance, including performances
on national television. Maribel Adasme
provided piano accompaniment many
times, among other musicians.

Siill young, Nido de Aguilas' band
and orchestra director, John Walker,
introduced me to the wind instru-
ments. In the beginning 1 played the
tenor saxophone. Later, motivated by
one of my best friends at school, Jesse
Hlawkes, 1 started over with the tum-
pet. Sinee learned music quickly, 1
caught up casily. By the time we were

schools and

I Can’t Live
Without Music

entering the Advanced Band. 1 was
Principal Trumpet

Playing in the Advanced Band and
Chamber Orchestra of Nido de
Aguilas was another incredible expe-
rience. In addition to performing
concerts from time to time in our
school’s gym, we participated at sev-
eral music festivals with students from
abroad. Along with Mr. Walker, I had
the opportunity to play cello and
trumpet in different locations of
Northern Chile, such as Valle de la
Luna (San Pedro de Atacama),
Calama and lquique. These were un-
forgettable events.

1 continued to take trumpet lessons
at the Pondifical Catholic University of
Chile. My teacher was Javier
Contreras, a great trumpeter who
played abroad as well as in the
Philarmonic Orchestra of Santiago.
With Mr. Contreras, 1 played in con-
certs held at the university and also
attended interesting trumpet master-
classes. He, and other tumpeters such
as Patricio Luco, tught me a lot

Over the vears. I have had the op-
portunity to play the trumpet in dif-
ferent places around the world. Music
has been the master key to open many

S L]




World Convention Memories

doors. It has been incredible to visit
countries such as Argentina, Colom-
bia, Ecuador, Peru, Mexico, United
States, Canada, Spain, Germany and
Russia

Ihrough music 1 have been able to
perform in diflerent television stations, |
aswellas play with outstanding musicians
suchas Edward Brown (Principal French
Horn at the Philarmonic Orchestra of |
Santiago for many years), Christian
Galvez (one of the best bass players in

Louis Moyse
Masterclass
Weekend

By Margaret Peterson

Unforgettable

Left: Margaret Peterson and stucent Cora
Crisman with Louise Moyse. Above: Cora
Crisman, Kenichi Ueda and Margaret
Peterson.

! By Flory Godinez

Chile), Juan Carlos Alvarado and Rene
Gonzalez (well known Christian singers
in Latin America), among others.

In addition t0 my experience in mu-
sic, Lalso studied Journalism in Santiago
(UNIACC University), and have had the
opportunity to work in institutions like
the National Office of Emergency of the
Department of the Interior in Chile
(ONEMI). Currently, Iamsill enjoying ife
through musicand can say that Dr. Shinichi
Suzuki's philosophy influenced me in
many positve ways.

An carlystart on music education should
always be a challenge for clementary stu-
dents. I encourage every mother and fa-
ther to give their children an opportunity
wgetinvolved. Mylife experiences asa mu-
sician have been possible through the ef-
forts of my parents, teachers and many
others. I thank each of them for the sup-
port I received. In a special way, I thank
God for allowing me to develop my musi
calalentand for surrounding me with mar-
velous people. &

For more information, go to
wwwaxaviercastella.gb.net.

bl

Xavier Castella

settled into my seat in the dark-

ened auditorium cagerly waiting o

hear the young man play his violin. I
was very curious to hear him as a soloist
since I had seen him in a group perfor-
mance earlier in the week. And now,
after more than seventeen years, his
playing is still unforgetable as a testa-
ment to the power of being ‘nurtured
by love.’

It was August of 1987 at the Eighth
International Suzuki Conference in
Berlin, Germany. I was on my way (o
what would be a two year Suzuki teach-
ing stint in Ireland, and so I ook ad-
vantage of the opportunity o atiend the
Berlin Conference.

Takahashi-kun, an cighteen-year-old
Japanese boy, would soon cross the
lighted stage. This brain damaged teen-
ager had started the violin at age three.
Everyone had been amazed to see him

| perform the Tehaikovsky Violin Con-

| certo with Dr. Suzuki's class of
kenkyusei (teacher trainees). It was true

| that, due (o his handicap, he lagged a
couple of beats behind the other vio-
linists.

But the audience of musicians had
soon adjusted to the sound delay. His

| brain necded more time to process the
sound of the accompaniment and di-
rect his own body to perform with what
appeared to be accuracy and good tech-

| nique.

| Tchaikovsky had dedicated this con-

! certo 1o the great Leopold Auer. But
because ol its dilliculty, Auer had de-
clared it unplayable. It wasn’t until
1881, three years afier its completion,
that any violinist dared perform it. To
see a group performance of this diffi-
cult masterpicce, let alone one that in-
cluded a severcly handicapped
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member, had caused much discussion
at the conference.

The hall was hushed as we watched
the lone slim figure propel across the
wooden stage dragging along what ap-
peared (o be a paralyzed arm and leg.
Takahashi positioned his body, violin
and bow. We waited. The young man’s
sound soared with accuracy and
beauty. As his tone filled the hall, I
thought of the fifteen years a patient
mother and a patient teacher had
worked with this young man day by day,
step by tiny step, to develop so great a
talentin spite of what most would con-
sider an impossible handicap. I will
never forget Takahashi or his perfor-
mance in Berlin. If every Suzuki par-
ent, teacher, and student had had the
opportunity to hear that concert, none
of us would ever give up saying we
didn’t have enough lent. &

Flory Godinezstudied with Dr. Suziki for two years
in Japan and is a TEI graduate. She has tught
ki violin since 1968. A Teacher Traine
maintains a private studio in Austin, TX and is the
author of the children's music storybuok serics,
The Adventures of Max and Millic.

she

'

)
Flory Godinez

ouis Moyse, 20th century flute
icon, focused on thirty masterclass
studentsat the St. Georges's English
Church from Oct 7-10, 2004. Mr. Moyse
is also known for his contributions in the
areas of composition, pedagogy, editing
and arranging. The Masterclass weekend
was sponsored by the Children’s Talent
Education Centre of London, Ontario,
Canada. Host teacher Kenichi Ueda initi-
ated the event and structured the sched-
uling of the weekend which included a
special tribute of music and celebration
in a Friday evening concert. The concert
featured Mr. Moyse's works and arrange-
ments, and all of the weekend participants
performed for Mr. and Mrs. Moyse.

My student, Cora Crisman, was invited to
perform at this prestigious conclave be-
cause Kenichi has monitored her fine
progress these past several years at the
Colorado Suzuki In:
was ecstatic when Kenichi extended the
invitation to me. Cora prepared the
Mozart’s D Major Concertoand Debussy's
Syriny, and 1 prepared the Martin Con-
certo and Gaubert's Madlrigal for our re-
spective 30-minute lessons. 1 was inspired
1o hear Mr. Moyse's compliments of
Cora’s performance and talent. The ex-

tute at Snowmass. [

perience gave me encouragement for my
own passion for teaching and coaching
e,

Whata thrillitwas to watch this 92-year-
old, experienced yetgende masteratwork.
He thoughtfully listened through the en-
tire piano-accompanied performance.
Then he went back o the beginning of
the piece t address matters of eehnique,
pression aund tone production—uever
needing or using music, and with abso-
lute pitch illuminating any passige vocally
He applicd vitality and seriousness ot ap-
proach in working with cach student, e
teur or professional, and helped students

understand a myriad of musical details
throughout the fourday weekend.

Progress can come from improving the
flexibility ofTips. control of dynamics, slurs.

Of the many poignant sugg Mr.
Moyse made, [ will mention only a few. (In
order for the reader to experience Mr.
Moyse’s ideas directly, I have drawn directly
upon his article, “Why Teaching is an Art,”
Flute Talk, July/August, 1989.)

“Discipline in daily practice is a priority
for the student and the only way to make
progress. The student may believe that prac-
tice of his performance piece is the only way
to insure a fine performance, that many rep-
etitions of a difficult passage will bring suc-
cess; but Mr. Moyse underscores that this
method only familiarizes the student with the
piece but does not help him play the piece
on a higher level. Practicing the same pas-
sage with a wrong note or poor finger con-
wol will neverimprove the pieceand isa waste
of time. Identify the core problem and em-
ploy appropriate etudes, exercises, scales,
chordsand arpeggios o remedy difficult pas-
suges. This newly acquired technique will in-
sure your ability to practice vour difficult
literaure.”

“Technique is acquired by daily practce
e, chordsand arpeg-
gios and not by suuggling technically on the
picceitselt. Anaverage student with adequate
musical background who has an adequate
Flute Storage Bank of techniques gained
from scales, arpeggios. auticulaton exercises
(every wol inany exercise book)should have
the background to play a Mozt Concerto
without having o practice the work. Of
cowse, interpretation of such a work is obvi
ously a dillerent mauer. Mr. Moyse said that
he never heard his father, Marcel Moyse, prac:
tice the Ibert Concerto betore he premiered
it, but that many yes prior to that event, he
had already leamed his technique and was
veady o perform anything, anytime.”

*Tone studlies are important [or the utist
inorder w develop his own individual sound.

ofexercises, etudes,

intenvals, breathing and phrasing. A beau-
tiful instrument. with the help of tone stud-
jees. should enable you to find and develop
your own personal tone. Never let your
flute play for you: you must play your flute.
You are the boss of your flute. Try not to
let your mouthpiece roll in toward your
lips and mouth; you will look like you are
cating vour flute. plus your pitch changes
and your tone becomes muffled!™

“Camaraderie was magnificent during
our three lunches together. Socializing
with Mr. and Mrs. Moyse embellished the
entre weekend. To hear Mr. Moyse talk
about his teacher. Phillipe Gaubert, and
his other French connections with
Poulenc, Faure, Martinu & Dutilleux
brought the early 20th century composers
life. Mr. and Mrs. Moyse were such warm,
open, sharing individuals; we immediately
became bonded friends. Mr. Moyse s some
100 edited collections of flute music plus
his 20th century compositions and now his
vears of teaching in New Hampshire make
this genderman an icon—a symbol of our
dme.”

Thank you foran edifying weekend, Mr.
Mowse. &

©

Mangaret Peterson is a Nationally Certified Teacher
of Music (NCTM) by the MTNA. She holds a B\
degree trom Wheaton College and a MAL degree in
perfornuance from Northwestern Univensity. Ms.
Peterson performed with the Fox Valley Svnphouny
Orehestra for 15 years and with a Flute and Guitar
Duowhile resicling in the Chicago anca. Ms. Peterson
gt Music History and Theory, Flute and Recorder
at Colorado Mountain College in Breckenridge, CO
in the 70 and 80 During her Iyear te
developed the Suaki flue and recorder program at
do Academy, Denver. She now continues
gin hee active studio in Golden, CO.

teachi



OPPORTUNITIES FOR
STUDENT PARTICIPATION

SAA 12t CONFERENCE, Minneapolis, Minnesota
May 26-29, 2006

AUDITION REQUIREMENTS:

MASTER CLASSES (violin, viola, cello,
bass, piano, guitar, flute, harp and
recorder)
0

all materials t: SAA 12 Conference, PO
Box 17310, Boulder, CO 80308

OTHER REQUIREMENTS:

0 CE
CHAMBER ENSEMBLES

FLUTE CHOIRS

SUZUKI YOUTH ORCHESTRA OF
THE AMERICAS (SYOA, 2 levels)

Requirements

All students auditioning for masterclasses, the

10 concerto performance, chamber ensemble

masterclasses, lute choirs, and the SYOA must

study with an Active member of the SAA.

2. The applicant’s teacher must provide a bricl

letter of recommendation (mailed or faxed seps

10 the SAA Office). Applicants who are ac-

cepted and their chaperones are responsible for

their own travel, room, board and fees.

3. /\ppllr ants must submit a VHS videotape of a

performance meeting the specific level and picce

requirements for their instrument area, Other

video formats will not be accepred.

4. The VIIS video should be labeled in pencil

with:
.

dent’s name or group's name
Title, movem d composer of the
composition performed
5. All application materials must be pos
by as follows: (no exceptions)
 September 30, 2005 - International ¥
semble applicants
October 30, 2005 - Masterclass, SYOA,
n.m-( ir and mble appli-

.

arked

10 concerto perfor-

ion fee of §35 US or $45
wable to the SAA. A separate application
form, videotape and check are required for mul-
icati dit card (Visa or Masier
eptable.) Fees are non-

k. p o copy of your videotape. (I is
led that you send your maierials by a
very or a service that will provide
very confirmation.) Call for physi-
Please note: no refunds
vl be iued, T application is not accepted. Vid-
catapes cannot he retned
e official application (12
dent Participation Applic .mlm) is
SAA website: www.stzukiassociation.ong. Appli-
cations sent without this official form canmnor e
comsidered.

Forall (exceptguitar, piano and harp)
piano accompaniment is required. (Exception:
picces specified as unaccompanied.)

Violin- Applicants should perform i selection from
the upper Swzuki volumes (minimum volume 8) or
trom advanced literature heyond the Suzuki reper

N
Viola- Applicants must submit one of the follow
ing:

JS Bach Suite No. 1in G (Prefude or Allemande,

JC Bach Concer
Handel Concerto- fint or third movement

cce or movement from the standard viola litera
< (students who have completed all Suzuki Viola
Volumes)

Cello- Application repertoire may be chosen from
Volumes 5 through 10 or beyond the Suzuki vol
Piano- Students stud 1 dhough 4
should submit a videotape of b minutes of perfor
mance Gme from their current repertoire. Students
heyond: submit videotape of up 1o 10

tar, Bass, Recorder - All levels are welcome 1o
apply; applicants should submit a 5-10 minute per

formanc

Bass Choir - e website for information.
Harp- Al levels are welcome 0 apply; applicants
1d submit a 510 minute performance video

cnsemibles of arp, flute and
pply 0 participate in a

wstereliss sessic

harp students Books

be comsidered for participation i

quire.

Flute- Stndents wishing 1o audition for performance

i masterclass must send i videotape ol a selec

tion from Suzuki Flute Volume 6 or above

Flute Choirs- Flute Choir |

Sand al

here is  pos

> I and under (e
Blavet Finale and above. Applicanis should
coe that fits within these guide-
n the tepertoire and preferalily by
me |nun Teacher's recommendation should indi
cate the student’s seading level as beginner, inter
mediate or advanced. (See website for details )
Chamber Ensembles - Pre-larmed, experiened
chamber ensembles may participaie i s
classes. Sudents must be precallege. Trios, quar
tets, and quintets

conist ol i vide

16 AMERICAN SUZUKI JOURNAL  Sfring, 2005

ment from the standard vepertony ator above the
Tevel of the early Mozart or Beethoven quartets or
Hadn Piano Trios. Please send 2 copies of your
audition videotape.

0 Concerto Performance
Aselected piano stdent will perform with siring
orchestiaat a special Confe vent. The ap.
plication deadline is January 15, 2006, Concerto
applicants must he no older than 14 Gas of Decem-
ber 31, 2000) and must submit a videotaped per-
formance (with second piano accompaniment) of
the Haydn 1 Major, o XVIL Noc 1L s,
Vivace

SUZUKI YOUTH ORCHESTRAS
OF THE AMERICAS (SYOA- 2
levels)
The SYOA is a8 teday (May 06) orchies
nd performance workshop for selected young
students from throughout the Americas, Selection
s will be made by the SYOA com
mittee and will be hased on the application intor-
mation, student’s performance, geographic
representation, age, and instrumentation. The mo
orchestras will cach be comprised of 24 violins, 10
viofists, 10 cellists, anel 6 hassisis cach. A parent or
adult ehaperone mustaccompany cach participat
g student tioughout the weekend. Accepted
icants and thein equired cdiaperones are 1e-
l\vllh for their own travel, oom, board, and
accommodations and tees will be sent

..,-.nmu.,....m. Participation fee required of st
dents selected for the SYOA is $95US $11ACAN
Audition  Application 1equireinents
Orchestra |

Stidents born on
the Tollowing i
Violin Book 5 and up. Viokeand Cello Book 4 and
up Bass Boak 2 and up.*

Video Audition Requicements

Vialin Vivaldi Concerto in A Minor RITURTING

+- Bach Bowriee

Cello: Dvarak Hunresque

Bass Wach MuuuA For bevond (must have stud
edatleast 112 yeas)

alier 1196 and stadying a
m levels

Orchestra 2

Stuedents b o acatier 118 and on o prion
L5 e studying at e talloniug Levels

u.u i ok and Cello g
Wlup

Video Audition Ktqumunuh

Vialin: Foca Alley

Vioks Tl ottt i Mo

Ao and

2t

Cellor A Soman i C A Goe D i

Saine Sadns “The Flephane

Aents i st vears alder may apply (o

INTERNATIONAL ENSEMBLES CON-
CERT

006 SN

Fusemble men
gramteacher wh
Performing ¢
inehgible Allexpenses for g
compuanist and chap

A limwted number of

W partepanes. oweseradidinonal

st b planned and chapersied by e
dimators and parents

Audition appheation requirements
Subinit 3 copies oF 4 VHS sudeotape of 1 current jperfon

nlition material mst be epresentane

o the repertone o be penormed and geneall s
e the students whe il e i e event. o e
groupisselected. Loy o less than

welected, the group’s perormance an e Tnenanonal
ot exceed 1 mmuies

T adelitional 1 the Apphcaon Form, 1 el sicmen

s,

anl due by s |
S35 US or $10 CAN st e e
\pph

with the ofticial application T and vide
able o the SAX website

eady, set
the stage

o, Come to learn

for a session

nched by the

or demonstration group. How about volu

of your time a.

to the whole

I'he the
from the 2004 conference was overwhelmingly enthusiasuce,

response

with requests for meore ex

path, bringing o vou a vanety of opportw

Always with

Excellence!
Call for Papers and Sessions

play! The conference team and t

for our 2

6 Conference. We invate you 1o be a

e SAN stalf are seting
part of this

10 share your ideas, 10 consder submiting a proposal

1o encourage and prepare ar students who could be en-

expenence of

S0 are vou 10 the SAA

me for our

lence. So our journes

nteering your thoughts and :

he SYOA, masterclames, performing ensemble,

t

nd expertise? Just as cach member of 3 symphony is cxsential
onference will be “Abwavs with Excellence.” The

continue up this
s formally and informally

10 network and hare ideas. We aim 10 have a balance of areaspecific

and gene

* Excellence in teaching, performing

* Keeping exc

our sudents

wons such as

Al topics, including sesson s

CHURUNKILNE.

» ight

progres)

* Nurturing parents along the way

* Sumulating muscia

* General

development, special needs, alternative music wvles, and much more!

sessions 1€

s we teachers grow, as

broaden our skills and knowledge-such as child

We will be continuing with our great offerings of masterclasses with top-

level clinicians, kevnote addreses, Parent Dav wwions,

c International

Ensembles Concert and the Suzuki Youth Orchestras of the Amenicas. Our
sessions will serve the spectrum of our membership: from first teachers o

our 20+ year teachers, from studio 1o community school 10 public school o
performing professionals, as well as students of all levels. All with our com-
mon goal of developing oursclves, our students and the parents through

excellence.
The ce will occur on My I Day Weekend, May . The
Hilton Mi lis and the lis. C ion Center facilities will

again be our location—providing us uuh the advantages of familiarity and

I L ¢ team and p

wavel

affice salf will work together 1o ;r.ul an enriching event Ior all.

ce. Our

1 S

We invite you to share your ideas for continuing our Suzuki goal of “Al-
ways with Excellence.”
For session proposals, see the SAA website for guidelines and informa-

ton,

Questions? Contact the SAA office at 888-3SUZUKI or Conference
carolocello@earthlink.net




Rainbow Suzuki Strings Revisited

The expevience at the SAA 11th Conference in Minneapolis will continue o shape the lives of the young students with Eas( Cleveland Rainbow
Stk Strngs. From tnaveling via bus to another state, to performing for an enthusiastic audience al the Opening Ceremonies, lo seeing’ pm/rmangl
musicians on stagr, o sightseeing in the Twin Cities, to working with maser violn clinician and performer Pamela Frank—ECRSS will remember it
Jomer. T young students’ decication and love of music also made a lasting impact on the Conference allendees.

By Diane Slone

unmmer was not easy—there was no
funding aailable for our program.
Duc 1o i te receivership staws, the
school disurict was unable to fund summer
lesonsas it had in previous years. In order
1o enable all students to participate, we

Greater Cleveland’s (CEOGC) annual Ben-
efit Ball. These performances, while in dif
ferentiypes of venues—onesstilla construction
site, the othera black tie affair-were both very
important because they allowed the students

Colorado Suzuki Institute, two of our stu-
dent familics will be attending their first
institute this summer!

In addition to the Rainbow Strings, we
began ourfifth class of kindergarten fami-

the opportunity o give hing back 10

could not charge an additional fee o par-
ticipating Gumilies: the annual $25 per stu-
dent fee is already a struggle for some.
Although we were willing © donate our
senvices w offer a regular program during
e summier session, the school suongly
sugested that we offer only group classcs,
s that there would be no chance of the
individual lessons being undenalued. In
addition, we did not want 1o risk putting
its 215t Century grant in jeopardy.

In spite of this. students began the new
school year tull of enthusiasm and eager
w leam. They continue 0 amaze not only
their parents. but us as well, with their
spongedike leaming and degree of focus.
The school has had new challenges o over-
come within the school this year. Cham-
bers School has grown by three grades, and
itis bursting at the scams. The three teach-
ersshare one small room for individual les-
sons. and group classes are held in
common areas. East Cleveland was
awarded a Reading First grant, which began
this vear. Inidally a threeyear program,
Reading Firt requires every kindergarten
through 3rd grade student to read for
ninety uninterrupted minutes every day—
imagine the scheduling challenge that pro-
vides throughout the building! The
response of parents, tachers and admin-
istrators 1o these new challenges has rein-
forced 1o us their belief in and support of
the ECRSS program. Everyone is working
trgether 1o ensure that they are able 10
make the best of each sinuation that arises.

The Rainbow Suings have been busy
this school year. In Oaober, we had the
privilege of performing for the grand open-
ing of the new fadility of the leveland Food
Bank and in November, we performed for
the Coundil of Economic Opportunity of

org s whose mission is to help
people. One of the Food Bank's services is 1o
provide the food for the hot meals served
monthlyatChambers; CEOGCis responsible
for Head Start (among other initiatives), so
the children have already been impacted di-
rectly by both of these organizations.

An additional outside performance was
held at the request of composer Leslic
Adzams. The Rainbow Strings were the open-
ing half of a program on which Mr. Adams’
new suing quartet was premiered. In June,
ECRSS will again share a classical music pro-
gramdedicated o with Mr. Adams at the East
Cleveland Theatre during a concert that is

liesin Sef ber, 2004. This year, we have
arecord number of sibling beginners and
we began a very spedial class of cello stu-
dents. A “one time only” opportunity, five
older siblings of Rainbow Strings mem-
bers-5" & 6" graders-have started cello.
1U's wonderful 1o see the pride that they
have in finally having something of their
own.

Of course, wesstill need support. At this
Juncture, individual lessons for our
kindergarteners are funded for the 2004-
2005 school year through our federal 21st
Century Leaming Centers Grant; a sec-
ond grant has been awarded thatwill pro-
vide funds for one semester of the

dedicated 1o exposing the underserved com-
munity to classical music.

In April, the Rainbow Strings will be mak-
ing their orchestral debu; they will perform
in Cleveland with the Trinity Chamber Or-
chestra. We're very excited about these op-
portunities for the children.

Of course, we are still very involved in our
local school and district programs. In fact,
the students were able—for the first ime—
to perform holiday music on the Holiday
Concent! Itwas very exciting for them toleam
Jingle Bellsand Hanwldal is Hewe casily and in
the short period of time after Thanksgiving.

The national Suzuki community contin-
ues 1o be very supportive. Many teachers and
their student families have not only pur-
chased our 2005 calendars, but made conui-
butions as well. Rarely docs a day go by when
one of us does not reccive an email or letier
asking about the students or talking about
that person’s desire (0 bring Dr. Suzuki's
philosophy and method to the underserved
population in their community. We could ot
do our work without the support of Reuning
and Son, Southwest Strings, and The String
House. And, thanks 10 Gail Seay and the
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ing studentindividual lessons. We
havejust received confirmation of our 501
¢(3) stauws, which will enable us to apply
for granis separately from the school sys-
tem.

We are always happy o welcome you
10 East Cleveland; if you can't get to the
“North Coast,” please visit us at
www.ccrss.org. &
M. Diane Slone beggan her siolin studics at the age
ofsix, with Dr. S Suniki, as one of the carlicst
sudents of Suki on in the US, Ter
with Roger Shemont
d graduaie siudics at Norli-
c i isabo agraduate of the Tal-
ent Education Insitute in Matsumoto, where she
stuied with Dr. Suziki for o years. Diane i
ety of teaching and performing experic
bt of the Cleveland Pops orchestra, she is
istic Director of the Chambers Sc ool

Violin Program, which she began with Micle
George in 2001

Both play Yomaha.

Today’s sking musicians are more versatile than ever. Players everywhere
have more opportunities to perform in a wide variety of styles and venues.
From clossical to contemporary, from the classroom to the stage, you'll find
the perfect instrument for any situation in Yomaha's selection of acoustic
and electric sting instruments.

Ploy the very best you can.

T
Yo e i Y Coportan Al il



By Kirk Starkey

Kirk Starkey with student.

uring August 2004, I led the in-

augural version of Sonore, a

workshop for advanced teenaged
cellists who are interested in technology and
using their instruments in new ways. I de-
signed Sonore (0 provide handson experi-
ence in cello creativity and an inwoduction
1 live electronics. Five days afier meeting
the participants for the first time, I had the
pleasure of conducting in concert the first
performance of a new work-for seven celli
and computer-that we had written together
during the week.

There were a number of factors which
influenced my decision to run Sonore.
Firsuy, of course, this project reflects my
own personal musical interests. After fin-
ishing my diploma at the Staatliche
Hochschulc fuer Musik in Freiburg, I had
idencyat FABRICA, in Treviso,
Italy, and had the opportunity to premiere
a multimedia opera at the RomaEuropa
Festival 2000. This work by A. Molino (who
conducted the premicre) heavily featured
the use of realtime digital manipulation
of the acoustic instruments. (In true Ital-
ian fashion, problems with the video
sync were lefi Lo be resolved at the dress
rehearsal which nearly resulted in can-
cellation of the performance-but that
is another story altogether... .) That
perfomance taught me that making
music live with computers always re-
quires meticulous planning, and prepa-
ration for the unexpected (and
dreaded) hard disk failure is e
Since then, my interest in contemporary
performance practice and the power of
music technology has become npor-
tant part of my teaching with advanced
students.

In designing Sonore it was important
1o me to create an event that was just for
cellists. not only because IHove cello choirs,
but also because I wanted to teach and
feature the use of extended techniques,
which I know well on the cello. In the fu-
ture, I do envision this project to be avail-
able to all instruments. I also wanted the
workshop to be accessible 1o both tradi-
tionally-trained and Suzuki-trained cellists.
It was quite clear to everyone who partici-
pated that, although some had started as
Suzuki students and others more tradition-
ally, at their level of musicianship these
distinctions were no longer of any practi-
cal significance. Finally, I wanted the work-
shop to provide the students with the
experience of  creating  music

collaboratively: I wanted them (o realize
that by working in a team with their peers,
they could create something unique and
beautiful, despite having never been
trained in composition or improvisation,
And, of course, I knew from direct per-
sonal experience that getting actively in-
volved in composition would give cach
participant a whole new perspective on

how to perform the music of other com-
posers,
It was not without some trepidation,

however, that I met with the seven partici-
pants in a dusty portable classroom on the
first day of the workshop: 1 knew what 1
wanted to offer the students, but I wasn't
entirely sure that everything I had planned
would prove successful, or if fear of the
unknown would set in and result in com-
plete paralysis! To get 1o know each other,
we started of by rehearsing in cello choir.
I then aled the piece from which our
experiments were 1o begin-the second
Minuet from the first Suite of |.S. Bach, |
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introduced them to basic composition
procedures such as transposition, inver-
sion, retrograde, augmentation/diminu-
tion and free wransformation.  Then we
worked together to apply these techniques
1o our source material, distorting it be-
yond recognition. Afterwards, Iled them
through ashort tutorial in extended cello
techniques (the use of which was strongly
encouraged in their experiments).

The second component of the work-
shop was an introduction to music tech-
nology. We covered a range of subjects
from digital sampling to microphone
types and applications. We learned about
many of the basic filters which are com-
monly used, such as compression, EQ,
delays, harmonizers, granular synthesi
and ring modulation, to name a few. We
worked ith spot microphones and Luge
system which connected to the audio
interface of my Macintosh G4. 1 intro-
duced them to MaxMSP and Protools LE
software, which afford a wide range of fil-
tens. 1 provided each participant with one-
on-one time o explore possible sounds
and weatments, and helped them to imag-
ine how it might be used with the en-
semble.

After the first ttorials on compaosition
and digital signal processing, 1 had the st
dents break off individually 1o brainstorm
and come back with ideas. We came 1o-
getherto review these, and then broke off
again into small groups (o develop the raw
ideas into multivoice sketches. Partici-
pants quickly leamed they needed an ef:
fective way of communicating their ideas
1o the athers; tis in alimost all cases led
1o carefully natated scores, as this is the
language that we all shared, saving us ine
measurable time keeping ideas onganized. 1

like to think thar one of the longerm benefin w the s
dens participaring in the workshop is that they now have 4
il
tes on the page. hay

far deeper appreviation of the importance of unders

ing the infention King betveen ihe

ing been forced to communicate their ideas in this way

As each day passecd, [ was overjosed 0 see that my viswon
of the projert was going to be realized: Sonore [ was a com-
plete success, and the music that the participants prodiced

was truly beautiful and ditficult 1o e wze. [t was new aned

proved the words of Brian Eno (Producer, U2): “Uf you re

alh want to make original results, work Gist. . hecanse th
more of a chance that you'll get somewhere tht nobedy
else did.

The feedback from the students was awesome: 1 wanted
to let you know that [ enjoved the experience in Sonore so
much. When [am reading sheet music. [ often feel that my
creativity is limited, hut this experience allowed me such 4
wonderful, free atmuosphere o create in, Watching our cok
Liborative efforts transform into a piece of music was exhile
rating. Sonare was a wonderful chance to ereate with other
cellists and an absolute pleastre o be a part of.”

Sonore 11 will happen this summer. and we are de-
hew work

lighted o have the opportunity to perform th
as part of the Ottawa Chamber Music Festival. The work-
shop is open to students 15+ We are also running a sim-
pler version of the workshop for T4 vear olds that will
allow them o have access o a similar experience. I'd
love to involve students from across North America (we
have already secured billets), so this may be the perfect
oppartunity for an older student who is interested in cre-
ativity and music technology but doesn't know where to
start. Please visit huep://www.kirkstarkey.com
more information. &

sonoreworkshop.htm £

hod, Kirk subsequently entered the
al Consernvatry of Music in Toronte.

Trained initially by the Suzuki
preprofesional program i the R
In his final year at the Royal Conservatary he re
ceived the CEMX Schoknship, the award for the
most outstanding student in the ROM Professional
Program. As the age ol 19, he won First Place in
the Caunaubian Music Competition. He received his
BMus. at the Harid Conservaton (Boca Rawn,
FL) with Johanie Perton, and completed his stud-
i with Adsiasa Conting 4t Staatliche Hochisc hule
fuer Musik Ereiburg in G

iy
As 4 soloist, Kirk Starkey has peroamed ou nu-
acrous occasivns with the Royal Conserva
chestra. He has also made live pestoim
bioadeasts on CEMX and CIRT in Tasomio,
hts pusticipated in masterc ke with some
world's finest players, mcluding Steven Isselis,
\ldo Pasisot, Harses Shapir, and Janos Starker mm...,‘.u.n..nsmuu
pecdagogy with Sally Gross, aind has wany
including most recently with the
Toronto Shool or Sungs. Kirk also gy
ence of Adelia Burashio and Arthur Weisherg fon i appssich
weaching hyUnmic awarenes w his sidenis, e s also an e com:
posct, with & suong buckground i acousie recarding, digial ol
Bew naedia and live dlecuonies

e
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By Ronda Cole

| &
Ny AN

.. If you are thinking about a music
career, have a conversation with your
teacher as soon as you discover your in-
terest.

In adulthood, there are many ways
to be involved in music as a profe:
or as an amateur musician. It is
tant to be flexible and open to several
types of music. Also, know that most mu-
sicians are involved in some amount of
teaching. Many professions attract college-
bound students because they are interest-
ing or lucrative, but music claims
musicians by the heart. Most professional
musicians will say that it is not an easy or
lucrative profession, but they are claimed
by their love of thealiveness they feel when
involved with music. They feel that music
chose them. Questions to ask yourself: Do
you love it enough to live the life of a mu-
sician? Are you now practicing a lot, three
ormore hours a day? What would you like
(0ee yourselfdoing in music fifteen years
from now? Discuss this with your teacher
and begin (o plan your remaining high
school years so that they may confirm that
music is a wise career path for you.

By your 9th or 10th grade summer be-
gin (o participate in intense music camps
where you will be in the company of con-
servatory faculty and other students likely
to pursue music in college. If this inspires
you, begin looking at colleges, universi
ties and conservatories online. Ask your
current teacher and orchestra director to
suggest what schools to research. The
choice of private teacher is of paramount
importance, but the school environment,
offerings and student body are also im-
portant to evaluate. Learn about the
audition requirements for each school
that interests you. A school may require
a full Romantic Concerto, a full Mozart
Concerto, all movements of a Bach
Partita or Solo Sonata, two Paganini
Caprices and a Contemporary piece.
Preparation of this much music requires
long-term planning. Other schools may
ask only for a movement of a concerto,
a movement of solo Bach and an etude,

Duringyourjuniorsummer, go toasum-
mer music camp to study with the teacher
who most interests you. Confirm that you
enjoy working together. Ask this teacher
whatimprovementss/he thinksare needed
in your playing to enhance the likelihood
of your acceptance by his/her institution.
Early in your last year of high school, ar-
range to have consultation lessons with any
other teachenswho interest you. Go to their
schools for the lessons. Get a feel for the
school and talk with students. Iff the school
and teacher feel like a fit, then amange to
retum for another lesson to help get audi-
ton repertory ready. You will have to miss
some days of high school 1o catch the insti-
tution while itisin full session, but thisisan
mportant investigation and investment in
your future. It is a nice feeling to take an
audition knowing that you are likely to be
accepted.

Preparing the Audition
Repertory

Within the parameters of the required
repertory, select music that showcases your
strengths. The idea s o reveal only what
you do well so that the evaluating faculty
can apprediate your potential. A sweaty,
quivering massacre of a piece that is o
advanced for you will not inspire them to
take you on as their student.

Preparation

At least half of your audition reper-
tory should have been polished and per-
formed a year before the auditi This
is also the music you should take for the
consuliation lessons with the teachers
who interest you. The music should be
decply learned hefore these lessons.
pect to be very flexible during the con-
sultation lessons. Impress the teacher
with how quickly you can integrate new
ideas into your playing, Youwant to make
the impression that you are a great
learner.
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. Are You Considering
. a Career in Music?

Perform

Play your solo repertory in competitions,
retirement homes, and every group class your
teacher will allow. Arrange 10 give a recital
including all ofyour audition repertony. Keep
be able 1o
play and love this music. As you share it in
performance, remember that you must au-
thentically love it in this very moment for it to
bloom in the heart of your listener. P
many people as will listen. You
learn about yourself by performing, You will
learn wi . Re-
quire younself 10 be completely alert in the
creation of each moment you play. Practice
presence. Withoutit,you arejust playing notes
and not music.

Allof the technical o

in mind that you are privileged 1

1y this

music for a

10 focus on in your pract

allengesare nowonly
gymnastic history. Awarenessof the technique
should now be only peripheral, The sworing
and thrill of music in performance should be
primarily what s with you on stage. This is
also how to feel at your auditions—not like
you are taking the SAT, desperately nying o
get everything right.

One mid-moming of a recent audition
day, a faculty colleague commented that
none of the students we had heard
seemed willing 1o take any chances for
the music. Keep in mind that you are not
expected 1o play like @ polished profes
sional going in college. The auditoners
dowant 1o hearserious accomplishment, but
theywill o help you develop in the upcom-
ing years. They are listening for pasion and
love expressed i yowr

music.

From the Beginning

Uyouare very fortunate, you have par-
ensand a teacher who have helped you o
have healthy performance experiences
with the following criteria:

* Experiencing your performance as a
time of sharing rather than “playing in
front of" the listeners.

* Being taught in a way that Aeeps you
in halance with the love of musical expres-
sionand the technique that supports it

o Breathing with vour music, plaving
from your center and in a healthy way that
will prevent injury

 Having been protected from perfir-
mance ranma usially cansed by plaving
a public performance of something that
is 100 advanced for vou
securely ready for perfe

v something not

mance

A Few Weeks Ahead

Know what artler to affer the pieces you

have prepared in case you are given the
choice. You will likely enjoy the opportu-
nity 10 choese the first piece. This is also
probably the piece you will play the most
of. s0 choose the one you especially don't
want to miss plaving. If your andinon re
quires two movements of Bach and you
have a strong preference of one move-

ment. offer that one first. The likelihood

of being asked for the second movement
18 remote.

Several Hours Ahead of Your
Audition

* Eata high protein meal three hours
betore.

« Do & bit of vigorous (approp:
your condition) exercise less than two

ae o

hours before your performance. Vigorous
exercise releases endorphins which are a
natral ranquilizer o keep you calm.

* Enjoy a banana one hour betore. The
potassium is a beta blocker that will relax
you.

* Drink water. Your brain will be more
clear and quick. But do use the restroom
just before your tum!

« Warm up, but do not exhaust your-
selt. Itis wo late w leam the music. The
idea now is w make yoursell scnsitive, to-
cused and inspired.

* Focus on bringing the joy and beauty
of the music W the liseners.

Outside the Audition Room

Realize how forunate you are w be pliy-
ing music of te masters on a beautitul vio-
lin and iving in a society where a Gueer in
Imusic is evern a possibility. Acknowledge the
fact that you'se prepared w the best ol your
ability. I you are 4 peson of fith, remind
younsell Ut there isa plan foeyous ite. What
is supposed w happet, will happen,

Abso realize that you are not alone. 1 you
we teeling nervous, eize Uit this i a mani-
festaion of yowr Guing about pettonming
s beautifully as you have preparad. Focus

an the musie insted of vousel] and breatue
deeply Do ot discus “neronsoess” with
ather candiciates. 1 is abot s wele ome and
el s the stonach ! Impatent candi-
chates nay seern like flopping fish n the cor
viddor, desperate like fish ont of water Don 't
be one of them and don't g near one of
them

Inside the Audition Room

Enter the room happiby, realizamg that the
teachers there may be the 1eam that will
nurture you to hdfill veus goals. Sernde shuake
thewr hands and learn who they e What
they will learmn about vou s that you are
triendly, probably more muatuse than the st
100 players they heard, and that vou are able
1o locus on more than vourself, even i an
ntense few minues i vous lie

Mot anchinons are onby 15 e ko,
You do not have long 10 niake a kasung -
pression. Evenvthing vou do shouk! belp 10
disungrush vou trom all of the others they
hear and see Girls dothing shoulkd be cok

ortul and of classc ines. Bovs dhoukd weas 4
coatand colortul ue. Bow, geta hascut The

shigyy l0ok may be coolwith vour peers, but

those listening are not your peers. The fira
evaluation of your (one happens a vou are
wning. The fint phrase and evers phizse vou
play must be special. The ks 100 plavers thes
heard probably ncluded many who were
focused on ot mesing up and making
only "nice” sounds. Be the one who brings
Mozut's presence mto the room when vou
play Mozut.

It you experience a glitch i vour piece
put it behind you. S@y with vour internal
song. You are not there (o be selxTitcal, but
rather W make the music come W lite. The
next note vou play i the i note of the rest
ol the auditon.

Know that the faculty is probably pooped!
They may have been liviening © auditons
for hours and days. They are sunpling what
you prepared and are ming w ake notes
on the audinons so they can remember,
hours later, who vou were and how vou
plavedd. When the audition is over, thank
them tor listening W you. Do not expect ap-
pluse, prase or endonement. Do expeet
Kindness, courtesy and profesional behav-
ior. Notice the environment aeated by the
Gaculty, the studensand the Bcility. Talk with
sume studens you meet i the hallways or
hunch woom. Remember that you are abso
there w muke evaluations of the Beulty and
the schoul.

1 you have naule o connecion with the
wacher ubyour choice, wiite him, heranote

whilee youare still on campus or immediately
upon vour return home. Restate vour inter-
est in studving with hum,/ her. Be sure o
thank him, ber for the pleasure of the meet-
inyg \ceptance decmsions are often made
within a couple of days atter the auditon.
thongh swometmes it may be weeks before
weni receve notficason.
—Lamnd Luck! &

Choosing
a School

By Phyits Freerman

e a wudent has trulv made a com-

MUDENt 1O pursuIng a career in

nuec @ 4 perfomue major, the
firt sep = 100 Tiuake 2 It of potential chooks.
For parents ths can be 4 dauntng k.

1 teach in Fredenck, Manvland, which
is about an hour from Washington, D.C.
and Balumore Many of the parents of
my students are rescarch scienusis, fed-
cral government emplovees or technok
gy specialises. They quickly realize that
the cntena by which they chose a cok
lege univerty for themsehves long ago
s radicalhy ditferent trom the cnitena
their children will use 10 select a school.
\fter 4 meeung with one father he said,
“1t 1 understand vou correctly, the things
that were imporant 10 me when 1 was
Choosing 4 univensity to do my Ph.D. are
not the same things that my daughter
necds 1o consider when looking for a
school o do her bachelor's degree?”
This converation occurred during the
fall uf his daughter's junior vear of high
school and it was a wake up call to this
Dad that this was going to be a unique
expericnce even for someone well
vened in the ways of academia.

When making this very impormnt dec-
sion, there are many factors for parents,
teachers, and sidents o consider. The pri-
mary concern is usually who w study with at
the undergraduate level. This s where the
responsibility of giving guidance Ells very
heavily upun the shoulders of the pre<cok
lege wachers. 1 mke every opportunity pos-
sible to get t know undergradhae teachers

]
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and watch them in action. The SAA and
ASTA conferences provide excellent oppor-
wnities o view masterclasses and hear lec-
tres given by these teachers. 1 also uy o
auend the finals of the natonal ASTA com-
petition thatis held every other year in or-
der 10 hear the students of prospective
wachers. Ideally. ike 0 uy to get to know
the teacher personally in a more casual set-
ting, perhaps over lunch or dinner.
Summer institutes/camps also provide a
great way o get o know undergraduate
teachers. Not only can [ find out a lot about
a teacher’s methodology, the student can
also experience the prospective teacher first
hand. How well does the temperament of
the student work with a particular teacher's
personalin? Four years can be an eternity
and a wasted opportunity if the teacher and
student do not communicate well. If a stu-
dent does not geta chance to study with the
prospective teacher during a summer camp,
then I will at least uy to arrange a private
lesson with all the potential teachers on his
list sometime during his junior year or the
first semester of his senior year of high
school.

T 'am also fortunate enough to live in an
area that has many highly skilled, well-re-
spected precollege teachers. If 1 have not
been able to see or talk 10 a prospectiv
teacher myself or have a student study with
the teacher over the summer, I will listen 1o
the recommendations and experiences of
my colleagues. Along these lines, I do have a
suggestion or two for institutions. I cannot
overemphasize how important it is for col-
lege teachers to reach out and ury 1o con-
nect with their pre<ollege colleagues. After
researching and getting  know so many
teachers, I often find that many insttutions
have more than one teacher that I can rec-
ommend. I really dread the moment when
a student comes to me with application in
hand and asks, “Who should I put down for
a teacher preference:” At that moment 1
often have to choose benween several each-
ers that 1 really respect and could recom-
mend. Colleges, please, change the form! |
would rather the student came to me with @
list of all the possible teachers and ask to
check offall the weachers that they would be
interested in studying with. The list could be
every year to remove any teacher
whowould is notaccepting new students the
following year. It is expensive and frustra-
ing for familics to send students to audition
fora teacher who has no intention of taking
any new students for whatever reason.

What needs to be
known about

prospective teachers:

Track record

Does this teacher have students who have
become successful (employed) in the indus-
uy? Iwant to send students to teachers who
have shown that they know what they are
doing. 1 am, however, often captivated by
newer teachers who are just beginning to
make their mark. They really want the op-
portunity to work with bright, walented stu-
dents and will go above and beyond the call
of duty in order to show what they can do as
teachers. I do have one overriding caveat.

For undugmdualc aludLan, 1 am wary of
Leacl i

major per-
forming careers that require much touring,
I believe that most 1822 year olds still need
the consistency of lessons that occur once a
week.

Method

Do they have a logical, sequential
method of teaching? Once, I had the
chance to talk with a conservatory
teacher who had been working with a
former student of mine for about two
years. I really respected her, and 1
wanted to know if 1 could have done
anything better in preparing this stu-
dent. She immediately reached into her
briefcase and retrieved a notebook. In
it she kept extensive notes about every
one of hcl students including what
ctude studies they had completed, which
bow strokes were mastered, repertoire
studied, etc. This teacher had a very
complete picture of this student. She
knew where the student had been and
she knew where she was going.

Character
This may be the most important factor
for deciding upon an undergraduate
teacher. In order to learn, students must
trust, respect and feel comfortable with
a teacher. What kinds of persons am |
recommending? Are they sensitive, com-
passionate people who want to share their
love of music with their students, or are they
more concerned with their own ego gratifi-
ction? Dothey ry tounderstand a student’s
psychology and emotional make-up and
work withiit,or do they play destructive *head

es” ad? My students are coming
from what in many ways is still a
town. Parents live here and endure
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rible commute every day in order to
raise their children in a place that val-
ues community. Students are used to
strong support systems, and they are
used to experiencing their private teach-
ers as an extension of their parents. I
look for teachers who are interested in
a student beyond the studio. I want to
know that they are the kind of person
who will be watchful of the healthy de-
velopment of the student beyond the les-
son hour. Finally, any teacher who has
a reputation for being sexually inappro-
priate with a student is automatically off
my list.

Developing a List of
Teacher and School
Choices

At this point the list of teachers can be
100 lengthy. I suggest that students audition
at about five different schools. One should
be asure bet, three that could go either way,
and one that is a reach.

Here are a few questions that families
need 10 ask themselves in order to narrow
down the list to just five schools:

Cost

How much can a family afford? This fac-
tor can even outweigh the consideration of
which teacher (o choose. With tuitions at
most schools running from about $15,000-
$20,000 at state universities (for instate stu-
dents) and $25,000 to $40,000 at private
colleges/conservatories, cost can knock
some options off the list. T ry to meet with
parents to get a realistic picture of what they
really will be able 10 afford. I try (o keep up
with which schools seem 1o have more schol-
arships available in order 1o give parents
some hope. I don’t want to send a student
10 audition at schools they cannot possibly
afford 10 auend.

Geography

Where is the school? Again this may
be a consideration that is unique to the
kind of community that my students are
coming from, but I have parents who
(especiallyz

fler 9/11) are very reluctant
to send their children o a school that is
west of the Mississippi. Sometimes they will
considler hool if it is located in a city that
has a major airport and s casily accessible
from the Baltimore/Washington arca. In
general, however, they

em 10 be most

drawn o schools that are within a 67 hour
drive by car.

Size and type

Which environment is best for the stu-
dent? Some students will be much more
comfortable with a small school in a small
town. Others will thrive in a more cosmo-
politan setting with lots of people and stimu-
lation. Also, what are the merits of a
university/college vs. a conservatory? Most
conservatories today are affiliated with a uni-
versity/college, but in reality the campuses
are often far apart, and it can be very diffi-
cult for a music performance major to be
able to take an advanced calculus course. For
some students, the allmusic-all-the-time ex-

if notmore important than, performing.
Does the school offer at least a one year
pedagogy program that is open to un-
dergraduates? Does the pedagogy pro-
gram also have access to a pre-college
program where the students get hands-
on experience and not just theoretical
information?

Peer group and other faculty

Does this school have deep pockets in
terms of other talented students/ teachers?
Without lots of other great teachers and
peers who are also excellent players, the
student will not get much of an orches-
tra/chamber music/academic experience.

How itive is the

perience of a conservatory is ideal. For oth-
ers, who need to unwind by going to an
athletic facility, more academic variety and
the interaction with non-music majors, a uni-
versity/college experience is best.

Streetwise

How safe is my child? Again, this consid-
eration weighs heavily in the minds of par-
ents. How secure is the school? Urban
settings make some parents too uncomfort-
able. Others find vast campuses disconcert-
ing. Also, where are the dormitories and
living spaces? Are security guards highly vis-
ible? Especially for music students who of-
ten are notallowed to practice in their dorm
rooms, parents want to know what the safety
precautionsare for the practice rooms at the
school, especially late at night.

Factors to consider in
the final selection

Alier the audition results are in, there is
still more o contemplate, I a student re-
ceives a signilicant schokuship, then the fi-
nal decision might be simple. Butitall things
are basically equal and the final list includes
o or three schools that all have an ey
lent teacher, great location, etc., choosing
the single winner can be agonizing. At this
point the private teacher can again weigh
in. Consicler the following for breaking the
tie:

Pedagogy program

This is an extremely important Lactor,
Atsome point, everyone in performance
also teaches il notina privatestucio, then
at the very least ina masterclass format. For
in this profession, waching evens
twally becomes at least as important as,

n

p 2 Some
kids thrive on competition; others wither.
How well does the faculty work together? Is
the faculty competitive with one another or
are they supportive of one another?

Students spend a great deal of their un-
dergraduate life in orchestra. The qualityand
even the charisma of the conductor can be
critically important. Does the school have
more than one orchestra? Do they have op-
era/ballet productions? How many perfor-
mances and how much rehearsal ume does
the school require?

Alternative styles and directions

The music world is bigger and more di-
verse than ever. At the age of 18, many st
dents just know they love to play their
instrument. As they gain more experience
they may be drawn in any number of direc-
tons within the field. What else does the
school have to offer in terms of programs?
Look into the following areas. In terms of
performance, are there opportunities in vark-
ous gentes like jazz, early music, baroque
performance, contemporauy, ete. Howabout
on-performance” avenues? Consicler the
areas of composition, recording arts, arts
management, ete.

Fae

ties

Last, but certainly not least,
consideration the facility. 3
enough practi
and do the

ke into
re there
Ave they clean
have sulficient lightin,
Flow many recital halls does the s
maintin? Whatis the concert hall i
about the music libray? Is there a healdy
center nearby? Where would your child go
L receive basic medical cue—or emergen

stress and stay healthy? Where is the caf-
eteria and what are the food choices
like?

The question of “Where to Go?” may be
one of the most important career dedisions
students and their families will make. With
rising tuitions costs, the prospect of enter-
ing a field where the quality of playing is at
an alkime high and where success often be-
comes “survival of the fittest.” these questions
are more critical than ever. Consider all your
options carefully and don't be afraid to ask
the hard questions. &

Phyllis Freeman is the dircctor of the Maryhand Talent
Educaion Center, which s locaed in Frederick and

Marplnd. or the past three yeasshe hs
been denloping a Suntki vorn progem a1 the fr
public chanier school in the state of Maryland. Besides
waching both violin and vioka. Ms. Freeman is also very
active as a performer and conductor. She is principal
vola for the Manyand Symphony Orchestza and akso

the National

or. she § pertoire for swing ord\onu»
She has been a conductor for the Peabody Preparatons
Chamber Orchestra. various AlkCounty orchestras and
during the summer she leads the National
hilharmonic's Middle School Institute Orchestra.
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medical care? Does the school have adhletic
facilities where students G go w work out
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Supporting the performing and teaching community.

By Sasha Garver

The Galaxy of
Greatness

An Outer-space Adventure

through the Solar System

of Scales

a graduate music student, Suzuki
(lute teacher, and former Suzuki
d,” it was not long ago that [ was

urudging through my scales in lessons (and
less frequently at home), wondering
“why?" T would check the scale off on my
practice sheetand eam
derful Suzuki teacher’s chart, but scales
weren't exactly fun, In high school, 1 had
made the connection between scules and
technique, and began enjoying the many vie
ricties of fashy and fun Aute scale studies.
As a Suzuki
but the question still is-how to motivate st
dents o play scales athome and make it fun?
Ihave found asolution thatseems owork
well in my studio—the soku system of scales.
I involves plastering my entire studio with
planets. My students best understand scales
in their progression trough the circle of
fifths, with the Major key being paired with
Uhe relative minor: 1realized that the circle
of fifihs wasn't really thiilling amone, so 1
chopped up educational posters of the so-
Jar system and bought cutout, constuction

sticker on my won-

acher, scales are on the list,

paper stars for the project.

The major key is the big” plunetand the
relative minor is it saellite or moon. The
planets e aranged all over the wom in
Uie cirele of i progression, so that st
denwscanvisuadize the increasing numbers
of fats andd sharps. The most extreme
Kevs deserve special plicement w indi-
cate their ditficulty and their “outer tim-
it locations within the cirele o fifths-1
Major and gl minor are nearly on the

ceiling, while Gb Major and eb minor
are near the foor in the cormner

Then stars. cach displaving a
student's name, are placed next 1o cach
planct (scale) the student is responsible
for plaving. AL each lesson we visit our
“home” planet (the kev of their current

picce)., as well as old and new pl

nets.
Each time a planet is visited, students
play the scale and wnic arpeggio. and 1
star sticker is placed on the child's st
for that scale. Fifteen visits to 4 planet
merit a prize and induction into the

axy of Greamess,” a4 wall where all

finished stars (perhaps they are super-
novae...) are displaved
Soon students were begging o play

cach scale five times and more in cach
lesson! This seemed an amazing change
from the rolling eves and heaw ighs 1
had heard before. There is now a limit
on planetan visits—three times pet
planetin the lesson, and only five plan-
ets pet lesson-this way we can get t our
other assignimenis!

Some students recreate scale swatems
a0 home and wk for et st so tha

they can carn more enwies into the G
axy ol Greatness. The older and more
advanced students love w o see their
e next W e planets i the “far
reaches,” and win agreac deal ot admi-
ration trom Book One students who are
just heginning o visit the planets FAL
CM, GM, and DM

anc ner “Galaxy of Greatness”

\iter

wmnaz

mplemented this strategy. an
ne over my studio. Now.
1sks for more scales—
Book One students venture further into
the “final frontier.” bevond the four re-
quired scales, and the advanced students
vie 10 be one of the explorers who have
lanets and their satellites.

visited ail p
1 have since moved away from my be-
loved first flute students. but I know they

love their planes—I mean scales. Some.
like Rachel Wolfe in Louisville. Colo-
rado. stll send me their completed stars
in return for prizes. I now teach in a
Consenaton Preparatory deparument
and am looking for new and more por-
wble wavs to make scales fun! Although.
Lsometimes wish college professors used
more construction paper and tacks! &

Since writng thisarticle, Sasha has retmed o Colo
vk and her scale Ty students. Sasha has tvo

Bachelor of Music Dexrees from the Universine ol
Colorado—in fute and o owe
pettormance. She recenth received her Master s
Deree in tlute pertomiance trom the Univenin of
Cinctnnat where she studied with Bradley Ganier
annd Ry Boswinan and was part of the Suzuki bac-
i ol Cinciniat Collegetomsenaton of Music
Preparon Deparinent. Sasha s curenty puesi
g her Docuorae in e pertonmance a the U
Ve ol Calorado, where she siudies with Alexa
Sull: Sashut teaches Nute
Boulder and is to

W voice in D
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The Jupiter PRODIGY
Model 313S Flute

The PRODIGY's design is the result of a complete
evaluation of a standard fiute’s components with the goal to
encourage early learning and to help the younger player progress
faster. Flutes with curved headjoints were the first step.
However, they remain full size in fingering as body and key
design went unchanged.

Unlike violin designs, which were scaled down to 1/2 size and
smaller to encourage early learning, flute mechanisms seen on
instruments played by three year olds are essentially the
same as those played by adults. The PRODIGY model 313S

Offset finger buttons on ‘
keys reduce the s-t-r-e-t-c-h
required for small hands to
play the standard tone
hole spacing of the modem
Boehm flute. Much like
those seen on alto flutes

Standard Features
Nickel Silver Body ‘

Power Forged Keys

Ribbed Construction ‘
Rolled Tone Holes

Tapered Pivot Screws

Double Skin Pads

Nylon Covered Foam Core Case

The PRODIGY model 3135, having a range to Low D,

is particularly suitable for younger players using the

Suzuki International Method Flute School , Volume |.

It has no music written below D in the entire volume

including all Twinkle variations and Bach minuets.
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3135

Traditional Foorjoint

Range is to low D. The D# key is on the body
section, eliminating the need for the footjoint.
Trill keys are also eliminated. This reduces
overall weight to 12 ounces, 20% less than a

standard model flute with curved headjoint. ‘

This also shortens total length and improves
balance for the small player

JUPITER

www ]upItermus1c com

PO BOX 90249 » AUSTIN, TX 78709-0249

‘By Winifred Crock

Thoughts on the
Older Beginner

ssues such as a child’s temperament,
I his physiological or psychological
state, the group leaming situation or
his parents” attitude can have a profound
effect on his progress. If any of these issues
Tinder a child’s success, they must be taken
into consideration and dealt with in order
(o make continued progress a reality. While
these issues can affect any child regardless
offage or size, they come intosharper play in
the older beginner.

Psychology of the Older
Beginner

Assingle older child in a Suzuki class is a
special child. He s more aware of othersand
what they think and feel. He can be very self-
conscious and very sensitive. Often the first
things an older child thinks in group class
are “l am 100 tall,” or “I am 100 old for this
class, "or “I am the only one like me and [
stand out.”

If a child is very tall or looks older than
his age, he may be sclf-conscious about his
appearance or playing level. If he fecls he
isn’t appropriately advanced or if he feels
others think he isn'tappropriately advanced,
selfesteem and progress can really suffer.
(Andifhis parents feel he isn'tappropriately
advanced, serious Suzuki philosoply educa-
ton must occur!)

Our education system in the U.S. divides
children’s classes by age. 1€ children are
schoolage, thisis probubly the only cls type
they know. Teachers and parents need o
work (o facilitate comfort in a multiage
Suzuki setting. The diflerence betweena 16
year old and 48 year old adult is negligible.

T'he diflerence between asix and an eight
year old child is 1/4th of his lite and about
Neverthe
RUTCENTE

1/2 of his conscious memoric
Jess, amultisage class experienc
dinary edlucational
children should have.,

petience and one all

Dr. Suzuki was very supportive of multi-
age edducation. e feldall children heneited
Trom multiage s groupingsand feltolden
ehildren helped and guided younger chil
cien i many ways and vice vesa, Paents

and older children need to understand this
concept. With teacher guidance, the older
child can develop a special position in a
multi-age group. If you sense a child is feel-
ing awkward in a class, intervention is im-
portant. A special game where the child is
featured or given a job as group leader. line
director or teaching assistant can make all
the difference.

It is important to acknowledge and dis-
cuss feelings as they arise. Usually conversa-
tions begin with the child saying, I am so
much older/bigger/ farther behind than the
others.” Teachers need tovalidate these feel-
ings as they emerge and reframe them in a
positive fashion. We can’t pretend theydon't
exist. While Suzuki philosophy does not in-
vite comparison. people tend to compare
anyway. The factis that we leam at different
speeds, at different imes and in different
ways, and we are all unique and special. Un-
formunately, the knowledge of these words
and the wisdom to embrace them are two
different things.

We must create a positive and supportive
autitude in our studio or class. Positive par-
entauitudes have a huge influence. Children
will follow their parents” lead on compari-
son issues. Children and parents must learn
to recognize and appreciate cach child's
developmentand accomplishments. We can
teach the athletic concept of working for a
“personal best” and we can creae an envi-
ronment for individual growth. Finally, we
need to focus on Dr

uzuki's ic

a of coop-

eration not competition.

We can manipulate comparison ina posi-
live way. Play 2 gaune in group class where
every child plays the sune casy piece on the
same smadlviolin, Towill be abit too siall tor
some, but all will hear how ditfevent and
nique evenyone’s playing is. Play a “match
the teacher’s wne” game where evervone
stives 10 match the teacher’s wne. Pl a
gaume with parents and children where par-
ents close theireyes and have W identily their
chiild’s playing. Fave the child's parent ke
up the instrument, o, The childwillalmost
always leam more quicklyand play more eas-
ily than his parent. Finally, i the child con-

tinues o dwell on comparisons.
special picce so that he cannot compare his
playing with other students” playing.

The older child might respond to a more
intellectual approach to leaning. The term
“professional” works well. “Professionals
work for this tone or professionals use this
bow hold.” Praise the child’s accompl
ments in a more mature way. “Your violin
tone is very rich. Your playing is very musi-
cal” Refer to games as challenges and re-
view. as repertoire development. The older
child can also leam to play simple harmony
parts along with the Suzuki repertoire and
“assist” the teacher by plaving harmony.

Learning snles and strengths are often
more developed in the older beginner. Vi
sual, aural. Kinesthetic and intellectual leam-
ing sules should be considered. Recently 1
hadan older studentwholeamed piecesvery
quickly by listening, but had a terrible tme
leamingand remembering bowing pattems.

We tried every leamning technique imagin-
able. We discovered that he could leam the
bowing quickly and well if he could see the
bow markings for cach note. He wasn tear-
ing the music from the notes or even really
sight reading, but the visual reminder of the
bowing directions instantly connected the
physical bowing patterns with his aural
memory. Any other way of leaming meant a
very slow progress for this child.

Temperament can affect leaming tre-
mendously. Older children's temperaments
tend to be more fixed and less malleable than
those of vounger children. 1fa child’s tem-
perument doesn't lend iiselt to caretul prac-
lice repetition and review, or perhaps leads
1 performance anxiety, teachers and par-
ents must be very creadve in fostering ability
and progress. Creative practice, special con-
certs and group experiences that motivate
are kew o helping the student grow. Aware-
nesand undenstnding of temperament will
help in many sitatons.

Older children like the idea of leaming
something new. This is a problen it their
piece or technique needs more work.
Oue solution is to teach them something
ol in a slightly new seuing. Something new
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does not need to be astep ahead in terms of
anew piece or a new technical idea. For ex-
ample. study the A Major scale with the
Twinkle rhythm variations or the Twinkle
harmony variations. Notes are simple and
the twinkle rhythms are practiced with the
many needed repetitions in a slightly differ-
ent but “new” setting. Moving on to some-
thing “new” in this fashion is a great way to
motivate and encourage older beginners.
Teachan “advanced” version of a piece; “ad-
vanced" Lighty Row with 4th Finger. Some-
times psychological presentation is
everything.

Physiology of the Older Child

A child’s instrument must fit properly.
So often an older child will wander into les-
sons with Aunt Agatha’s ancient, attic vio-
lin with a proud parent who proclaims this
as the positively perfectinstrument. Parents
must be told that playing an instrument that
is 100 large or in poor repair is akin to giv-
ing a track star shoes that are two sizes 0o
large or shoes with no shoe laces, and then
wondering why he doesn’t run well.

There are many ways to measure chil-
dren for instruments, Determine a good
bow length for a child by measuring from
the tip of the middle finger to the top of
arm bone at the shoulder or less. I is very
accurate o size violins by having the child
hold the instrumentin playing position with
the arm in first position and then checking
the lefi elbow angle. An elbow angle of 90
degrees or less usually assures a proper fit
and the possibility of an easy, relaxed left
hand. More than 90 degrees and the suain
on the left hand and arm is dramatically
increased. Make adjustments for exua long
arms or narrow shouldersas the child grows.
A bit 100 small is always better than a bit
0o large.

Shoulder restsupportisalso an issue with
the older, larger child. Proper shoulder rest
and chin restsetups are crucial for the larger
child. Usually a small kinder chinder pad
or small sponge will work for a small child,
but a larger or older child ofien needs a
more sophisticated set up in order o be
balanced, relaxed and comfortable. Please
check this issue carefully and revisit it ofien
asa child grows.

Some would argue that a larger instru-
ment is harder 1o play. The sheer size and
weight of an instrument coupled with the
extended bow length do argue that point
positively. Gravity is a factor. Longer, heavier
and bigger instruments require a different
effort to balance and support even when

the instrument is the correct size for the
child.

Because of the size and weight of larger
instruments and the lack of muscle tone
due to growth, older children often need
more posture preparation and strengthen-
ing exercises than younger children. They
also will often seem less willing to do repeti-
tive strengthening exercises or games. Con-
tinue to suess that playing an insuunent
requires a great deal of muscle strength,
endurance and balance. It is really great if
you can get some star athlete to come in and
wilt under the task of holding a violin and
bowin proper playing position for the length
of all five Twinkle variations. Building
strength and endurance isan issue that many
children understand because of thei
sports involvement. I have tried every-
thing from showing students the silent
professional finger exercises of Dounis
to saying *Up Like a Rocket” with a rap
beat to build strength and encourage
repetition. It is not a pretty thought to
think of my doing anything with a rap
beat, but the children were certainly
engaged!

The taller child may develop tension
more casily than a younger one. Ten-

ion often results when muscles are
tired. Bow holds clutch, left wrists col-
lapse and we lose that beautiful *1 played
violin well in a former life” look. If stu-
dents seem tight or their posture col-
lapses, take a mini break. Swretch, relax
and try again. Years ago when Jane
Fonda's exercises were popular I often
threatened 1o make a violin/bow exer-
cise video to upbeat classical music. The
kids laughed and then did their work.
They got stronger and posture and po-
sition were assured.

Listen only on the days you
eat!

Often the older child memorizes
music quickly and doesn'tseem 10 need
to listen. In their busy lives, listening
seems extra and unnecessary. They look
at the music, figure things out and seem
to be successful. How much more
quickly and how much more in depth
could they learn and what greater suc-
cesses could they have if they listened
regularly 1007 We must do whatever it
takes to make regular listening a re-
quired part of study. Cajole, plead, beg,
threaten, but see that the students lis-
ten. A friend whose student wasn't lis-
tening at home began to listen at lessons
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until the point was made. A child told
me ye

sterday that he wasn'tready to play
a certain section of a picce. He said he
had to listen to it more before he could
play it. Yeah!

In my perfect world, every classroom
school teacher would have Suzuki re-
cordings and a decent CD player. Par-
ents and principals would ask, “Can you
play this once or twice a day for your
class?™ Tt doesn’t matter when it hap-
pens. It can be independent study time.
It can be welcome to the class and get
out your materials time. It can be “back
from recess” time. Just play it every day.
For that matter, let’s rid the world of ¢l-
evator music and put Suzuki CDs on in-
stead. How about the Suzuki radio
channel. “Suzuki music. all day long,
with no commercials!”

What about reading?

When teaching an older beginner,
you may be tempted to start reading
right aw

\ N'T! Give them time to
establish their inner hearing and to de-
velop posture and tone. Teach reading
preparation skills from the beginning,
but delay teaching the actual symbol to
sound connection.
Consider a non-re;

ader, riding in a
car, watching the world go by. If the road
signs have no meaning to them, they will
notice other things instead. If the signs
have meaning, they will absorb at le
some of their focus. Education is so v
sually oriented today. Give children an
opportunity 1o develop other skills.

John Kendall used 10 say that before
ayoung child reads, he experiences the
world in a very different way. The world
isa different place when symbol has little
orno meaning. A young musician needs
time in the music world 1 expericnce
music without symbol attached, 10 just
“listen and play.” The most important
parts of music are not written on the
page. We must give children the foun-
dation of these intangibles by delaying
reading

Parent’s role

Regardless of a child's age, parents
must work 1o establish a positive civi-
ronmentwhere the child can and wants
1o learn. The parent role as the home
teacher continues 1o be paramount. Pai-
ents may become the L

! son Seeretary,
taking notes and Biving important re-

minders: “Excuse me, didn’t Mr
Teacher say you were 1o do the down
bow practice 10 times each day?
Perhaps the Cherleader: “We love mu-
sic,yes we do. We play music in our fam-
ily, 100! Go Johnny! Hurraaaah!”

The Listening/Practice Coach: “Okay.
team, I need everyone to listen to their
Suzuki CD twice a day, rain or shine,
no matter what!”

The Grateful Audience “Will you play
N

Mama's favorite picces tonights”
The Strict but Helpful Home Dictator:
“There will be no TV or computer un-
til a good solid practice is accom-
plished.”

Whatever the parent’s role is. they
must be pos
lish the idea t
in our family

Finally, an older child may have
more interests and will want more in-
dependence regarding those interests
than a younger child. Parents need o
carefully balance planned activities and
free time for their children. The “time
suckers™ television and video games-
need to be very carefully monitored
Families need to make time for music
and need to be sure children are rested
and relaxed enough for practice to be
successful.

ive and they must estab-

“music is what we do

Conclusion

While it is wonderful when a child
can begin instruction very early in lite.
sometimes it just isn’t possible. The
older beginner brings maturity and un-
derstanding to the learning situation
that a younger child cannot. It isn’t a
question of catching up. Life is a jour-
ney not a destination. Enjoy the wip,
whenever it begins. &
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ASTA Studio Teacher b the Yewr A and was
Wecredton the 1998 “USA Tuday™ National Teadhen
Team Winilred began teaching privaieh 23 veas
s and i e public s ool TN v ago

ation Tsti

CLAIRE GIVENS VIOLINS, INC.

Etuldisdied 197

Dealers, Mukers & Restorers of Fine Violins, Viola: Jlos & Bows

1004 Murdliétte Avepue | Suite 205 Minneap
Toll: Bee: 800.279.4323 | Phone: 612
miil: cgivens@givensviolins.com: | swwgivensvielins com

Enjoy the Land of Enchantment at the 4t

annual

fanta fe

SUZUKI INSTITUTE
July 24 - 29, 2005

Featuring:

Internationally
Recognizea
Suzuki Teachers

Violin, Viola and Cello
including Viola Specialists

&
NEW THIS YEAR - SUZUKI FLUT!

Expanded
Advanced String Camp
with Chamoer Music
Jazz Improvization ana
Alexander Technique

Fabulous Enncnment Classes

Teacher Workshop Co

Every Child Can! with Susan Baer - July 22
Violin Book 1 with Susan Baer - July 23 - 30
Vialin Book 4 with Ea Sprunger - July 24 - 29
Cello Book 1 wilh Alics Vierra - July 23 - 30

Devsloping Artistry with Baroara Barber - July 24 - 29

for more information
a0 our wabsile at www sfsuzuki.org
email diractor@sfsuzuki.org
phone 505-988-5325




By Barbara Schneiderman

How “Nurtured By Love”

v itsell it is not enoughy; yet it is
central. perhaps indispensable,
to effective teaching. A kind and

nurturing swyle is essential not only o

healthy relatonships but 1o many ele-

ments ol the very substance of musical
training. When we honor our students’
inner selves, the vital quality of self-es-
teem is enhanced. An emotional and
physical release is felt and everything
works better. People are empowered to
discover their best ability, o become
themselves fully—musically, artistically,
personally. '

Not quite “All You Need is Love!” (as
in the Beatles’ refrain) but Shinichi

Suzuki chose 1o highlight its profound

power in his seminal book Nurtured By

Love. From learning readiness (o memo-

rizing, from performance confidence o

tone production, technique to interpre-

tation and more: all can be seen o ben-
efit in specific ways from the sense of
well being engendered by a loving envi-
ronment. Within a comprehensive pro-
gram of musical education, a caring
empathic approach will ease learning,
strengthen skill development and in-
vigorate  the system.

entire
Set a WarmTone from the
Beginning

Let us begin with the initial relation-
ship of teacher and student as well as
teacher and parent. Everything that fol-
lows, for many years into the future, will
depend upon the strength of trust es-
tblished in the very beginning. If we set
a warm and positive tone, our well-
worked out plan for step by step growth
will low optimally from lesson to lesson.

Both adults and youngsters may feel
some uncertainty about this new adven-
ture. They have been preparing
throughout our orientation program
but the first actual lessons represent a
different kind of challenge. A teacher’s
kindness and emotional involvement

Part One

will not only dissipate any worry but will
create an atmosphere in which hearts
and minds are open and atentive. Es-
pecially the very young. but all human
beings, thrive within a gladdening
sphere of acceptance.

We want the children to enjoy theit
lessons, o initate a pattern for the life
long love of music, with appreciation of
i y. If the studio feels like a
[riendly place where their individual
selves are recognized and respected,
they will look forward to revisiting.

Ready to Learn With a
Compassionate Guide

One does not teach “1o™ or “at” or
“into” but witha student. Teaching is an
interactive process that requires recep-
tivity and interested engagement on the
part of the student. The ability is already
in the child; we merely develop it
(educare means 1o draw forth). Children
know when we are there with them, com-
pletely in the moment, honoring their
feelings, uying to understand them, in-
terested in what they may be thinking.

They will feel ready to learn with a com-
ionate guide. Within an alert and
valuable state of readiness, students will
be better able to listen, to follow direc-
tions, to receive instruction and infor-
mation, to remember. All will be
enhanced by the healthy sense of self-
esteem nurtured by our kindness. Both
progress and satisfaction will flow from
that fount of feeling that they are ap-
preciated and understood, that they
“mater.” ’

Remember, a child is in the process
of forming his vital self-image, “painting
a portrait of himself as reflected by your
words and your tone of voice.” | Eyery
word we say affects the growing sense of
who they are as individuals. What an
opportunity we have as teachers 1o con-
firm these youngsters and help them
discover their emotional strength. Dor-

pa
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othy Corkille Briggs” outstanding book,
Your Child’s Self-Isteem (1975
titled. The Key to his Life. That
clearly.

Our students need to feel our com-
mitment to them as well as our commit-
ment to the method and philosophy. We
want them to know we care about them
as people with unique personalities and
tastes and needs. We teach people first,
then music.

Centering: A Harmony
Within

Readiness to learn is also enhanced
by a harmony of body and mind, a deep
and beneficial condition of peace that
can be taught. What we do beforewe prac:
tice and before we perform is of highest
importance. Our students will be able
to function at their maximum ability
when they feel “centered” and comfort-
able. Itis infinitely easier to concentrate
with a clear mind, without psychologi-
cal “veils” or cognitive confusion.

This welcome state is cultivated by our
essential beginning steps: the bow, rest
position, (I like to add) floating up o
the instrument and ready position. 1
emphasize that these are not merely
physical activiti )

but emotional as well
and we take the time required to achieve
both. *Peaceful body, peaceful thoughts.

Composure can become a

abit il we
begin every lesson with a calming, sooth-
ing guidance of our students through
these steps. Indecd, their degree of in-
ner peace s dircetly related (o the re-
spectand loving-kindness with which we
address them,

A teacher’s comforting
cadences ar

essential as well as one's
choice of vocabulary. Our body lan-
Buage may also express support with a
reassuring smile and facial expression.

The capacity to create Jor themselves a state
of inner peace and composure may be the
greatest gift we give (o our students, prepar
ing them to face Juture challenges with simi

lar confidence. Their music study may increase
the amonnt of harmony in their lives in gen-
eral. Through daily experience with a
meditative state of mind, they will know
how it feels and how to make it happen.
It then may grow and become part of
their persona, bringing this familiar har-
mony to every aspect of their lives: to
their school studies, family relationships,
friendships, decision making. indeed. ©
a developing sense of their role in the
world about them.

Given the high degree of harshness in
our culture and the disturbing global
conllicts the children hear about, the gift
of composure can become central to
their maturation as human beings. If they
are able to approach conflict with a
strong sense of inner security, they will
be able Lo sort out
ity and sense.

We need to teach this skill in rest posi-
tion and in all our communications, not
only (0 assure a calm learning environ-
ment but to maximize harmony in the
lives of children and by extension, in so-
ciety at large. Perhaps this is one way
Shinichi Suzuki imagined world peace
might be enhanced by music.

ues with greater clar-

Ease and Flexibility Precede
Natural Technique

We have heard much in the last cen-
tury about the mind-body connection
and then there isa large body of evidence
for this intimate, interactive relationship.
In our studios, we observe how worry may
get translated into muscle tension and
adversely affect technique. body balance
and natural alignment. And conversely,
we also see how muscle tension may in-
hibit emotional flow, mental attention
and physical dexterity

I students begin every practice session
and every lesson with that moment ot
peace, both mind and body will be pre-
pared 1o work better and technique will
Dbenelit. Here is another way a nurturing
style is pivotal Lo successtul learning.
Physical ease and the accompanying flexibil-
ity must precede the training of muscles and
Joints as we build the skills that constinute
anawral technique. We want o continue
the soothing ellectol centering through-
out the lesson while we work with the
actual details of echnigue trom sparkling
staccato and deep singing legato w
shiapely scales and arpeggios. As the chil-

dren grow over the vears from Twinkles
to trills, all will also benefit from kind and
reassuring thoughts along with the spe-
cifics ol appropriate efficient movement.

[tis possible to improve even the most
exacting advanced passage with inspiring
and caring direction. The complex cho-
reography and fine-tuning of motion re-
quired at that level demand dedication
and persistence of a musician. Such de-
termination is more likely to develop in
a person who has felt valued and sup-
ported every step of the way by an em-
pathic guide.

One needs 1o notice those tell-tale
signs of worry, when heels might be up
off the floor. shoulders raised a bit. lips
pursed or hand pressing on a thigh while
the other hand plays. All the muscle
groups. large and small. are directed
from the brain (“control tower™) which
is in trn, directed by that unlocate-able
but powerful force. the emotional cen-
ter. Neuroscientists are hard at work -
ing o sort out the subtleties of these

relationships and undersanding them in
anatomical. physiological and biochemi-
cal terms.

We need o alleviate any concerns with
encouraging supportand advice. perhaps
breaking the process down into smaller
steps or shorter units or even taking the
time to have a litde chat. One mav also
retrn periodically to rest position or stop
to help a student notice those shoulders
or heels. L also offer specific exercises in

rest position, often with eves closed. to
develop awareness of any problematic
muscle areas, © know when thev are at
“work™ or at “rest.”

Itis very helpful to make a friendly con-
nection at the very beginning of the les-
son, to “read” a student’s mood, learn of
(he week's happenings and lighten any
burdens as much as itis possible. This is
especially importantwith our adolescents
who may be grappling with the difficult
pressures of their high sehool vears

e best solution is prevention—to
have preceded the challenging work with
athorough constructive release daily and
from the carliest lessons. A fine technique
is founded upon the body in balk

nee, at
case and comfortably aligned, achieved
along with the vitl peace of mind in rest
position. We need w emphasize with pa

ents how fundamental is this issue o their
children’s musical education and human
development

A Gift of Ineffable Beauty

In Part Two of this article we will con-
tinue our exploration with further benefits
of a nourishing style—how it affects
memory. performance confidence. one
quality and interpretation. We will discuss
the role of nurturing in the evoluton of
our students’ musicality and how it mav
blossom into artistry.

Among the greatest rewards for a
teacher are those occasions when a stu-
dent expresses. through the sublimity of
the music. a deep part of his own inner
landscape. These are incomparable times
of communication and fulfillment. No
words can describe the process ad-
equately. It is a gift of inetfable beaur
transferred in the moment—bevond
words. untranslatable. mysterious.
unique. How fortunate we are to work
with music and people. o share perhaps
in such a fowering of the human spirit.

There is
early lessons to this ripening of ability. A
sense of personal freedom 10 be oneself.
to believe in oneself must have been cul-
tivated carefully along with the musical
training. A nourishing style may free sau-
dents to become themselves. 1o liberate
the imagination and artistic impulse.
while encouraging the discipline to work
effectively and sustain systematic study
over the vears. As a teacher. to find this
balance is one of our foremost challenges
and potential rewards. &

a direct line from a student’s

Foomutes:

" Confident Music Performance; The Art of Prepar-
ing. B. Schuciderman, MMB, 1991

< See Centering in Music and the Garden. B
Schneiderman, 18/ Volume 28 #4 for further
development of these ideas.

Barbara Schneiderman, pranist, S\ Teacher Truner,
author o Confident Music Peformance: The Aot of Pre
Danng, and conibutor W Teachig Suziki Prano. has
tught, lectred and pertormed thioughout North
\metica. Having studied with Walter Piston. Sidnes
Fuster. Horzio Frugoni and Aube Terko. she s
degrees from Hanand Universin, the Roval Acadenny
and UCSD. Barbara has spoken at national conter
ences, both Suzuki and traditional senved on the SAA
Phana Commitiee andis piano colunist for the Ami
can Suzuki fonrmal. She is devoting much tme o wri-
g and lecuming. Herstudio is in Del Mar, Califor
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Robertson & sons

Violin shop

INCORPORATED

Fine Quality Instruments and Bows ' Repairs - Rentals | Assessories | Sheet Music
FOR ALL YOUR BOWED INSTRUMENT NEEDS
established 1971
Mail Orders Processed Promptly
(505) 889-2999 - (800) 284-6546
3201 Carlisle, NE Albuquerque, New Mexico 87110
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Solos for Young Violists

By Julia Obrecht Hardie

By Barbara Barber

S Jlos for Young Violists, compiled and

edited by Barbara Barber, is an ex-

citing and very welcome addition to the
teaching repertoire for viola students. [ts five
volumes are a valuable resource for supples
menting the Steiki Viola School, particularly
in the area of twentieth century music

Violin teachers are fumiliar with Barbara's
Solas for Young Vielmists. This collection pri-
marily brings together Euniliar picces of vio-
lin literature that were already often used by
teachers to supplement the Suzuki reper
wire, especially when they wanted to teach
romantic syle and techniques. These books
presented this literature in a well organized,
well edited, and atfordable way. In addition,
Barbara'’s CD's provided violin students with
an excellent model and source of inspira-
tion.

In compiling Solas for Young Violists, Bar-
bara faced a new and different challenge
This was not simply a matter of organizng
welFknown good music and leaming o play
the viokw | remember receiving a question-
naire from Barbara asking for viok reper-
toire suggestions, and fecling frustrated
because there were 5o few good picces o
recommend in intenuediate w acvanced,
precollege literaure. For example, L often
teach Hindemith Traurmusik, but thatwould
be under copyright

Betore the Swzuhi Viola School was pub-
lished, there was a shortage of literre suit-
able for teaching intenmediae and advanced
young viola students. In the Suzuki Viola
Schoul, Donis Preucil preserved Dr. Suzuki's
pedagogically brilliant selection of pieces in
the carly books, whmost directly uanscribed
from the Suaw Violin School Strting in book
fowr, more original viok music and wadi-
tonal viols waching picees were incorpo-
rated, including the wo Telemann Concert,
Mauais Daunces, Handel, Cassedesus, ete. The
Preucils aso creatively expanded the vioka
reperwire by including new tunscripuons,
such as the Mozut Adagio and Rondo, the
D'Hervelois Suiwe, and the Leckir Sonaty
Ut weaue looking forward w in book cight.
Like the violin books, the Sucuke Viola School

primrily includes repertoire from the b
roque and chssical periods

Barbara Barber's challenge was 10 find
romantic and twentieth century preces, e
ther original 10 vioks or well sited w0 the
viokt,and free of copymght restrcnons. Twen-
tieth century music i particukaty important

for violists. Prior o the wenbeth century

most major composers regarded the vioka as
important in chamber muse and oreheser,
but rarely as a viable wlo instrument. The

majority of greatvioks solo leratse was wi

tenin the twentieth century, and wiitimg soko
works for the viok continues o be popukar
on into the twenty-first centry. It s witally
important that young vioka students be con-
fortable with contemporay musscal aves
and language

Solos for Young Vielsts is a testament 1o
Barbara Barber's perseverance and ingina
tion. She found pieces that no one kiew
existed, like Violet Archer's Six Minzaes
She rescued important pieces that were our
ob-print, such as the Rebecea Clarke
Pasacaglia. She @stefully selected some tran-
scriptions that were not 1o well known s
instumenispecitic repertoire. Twill leave it
w0 Barbara 10 tell vou the stones of her chak
lenging rescarch!

On the inside cover of any of the Soles jor
Violusts books is a list of the full contents of
the five-book series, as well as cach piece’s
length, highest position, and technical
musical feanes. Some of my personal -
voritesare the Vaughn Willzuns “Fantsison
Greensleeves,” Gordon facob's “Air and

Dance,” and the Chuke Pasacaglion |have
abso had very enjovable experiences using
the "Children’s Prver” trom Hamsed and Coted
and Webster Scherzo with Suzuki viola
goups. My local vioka students just love play-
g Scherzo as lastas possible!

Aso o et awe Basbara's vioky perfor-
maices o the CIYSs fon Sodos for Young Vie-
lsts. Though violists e wsually gentle and
accepting, we haye been known w be ot
il of violinists wha play vioks and do not
uuly souned like vadas! Tnmy esunaton, Ba-
bary passedd that test with tying colors. She

it

2 0105 for ,

4 . ]
Violisg ~3

e subtle and thoughtful adjustments ©
her sibrsto, shifting, and bow speed that
swnind beautiful on the vioks. Her musicality
and ber rappost with her collaborative pia-
nses, Tasrzars Cokdstem and Theree Stewart,
brimng the s alive in these CDs.

Barbara s often asked why she used two
prasss on her CD. Sadly, her first pianist,
Therese Stewart, who was beloved by many
1 the Susuks commumty, became ill roma
recurrence of breast cancer during the time
when thev were recording the CDs. Teri's
favonite componer was Vaughan Williams,
wdd Barbara decbcated her CD performance
of Vaughn Willzan s Sex Studies in English
Folksomy™ 10 Terne Siewant’s memory.

One subyect that Barbara and | discussed
recenthy pecestaes a few words of caution
teachers Nether Soios Vielsts nor Solos/
Vidnasts s intended 4 method book, with
every prece 10 be leamed by all students in
exquece. The precesare intended assupple-
mental repenoire o be selected according

10 a student's individual needs and the
teacher s penonal tate. These collections
abo should not satle wachers” creatmty in
explonng other supplements. Using addi-
vonal swppletiental pieces is especilly un-
portant 1or viok teachery, whose students
need 10 get comtortble with a vanety of
wenteth century onalities.

Lam grauciul to Barbara Barber for all the
work that went inio Sols jor Young Viokss |
hope that evervone who teaches vioka will
add these books and CD's 1o their library,
ancd when appropnate, have their students
buy them to supplement the Suzuki viok lie
cranue. &

D Julea Obuechi Hardie i the tounder and direcior of
the Central Texas Sumng ey, 4 Suzuki progrun
wWaco, Texas. D Hardie s an S\ viola teacher-
waner. Her viola siudies mclude a DM i Viola
Pertunmance and Pedagogy from the U of lowa,
v Prencil. She has served on the G-
ulues o New Mevico State University and Baylor
Universiy. Currendy, i adelison o her viok and vie-
lin teachang, she s assstant principal violist of the
oy and principal of the Waco Lyric
Opera, D Hardie has heen a presenter at numer-
ous wational and state comventions and teaches at
Suaukt lsuties tioughous the country
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By Andrea Cannon

ith a freshness that you would

expect from a new Teacher

Trainer, I looked forward to the
Institute itinerary for my first summer with a
combination of excitement and fear. 2004
was the summer I would not go to Institute
as a trainee. 1 was excited about traveling.
meeting new people and working with the
students, but I was afraid of not having the
necessary wisdom or answers for my train-
ces and really worried about reading all of
those obsenvation reports!

Auending Institute Training courses has
been a regular activity of my summers for
many years now. I remember the exhilara-
tion I feltmy firstyear when watching young
children absorb guitar technique through
games and activities in Hardford. [ was in awe
of the way the Suzuki method worked so ef-
fectively with the students. With each pass-
ingyear, I continuc to enjoy the company of
folks at various Institutes around the coun-
uy, for it does seem that a certain commu-
nity returns year after year to the same
programs. It's a great way (o connect with
friends that share interest and passion for
teaching music.

The final requirement to become a
Teacher Trainer is to serve as an Intemn at
an established Institute and write a report
about the experience. When 1 called Bill
Kossler (o ask him if’ it would be OK for me
to intern at his Book Two course at the
Greater New Orleans Suzuki Institute, he
joked, “Oh, so you'll be gelting the coffee!”
It was during my Internship time that T be-
came aware of the difference between atiend-
ing Institute asa Trainerand beinga Trainee,
and it's much more involved than getting
the coffee! The attitude towards a Trainer is
diflerent. While being a trainee has its own
challenge and perspective, being a tainer
carries a higher level of expectation. People
pay more atiention to your ideas and look
10 you for answess. I found myself stopping
1o think more before I spoke. I felt the re-
sponsibility in a way I had not realized as a
trainee.

Asa trainee, I expe

ienced frustation

in the past over writing obsenvation reports
untl late into the evening. During my first
summerasa Trainer. I taught two Book One
courses with eight trainees in cach. Each is
required to write 15 obsenvation reports and
two short papers which I assign on Studio
Policies and Parent Training. Usually Book
One starts before the students get to insti-
tute (since its now an eightday course) so
the reports cannot begin until the students
arrive. This adds up 1o 136 papers to read in
five days! (Stll, I think I prefer reading them
(o writing them!)

As a balance 1o that frustration, however
isthejoy of watching the growth of the Suzuki
movement. One wainee reported that she
had auended institute only because a friend
kept “hounding™ her 1o do it, and that she
had no intention of starting a Suzuki guitar
program. However, by the conclusion of the
course, she was excited o retum home and
couldn’t wait to get started! Itis a satsfying
feeling—like helping 1o bring a new child
into the world.

On the bright side also are the parents
and students I meet. Institute families are
usually the cream of the “Suzuki crop.” The
Kids are vibrant and fun. Each program pre-
sents its own palette of colors. In Canada 1
had a wonderful time with five children
mostly from Paul Madryga's rurad program;
in Ann Arbor, Mary Lou Roberts” many older
and advanced students demonstrate reper-
wire at levels ot typi
stinute.

From time 10 time, parents ask me which
Institute I think s “the best.” Replying o this

jon isakin o asking me 1o choose which
of my children love the mosi! Each canyy
has unique characteristics 1o be considered
along with the families' particular tastes and
needs, so there is no "best one.”

Here are some considerations in deter-
mining what [its your sitation:

Schedule

ally performed at In-

Hereare twotypes (lnbelsattached by me,
not the SAA and not the Instintes!):
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My First
Summer

The commuter schedude, where many at-
tending students Tive in the arca and the
schedule runs mostly during the day with
very litde, il any, evening activities. Classes
and concerts are done by dinner time and
participants usually have the evening free.
The 24/7 schedule, where activities can
gin at 8 am. and there are events cach
evening. You're not scheduled every hour
and there are breaks, but there are also lots
of choices for those who prefer an immer-

sion experience.

Size and scope of Guitar
Community

The guitar presence at Institutes 1 at
tended varied from five o thirty studentsand
from mostly Book 1 up toamixture through
Book 6 or 7. Some featwre specialized en-
cen dorm formore advanced
Both types of experiences cn be
udents depending on level
and previous Institute experience.

semblesand

students

enriching for

Teachers (faculty)

Faculty varies in proportion to the nuni-
ber of students in atendance. Smaller pui-
L communities may have only one faculty
member.

Strong Local Programs

Some camps are atended by many s
dents from one ormore local progras. Ask
the Instinne Divector it s is something of
interest 1o you. They should be able o wll
youwhich teachers send lots of stdents ©
their camp.

For the six camps Latended in 2001, ere
is the “lowdown™
Commuter: Ann Arbor: Brandon, Cuada:
State College, PA Workshop.
24/7: Cleveland, Tart, Snowiges.
Size and scope of Guitar Community:
Sall: (1-10): Lot of chance for inlividuad
eraction fone wacher fon five sidents alk

week Tong! T One aroup it muduple fesel mehided. Beendon
Cleveland
Mordorate: (111R) Twn

il 4 minnre of levels: Stare Collene

o aronps

tohear adva

Leer: (1and up) Oppoctunitie el studens: grongs
ator near book levelz ensembles reading music i parts: «Lisses with
apperdevel students” needs in e i Arbor TLite. Snownms
Teachers: (cluring the summer of 20000 - \nn A\ebor, & Brandon

1 Clevelaned. 1z FLarte, 1 Sne

wiass, b St Colleae. |

Strong Local Programs:
For cach locale, Thave listed at least one teacher who swnt wseril
students. This is nocan exhanstive list: there conld have been ot
ers.aswell

[Thanks o the following teachers for supporting Stk sumimer
instintes!]

Ann Arhors Many Lou Roberts

Brandon: Paul Madnza

Cleveland: Mark Marston; Ron Dubors: Joette Gioras

Tlarte: Dave Madsen: Andy LaFreniere

Snowmass: Joe Beninghof: Steve Bondy
State College: Michele Hormer

[appreciate the support of the vetern e and s

ilth of vour ex

Directons, for your patience an for shiring
pericnce with me! Thanks 1o the eachers, parents and sdents fon

e of humorand some wonderful expenences,

CNCOURIGEIICNTL A

Opposite page. Brown syod susdis i Clevokind, Bakivin Walkaco Cangos.
ALOVG (0p: Autdlient Ctnon wath siudanits 0i1 Srndon s, Above bouai
Book 1 groug i Colorindo (Siawwitiass) playiing bintirokded

1 hope some of this informmation is helphal. Tam already looking

Towaared 1o Surmmer 2005!

2004 Summer Memories

Colorado Suzuki Institute
Teacher T

et

g My first weacher training course! Book 1=Eight

Favorme Memor kieds 111 Book | Repertore, beging to

s 10 prose they can plin without look-

e banedaras over
gt thenr finer
Memonble Quotes “Thers s o place i the world that has enough

Stk teschers

Arm Arbor Suzuks Cutar and Flute Institute

Stdent Groups: Mastere fases Books 1-4 rottion): Books &

~ Lows Roberts” achanced stude

Favor mor: S ol Ma

s per-

valdi Concerto in D together

formmng all thiee mover

Brandon Suzuks Summer sttt

1 e Book 1= Six v

ver Traming “Esers Chilc rinee

wes 17 and up

Student Gioups Tao Maste

Lawes & One Group Clss with 5
lenis,
Faonte Memon: Famh sumowphere of i, Second-ionone

s cool, 1953 Charolet

o hospitding Al

Ueveland Suzuki Instute and Intermatonal Music Festval
- rees includie

m Bar-
t

sitar

s group sens

2 (e,

hiny

N I rownevedauss all over

BaldwirWalke ¢

he u Night” st

Haru Suzuki Instinue

Student Cao

# Mesterckin Book 4 Rep Clis Book 3

Ensemble

N

Favorite Memon: Fgotions o cards and s from nice tumuhies at
4 "Comcob Canulli” with Simon and
Seth i the Gt Ensemble Coneert.

his Lisanuaee! Towas i plava

The State College, PA ~Coul, Fun, Outof-the-Box Suzuki Summer
Workshop”
Sitcdent Groups: Twehve studenss from +12veas ol Pre Twinkle

Book ¢

Faorite Memon: These s ot charged up during that week!!

We hud 4 Challenge™ o listen o the CD and they got into it!
Michele's Music Histon chises were full of good ideas, and the
ST WeETE Ve Tesponaive

At o anennded Berklee College o Musicand currentdy waches pr-
At gt s, cnsembles and Suzuki Eah Cluldhood Misic ather sor
i Cantan s S She s an SAA Regisiwred Guea Teacher Teaner
i Natmnally Contied i Gt by Muse Teachens National Asociation
e fen Tshand Jun e i Hoston, Tesas amd have o cddien
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January Events in Latin America

Compiled by Caroline Fraser
Translated by Caroline Fraser and Claudia Woll, Peru and Margarita Troetsch, Panama

Music Reading Workshop in
Santiago, Chile;
January 3-6, 2005

By Blancamaria Montecinos, President,
Suzuki Association of Chile

We invited Caroline Fraser to teach. We had been mi:
ing her, as we had not been able o olfer courses since 2000.
The workshop was a success for both teachers and students.
The children had a great time. It was fun for them and so
natural that they wanted to continue finding out what else
they could read in such an easy way. It was very useful for us
Lo see in practice how children can learn music reading
through their senses, and it gave us ideas for games and
other ways of approaching theory. Additionally, for teach-
ers with no previous knowledge of the Suzuki method, it
was a way of opening the door for them. They always ask,
“And when do you teach reading?” Here it was clear to us
that you can start at the first lesson. The interesting part is
the “how.” Incorporating some of Caroline’s ideas, we are
now motivated to study and rescarch further other meth-
odologies such as Kodaly and Dalcroze.

The workshop achieved two import )
tivate the Suzuki teachers to continue their training and 1o
attract new teachers, understanding that it is the Mother
Tongue Approach, and that music reading can be taught in
the same way as language literacy. Congratulations 1o
Caroline who left us so motivated!
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From Canada in the North to
Patagonia in the South ... they
traveled to Peru.

Edited by Roberta Centurion, International
Representative, Suzuki Association of Peru

The Tawentieth Suzuhi International Festival and Latin American Teachers’ Con-
Jerence eveated a miniature world of Suzuki for two weels, and it was our Privilege
10 bea part of it. To wntness the foy of teachers coming together from acvoss the
continent o share their experiences and to gain stength and leam Srom each other
would e wade D Suzuk very happy, indeed. Oy thanks and ongratudlations
o to the Swzulei Association of Peru for hosting this model event and Jor their tireless
effints i binging it about with such excellence.
—William and Doris Preucil

This year a record number of North Americ
1o take teacher training cour
from Palo Alto, California writes:

ans traveled
in Peru. Robin Erickson

I'had a wonderful experience at the 20uh [
on many counts. Pedagogical
Doris Preucil’s fi

estival in Peru
v, el favored by the gift of
strate wealth of knowledge and experi-
ence, and gentle generosity—ol time, energy, and most of
all, imerest. Musically, 1 enjoyed my first live Argentine
l‘zmgn rehearsal, a fantastic presentation of Peruvian -
sic, a backyard allnight jam session/talent show and, of

course, the forever heartwar ming Suzuki play-ins and recit-
als. i

. Culurally, Tgot more than 1 ever would have expected.
The Suzuki / Talent Education Method seemed o have a
special Iilf- force in South America that lad become lost o
me here in the Sutes. 1 found my colleagues’ deeply sin-
cere enthusiasm for the method and their students, and

iheir dedication toa path much less ray
cled very moving. Socially. [ feel like [
made a wealth of fast friends, in spite of
the language barrier. Thave always said
that Music is a Language. but never he-
fore had the chance to use my violin 1o
communicate and lorge 4 sense of -
mediate community. [ left feeling so in-
spired to become involved in the efforts
of Marilyn. Caroline. Roberta. all the
US/Canada Teacher Trainers, and all
of the Latin American Suzuki teachers—
who are r
community and strengthen Dr. Suzuki's
beautiful vision. T hope that many more

aching out 1o enlarge our

North Americans. teachers and familics
alike, will be drawn to head south for
an Institute experience of a lifetime!

XX International
Suzuki Festival, Peru
2005

By Carmen Wise

Introduction

One minute I'm home, playing gigs.
teaching, geting ready for Christmas.
the next 1 find myselt on a midnight
flight to Lima, Peru, on my way to take
partin the XX International Suzuki Fes-

For the last o years, | had been cor-
responding by email with Caroline
Fraser in Peru. She contacted me
through my website, in which L had de-
scribed my hoped for mission of wach-
ing violin and viola to poor or orphaned
children in Latin America. She old me
about their program in Peru wnd how
each year more and more teachers and

students were attending their yearly Fes-
tival from all over Central and South
Amcrica [ was interested, especially
whensshe sentme photos ol young boys
inan orphanage happily playing violins
and cellos.

Caroline then announced thad this
yewr the Suzaki Association of Peru was
Launching a vioks program, and thac Bill
Preucil, Suzuki Viola gury, would be
going 1 Peru. That did it Ubought my

ticket within days, arranged for my stu-

dents 10 go 10 my colleagues and pre-
pared 1o go. 1 ook with me a large box
ol Suzuki music, donated thiough the

studios of Theresa Plotmick, Anne Lyon
and mysell. Talso brought along a small
viola. originally donated by the Evans
Lamily from my studio. A local dealer.
VA HIIL restored the viola without

charge and donated a bow and Suzuki

haoks

Return to Peru

I should mention here my special in
terest in Pern. While | spent the first
week in Peru discovering the miraculons
development of the Suzuki movernent
in Latin \merica. the second week was
devoted o a personal journes 10 dis
cover my roots. | had lived in Lima as
child, from the ages of two to ten vears
My mother was Peruvian, born in
Matahuasi in the Mantaro Valley i the
Central Highlands. My sister. cight vears
older than myself, was born in Lima
While T had traveled 10 Mexico, Nic:

ra-

i, Costa Rica, and Ecuador. it had not
occurred 10 me o revisit my mother’s
country until evervthing fell o place
this vear: a confluence ot myv lite’s
present (Suzuki) and my life's past. That
second week was a manelous myvthical
personal journey into true Quechuan
culture with its rural, musical, and agri-
cultural roots and expressions. For fur-
ther reading in this aspect of my trip o
Peru, visit my personal website at
www. Wisedogs.com carmen

Peru and the Suzuki
Movement

The progression of the Suzuki movement
within Peru parallels countes such moves
ments al over the world. But somehow
Suzuki seems (o fit Peru like the proverbial
glove. Peruians are kind. gende people who
seem w accept lite onits own terms. Family
comes list. They are dimven o work with the
sale motivaton w provide tor their tumilies
and w educae their childven. Both menand
women nurtwe their voungsters. This Kind
ol unily-based lilestyle is idead tertle ground
lor Stizuki music mstnucuon, B

e, Cncow-
agement and communin all e narally
within the Laan way ot lite: Theard no angny
wouds during the Festval, no inpatience:
childienwere penmitted o be noisy and bois-
terous. Sometnes things were chaot, yet
caune into locus. Sametes events ran a big
Lue but no one was upset. Ieseens like such
apleasuntand casy way w go duough lite.
L was gl w be insuch aplace for
Couple ol weeks, o slow down w real

time instead of leting time drive me: to
stop and be and to chat with a new
friend instead of rushing off to the next
appointment. [ took this state of grace
home and once in a while. when walls
feel like they are going (o cave in. [ stop
and remember those moments of peace
and life becomes inviting again.

1 will always be grateful o be part of the
Suzuki movement in Peru and in Ladn
America. if onlv for one Festival

Arival

I arrived about the sume dme as the SAA
Teacher Trainers. and as we all suved in the
e hotel, [ mgged along with them for the
first o dians through their orientagon both
as fuculty and as visitors o Lima. Marihn
O Bonle. whom [ had known well by reputa-
ton but had not previously met, was 4 mar-
selows quide who spoke fluent Castellano

Peruin Spanish). As she had at one dme
Ined in Lima, she knew the ins and outs of
plices 10 20, where 10 shop. how to bargain
with txa drivers, how 10 use the ATMs, ete.
Manhn has been a crucial force in the train-
ing of teachers and development of Suzuki
programs in Latin America for the past
wenn-three vean,

I met Caroline that fist nightat her home
when she hosted all of us for onentation and
a delicous home made Pennian dinner.
was fascnated by her unique appearance.
Her hair was like the setting sun flaming out
on the honzon, her lovely smiling Man in
the Moon face shone like siher. Through-
out the Faatval, Caroline radiated from a
distince. Annika Petrozzi, a lovely disin-
gQusheHooking lady, also inroduced her-
self that evening. Annika has been President
of the Peruvian Suzuki Associaton for sev-
eralvears, a testament 1o her wonderful skills
n many areas. [ noted as the week evohed
that both ladies were constanty at the cen-
ter of groups of clamoring registranis, teach-
e, and st vet they mainained clmnes
like the eve of a storm. Sadlly [ dlid not meet
Roberta Cenaurion, whoworks with Caroline
throughout the vear. She was ill the finstweek
of the Fest

A Latin Summer Institute

Something tuh wonderful is tking place
in Peru. This vear, 2005, marked the 20"
anniversury of the Intermagonal Suzuki Fes-
tival. About 250 children and over 200 teach-
enGune, from Ladn countries and even the
United Stutes. Children and their Eunilies
streamed i Lima from all over Peru; from

]







Puno, Pisco, Huancavelica, traveling hun-
dreds of miles o join their brethren in Lima.
On the surface this event was like any of the
large summer institutes held in the States
and Canada. Children, parents in tow,
busted about from to class or recital
carrying minute instruments like recorders
or lugging cellos. Sounds of students prac-
ticing between classes serenaded passersby.
1 thought to myself that one could plunk
these Peruvian Suzuki kids into a Canadian
playin or viceversa. The Festival was a car-
ousel of masterclasses, group classes, dance
classes, choir classes, concerts, recitals—ev-
erything we enjoy at North American Insti-
utes.

Institute Venue

The 20th Internatonal Suzuki Festival was
held at Newton College, an imposing pri-
vate British School in the hills behind Lima.
The campus rests on the shore of a small
lake. Following traditi Latinarc

cultural department of the College. It was
hard to imagine a more idyllic setting.

Caroline had asked me to teach a violin
group class that first week. I discovered that
Book Three Viola would be offered, so 1 reg-
istered for that. The Viola Teacher Training
Course and the group teaching filled up six
hours in my day.

My Group Class

My wards were a group of about twenty
students ranging in age from seven, perhaps
younger, to about ten. They were at the level
of early Book One to Minuet Three. Al-
though I spoke Castellano, at that point I
did not have the vocabulary specific to teach-
ing violin. I had to improvise quite a bit with
alot of help from the parents.

We started right off with Perpetual Mo-
tion and they won the race to the finish. We
were supposed to finish together. We had

design, classrooms bordered a wide, ce-
mented courtyard. Thiswas the scene of scur-
rying children and teachers chatting over
coffee. The campus was huge, casily accom-
modating the hundreds of students and
teachers at the Festival.

The third-loor cafeteria overlooked the
city and gave an encompassing view of the
hills and lake below. The Music Department
and other art departments were housed in
separate smaller buildings right on the lake.
Miguel, a professor on the Faculty of New-
ton College and one of my viola classmates,
showed off his lovely office with its restful
view. We watched as swans of every size and
shape gendy floated by, progeny of the agri-

no piano accomy t0 hold us to-
gether, so I decided to launch into a series
of games and activities thatwould teach them
to watch me, such as playing Twinkle with
everyone having to stop their bow when 1
stopped mine. We played Allegro by swoop-
ing the bow onto our heads on the up bows.
Iasked them to follow me with their scrolls
as [ walked back and forth in frontand they
also took wums making the scrolls swivel.
‘When I inuoduced them to “Esconda el
Arco (Hide the Bow),” you would have
thought we had found buried weasure.
Hands would fly up, accompanied with
much squealing, to be the next 1o either hide
the bow or 10 look for iL. 1 appointed a par-
entiokeep track of who had played the game

without changing key.

* Rugged, portable, easy to use.

PSD220

Slow down Suzuki music CDs dramatically
Your students will learn faster

+ Change the tempo of music dramatically

+ Loop a section of music to contrnuouslx
repeat until your student has mastered it.

www.superscopetechnologies.com

“Superscope’s innovative technology
gives musicians newfound flexibility.
Students can play along to music on

a CD at their own tempo, greatly
enhancing the learning process.”

Karl Monizka,
Suzuki Music Clinician
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SUPERSCOPE,

Toll free 866-371-4773
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<o that only four or five could play cvery day.
T had to admitwith the spacious room filled
with hidey holes that this game was lots of
fun. They could have played it through cv-
ery group class that week and not done any-
thing else. And so could 1. T enjoyed several
\warm conversations after classeswith parents,
all of whom were enthralled by what their
children were doing.

Lalliqwas one of the studentsin my group
class. 1 had watched Llallig at his masterclass.
With his thick black hair, dark eyes, and sharp
features, at only ten ycars old, he looked ev-
eryinch theson of long lost Inca kings. Llalliq
was part of a large delegation of families and
teachers from Cusco, high in the Andean
mountains. T observed him fast at work as a
Suzuki violinist in a masterclass. His Festival
teacher showed him how to phrase, to play
louder as the musical pattern moves up in
pitch, sofier as it descends. Llalliq’s eyes and
cars took everything in. His bow was arrow
straight, his tone was strong and true. He
performed as he was taught. He watched his
bow intently, moved his fingers almost cf-
fortlessly. He scemed to be perfectly happy
playing a German Minuet. His Maestro’s
advice seemed sacred to him. He played his
Minuet One, fluidly, happily, with authority.

How did this litde boy, who was probably
athome on the craggy terraces of the cordil-
lera, whose music is that of the mysterious,
haunting sound of the pan flute come to be
playing a German Minuet on a European
instrumentin the distant mythical land called
Peruz  Please read Conclusion.

Other Classes

Twas surprised to learn that Doris Preucil
was teaching a large Violin Book Ten class.
It was obvious that the seeds first planted
some twenty years ago had sprung into life,
and that the Sy movementin Peru, and
by extension Latin America, had grown ex-
ponentially. Peru and other Latin countries
have been bringing in Teacher Trainersand
have launched more and more studios year
afier year. Starting with the original Piano
and Violin schools, other instruments also
have taken hold: recorder, guitar, cello, Ly
Childhood Education and now viola and
fute. David Madsen's guitar classes had up
Traineesin Books 1, 2and
6. David Gerry ended up with cight or so
teachers enrolled in his lute Teacher Train-
ing classes. I eavesdropped on a rehearsal of
the Mendelssoln Trio for violin, cello and
piano, all young students. Now this is ad-
vanced stulll The performance was exquis
ite and profession:

B N

————

Other Festival Events

One of the highlights of the first week was a stirring evening
where all Faculty members joined forces in a Faculty Concert.
which included a performance of the famous Peruvian folksong,
“EI Condor Pasa.” A second night saw the Columbian contin-
gent playing a boisterous set of folk tunes arranged for full string
orchestra. This was followed by an ethereal performance of
Cuzcoesque traditional melodies on piano.

Administration

Caroline Fraser, Annika Petrozzi and Roberta Centurion were
codirectors of the Festival. Holding the Festival together on a day-
to<lay basisand making sure everything ran smoothly were Domingo
and Sara Carrera. Along with volunteers, they handled cus-
tomer relations with friendly aplomb. They supervised regis-
trations and the sales of T-shirts, music bags. CD's, special
music, and were happy to recommend restaurants. gift shops
and various and sundry requests.

Leaving the Festival prematurely to undertake my personal
journey was distressing. In one short week. I had made many
friends and witnessed the wonder of lite children playing
strings and other instruments in a country where most people
can barely meet basic needs.

Viola BookThree Course

As a Suzuki Viola teacher, [ was sure 1 had died and gone o
heaven to have the opportunity to work with a greatartist. Bill Preucil
is head of the Suzuki Viola movement. He is also a world-class con-
cert soloist and perf who with his I
solo performances, has played in theatres and concert halls all over
the world. During the Eisenhower era, Mr. Preucil played for the
White House with the US Army String Quartet. He hasworked with
and alonggide such luminaries as Nathan Millstein and Pablo Casals.
M. Preucil engages his students with wry wit and charming story-
telling. Although his tanslator sometimes had wouble explaining
the funny bits, he was excellent. Mr. Preudil’s jokes miraculously
whisked by the language barier and enchanted his rainees

Our Viola Three class comprised of live teachers hailing from
Costa Rica and Columbia, two from Lima and myself from Canada.
In Peru, teachers seeking credit for Teacher Training courses must
fully memorize the picces of their respective books and perform
them for their master teachers. Everyone in our Book Three counse
handily accomplished this.

Bill Preucil believes that Book Three is the place to teach and
demonstrate bow technique for expression and for enhancing per-
formance. He talked about adding weight by keeping the am close
10 the body and lightening one by lifting the elbow judiciously. He
spoke of and demonstrated bow speed and disaibution. Fle aso
showed us how stance, movement ol the teet, swaying or liting the
instrument e ways 0 enhanee performinee and presenguion.
Throughout the course, he played for us a picee by Frescobaldi
from the soon to be published Book Eight.

We obscerved as Mr.Preucil taught several young violis
masterclasses. They rnged in age rom eight years old o eighteen.
As there had not been aviok progrun, these stadents were more or
less on their own in learning their instruments. One predy young
teenager had o great deal of wouble with intonation. He exhorted
her to “Macehu Picehu” by playing a note and asking hev o mach

quartet and

in

Above: Pam Brasch and Dee Marz

the pitch. She understood this quite well as shown by the smile on
her face. He impressed upon the Peruvian students the need to
memorize their pieces in order 1o free them from the page. He
found they required some very basic instruction. By the end of the
week. all had shown great improvement and undersanding of what
they needed to work on.

Mr. Preucil addresed specific quesons brought up by either
the teachers or within the context of the masterclases. Is the accent
on a given stroke accomplished more with the bow or with vibrato?
He responded that the left hand challenges the bow. in other words,
that vibrato stimulates the bow o work in kind. Another question
had to do with the movement of the thumb in shifting. He said that
since the viola shoulder is so prominent. itis okay to move the thumb
right up onto the side of the fingerboard to reach the highest posi-
tions. Regarding vibrato, he sated it is not necesary to play vibrato
on all notes, for example verv fast pasages and that indeed no vi
brato leading to vibrato on repeated notes can bring out different
colorswhen performing. He said to play the viola, as opposed
to playing the violin, the viola tends to sit lower on the shoul-
der and is anchored a bit more in the hand, not just held by
the chin. In one moment, he held his hand to his chest and
stated that “playing the viola sars here.”

Peru

Peru isa third world country, and one of the poorest. Nearly half
of s population is of Quechuan Indian ancesary, descendants of
the magnificent Inca avilizaton. While there is a small middle,
upper class in Peru, the vast majority struggles to put hand to mouth.
Many children do not tinish grade school because they must work
1o contribute o the funily cotfers.

As Lwatched these linde children at the testival, and their rapt
parents, their buoyant teachers, and all the organizion that re-
volved around the Latin Suzuki Festival, 1 thought o myself
here is El Dorado. Here are the hopes and achievements of th
liwde children, in their laughter, and in their joy in making music.
Flere is the hidden weasure that is being uncovered and brought to
light. Traditionally, Peruvian children are brought up singing
and dancing as, in the same way, Canadian children leam to
skate and ski. Music lows from their hearts o their instuments.

coninued on page 71 O
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S O U T HWE S T The Mozart Violin Concerto
By Suzanne Lis
Under My Chin
S T The orchestra opens with a brilliant by Haley Shaw
melody
| Under my chin

The melodic strings sing above

‘ Their graceful melody Tt's always there,
I ‘ Contrasting with the rich basses i It's nevehr gone. .
s The sweet notes dance ere's something to share,
nsfl‘:ruments and Accessories | Around the hall Under my chin.
. Their joyous tones spreading to
or the Young Virtuoso every cornsr " Under my chin
They speak to each other The wind blows free,
A conversation like no other And birds sing.
And then the solo comes in Happiness is key,
A beautiful phrase Under my chin.
Sparkling with joy and happiness
Soars above the rest Under my chin
With the rich cellos bouncing A child cries
behind With great despair.
That angelic melody A puppy dies,
All of a sudden, the sixteenth notes Under my chin.
[ swirl by
[ In awhirlwind of music Under my chin
1 The orchestra joyfully responds You can hear the how!
| And the piece ends in a passionate Of the dark night's wind.
| breeze of trills And a stray dog growls,
i Revealing the heart-wrenching Under my chin.
beauty of music.
Under my chin
| Ts beauty and grace.
| _— Not that you can see,
Surunne L old iolinist That's the challenge I face.
ey . Under my chin
Isaviolin.

ey Shaw, 13, aitends Johnston

aticy
cmber

Sving .
s and is g
Wi ean

il e hie

1.800.528.3430 WWW.swstrings.com |




Inspiration &
Creativity

By Barry Green

Music is the only sowrce of enegy that 1
Dt nown in my life that gives humans
achance o be instantly transformed into
w//lnl

~David Darling

nspiration in music, inspiration
through music, inspiration with

nspiration from mus
has to do with insights, feelings
energy and hearing music in our minc
Where does inspiration come from?
Why are some people more receptive 1o
creative ideas than others? In Mastery of
Musiclinterview the distinguished com-

poser Terry Riley, considered 1o be one
of the founding fathers of New Age mu-
sic. Riley wlked about the source of
musical inspiration residing in a univer-
sal spirit or consciousness.

If you believe that there's a field of
consciousness, which somehow con-
nects the whole universe, including our-
selves in one seamless web, it follows that
everything arises from that conscious-
ness—and we call the place where things
arise in consciousness within us our own
consciousness, or awareness, or intu-
ition. 'Someone like Mozart has a very
fined tuned antenna for this kind of
thing, so he can pick up signals from (he
“consciousness” station much better
than others—but we can tune into that
station, 100.

Can we increase our ability 1o hear and
respond o inspiration? s inspiration avail
able 0 everyone with the differences being
only in cach individual’s ability o hear i
How can we best make ourselves available
W inspiration?

Ibelicve creativity is a byproduct of inspi-
ration. First, we need o “channel” an insight,
an idea, or a sound, and then we need o
convert this impulse into action. I'm most
fascinated with what we can do (o make our-

I 10 hearing the inspiration and
then finding many ways (o convert it into a
creative product through teaching, imagina-
live playing, problemsolving orimprovising.

Ihave always been fascinated with the pro-
cess rather than the product. My work with
the fnner Game of Music has helped me 1o
undenstand the process of concentration.
More recently, exploring ten characteristics
of the human spirit in The Mastry of Music
helped me to illuminate the personal quali-
ties that contribute 10 excellence. My final
wo chapters in The Mastery of Music were
dedicated to Creativity and Inspiration. I be-
came so fascinated with these topics that |

am now tuming my professional focus o the
exploration of creativity. Leaming about in-
spiration and creativity in music appears 1o
Irave equal relevance in all the ans: music,
dance, theaterand even visual arts. Recently,
I have noticed that the integration of mind-
bodyactivities (sing/dance, play/dance, act/
sing, draw/play, etc.) seems to have a strong
correlation to both receiving inspiration and
translating this inspiration to highly creative
artistic expression.

It Starts with the Breath
and Silence.

Pl never forget my experience playing
double bass in the California AlFStie | ligh
School Orchestra under a wonderful con-
ductor, Ralph Rush. At our first rehearsal
he wld us he expected our atention and
concentration. He explained whata respon-
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sibility itwas to recreate the music of the great
composers. Then he told us 1o remember
this principle:

“Music s a beawtfic paintingon a background
silence.

He paused until there was silence, lifted
his baton and began to conduct Otto
Nicolai’s The Merry Wrves of Windsor. 1t was a
magical moment. Most recendy I was re-
minded of this universal truth when I at-
tended aworkshop on musical improvisation
led by my university collcague and long-time
friend, the Grammy award-winning cellist,
David Darling,

David has been teaching “The Art of Im-
provisation” for almost 20 years through his
organization Music for People. He is not
teaching jazz, but “free improvisation,” a
technique which is accessible 10 musicians
atall skill levels.

At the workshop we learned a prepara-
tion exercisc 10 use hefore heginning any
improvisations. We would take a deep
breath, raising our hands above our headls,
and let our hands slowly fall to our instru-
mentas we exhaled. Afier a brief period of
silence and at the moment of inspiration,
we would begin to play. This was to be one
of the mostimportant things Hearned about
the ereative process, The silence inspired my

fingers 1o move unconsciously.

T was leaming to enjoy te space and si-
lence before I played and even during my
playing. I was leamning 10 wait for the mo-
mentwhen my

ingerswould move by them-
selves. Patience has never heen my virue,
Nowitwas becoming my fiiend. 1 was lean-
g 10 Wail (o hear someone clse play. I was
learning 1o listen 10 how [ could Support or
accompany a soloist o that they could e
heard. Twas discovering when 1o stop play-
g acertain way and 10 go in a diflerent

direction, changing the energy or letting the:
energy build.

David describes this state of silence inan
intenview with Jim Oshinsky for the hand-
hook, Return to Chiled. Daviel saidl:

Sitting quietly, paying attention to what
sounds come from the exhale when you pry
altention to your bivath. That exhale is onr
magic, that’s the connection to the Infinite.
The form comes out of actually sitting qui-
aly, doing nothing, having no purpose and
then taking a breath. In our connection to

the universe, youlet the sounels come out and
then listen decply to how it fecls to you. And
when one is able (o weeioe this process in such
away that one is nol negative, buut one is just
listening, that listening experiencewill changy
one’slife. Aferahile, it’s not hard to step in
there right @way, and you'e in this magic
Place, a spivitual place that we call the Infi-
nite.*

Litde did I know that the experience
would guide me in my exploration of the
sources of inspiration that manifest in every-
thing we do. David has presented techniques,
pathwaysand an environment for experienc-
ing inspiration by listening to the silence.
Within this silence, we can hear unspoken
and receive guidance which reveals

word
its magic in the most beautiful ways—
through improvisation, through music,
through life.

From the silence, comes
the inspiration: Mind-Body
Integration

W QL

Recently on CBS's “60 Minutes,” s
program abouta composer studying at Ney
York’s renowned Juilliard School, who some
1 talent to come

say is the greatest compose
along in 200 years. He's writen live (ull-
length symplionies and he's only 12 years
old. “We are talking about a prodigy of the
level of the greatest prodigies in history when
itcomes to compasition,” s composer Saum
Zyman. *1 am talking about the likes of

1

Mozart, Mendelssohn and Saint-Saens.” His
name is Jay Greenberg.

Greenberg says music just fills his head
and he has to write it down to get it out. Like
Mozart, he says he hears the musicallatonce,
and when he takes the time to write it down,
it comes through without revisions. It's just
complete. He wrote one piece called “The
Storm” in just a few hours,

When Jay was asked fiow he hears his
music (this part I found profound). Jay ex-
plained that he likes to be walking! When
he hears the music, he engages his body. he
conducts the music he is hearing, and he
also sings it as he is conducting it! Singing,
walking, and playing (conducting) it with his
hands—all simultaneously!! Hang on to this
thought. This is the state of being when Jay
is receiving his most creative inspiration.

Another example comes from the English
composer, Sir Peter Maxwell Davies, who told
me in his interview tor The Mastery of Music
that he also composes his music while he
walksalong the coastal beaches. He describes
“pacing a piece” by walking back and forth:

[Ucompose in that place over therewhere there
s a litle hill or group of rocks. I wwalk “in-
side the piece” as if it is physucally around me
in three dimensions. I can shove the noles
around in diffirent places and by out in-
strimentation. Then I'll go back and walk it
through wnth a different instrumentation. It
is like it is happening around me—I'm actu-
ally lstening to it. [ have to be quite alone to
work this owt, in a very big space. The birds
or otters don’t bother me. By the time I have
walked a piece out, 1 g (o my desk and [
alrady have a good idea of what it is Quing

to lovk and sound lke.*

Have you ever been stuck at your desk
with & math problem or challenging ques-
tion? Feel like getting upand walking around
a bit? You find yourself walking to a pulse?
And when you do this, do you notce that

sometimes—boom—the answer comes in-
standy!

I his Improvisation workshops, David
Darling createsasimilurexperience of moves

Left: Dr. David Darling. Below: Jay
Greenberg. Above right and next page: Nova
Scotia, Canada Music Educators Conference.
Photos courtesy of Barry Green.

ment and music designed to increase our
mind 'body connection to great music.
When this happens, creativity and inspira-

tion flow! He similarly integrates singing.

movement and acting.

In the session, he plaved a recording of
Mozart's Eine Kleine Nachtmusik. We were
encouraged o move our bodlies freely (danc-
ing if we wish), while singing along with the
recording and conducting the music. We

perienced the music in our entire bodies:
crescendos manifested as exalted screaming
while reaching for the ceiling ... people
moved in circles, jumping, just going wild—
asitwas all in the music!

What impact did this have on us? After-
wards, 1 felt so inspired and energized, 1
wanted o play my bass with that sune ex-
citement—any Kind ol music—but just e
press the joy. Furthermore, [heard so much
more movement, feeling and energy in the
music | played. These channels were opened
up be

Several years ago when ©was playing in a

wse of this exercise.

Cincinnat Symphony concert, all the musi-
cians were asked by guest conductor Bobl
McFerrin to sing, instead ol plying, their
instrumental parts o Rossini’s William Tell
Overtre. [uwas ahysterically funny, but most
excitingand theawrical performance! We ex-
perienced asimikur tansformation of “sing-
we play.” The musicians

ing the music
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enthusiastically got into expressing their parts with their
voices. A vocal rendition gives our instrumental playing new
encrgy, color and ves—inspiration!

Inatice that the conductor of any ensemble has o do many
of these multiple physical and musical asks. Conductors of-
ten sing their parts, move their bodies and mime,/express the
music in some theatrical way. Unfortunately, some conduc-
ith their *dancing™ and forget to focus

ton get carried away

on the music! But there is a place for the body movement
along with the conducting. Allowing the music o e expressed
in the body makes easier the very complex

k of expressing
3010 ditlerent instrumental lines simultancously in a musi-
cal score. Perhaps this mind-body activity helps the conduc-
tor to be even more creative with interpretation and
expression

Multi-Sensory Integration: Mind/Body/
Balance/Rhythm/Song/Co-ordination

I believe there is a connection that takes place when we simulta-
neously activate the music, mind, body, and movement that opens
us up o inspiration and creative ideas that would not be possible if
wesaved in one place. —BG

Over twenty years ago, my friend and colleague Don
Campbell (author of The Mozart Effect) introduced me to a
“balancing board.™ A student spends a few minutes shilting
d while throwing a beanbag

his body weight on a rocking boa
in the air between the right and left hands. After doing this
exercise. the student showed a profound difference in cre-
ative musical expression, two-hand co-ordination, even eye
sight and improved hearing. What is this doing? It is
integrating the senses: balance, movement, rhythm, eye-hand
co-ordination—similar to the stimulation when we play, dance
and sing. These examples point to the fact thatwhen the body,
mind and music are all simulianeously engaged, our levels of
musicality and concentration are elevated, and the inspira-
tonal flow of the music is increased.

This past fall, I was invited to present a series of lectures at
the Nova Scotia, Canada Music Educators Conference. Part
of the conference included a local showcase marathon con-
cert of many of the public school ensembles: bands, orches-

tras. chorus, jazz groups. chamber groups, flute choirs, drum
and fife corps and step dancers! That's right, step dancers. In
Nova Scotia there is a huge influence of Celtic music. In addi-

a8 AMERICAN SUZUKI JOURNAL  Spring, 2005

there is Irish music in the schools! There
ictoria

ton to jazz combos
is a fiddle in almost most everyone’s Cape Breton-V

house.
In the bands and string ensembles, the students were usu-
ally fixed on reading their music while studiously following
\ irs sang fairly well but seemed
to become more animated when they engaged their bodies
in some simple, choreographed hand gestures or footsteps.
Mind you, this was good playing but it wasn't “off the charts.”
Then I witnessed a performance of four young middle
school girls that I will remember forever. They were doing
Irish Step Dancing. Forerunner of today’s Irish dancing, Irish
step dancing dates back to the Dance Masters of 1750. Dance
teachers typically traveled within a county, teaching their rep-
ertoire of dance steps and participating in competitions with
other Dance Masters. But these young girls not only danced,
ng while they danced. Two of them also played the
and fiddle while they both sang and danced! Once again
we have dance, playing and singing, all at the same time. The
end result, I believe, was that by engaging all these activities al
once, their creative inspiration and effectiveness in commu-
nication soarcd. These girls not only expressed excitement
in their music, but when they entered and exited the stage,
showed joy in their faces and a swagger in their walk. They
inspired everyone in that room! ’

their fine conductor

Learning from the Kids; Being Like the
Kids

David Darling believes that |

‘ ning to improvise in music
is like a child at play. Kids are so spontancous, expressive,
curious, playful and happy. The tite of the worklbook for his
course is “Return 1o Child,” with obvious reference 1o the
principles adults need 1o follow 1o emulate children. David's
coaching style is designed 10 evoke group responses of amaze-
ment, love, humor and extreme exaltation, including “freak-
ing out.” loved acting absolutely crazy with my voice, hands,
body and bass. Sometimes David asks everyone 1o rea
go and act like children. ’

This child-like state promotes an cgoless involvement. It
notonly reconnected me with my youthful love of music and
life, but also presented me with the keys 1 the process of
inspiration. He provides a space where we can act like kids,
dance, drum, sing, move AND pla

lly letit

This really allows the

most inspired, spontancous music Lo
cemerge from participants of all skill lev-
cls.

Atthe Art of Improvisation Workshop
there was a kids” music improvisation
program for the children of family mem-
bers taking the adult course. In the kids'
course, the children attend most of the
adultcl . However, the kids also had
their “special” time together where they
did—guess what—Drama, Art, and
Dance!

Why do the Kids get to do the “fun”
stufl while the adults are concentrating
on learning all the new techniques of
[ree improvisation? What about the
adults? Do we have to be more serious?
If the adults are aspiring to “Return to
Child,” then let’s have the entire pack-
Thav’s what T want! But not as a
I’d like to see it integrated
like we see when we experience the [rish
Step Dancers.

I'm aware of the many wonderful edu-
cational approaches used in the Kodaly,
Orff, and Suzuki systems that encourage
and even integrate the voice, movement,
percussion, keyboard and other instru-
ments into the teaching of many kinds
of music. But what puzzles me is why we
cut out this valuable “integration of the
senses” when we become more ad-

assc:

vanced? It seems that we are taking aw
the very spontaneous, natural disciplines
that contribute to a creative experience
Jjustwhen we need them the most. Open-
ing and integrating all these physical,
aural and musical channels app:
have a strong connection to our ability
not only to perform, but to receive cre-
tion.

ative inspir
David Darling has a wonderful expres-
produces the most dr

sion he believe
matic impact on music making. He say
“Sing what you play, play what you Sing.”
I know this to be true and to be an es-
sential discipline not only for improvi-
sational music but for classical music as
well, 'd like 1o expand on this principle
by also adding
" Sing what you Play, (Play what you Sing)

Dance what you Sing,

Act what you Dance,

Paint what you Act

Create your Inspiration!

This all helps o intensify your pas-

sion, open your nervous system—mingd,

body/spirit—to the ereative [ree How ol
universal energy, the same energy that
inspired Mozt inspires Jay Greenberg,

me and you! &

ences
. Barry, Mastery of Music (New York: Broad-
way Books, 2003), 260,

“Ibil., 256.

1Oshinsky, James, Retumn to Child (Goshen, CT: Mu-
sic for People (www.musicforpeople.org), 2004),

Barry Green was 4 2004 Keynote presenter at the
Suniki Convention in Minneapolis on his new book
“The Mastery of Music-Tem Pathuways to True Artistry” He
is also the author of the fnner Game of Music (with W.
imathy Gallwey) and formerly Principal Bassist with
the Cincinnati Symphony. Green currently works for
the San Francisco Symphony Education Department
weaching young bassists and performs as a bass solo-
ist. author  and educator  throughout
the world.

Barry Green and David Darling will presenta ey
course sponsored by Young Imaginations in co-op-
eration with Music for People called INSPIRATION
IN MUSIC - Exploring Creativity and mprovisation in
Porformance and Education. They will be assisted by
Alan Scofield (theater/chocgrapher), Chungliang
Al Huang (Tai Chi movement to calligraphy), and
Mary Knysh, (music education/Music for People)

The course will be held at Holy Names University,
in Oukland California July 2430, 2005. Further de-
wils check Barry Green's website @
www.innergameofinusic.com
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By Haukur Hannesson

as it been one of “those” days?All
your students showed up that
afiernoon and NOBODY had prac-
ticed. The parents were tired and absent
minded. And in the group lesson ten out of
twelve students forgot to bring their end pin
holders. Furthermore, unusually many
youngersiblings had been brought along to
the lesson and some of them were very tired
and restless. Some parents even had heir
cell phones on despite your angryand pierc-
ing looks.
Are you desperate? Tired? Burned out as
a Suzuki teacher? Or just having a bad day?

A SuzukiTeacher’s
Reality

“This is all a part of life’s rich tapesuy,”
my landlady during mystudentyearsin Lon-
don, UK., used tosaywhen herlife sumbled
on an unforeseen obstacle. The day de-
scribed above which you have had in your
chosen profession certainly adds to the “rich
tapesuy of life"—provided it doesn’t occur
too often.

Such days, however, are a part of a Suzuki
teacher’s reality, just as the good days ar
when all your students have practiced, liule
Lisa finally “cracks the code” to Twinkle's first
variation and EVERYBODY remembers their
end pin holders for group.

Every professional needs a balance in his
or her work. The good days must outweigh
the bad for this balance to be a positive ex-
perience in our profession, that of a Suzuki
teacher. What can we do, however, (o make
sure that this happens?

Suzuki teachers are in a “giving profes-
sion.” Every day we try (o give our students
the best possible tools to succeed in the de-
velopment of their talent. We make sure that
theysit right, hold their bows correcty, have
fun, get good guidance for home practice,

Are Suzuki teachers
looking after
themselves?

you name it — we try to give them the best
music education we possibly can. Our re-
ward-happy students who play well sup-
ported by positive and enthusiastic parents.

We are good at looking after others, but
are we good at taking care of ourselv
Could it be so that looking after ourselves
properly could be the key to having a good
balanced career?

A Balanced Healthy
Career

teacher. Observing mystudents being taught
by other teachers gives me a valuable per-
spective, a new angle and a new understand-
ing of my professional direction.

The informal contacts are also important.
Meeting at conferences, laughing together,
eating together and playing the cello to-
gether is a revitalizing experience. 1 am al-
ways happy and “recharged” after such
occasions.

A Professional Role

There is, however, another dimension to

We Suzuki teachersall wantal y
rewarding career. We need 1o feel that we
are a success in our teaching as well as sen-
ing music, ourselves, our students and our
communities. We want to eam a living 1o
supportourselvesand our families. We need

(0 feel good when we teach.

The process of having a healthy career,
however, requires a conscious effort on be-
half of the teacher. An effort that requires
intellectual analysis, as well as emotional
awareness and responsibility. We are, how-
ever, not alone on this journey.

One of the great advantages of being a
Suzuki teacher is that we are a part of an

the g- yself” part of our careers
as Suzuki teachers which is important and
needs to be a conscious integrated part of
our teaching. This has to do with the nature
of a professional role and how this may dif-
fer from the “leading role” we play in our
own lives as private individuals. Considering
this is particularly important for us Suzuki
teacherssince our relationships with ourstu-
dents and their families are ofien intimate —
sometimes by necessity in order to get the
results we want.

Our personalities and our communica-
tion skills are part of our “tool box” as Suzuki
teachers. We know that we have (o create a

international ity. This

of teachers is an important factor in the pro-
cess of looking after ourselves and our teach-
ing careers. By attending workshops,
conlerences, sharing concerts or simply talk-
ing to each other, we often reverse roles and
become students ourselves. Instead of con-
stantly giving, we pick up ideas, get support
and leam new ways of solving old problems
by listening to and leamning from our col-
leagues.

For me this has always been an impor-
tantaspect of my career “mainte
Suzuki cello teacher. The generosity of my
colleagues in giving their time, knowledge
and support is a fundamental basis of the
“looking-afier-mysell™ process as a Suzuki
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warm caring sphere in the lesson il we
are to get through o the student at all. For
mostof s this is nota problem, the positive
atmosphere of the Suzuki approach was a
big reason for geting into this profession in
the first place.

Whether we like it or not we play difler-
entroles in our own and other people’sli
We are somebody’s child, someone’s
younger brother or older sister, spouses,
parents, professionals, citizens of a particu-
lar community or a country 1o name a few
of our many roles, We seldom play all these
roles at the same time; diere s a time and
place for cach of them,

Separating the “Professional Self *

The role ofa Suauki teacherisa professional role—nothing more.
nothing less—with all the advantages and possibilities but also the
limitations which that entails. In order to have a healthy career as a
Suzuki teacher, Ineed o consider which possibilities as well as limi-
tations this role offers me. Fow do I maintain a constructive posi-
tive career as a Suzuki teacher and at the same time take care of
myselfas an individual? Where does the border between my role as
teacher and my role as a private person lie? Is i, for instance. good
“professional” behavior for a Suzuki teacher to say to a parent: “You
can call me any time day or night if you have any problerns at all
with your home practice!” By doing that, am [ not merging my
professional role with that of my private self? And, if I behave this
way, how will it affect my job satisfaction, my relationships to my
personal surroundings or my health?

The most painful part of a self realization process is coming to
grips with and accepting our limitations as professionals. We want
to succeed in everything we do, we want to make a difference in our
students™ lives, and we want to bring good music to our commu-
nity. We may need to realize that we cannot always reach all of these
goals at the same time. A selection may be necessary.

Sometimes we use other people’s criteria to measure our profes-
sional successes. “T was on the front page of the local newspaper
with my students, looking good in the photograph under a positve
headline. Therefore, I must be successful.” Similarly, am I a bad
teacher when a parent phones and says that the family has decided
to quit cello lessons because “Johnny finds home practice boring,
you have not been able to inspire him and he really prefers horse-
back riding anyway?"

Other People’s Opinions

These are two different opinions expressed by someone other
than yourself, one positive, the other negatve. They measure pro-
fessional performance from the point of view of other people or
institutions, not the actual professional performance of us as teach-
ers or how we, as professionals, measure our success. And these
external assessments tell us absolutely nothing about ourselves as
private indlividuals.

We may use these assessments to our achantage. The positive
ones can give us encouragement and the negative or critical ones

may give us a perspective we did not realize was there and which we
may or may not be able to use 10 become better professionals. The
opinions expressed, however, relate to how we perform our protes-
sion and not who we are as people. Separating the wvo, the profes-
sional and the private person s, however, notalways easy. As teachers
we are emotionally involved in the teaching process and our per-
sonality is « aching ol.

Other professions have similar dilemmas. Doctors, nwses and
psychologists all need to use theiv personalities as ools in their pro-
fessions. In order o keep ahealthy professional life andat the same
time not be limited by the “bordens” of professionalisim, these pro-
onal role come

lessions have developed tools o make the proles
prehiensible and manageable for the individual, They puton theic
Professional *robes” and are at the same time aware o their en-
And they have developed systems o look

gagements as individuals. .
alier themselves, o deal with erises and emotional stress.

We Suzuki teachers could learn from these professions. The only
waty we can be good teachers and give our students and their Euni-

lies the best possible environment for growth, i il we ounselves cae-

fully consider where the border between our professional lives and
our private lives lies. We don’t need to be perfect human beings to
be perfect teachers and we don 't need to be perfect teachers to be
perfect human beings! Who is perfect anyway? Well. it may be
news 1o you. but we humans aren’t! And — believe it or not—I am
not sorry about that. Imperfection has its merits and charms.

There is a Solution

Despite the charm of imperfection. it would be good to have a
few tools in the kit to deal with difficulties which show up along the
way. The first part of the solution is to do your own professional
assessment and not rely exclusively on the opinion of others. Self-
analysis of your professional role is not finding all the faults with
vour teaching. We know as Suzuki teachers that an effective analy-
sis starts with viewing what is good and positive and then finding
areas for improvement.

We need 1o apply the same method to ourselves as we do to our
students. This also applies to how we define and execute our
teacher’s role. Look at what you are doing well as a teacher and
how this enriches vou before starting to look at areas where your
teaching role is in potential conflict with your everyday life as a
private person. Like in Suzuki teaching, shortcomings are there to
be improved and worked on. You mav be a Book 1 or a bevond
Book 10 student in this aspect or somewhere in between. The
main point is that you are going forward at your own speed. treat-
ing yourself as you would vour own students. And please do not
forget 1o revise old picces!

(]

Do’s and Don'ts in Suzuki
Teacher Career Care

Do...

Go to conferences. courses, workshops

Practice

Watch your students being mught by other teachers
Analvze yowself in the same positive way as you analyze your
students

Define the borders between vour professional role and your
“private” role

Enjoy your successes

Accept and deal with your emotions about your teaching
Respect yourself

Go on vacaton

Take up book binding

Don't

Let the occasional bad day get you down

Give parenis the option of phoning you day and night
Let other people decide how you feel about your career
Despair
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Emotionsare an integral part of the “pack-
: however, we cannot get away from
them. Even if we are good “analysts” of our
professional behavior or results, we always
fieel something about them. And accepting
vour feelings is an important part. My stu-
dents played badly at the concert and I feel
sad aboutiL” Accept your sadness, it is a real
feeling. But — do something about it. Simi-
larly, don’t be afiaid to feel joy and pride in
work well done. You need to deal with your
feelings in order (o get good professional
results. Take care of your sadness, talk to
someone, ask for advice, share your joy. Re-
member, however, in case things have not
goneyourway, thatyour students didn’t play

age

badly because you are a bad person, they
might have played badly because of some-
thingyou did or did not doasa professional
or simply because they all caught a stomach
bug that same morning. You never know!

Another tool s to have a change of scene
and get away from it all for awhile. Have a
holiday! Or start a hobby—do book bind-
ing for example!

A few years ago I did a course in book
binding. Great experience! Everyweek Iwent
1o the local adult education centre and
worked on book binding for three hours. It
was extremely relaxing. I discovered that
many of the people in the group had been
doing this every week for years, some for de-
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cades, to develop this craft in a relaxed so-
cial setting and in very mixed group when it
came to age and background. 1 ll\Orm\gh]y
enjoyed mys If. Unfortunately T moved away
from that mmcul.u city and had 1o give it
up.

1 have not given up hope about <|nnjnq
again, however, so il you hear about an in-
\eresting group doing book binding, please
let me know. I consider it an important fac-
tor in looking after my professional career
as a Suzuki cello teacher.

Life's Rich Tapestry

We Suzuki teachers have good days and
bad. Such is life. Our different roles, as pro-
fessionals and private persons, conuribute to
making our lives richer. Looking after our-
selvesin ourdiverse roles, defining these and
how they interact or need to be separated, is
important in order to have a happy and re-
warding carcer. To get good at this, we need
Lo practice just as we cello teachers need to
practice the cello, lear the “new picces” of
this process as well as revising the old ones

constantly. &
Haukur F. Hannesson 2005, Used with permission.

Haukur F. Hannesson s a cellist, Suzuki cello teacher,
ESA Suzki teacher wainer and ans manager. He holds
an AGSM Diploma in Performance and Teachingrom
the Guildhall School of Music and Drama in London,
Arts I’nhq and Manage-
0 London. Haukur was
insrumenal in ringing the Sumki approsch (0 is
of leefand and founded the Icelandic
Sunki Awoctaton in 1985 and he Re
School of Music in 1988, He has lived in Swe
number of years where he has been die Chicl
e of o profesional smphony orcheras s vell
ing Suzuki cello wachers.
ar guest lecturer at the University of
Iecland where he teaches an M.PA. course
Hewasa berand Deputy
pean Suzuki Association (ESA) |
wellas seving on the board of the Intematior
Assaciation. Hiuk,
pean Suaiki T
reggstered charity and, helping countrics in Ex
ern Europe, the Middie East and Africa 1o develop
Suauki teaching,

s
Suzuki
uris abso the chaiman of the Euro-

Trust (ESTDT),

When to Twinkle—
Are Children Ever Too Young?

By Jane Bradley

he early part of the 20" century
saw an explosion of new ideas
about music education. Four musi-
cians in particular, Emile Jaques-Dalcroze,
Zoltan Kodlaly, Carl Orff, and Shinichi Suzuki
developed methods that date from this time;
methods that were enthusiastically received
world-wide and flourish today. These four
lived in different countries—Hungary, Swi

zerland, Germany and Japan, and yet their

music uaining are rema
similar. Each had idealistic goals that we nt
beyond music. Each had faith in the abili
of all children to become musical. For each,
the starting pointwas the child's intuitive feel
for rhythm and melody. Each taught “the
sound before the symbol.” All four under-
stood that lessons should be fun. However,
the Suzuki method differs from the others
in two important ways. First, its center is the
home rather than the classroom; second, it
Tocuses on instrumental technique rather
than a more general experience.

As we Suzuki enthusiasts know, the
parent’s role is crucial. Suzuki took for
granted a parent devoted to every aspect of
the child’s work, and he counted on parents
10 establish a musical environment in which
daylong listening, pluying, and repetition,
reinforced by praise would be as natural and
easy as learning 1o alk. This, as we know, is
the “Mother Tongue™ method that Suzuki
developed in the 30s

He was astonished by the early resulis. He
speaks with pride of a Ueeyearold, prac-
ticing her violin for three hows a day and of
another, at four and a half, puting in the
same time, 5o tha, atsix, she could pertornm
ddiaminor concerto. He ejoices that
these infants were developing a line chaac-
ter through music; and thus, in a counuy
devastated by war, representing hope for
peace in the future*

Dr. Suzuki was born in 1898, His finst ex-
Pperiments ok place siy s ago. Lis was
avery diflerentworld from the one we know.
“Todlay, few ol us would approve of sl chil-
dren practicing so long. We would feel that

their achievement came at too high a price,
that their lives must have been narrow. How-
ever, his success has provided a lasting inspi-
ration to parents and teachers.

Unfortunately, we have bought into the
idea without really being able to create. in
our modern world, the environment Suzuki
envisaged. In our hectic lives, usually with
both parents working, it is not easy 1o main-
tin the slow-paced. ranquil atmosphere and
the loving persistence that Suzuki ook for
granted. We worry, not that David is practic-
ing too much, but rather that he does not
want to practice at all! And we are not will-
ing to question whether the age of three or
four is an appropriate age for lessons in the
first place.

Tam notan expert in child behaviorjust
a Suzuki parent, grandparent and teacher—
but I have had many vears in which to ob-
serve how young children grow, and these
observations have made me question the
wisdom of starting our children in lessons in
the preschool years even in the most ideal
of circumstances.

American parents want the best for their
children, and the wend today, not only in
music but in education generally, is towards
ayoungerand youngerstart. Classes abound
in every kind of discipline. A sixyear-old stu-
dent of mine told me proudly that he had
been awarded a Black Belt in martial arts.

“She knows how o work the computer,
saidl the Eather of a threeyear-old, indignant
that 1 thought her child oo young for piano

lessons.

One reason for the zeal for early lessons
is that parents—encouraged by school sy
tems’ [oeus on testing—want tosee theiv chil-
dren achieve in ways they can measure:
soccer games (even when the child does not
Kanow and can'tevennsee s own goal posts)
dance  recitals - of many  hour
lengthgynastics lessons; swinuming lessons;
skating lessons; computer lessons; and, of
cowse, music lessons.

Most are harmless enough. The wouble
with them s thag, geared o aduls” wishes

rather than children’s needs. they use up
much of the time that children might other-
wise spend on imaginative exploration.

Happily, Suzuki teachers have a unique
understanding of how to teach young chil
dren. When lessons begin at an appropriate
age. the child flourishes. parents are enthu-
siastic and music in the home really is the
delight it is supposed to be.

However. most children of three and four
don’t want to practice because at that age
thevare involved in a different agenda. Dad
becomes discouraged. He's afraid he’s not
doing hisjobasa Suzuki parent. All he wants
is for Rachel to love music. but she isn’t co-
operating. She could do so well if she tried.
This leads to all kinds of frustration and un-
happiness—the very opposite of what Suzuki
is supposed to be. Few people have the cour-
age to say: “This child is too young!™

Today's parents-loving, welkintentioned
though they may be—have become over-
zealous about involving their children in
early lessons. Lessons assuage the unspoken
doubts they have about their child’s ability
in the vears before he can read. Is he smar®
Will he get into a good college? Research
suggests that music lessons make children
smarter. How can any parent deprive a child
of the chance of becoming smarter>

It's always exciting when the child makes
the first move. Parents are quick to respond
to their child’s signals. Ben may say: “T want
to play the violin." Mom, from an adult per-
spective, thinks Ben is asking for formal les-
sons and all that goes with them-practicing,
vecitals, kuge outlays of cash-but he isn't. His
interest is fu more intitve. The gradual,
painstaking process of “leaming how” is not
what he has in mind atall. Ben wants to play
the violin, just for that moment, in some
magical way that does not involve actual
studly!

Sometimes parents are afiaid that if they
don't “seize the day,” the moment will pass
forever. 've heard many say: “She loves
music. If we don't capitalize on her interest
now, she'll lose it” or “she needs more chal-
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" Really? When she’s still in diapers? 1
don't think so. Her entire life is one big chal-
lenge as it is. A preschool child does not
leamn—for the most part-by structure im-
posed from outside, but by imaginative ex-
ploration. When we put a child, aged birth
10 five years into an activity best suited to the
68 age range, we simply put his artistic de-
velopment on hold until the class is over.

The sad part of this focus on outside
classes is that it distracts us from the mind-
boggling amount of learning a small child
accomplishes by himself, so gradually, that
we may take it for granted.

How manyadults learn to speak a foreign
language flawlessly in three years? How many
adults live in a world where the toilet is hip-
high, the table chin-evel, the bath-tub a tow-
ering precipice with a slippery void on the
otherside, hens’ eggsas large as ostrich eggs,
cups as far round as a gallon jug; piano keys
three inches across and three inches high?

From the presschooler’s viewpoint a dog
is the size of a Shetland pony and grown-ups
a panorama of trouser legs and shoes, worn
by people who can sweep him off his feet
with no warning, leaving him feeling power-
less, though with a better view.

Thisis the complicated jungle two to fours
inhabit; but wait-there’s more. While cop-
ing with being little in a big world, the child
learns intangible things—love of music,
rhythm, color, how people get along with
each other, how to share, how to love. These
spiritual matters come at a time when they
have limited physical and intellectual re-
sources to deal with them. Most of us, in our
eagemness to see them move ahead into
school-age activities, underestimate the won-
der and magnitude of what they learn be-
tween birth and five.

I can hear parents objecting, “but my child
is so mature for his age; he knows dozens of
songs and is always running to the piano.”
That may be so, but Jason is not four yetand
we must never underestimate the impor-
tance of a child’s calendar age, even if he is
reading Grove's Dictionary of Musicin his crib.

Claire is three. Toilet-trained for a year;
able to dress herself; talking in sophisticated
sentences: “I'm nota fan of church or soup,”
she’s a delightful litle girl who loves tositat
the piano with Daddy, going through a book
of French folk songs, which she can sing in
French, with perfect pitch. Surelyshe is ready
10 start piano lessons? Read on.

At lunch recently, in a Mexican restau-
rant, Claire wanted to sit on the chair on
which her mother was sitting, holding the
baby. Immediately, a storm blew up—
screams, feet pounding, total chaos. She was
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tired, cold, needed her lunch. For all her
common sense in many areas, shewantswhat
she wants, nw, not because she is spoiled,
but because sheis three. Irational outbursts
complicate the music lesson. o

Drawing: Claire likes to draw. “This is a
trkey,” she says, scribbling wildlyall over the
paper. I’s quite a surprise that this sensiblc.
brightlittle person does not draw 0]}]?([:}?1:
but she is three, and her brain can’t rans-
late a three-dimensional objectintoa Natrep-
resentation. She doesn’t care; but this same
immaturity will be a factor when she tries 0
translate a tune in her ear into movements
of fingers on an instument.

Parents, wanting only the best for their
children, tend to overlook these signs of
uneven development and hope that the
mature, sensible little girl will be the one at-
tending violin lessons, not the impulsive ter-
magantin the restaurant. Oh, whatoptimists
we are!

Twos, threes and fours scream. They

scream about issues of control, because they
feel powerless and yet know what power is.
The right shoes, the right cup, the banana
Mom foolishly broke in half, can precipitate
histrionics of formidable duration. To intro-
duce instrumental study with its precision,
itsneed for repetition, its physical challenges
into the volatle emotional mix that is your
average infant is not likely to help parent/
child relationships. Tobyis geared to the big
picture. He has curiosity. What if I drop my
pencil in these I holes? Wow! This piano lid opens
and closes! Open close, open close. Lt me clim upy
on top and explore. Pastand fuwre are still quite
hazy; nowis where the action is. So Toby sees
no point in practicing inital frst steps and
wants (o stop afier a minute or so. As one
five-year-old aptly putit: “You mean, if I prac-
tice, itgets better?" However, his parents want
1o keep him on track. They believe that his
concentration will improve if they persist.
Whatofien happensis that the parent's con-
centration improves, as he pours his whole
heart into urging his child o master “Migsis-
§ippi _SmpSlup." The dancing, singing, and
unag.mali\'e. play that feed the musical heart
o(a litde child seem unimportant compared
with the huge task of Twinkle and
ply forgoten.

As for Toby-well, Toby doesn't care
much. about exuacting notes from 4
mt instrument, anyway. He just like:
ing “Take Me out o the Ball game” ey,
in I!u- car and giving Teddy a ride iy Ilu1
violin case that he'd like o wum intoa hoa jf
only Mom would let him, Morn is
damit.
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Surrounding a baby with musjc—,
motherwhosings; music played in the home;
dancing; an emphasis in the home on the
family's. rather than fourycar-old Susie's,
music— these are the seeds from which a
future musician will grow. Teaching Susi
the mechanics of playing the violin or piano
is a very different matter.

Tuwos, threes, fours are quite adept. They
can cut out cookies, crack an egg, wash dishes
with liberal use of the spray attachment, dig
dirt, use a hammer. They can also be taught
{0 hold aviolin and bow or to play Variation
Anwith a good hand position on the piano;
but whereas stamping cookies or cracking
eggs come to them easily, learning to play
an instrument will take hows, days, weeks
and months, and at the end may not result
in an experience that will feed the soul.
Annie may be delighted to please Mommy
by playing, delighted that others love her
playing: but is she really experiencing the

joy of music?

Then there’s the question of following
directions. Bobby can find his coa; tip the
flour into the bread mixture; climb into his
car seat—Dbig picture activities; but the small
constant corrections needed to develop a
hand position, play in time, repeat the same
motif many times are just not part of hismen-
tal framework. I've never felt that disguising
these routines with games is really fair. They
are neither real games, nor real practice. At
the rightage, children have no problem with
repeating a motif twenty times. In fact, they
find it quite fun.

There's a widely-believed myth that litdle
children have a short auention span. This is
why teachers invent any number of games
10 keep small children interested. There’s
absolutely nothing wrong with frogs and kit
ties and rabbits and stickers and so forth 10
add color 10 lessons, but to suggest they are
necessary (o hold a child’s attention is rub-
bish, as any mother of a toddler knows.

A woyearold will wash dishes at the si nk
for fortyfive minutes, with no coaxing. Ty
geting a year-old baby out of the l)x\thub!.
Watch a seven-monthold Daby spend hall
an hour completely absorbed by a packet
that once held frozen peas!

Young childven don’t heve a short (1llmliul.l
span wnless the activity is inppropriate for e
g When w small child loses interest in e
]"”f’"' he is wisely uying o tell the teacher
he justisn'tready for this, today.

The hean of the Suziki Method s 1e
MotherTongue approach, Suzuki por wdered
the question of how, by thiee, every Jap&
ese child, withou exception, could Pesk
the difficult Japanese langagge pertecdy- 11

realized that language is acquired effortessly, mysisterand I danced. Her singing came first,
overtime, by the process “observe—imitaie—  not our music. Lessons and practicing were
repeat,” the repetition encouraged when the  optional. In some ways she was 0o easy-go-
grown-ups praisec enthusiastically. Suauki be- ing. A little more structure would have been
lieved that this sequence of learning could  good for us. However, we grew up with a great
beapplied to music. Because language started - ear, a huge vocabulary of songs and the idea
at birth, with the child hearing speech long  that music was our choice. We wanted to play
before he could imitate it, Suzuki thought that. like her. So, when we started piano lessons
music should start at birth, 1o, with instru- we were musical selfstarters, setting our own
mental lessons following as carly as possible—  practice schedules. My mother said later: “I
even at 18 months or two years. Surongly never had to tell my daughters to practice.”
influenced by Zen, he knew thateach tinystep  How many parents can say that?
would be patiently mastered before the next  When Joey climbs on to the piano bench
was introducecl. and plays the theme from the Surprise Sym-
The first part of his theory—that listening - phony, our wisest course as parents is to leave
1o fine music should start at birth, is true. We  him alone with his experiments. [f we rush to
only need to read about the lives of the Bach - the piano. all excited to show him correct fin-
and Mozart families to appreciate that. How-  gerings. teach him to sit properly. to explain
learning tospeak is not the same aslearn- about ta’s and tee’s, we. in effect. steal the
ing to play an instrument. Learning to speak project he started. We make it our own pos-
means that when a baby says: “Mama,” Mama session and Joey our piece of modeling clay.
responds. The discovery that he can commu- Frustration starts. right there.
nicale his needs is what makes a baby talk, not  The seed is in the ground. Let's not force
just the ecstatic reception his first words re- itinto premature growth, but rather. with love.
ceive. The amount of control he gets over his allow it to sprout in its own time. &
life when he can ask for what he wants is enor-
mous. No first steps in piano or violin can
compare. Speech is vital to life. Playing the
cellois not. The two skillsjustaren’t the same.
A child can develop a musical ear through
observation, imitation and repetition but not
play an instument. That demands a differ-
ent Kind of leaming, involving physical and o 1o 1 ML Daderove Cert. was borm and
mental mawurity that preschoolersdon’thave. “cducated in England. When Dr. Suzuki brought his
Thereisaright time for starting instrumen-  first Talent Education group to Boston in the 605, she:
fallexons;a time when a chid is eager and. 41001 s, T vt prov a e
willing to start; can follow directions; can en-  piano teacher and author of many articles on music
joy the giveand-take of working with ateacher; - taching. Jane has been cordinaor of Suzuki piano
nasa body big enovgh and suong cnough to I\L:‘J;L Haru School in Hartford, Connecticut, since
play; can go through the complicated process
of hearing a e, wanskuing pure sound into
movements of fingers and can persevere un-
til that tune is mastered. This age is about five
and a hall, Parents often want o start at four
because this is the year before Kindergarten
and the child has the time o practice. Buta
four-year-old is home fora good reason—she
is preparing for school and outside lessons
nextyear. fonly, during thatyear, Mom would
take piano lessons hersell, Dad sing in the

Footnotes
*8. Suzuki, Nurtured by Love, p.97

choir, everyone sing at home, the years be-
fore Kindergarten would produce achild with
a good ear and musical ability already estab
lished.

Many years ago, my mother sug—all day
long—olien repeating one songover and over
again as she vacuumed, cooked and dusted.
Her vepertoire was vast, rnging from folk
songsand hymns, w oratorio and siatches ol
“Mackune Butertly.” Every evening she sat

downat the pino und played and sang while
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Suzuki Myths

By Dr. Alfred Garson

rom time to time I hear statements
and encounter articles that remind
me—many Suzuki Myths are not yet
dead. One of these common myths is that
Dr. Suzuki said learning to read music could
be left to as late as the Bach Double which
occursin Book Four of the violin repertoire!

1 first got a hold of a Book 1 (Zen-On
Music Pub. Co. Ltd., Tokyo, Japan) and be-
cameaware of the Suzuki Method in the early
fifiies, through my teacher, Joseph Sziget.
who was a friend and a great admirer of
Suzuki. I first met Suzuki in 1966 and stud-
ied with him for six years. I atended dozens
of his workshops all over the USA and
Canada, year afier year. Apart from thi
spent August and September with him in
Matsumoto nearly every yearuntl 1996, and
never ever did Ionce hear him say, thatread-
ing should be postponed (0 as late as the
Bach Double.

What he did say, was that if a pupil could
not read music by the time he got to the
Vivaldi Concerto in Book 4, then it was time
10 teach him to read. However, in making
this statement, Suzuki was referring to Japa-
nese pupils aged four (o five. Even so, very
few pupils are unable to read by the time
they get that far.

Suzuki never discouraged reading, He
would say that if a young beginner wanted
the music in front of him, place it on the
stand and then explain one thing ata time,
until he leamed to read. In actual fact, most
Suzuki pupils learn to hy osmosis, long
before the end of Book 1, let alone before
getting to the Vivaldi Concerto.

With the interestand emphasis on note
reading, as exemplified by the various ar-
ticles and publications that have appeared
in recent years, I doubt il there are many
Suzuki pupils in North America, beyond
Book 1, unable to read.

It should also be remembered that in
1956, Suzuki wrote a hook entitled Note Recd-
ing for Violin (Summy-Birchard Inc,, distrib-
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Dr. Garson with Dr. and Mrs. Suzuki, Matsumoto 1987.

uted by Warner Bros. Publications, Miami,
Florida). He most certainly did notwrite this
book for pupils learning the Bach Double!

Once a new picce has been mastered, it
has 1o be memorized and performed from
memory. Suzuki pupils have prodigious
memories, and itis possible that people see-
ing Suzuki pupils perform for one or two
hours from memory, assume that they can-
not read music.

It is also possible that since very young
beginners are taught by rote and imitation,
many have concluded that reading is ne-
glected. notrealizing that the Suzuki Method
isbased on the mother-ongue method. This
being the case, once a ¢hild has leamed 10
speak his mother tongue, thatchild practices
hislanguage, develops hisskillsand increases
hisvocabulary for the nextiwo to three years,
before he leams to read.

Waltraud Suzuki, his late wife, wrote an
excellent articlein the Amaican Sting Teacher
(Vol. XV, no. 5, summer 1965) entitled, “As
A Child, Could You Read Before You Could
Talk?”

1 introduced the Suzuki Method in
Canada in 1966 by inviting Suzuki and his
pupils to Montreal. Teachers from the USA
and all over Canada flocked 10 Monreal for
this historic occasion. The Suzuki pupils gave
aconcert where everything was played from
memory. The next day, Suzuki conducted a
workshop, where he put his pupils through
their paces, once again doing everything
from memory.

The following day, in one of the newspi-
per reviews, a local French music critic
questioned whether the pupils could read
music, since there were no stands or mu-
sic 1o be seen at any time, whereas tradi-
tional pupils very ofien performed from
music. From that day onwards, 1 decided
to have my string archestra play from
in an auempt to dispel the iy,
(!lm s!uul&i pupils ave unable 1o read -
sic, 1 is ahsoluely amazing how this myth
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has persisted over the years and as yet, has
not died a natural death.

Another criticism is that Suzuki students
are taught 1o hold the violin with the head
producing tension in the neck. The distance
from the chin down 1o the chestis normally
about twice the depth of aviolin. Therefore,
ifa pupil were to hold the violin with his head,
he would cither have to tilt his head to the
lefi, or raise his left shoulder in order to hold
theviolinup. Idon’tnot knowwhich isworse,
since they are both anathema.

In order to avoid this, Suzuki insisted on
ashould rest, so that all a pupil had to do,
was turn his head to the leftand rest his chin
on the violin, in order to keep it in a hori-
zontal position, In those days, sponges were

shoulder rests and cut 1o since
commercial shoulder rests for small violins
were not readily available.

Young pupils had 10 be taught to place
their chins on the chin rest, so as to hold the
violin in position, which
holding the violin with their heads. In teach-
ing this, Suzuki ofien placed his left hand
under theviolin, in case they dropped it, and
with the middle finger of his right hand,
he would tap the violin gendy while count-
ing from one to five, Seeing this, may have
led some 10 the conclusion that Suzuki pu-
pilshold the violin with their heads. The only
time the head rests firmer an the chin rest
iswhen the lefi hand and fingers are lying
up and down the fingerboard.

Further (o this, Suzuki would also check
the left thumb and forefinger, (o make swe
that the Pupil did not have a vicelike gip
on the neck af the violin, or that the violin
W resting in the web af the hand, instead
alagainst the side of the forefinger. He was
alvay against tension ar stiflness of any ind:

1 do not think there ever was anodier
tacher who devoted more time, (neig
study, andl vesearch, or aalyzed every physe
myl movement rogarding all aspocts of violin
Playing, than did Swak, This included po

1ot the sune as

e, bowing, left hand teehnique, wne pro-
duction and interpretation

His quiest was for the most natrs
play the violin. Apart from experimenting
and obxening teachers and performers, he
questioned dozens of them in this regared,

way 10

including Szigeti, Casals, Grumiaux,
Oistrakh, Galamian, kogan and Primmse,
among many others, all of whom were great
devotees of Suiki and his method.

I remember Suniki being accused of
“cheating,” for taping the fingerhoare. This
short lived. once the acens-

accusation wa

ers realized that the tpes evennully cume
off. Suzki's reason for this was o ensure
perfect intonation from the very heginning,

He would start off with the first tape only,
until the pupil could play the first four notes
of the first variation. Then, he would add
the other two. He would remove the second
tape betore Etuce and add the fourth tpe
for Minuet No. 2. This was when he intro-
duced the fourth finger. The third tape cane
ol for Minuet No. 2and the fourth tpe for
Minuet No. 3. Lastly the first tape came off
for the Guvotte. There were minor differ-

ences to this routine, because the Suzuki
method is very flexible, but whatever hap-
pened, he would start Book Two without
tapes. After that, he used the tapes remedi-
ally, not unlike “Band-Aids.”

With regard to standing, he came 1o the
conclusion that the best and most nawal
way to stand, was with the feet slightly apart
and the left foot a linde in front of the nght
foot. His reason for this was that if a pupil
wanted 0 move, the movement would be a
small rocking back and torth movement,
which would not interfere with the bowing,
He never encouraged movement, but nei-
ther did he discourage it If there was o be
movement, he wanted it controlled.

With the feet parallel w one another, he
found that the tendency was 0 move side-
ways, which interfered with the bowing. With
the right foot in front of the left foot, he
found that the movement wis unnaturl,
with a tendency w Gl torward. Despite these
obsenvations, many aditional wachens pre
fera parallel stunee, or the right toot in front
of the lett, for what it is worth.

With reguwd w the bow hold, when asked
how the bow was held, he would hold up his
right hand with a bent thumb aguinst the
Lt joint of the middle tinger. However,
hie would change the thumb position 4
litde bitalmost every year. I Emissed see
ing Suzuki one year, Lwould simply ask
Hachiro Hirose what the Latest bow hold
was wid he would show me saying, “Lhis
is now model 19—

-

When | Lt saw Stk he was ik agun
o the thumb agunst the first ot of the
1 weemns i have been the

mddle finger, whi

INOSE COnsistent.

When sk
haael 1 how, he would Told 1
Teft haanned. let the gt buased D over itand
then let u Ll maturally over the bow, with
the maniral spread of the fingers over the
stick aned the Jittle finger on wy.

Yonnig pupils were gt 10 haokd the beow
with the thumb “outsde” the frog, m osder
10 prevent sntfness. He would et the four-
week ransder o the “inside” of the frogwhen
reaching Minuet No. 1. The first week only

1 the same question and he
o with his

the Varations had o be plaved with the
thumb insde the frog The weond week,
only the first nine preces had 16 be phaved
with the thumb nsde. The thrd week, ew
ervihing, except the prece bermg suded and
the fowrth week, and forever ater, the thumnb
would have 10 be lett inssde for eversthing,

In the late 60, wme mgemons Sumks
teacher in the USA hiton the brght sdea of
sticking a small com plaster on the bow 10
prevent the pinkie from bppang ofl. The
lide finger fit perfectly inio the hole 1 the
middle of the plasier. This sdea spread ke
wild fire and belore long, every Suzuki
teacher in America and Canaca was buving
sl tound com plasters. Later that veas, a
spokesman tor Johnson & Johison staked
on an American TV channel, that there
seemed 10 have been an outhreak of coms
nearing epidemic proportions in North
America, for which they could not account!

Suzuki was delighted with this iz, wince
healwaw encouraged teacher o exp

ing At the end. Galamian invited comments
and cniticisms from any one of us. One
teacher sud that she objected w the pupil’s
high elbow. wwhich Gatamian replied. “But
so what. did you not hear his sound=" This
proves that what counts is the end result. ir-
respective of whether the elbow is high or
low. [ persomally prefer a low elbow.

Now | want w look at the objection to
phavmy with the mddle of the bow. When
Suzuks tavght voung begmners. he would
alwarys place two tapes i the middle of the
bamw, about thiee nches apart. The pupils
then leamed w play al the vamabons be-
tweent the tapes on the Aand E snngs only.
Susnks realized from expenence, that small,
fant b strokes wee easier w play than long,
dom b rokes. As the puprls progressed,
w Sstatks woukd move the tapes fusther and
further apart, unol they caune off at both
ends ol the bow. He onlv used two tapes.
1 mentuon this because | have seen pupils
nowakavs, with all worts of tapes of differ-
ent colours, making their bows look like
Chrtsunas wee decorations. As a pupil, 1
woulkd find this very constncung and very
confuang. W v the least

Aiso noteworthy i the fact that before
Suzmks, the wnallest wolin on the market
was 4 hali~eze violin. Quarnter-ize violins
were very rare. Seeing diminutive pupils
plaving on thee oversized violins made
them (oK o i they were plaving bilhards!
It 5 10r ths reamwn that Suzuki designed
the unaller volins. As a matter of interest
and ot that long ago, | bought a real 32
andd a 64 wze violin i Mexico!

Mot rad I methods start with

and uy out new ides, but 16 et them 1or
five years before adopting them, in the une
way that he had ested all of has own ideas
This new idea was such an mmediaie suc-
cews, that there was no need 10 et it for five
yeans. In fact, it has actuadly perusied unal
the present day.

Other objections o Suzuki'y idees nchude:
the playving with a low elbow and only using
the middle of the bow. This is mue, but let
e first dead with the low elbow.

Suzukt detines a low elbow as the elbow
betng below the wiist and a hugh elbow, as
the elbow bemnyg level, orabove the wint. Most
good teachers wday, teach a low, thexible
clbow. Sinilacly, most pertommers wekay, pkay
with a low tlexible elbow. A notible excep-
ton is AnneSophie Muter, one ol the fin-
ot present day violinists and according w
\ndhe Previn, anong athers, the inest.

One day, Galumiun was teaching avoung
puptl the listmovement ot Lalo’s Svmphone
Espagnole with & group ol teachens obsen-

long, slow bow strokes and use all the
sunngs Thisiswhy, before Suzuki, very few
pupih below the age of ux or seven could
phav the violin. | challenge anvone to teach
a mo or three vear old pupil 1o play the
violin ctfectively using all tour strings and
arull, sdow, buw from the very beginning.
Ths too, is why Suzuki teaches the Varia-
tons betore the Theme. Many compos
ers betore Suzuki wrote Theme and
Vanagons. Suzuki is the first composer o
write Varaoons and Theme!

Another Suzuki myth is that Suzuki pu-
pibare imititors and not unlike circus per-
tormers. The reason for this is because
Suzuki encouraged all his pupils to listen
to recordings ot the piece being studied
and when more advanced, play it with a
pertormer of their choosing. Suzuki con-
tended that this practce elevated the pu-
pils to the level of the soloist and this
developed their musicianship. For a pu-




il o Tesser abilin, 1 think that this is @
wondertul practice, whereas, for a pu-
il of great potential, he will apply his
own interpretation, no matter o whom
he listens. Even though Kreisler was
Suzuki's favourite violinist, he never in-
sisted that his pupils use him as their
maodel

Whenever @ visited him in Japan, he
Jad me teach his pupils who needed
Belp. Twas always amazed to hear them
play a work with, say Milstein, and not
be able to hear Milstein, since they were
so perfecty well synchronized with him.
Although Suzuki had a perfecty logical
Xis, as already men-

reason for this pr
doned. I can quite understand why this
would give rise o controversy.

I'he most malicious, insidious and
nasty comment I have ever heard leveled
against Suzuki came from a well-known
teacher. He said thac Suzuki's idea for
aroup lessons and performing in large
groups was inspired by the Hider Youth
and ideology. which he had come across
when studving in Berlin.

Fist of all. the Hitler Youth came to
the fore more than five years
Suzuki left Germany. While Suzuki was
studving in Berlin. Hidler was struggling

10 establish himself and his Nazi party
in the beer halls of Munich!

Hider disliked Berlin, but made his
first speech there at the end of 1924,
which Suzuki did not attend. I actually
asked him about this and also if he had
read Mein Kampf. Suzuki replied that he
had read about Hitler and his Nazi party
in the daily papers, but had never seen
or heard him speak and neither was he
interested in reading Mein Kampfon ac-
count of Hitler's philosophical outlook
and anti-Semitism.

As a person, Suzuki was completely
apolitical. He was a great humanitarian,
and when a group of us recommended
him for a Nobel Peace Prize, Mother
Theresa narrowly beat him, which was
no disgrace. Just consider some of his
statements regarding humanity

“In the face of such a great scientific
advance as allowing man (o journey 10
the moon, the most important problem
of man fostering man is forgotten. How
long are we to continue this way? Isn'tit
time now 1o start creating an age when

all human beings grow with a beautiful
heart, aworld where there is no war and
where people enjoy helping each
" (Where Love Is Deep)

other

Everyone knows that for over 50 years,
Suzuki Musical Instruments has been a
part of every day life in every music class-
room in the country. What you may not
know is the world’s largest producer of
musical instruments for education makes
a complete selection of world class acous-
tic and digital pianos in every size, shape,
color and style.

Our acoustic pianos come in a
variety of upright, grand and

player configurations. Digital

World Class Pianos From The Name You Know

S84 55,
L suzukiZ

P.O. Box 261030, San Diego, CA 92196 * 1-858-566-9710 - www.suzukimusic.com

models combine state of the art electron-
ics with hammer action keyboards and an
astonishing array of features. All at the
music industry’s lowest prices.

So whether you prefer strings to an
on/ off switch, Suzuki has a piano that will
enhance your home, your school,
your band, your life. Experience
one today at your local music
retailer or visit us on line at

www.suzukimusic.com. It’s the
name you know.

58 AMERICAN SUZUKI JOURNAL  Sprng. 2005

“As we ;.ppmach the twenty-first cen-
tury, humans in the world are not yet
civilized. Man has been fighting continu-
ously since the Stone Age when he used
sticks and stones. Our wisdom has not
grown. We have only progressed from
sticks and stones to swords, guns and
atomic and hydrogen bombs. The fun-
damental aim to kill each other has not
changed. I cannot say that this is a very
civilized age,” (Ability Development from
Age Zero, Ability Development)

Suzuki revolutionized violin teaching
in the same way that Paganini revolu-
tionized violin technique. All his inno-
vation, such as parental involvement,
group lessons and so on, set him apart
from other great teachers and believe
me, there were some very great teach-
ers in the last century, among others
Galamian, Auer, Flesch, Szigeti,
Gingold, and Casals.

Every violin teacher (and others) in
the world has been influenced by the
Suzuki method to a greater or lesser e
tent. There might be exceptions o this
in Chad, Greenland or Outer Mongolia!

There are many symphony orchestras
today with Suzuki-trained members.
Many famous concert violinists were
Suzuki trained. Similarly, in most violin
competitions, many of the competitors
were Suzuki trained. With
thousands of Suzuki trained violinists all
over the world, inevitably, the more able
ones are going to rise Lo the top.

Suzuki said, “In our violin classes we
tell our mothers that we don’t create mu-
sicians, but instead create fine human
beings. Our movement does not con-
cern training musicians, but fostering
human beings by music.” (Nurtured by
Love, Exposition Press, New York) &
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“...our trainer created an atmosphere of

valuable opportunity atany stage in their

such lerie, respect and

ing that, when the time came, I fell confident
and relaxed. It was clear that everyone was
there to learn, not to judge. " ~Sarah Bylander
Montzka

“...the feedback from both the teacher
trainer and my peers was helpful, and it was
given in a manner that was supportive and
encouraging. ™ ~Suzanne Greer

ecently we interviewed a couple
Ro( Suzuki teachers who recently

completed the Practicum. We
wanted to know why they ok the course
and what their experiences were like. One
of our interviewees is Sarah Bylander
Monuzka, a vi teacher from Illinois, and
the other is a piano teacher, Suzanne Greer
from Minnesota.

The SAA Practicum Unit™isa newshort-
term unit developed 0 enhance the SAA'S
system of shortterm workshop training.
While unit core training mainly focuses on
Suzuki repertoire and instrumental tech-
nique. the emphasis of the Practicum is on
honing the ant of weaching. Topics include
communicarion skills, teaching strategics, di-
2enostics and obsenvation. In a nurturing
2nd supportive environment of peers, using
wideo footage from their home sudio and
onsite teaching, participants practice self-
2ssesment skills 10 idendfy their strengths
in ing and those areas in need of im-
provement. In kecping with the SAA's com-
mitment 10 lifelong learning, the
Pracicum provides teachers with an in-

A the end of this article, please find
a list of SAA approved Summer Insti-
tutes that offer the practicum for spe-
cific instrument areas.

Why did you take the Practicum?

Sarah: [ am a training course enthu-
siast! I keep returning o training
courses for many reasons: to learn new
skills, to become a better teacher, to
he hother’s perspective on our com-
mon literature. But mainly, I'm just fas-

inated by the art of teaching and enjoy
being a student! I was drawn to the
Practicum because of its content. It's
basicallya masterclass for teaching, I was
excited about a class that could offer
such personalized and direct informa-
tion.

Suzanne: The course was recom-
mended by several colleagues that I re-
spect, and I felt that it would offer me
the opportunity to get some feedback
on my teaching skills and help me to be-
come a better teacher. 1 had also heard
that the Practicum might be a required
course in the future, 50 it seemed like
the right time 1o take it.

Do you think it was the right time in your
career o take the course? Why?

Sarah: T had been teaching roughly
nine years when 1 100k the Practicum,
It felt like good timing, because | felt l
had a reasonable grasp on (he

a Dle g techni-
cal teaching points in the

literature, by
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The Practicum
What's It All About?

Compiled by Karen Phelan, SAA Staff

wanted to improve the less tangible as-
pects of my teaching: communication,
patience, empathy, parental involvement.
Since the course wasn't attached (o any
specific book, there were many opportu-
nities to discuss these issues.

Suzanne: Yes, I chose to take the
Practicum before I took any more book
levels. Currently, I am registered
through Book 5. I have a lot of begin-
ning students and wanted to make sure
that I was on the right track.

How did the Practicum affect your teach-
ing?

Sarah: I returned to my teaching en-
ergized and excited o try out new ideas.
Specifically, I felt challenged to begin
sequencing technical skills even earlier
in the literature than I had before. I also
felt inspired to improve my non-verbal
communication skills.

Suzanne: The course helped me to
pinpoint the areas in my teaching that
needed improvement and gave me spe-
cific ways in which to improve. I also
learned that I have many teaching
strengths. Now, when I have difficulties,
Irefer back to my notes from the course
1o help me through.

Was there an opportunity to teach students
as part of the course? If so, what was that
like for you?

Sarah: At first the idea was a little
neve-racking. It had been a while since
Ihad taughtin a siwation where 1 felt 1
was bciug evaluated. But our trainer €re

ated an atmosphere of such camarade-
rie, respect and understanding that,
when the time came, I felt confident and
relaxed. It was clear that everyone was
there to learn, not to judge.

Suzanne: Yes, I was fortunate that I
was able to teach one of my own students
who was also at the institute where I took
the practicum. I'was very nervous teach-
ing in front of notonlya teacher trainer
whom [ admire and respect, but my
peers as well. However, it was a good
experience. The feedback I received
was very useful...

Did you receive feedback about your teach-
ing? If s0, how did that affect you?

Sarah: The feedback was encouraging
and honest. I left feeling uplifted and
ready to work.

Suzanne: Yes, I received both positive
feedback and “areas for growth.” Again,
the feedback from both the teacher
trainer and my peers was helpful and it
was given in a manner that was support-
ive and encouraging. I felt empowered
to continue to improve my teaching. It
was a very posilive experience.

Did you have the opportunity to ask ques-
tions that specifically applied to you?

Sarah: Everyone in the class had the
opportunity to ask questions about their
own specific challenges. These sessions
were more like brainstorming or prob-
lem solving tasks as a group where ev-
eryone shared ideas.

Suzanne: Yes, always. [ came with spe-
cific questions and those were answered
adequately.

Were you happy with the choice of video
examples you brought to the course? If not,
what would you do differently?

Sarah: The sneaky secret of the
Practicum is that the course really be-
gins during the taping process. I taped
many hours of lessons in preparation for
the class, and as I watched them—try-
ing to decide which ones to select for
“public” viewing, 1 found mysell think-
ing, ‘Oh my goodness! Do I really say
Wow that much?' Watching those vid-
cos was a learning experience in itsell
and improved my teaching immediately.

Itis tempting to bring in examples ol
the “best” lessons, but Iactually learned
the most by sharing the lesson of a chatty
4-year old. Sometimes I feel a litle

|

clumsy in my teaching of very young
onesand the advice I received was price-
less!

Suzanne: Not entirely. Since I felt like
I needed the most help with beginning
students, I chose to bring videos of only
beginners. If I were to take the course
again, I would bring a wider variety of
levels to the course, and I would spend
a lot more time carefully considering
which videos to bring.

What would you say to others who are plan-
ning to take the Practicum?

Sarah: To those planning to take the
Practicum, I say “Right on!”
More importantly, to those who have not
yet participated I say, “Check it out!”

Suzanne: [ would strongly recom-
mend taking the Practicum for anyone.
Start videotaping early in order to have
a few videos to choose from, and choose
a variety of students and levels. The vid-
eos are a very large part of the class, so
it is important to make sure you have
good quality (microphone helpful in
order to hear clearly). Show different
angles of student, teacher, parent, etc.
Before taking the Practicum, assess your
teaching and make a list of questions
you have in order to better your teach-
ing. Keep an open mind! &
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Ringing Notes

What they are and
how to make them

happen

By Terry

his article deals with several of the

major components of tonalization

work: bow weight, contact point,
bow speed, accurate intonation. There are
many other things (o be talked about with
regard to tonalization work, and a huge
variety of other exercises that can be used
at various stages of a student’s develop-
ment.

Before we begin, there are a few defi-
nitions that need to be clarified. Tone is
the quality of sound. Tonalization is the
concept of tone based on the resonance
of the instrument. Resonance is when
notes ring. Intonation means playing in
tune. Tone and intonation are directly
related, but they are not the same thing.

In order to start at a level playing
ground you will need to replace your
strings if you have not changed them
within the last nine months. The cost of a
new set of strings is approximately $50.00
(full size). Strings wear out just as tires on
your car do, and it's better to replace them
before they break, New suings will give
you a truer, brighter sound.

To produce sound and create good
tone, you will need the following:

-a good how hold

-the ability to keep your bow on the

Kreisler Highway

-the use of only as much how as you

feel comfortable with

The firststep in producing a good tone
is to identify and isolate which notes are
resonant notes (there are nine of them),
Any fingered note whose letter name is
the same as the open strings (E, A, D, G)
will resonate as long as that open string is

free to do so. If there is another finger
using that string or a piece of a finger ac-
cidentally hiuing it, it will not resonate.

To identify these nine notes, you will
need o play all the natural notes (no
sharps orflats) in first position. Name cach
note, then ask if there is an open string
with the same name. If there is, then that's
one of the nine ringing notes.

Once you have done this, you will see
that there is a pattem to these notes:

Srdfingernoteson D,
with the open string that is the next low-
estopen suing. They create an octave, An
octave is defined as the tone on the eighth
degree above or below another tone,

- 4th finger notes on G, D, and A will
ring with the open string that is the next
highest open string. They create a unison
(one sound or same sound),

-There are two Ist finger notes (on G
and D strings) thatwill ring, They also cre-
ale an oclave,

~Low 2nd finger on the Estring (G nat-
ral) will ring and create a two octaye span.

The nextstep is to be able 1o play them
perfectly in tune - here's how. Place your
finger down and pluck the comrespond-
ing open string 1o make sure that notl-
ing is touching it. Draw a short bow, then
stop it, leaving it on the siring. NO
CHEATING! By taking the bow off (lye
string, youare allowing the fingered sting
1o ring. If'you slow the bow down instead
of stapping itabruptly, the open string will
stop ringing by the time you slap your
bow. A short how...a fast stap... leave iy an
the string, That will 1ell you that the fin-
gered note is in wne, 10's like an answer
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key built right into your instrument!
(When you are practicing or performing
a picce it's ok 10 take the bow ofl the
string.)

ch the open string to see if it vi-
brates. Because each string has a differ
ent thickness, the thicker (or lower) the
er it will be 1o s . Ex
periment by adjusting the placement of
the fingertosee if the open string will ring
more, The range of the pitch center is
about the size of a pencil point, so you
will have some room to move around.

Some ringing notes are easier to atain
than others, Generally the 8rd finger on
the Dstring (G) is the easiest, followed by
the other 3id fingers, The 4th fingers are
the most difficult, Bring the left elbow
around even more when using the 4th fin-
ger. Relax your wrist inwards towards the
neek of the violin if needed.

- Yourgoalisw playall nine notes perfectl
inne in less than ane minute!

REMEMBER - When doing this excrcise,
alwayy keep the bow an the string!

What makes unplayed apen suings ring?
Bmxfm- they are the same note name, and
the fingered note was played pertecdy i
tune, the unplayed open .{uing.\ ring. You
weyourbow to make the string vibwate. That
niakes your briclge vibrate, which makes the
sound post vibiae, which makes the body’
and llfr Yestaf the vialin v The ring-
‘;‘R Suing is attached (o the vialin and heas
|!I "1::::::‘ ‘“l!*:“ “Hey, that's mynote! " an

| 8 alive. When an unplayed now
vibrates, it goes Lok 10 the bridge aund
;'ljfkg'x the athersuing vibraie even more:
Uslike an electrical cireuit,

string is, the e

e

The next step o produring good mne
has 10 do with the bow. Betore | explain
how it works, let's talk about some con-

cepts of the basic bow holid

The middle fingers should drape ov
the stick to help the thumb hold the
bow. This frees up the It finger and
pinky o balance and steer the how. Re-
member to watch for white knuckles -

this means tension, and tension will
counteract evenvthing vou do to get a
good tone. If the pinky knuckle is
slightly bent, the other fingers shonld
soften

Remember, the right hand doesn't
hold the bow, the string does. Give the
bow to the string by using a heavy bow,
but don't let a heavy how bring vour
head and body posture down

The bow's joh in tonalization is to hal-
ance the condition of the weight and
speed of the how, which is always chang:
ing. Remember to keep vour bow on the
highway!

Put your violin up and rest the bow
in the string by releasing your right
shoulder. Wiggle the bow on the sting
belore you start to move it First dive

Here is a compilation of ringing notes found in Book 2. Open sinngs are Nol counted as 1gung noies,

[ Name of Piece
| (towl # of notes)

Chorus (77)

Musette® (196)
Hunter's Chorus* (185)
Long, Long Ago (194)
Wal (177)

Bowrree (254)

Two Grenadiens® (154)
Witches' Dance (138)
Gavotte from Mignon (
Lully Gavotte
Minuet in G** (375)
Boccherini Minuet** (548)
TOTAL: (3036)

the how hack and forth while relasing
v how arns Now it yoneare sire the

Diow is very heavy on the string, 1y show-

ing down the how speed. Sty i the
middle part of tie how. When e uow
is hoth eavy aned moving slowly, you 1l
nt where your tone s

et 1o the p
seratehy This is where e sonnd hreesks
P YOu want 1 get 1 that pont w ven
ve 0 go w0 break

know how Lar you |
up the sonnd. Onee you have ot
the breaking point, rebax a Jittle. This s

110

where you will get the best 1one

Let's see how good intonation ties

to tonalization. Remember that mitona-

ion means playing i tune The nine

ringing notes that we have been talking

about are resonance pomts. These mine
nehor

resonance points become
4t and feel them

pitches. You can see. h
when they are i e Allthe other iies
are relative (o these anchor piches. 1 vou
use the combination of anchor patch ad
note con

relative pich, vou Il be muct
sistent with vour imtonanon,
S0, apen your ears and get ready 10 i
ten tovour imtonaton and one Onde vou
Wi Your cas 10 listen for those tgang

Ringimg Open
Notes Nunngs
31 13
A 0
69 33
o o
oA —
97 0}
62 31
4 H
162 B
Rt
1)~ )
I o1
1139 o

and learn 1w adjust your fingers
auuckly, you won't be able 0 stand play-
g out of tune agun! &

Teery o the dheeesunr o the Ssurks Vil Satdio 1
Foptesmmtht, Hasere whess she o b vesiin anl Muessc
ik  comes, - o-agroee) e B toeberrs A Vi fremn
Htvaw s Coninogr whmar sbse strubieed Susnka jeekagrngy
ety Sarmpy e vizmmrrg, sk v gy moth Vet (acartrart.

o s member of
e Mo s Phaiies (mehestra Tesry piave wnnual
smesinn cwes Al i rakas” el sinas v Yo
) weeiiseogs sw) juatten wih the Namthesn Loghies
i Wit wares. A whslh e e Tmnmdiing
e B v s areel sty s a0 M
b st ( Tnemmime One bestza, mhese e
o b ottt em 4 1) g,

Ins the pant Tesry
i e bimemmeh wrty s gremepe 2 thie Ponviaid
riera) wrpnr O hestra
s v eiesnen oy w0 Do) Ongbens
MTANTIL, Ting fngeh A s s, aand
Teors o sirve
bt 4t AL e M asniks e caloom,
i e the Marston

Noa-singing
Notes

That means that 61% ol the notes in Book 2 ring!

Did You Know?

-8 of the first 10 notes ol the Violin I part ot the Bach Double (BX. 4) are ringing notes!

~The only song in Buok 2 with 3
* with repeats
=% with repeats and DaCapo

@ r ul notes being NON

tinging notes iy Minuet in G!
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The Art of Listening

By Joseph Kaminsky

ne [rigid winter in the not so dis

tant past, a man named Shinichi
Suzuki sat listening attentively o a
young student. As the student struggled
through her picce, playing obvious
wrong notes and rhythms, Dr. Suzuki
closed his eyes and contemplated what
1o say (o this young child. After the child
had finished playing, she braced for Dr.
Suzuki's response, sheepishly staring
downward at the floor with total aware-
s that the performance had been a
near disaster. Dr. Suzuki gendy looked
at the child, and complemented her on
her endurance. Then as he spoke to her,
the words that came out of his mouth
were totally unexpected. “I would like
you to go home and not pick up your
violin for one week.” The stunned stu-
dent cocked her head toward her
teacher in dishelief. Those words were
not what she had expected to hear.
Then Dr. Suzuki followed up with this
advice: “You must go home and listen
10 your record for three hours a day.
Then come back and play your picce for
me next week.”

What a creative idea! Dr. Suzuki had
5o much confidence in the role of |
tening to improve a piece that he used
this lesson 1o prove a point. No one for
an instant would ever suggest that stu-
dents give up practice (though many of
my students might he sympathetic to the
idea), yet the role of listening, sadly, has
to be the most neglected component in
the implementation of the Suzuki
Method and, oddly enough, just about
the casiest to accomplish, I have actu-
ally had more than one parent in my
program tell me that they didn't have
time (o listen 1o the €D because they
were so busy practicing for two hours
ini-
ing

nes;

per day. Those were very dedicated
lies whosc children were progr

quite well, but I wonder whether they
would have o practice two hours a day
if they just listened to their CDs one
hour a day (perhaps when they ate din-
nerand when they went to bed).

Just two months ago. a new student
came into my program from a small
town two hours away. Falways marvel at
families willing o make the strong com-
mitment 1o drive two hours 1o a violin
lesson every week. As Thave three other
students who currently drive two hours
or more 1o get o their lessons, I knew
that families who make such a commit-
mentwill usually “go the distance” in the
other areas needed 1o make progress in
music lessons. But 1 couldn’t have imag-
ined what has happened in the past iwo
months. With our C
coming up, 1 told the stadent that she

ristmas concert

needed to memorize her Suzuki picees
(she hadn’t had 1o do that before) and
that she could maybe lear a couple of
Christmas carols for our December con-
cert. To my surprise she had all of the
Suzuki picces memorized that we were
playing on the concert, and she addi-
tonally learmned and memorized all of
the Christmas picees (nine Christmas
carols, plus Wish Upon a Star, Jesu, Joy
of Man’s Desiring, and Beauty and (he
Beast)-all in one month! Tasked her how
she able 1o do this, knowing full well
that 1 have students thar 1 hive taught
for three years who stll haven'tleamed
all of the carols. She said it was ¢

SV Since
we have all those picces on ouy
Kirkwood Academy “Strings (or (e
Holidays™ CD. She just listencd 1 (e
Suznki CDs and our holiday G eveny.
day. .r‘\lul.\ln-lim-nrrllnllu-unl\u'mg|Iu'
Tour- hour round-rip drive o her fos.
son each week

The Suzuki Method is bascd on )y
“mother-tangue” model of learning, 1y
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Suzuki carefully observed how almost
all children learn their native language
naturally, even mastering the subtle
dialects. Children listen to their parents
talk from the day of birth, if not before.
They learn words, respond to their
names, learn directive commands, and
vecognize comforting words, long be-
fore they can actually say those words.
Next they learn how to say a syllable,
then aword, Then by combining words
n make short sentences, Read-
that they 1k
comes later, and writing those same

they ¢

ing the same words

words comes even later. This is the
natural sequence of learning language-
the "mother tongue™ method.

Imagine teaching speech o a deal
child who had never heard words. My
grandmother went deal at age three
from scarlet fever., She heard language
for the most important three years of
her life, yet could barely @l under-
standably as an adult in spite of all of
her special training. She had some lis-
tening in the carly years of her life, but
notenough o speak clearly as an adult.
When she read out loud, she repro-
duced sounds as best as she could,
based on what she could remember
from her childhood, but she really
didn’t come close cnough o be under-
stood. Many Suzuki students are much
lke my grandmother: they haven't
done cnough lisiening beforchand.
and when they ty 1o make sounds on
e instiuments, ey don't come
close either,

Fale ook at the Tollowing tvo
drawings: "

LA

[hey ave reproductions of acal
drawings done by one ol my stadents
This student hud heen progressing
rather slowly in her lessons: Fasked her

Who hasn’t heard of
the old saying
“practice makes
perfect”?

how much she was listenimyg 1o her re
cordings and found out that she hadn 't
been listening. so [ devised this exper
ment. Fasked her o

get a prece of pa-
perand a penail. Then Tasked her o
draw a picture. Ewould el her 0
draw it but not et her know what she
was actually deawing, This wav it would
approximate a studentatalesson st

ing to play a picce that they have never
Iq

heard belore, The student would be
learning the piece solely from instiue
tion ol the teacher, without any previ-
ous model. The teacher would ol course
mold the student’s plaving by telling
them what o do ("... accent the G, play
the F natural lower, fix the counting in
this measure, crescendo on these re-
peated notes,” etc.). I this experiment,
1 spent one minute telling the student
how to draw the mystery picture. made
my comments as exacting as I could
“Go 1o the center wp ol the page
put your pencil four inches down
trom the top of the page and draw
4 one inch line going down. Now
put your pencil at the wop o that
line and diaw aone-inch cunved line
guing w e el thatcunes up then
down. ke
Alter one minute ol teacher wstruc
tons the diawing was stopped and the
paper wned over. Then Lyentinu the
closet. brought out @ coat hanger aid
put it on the tble, “You have one
minute © diaw a picture of this,” Tsaid
(o the student. [is winazing how much
more quickly and accurately she pro-
duced the second picture, with much
less eltost trom: bath the student and
teacher. s you can probably sunmise,
pictare T was the one the student dien
with only verbal instruction. and picuie
2y the pictre the student diew with
only one verbal instracton, “Diaw this.”

he activiey of listenimg not only en-

Bances the quality of our plaving, bt

so imereases the rate at whic v in

Whiat can we get from listenings Here is
pust o partial list ol what we can expect
tolearns e notes 1o prece. the form
of the prece. e e, g wmpo
he dvnamies, the twone. e imtonaton
the how stroke. the sivle the accomps

mment. the recards, and the moods of

cach section. Tmagme i 1eacher gne
Fstudent a section of g new prece for
the next lesson and the student
Dack with all the above items i exce

Tent shape. What would be leit for th

teacher o work ons Undonbred
wonld be some subtle things 1o polisi
md mavbe some bow distribunon issoes

1o addiess, but by not having 1o work

on basic notes, memors s thins
mamics, and tempos done one conld
v atremendous anount of fine
Iearming 4 new piece

s tvpe of listenm semng 1o g

model, is s important o both the qual

i and quanoy of mussc leanmed But

without the other ivpe of hisie

Calsell analsis,” much of the time spent
listening 10 the CD will be wasied. Who
Bast'Uheard of the old g “pracice

makes perteat™ Fihink that should be

Changed 1o the pragmatic prove
fect practice makes practicalh pe

[tis entirely possible to pracice 15

ates aday tor one week and com

the lesson i much worse shape than it

the student hadn @ practiced aall Un-

tortunately, this sitiation s o

witwould seenm Tos just s casv o

wiong bowings, wiong notes, and wie

3
hvthins, as it is o learn the aghtones

A student pracucing who plas oo tast

L student whe

to listen to himselt
does't tocus enough w catch the mis
takes when she practices. 4 student who
ouly plavs straighe through the entre
piece without stopping o tix the prob-
ettt spots, o 4 voung student who some-
times has o practice aone because his
Parents are oo busy o practice with

their child, are tecipes for leaming a

new piece incorrectly

Lu the veal wodd there is nosuch a
thing s perlect practice. Barents will oc-
Casioally s 4 stdent's practice ses-
ston, we b Rnow thac o childeen will
practice o quickly, and geuing chil-
dien W s wtis problen spots in
picee s somctimes like pulling teeth

With such realistic practice sessions, we
need a realistic way to insure that prac-
teing 1s actually making our pieces bet
ter. Listening o our Sizuki CD s the
wav. Putting on the CD at bedume. dur-
i meals. in the car. or during naptime

ire siich easy wavs 10 Improve progress
o a musical instrument.
No e 1 listen? What does— pic-

tire ook ke &
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Notes and quotes in review of
Music, the Brain, and Ecstasy—How Music Captures
our Imagination by Robert Jourdain

By Dr. Ray Landers

RdLher than review this terrific book Iam oflering a broad selec-
tion of statements found within. These are quotes that,
brilliant way, help us to appreciate and undersand music's value
more and more.

“Fora few moments music makes us larger than we really are, and
the world more orderly than it really is. We respond not just w the
beauty of the sustained deep relations that are revealed. but also
the fact of our perceiving them. As our brains are thrown in over-
drive, we feel our very existence expand and realize that we can be
more than we normallyare, and that the world is more than it seems
* (p331)

“Merely (o sing *Mary had a Lide Lamb,” a child's brain needs to
have absorbed much of its culture’s tonal system..... Even a newbom
has a musical life of sorts. The infant’s initial response © musical
sound is o wm toward it defensively. But by one month a baby can
distinguish between ones of different frequency. By six months, the
infant responds 1o changes in melodic contour ... even a baby's
brain perceives a melody as a system of relations between notes,
Even at two months of age, some infants can replicate the pitch and
melodic contour of their mother
teen months, just as babbling wims o discreet words, infants
clongate vowels in a way that is clearly musical. Gradually, some-
thing quite unlike language arises ... . Itis song.” (pp6162)

“The history of harmony parallels the development of harmony
perception in children. Westerm music slowly progressed from me-
lodic contour to hanmonic melody to pure hanmony, mauwring in
seven centuries as every child does in about seven yeas.” (p93)

“Basic perception of harmonic intenvalsisseated (in most people)
in the auditory cortex of the yight brain. Rhythmic skill however,
favors the left brain.” (p149)

“Many parts of the brain are
tes memories and novel ideas, Cortain aspects are lo-
calized by sensory modality ... visual cortex...function...In certain
respectsacomposer's memory resembles a chess master's. Both carry
around a vast library of paterns that can be combined in myriad
ways to produce onc-of-akind compositions or chess matches.”
(p166)

At first glance, it seems remarkable that a brain cn s
fify thousand musical devices ..... et we all know roughly fifty thou-
sand words in our mother tongue, including thousands of names
for persons and places and products, Equally, we casily know fifty
thousand features of the streets and buildings we inhabit. Inan envi-
ronment in which we are genuinely engaged, our brains just go on
learning and leaming and leaming.” (pIG8)

“Integral to the modemn notion of musical talentis the idea i
everyone is bom 1o compose. Children are expected 1o draw pic-
tures and write stories when they're sent ofl 10 school. But when it's
time for music education (and there isn't much of it these days), the

songs... hetween twelve and e

orization cii-

at work as the .

OW Wity

cmphasis is on playing music rather than making it up .. But
e that children

developmental payehologists have demonst
yeadily become little composerswhen encouraged and suppored

Musicaity lowens ifitis reinforced froman carlyage ... The
paint is that original msic arises manwally from minds exer-
cised in it and not from some muse inhabiting a fortmate few.”
(PP18GRT)

*.no human undertaking is so formicable as playing a musi-
al instrument. Athletes and dancers may drive their bodies 1o

ater exertions: scholars may juggle more claborate concep-
il hicrurehics; painters and writers may project greater imagi-
nationand personality. Butitis musicians who must diaw together
every aspect of mind and body, melding athleticism with intel-
leet, memory, ereativity, and emation, all in gracious concert ...
Picture a pianist sitting down to play music ... every sensony
system except those for mell is put to work .
(pp201.02)
“Music teachers forever caution thei

I

te and s

students against auto-
matic playing Every performer kinows the experience—the blank
glaze, the sensation of time suspended s kind of playing
proceeds with little awareness of the audience or the music

self like a typist copying pages without comprehension of their
contentany break in the [long chain of moment-toamoment
Kinesthetic associations] and the musi

nis lost. But this is not
the aatomation ofvirtuosi, They perform with high-stnung aware

ness of i unfolding hic

0 archy .. anvthing but robadic.
“In the view of many anthropologists, music first evolved ©
strengthen commumity bonds and resolve conflicts ... . As hu
mansinvolved linguage, with inonaton inherent in every word,
Itseems inevitable that fomial expressions of emotion would
gradually coalesce into something like melody. 1t is by exercis
g OF asuaging emotions t we e
Tuman beings.™ (p308)
When a good car follows wood music, somehow even the
decpestand most absiact relations seem o find
the body. Music lovers sju
the muscles and bones,

stablish rapport with other

~sion in
ak alfecling notjust pulsatng beatin
. bt abo melodic contous, Tarmonic
ransiions, dynaniic shifs... " (,324)

“When pleastie i a
iy "cestasy.”

\pr

| e 10 extemes, we sometimes describe
v o o Oty melis the boundaries af ow being, 18
i ",'\«”_“" external warld, cngulis us in feclings that

M)
ence, anisie mlnn s hanel 10 think of any viswal exper
L nise, i i . .
(P28 Ut iy s onendiclining as music:

are oceanic

thaps wh
Becthonen I ey e iy o so e anotier
anlsac V\\'\\‘\unul\|u'll\uul\\l\\-un\lltl\\.\I\HL\U

cally describe
NS et 1
telations UN “'
cally approsachabe.” (s, b et

p—

e oftererd the quores above w hopetully stinin

eluded are the origing of music. comparisons of

(he reader o probe this hook deep

Subjects

Jic aned knguage. how the environment. bisin, and

Pl work tomether o produce music, hisiorical as-

et ONARDUS COMpOser. nalysis of o s pes of
femories and leaming techniques. physical aspects
ofpirchinariousulires. Theoretical aspects inelude

2 scientific ook at how musical instruments work.

n

gins of scales. chords and chvehim. Musical emotion,

+ deailedd analsis of the hemispheres of the brain.
and canses of one<deatiness are also deall with. Fur
ther areas of discussion cover areas such as geometry
and art in relation o music, analysis of how we per
Vol
oy, daniger of passive

cene music in relatic

present and past, lomg

termas <hort term me s

listening only. overtones in relation (o major. minor

angmented and diminished chords and how they al-

fectus emationally, defining good taste in music, m
compared 1o animals in relation o music—and
much, much more. There are passages that are quite
casy to read, some that are very ditficult, but over all
Mussee, the Bresan, and Fostasy s the type of hook 1o read

lewsurely and intently . a book 10 ponder over For

this reviewer it has been fankly e most thought
pronoking book on music and s ole i o exist

cnce that Ehave read. &

IISIE.
THE BRAIN.
o EESTASY

Froum Asmason.cons

SWhatis uisic? How and why docs itatfec uss Whats i
nature of musical genius: Ao compuser Robert
Jousdzin explores tiose i otdier questivns, o e o
sl i ¢ of souid Ui ough Composion, e
wnd, tinally., Ui e ol cotsy. His prose s cuiicntly
teadable, ollcing sery dcesible account ol it
subject w Uie gencral tader s well as w e musical -
phisticate. Uhis s a Lasc g i intguing book. witen
by somiconc who dearly kiows his subject.” — M, the
Bruire, ad Fostasy o Music Caplnes aur Inaigiuigin by
RobrJourdain (Wil Mosrow aid Comprany, e, NY,
NYL1RI7) (577 pages, papt back)

e, SR
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Fernando Sor
The “Beethoven of the Guitar”

By Mark Marston

rrando Sor s ane of s handiul of ¢

es of articles, Mark Marston takes a look at the history be

ok

A the s 1 the S Cantar
pasters of the guitar from the

s %0 great that he

Classical era His contribution 1o gustar reperton

retimes called the “Beethoven of

- guntar " He acially wrote for

many other instrments as well, inchuding gutar concert, vocal music,

W even 4 lew operas; however. it s the who guitar works for which he is
most remembered. His music s i luded i wseral volumes of The Suzuk:
Curtar School

Sor was o winewhere sound 1778 i Spraan. No one s exactly sure when
Decatise Sor appaently hed about has age axd <axd he ws bom on Feb. 17, 1780,
We kinow that s 50t e becaine his haptzan e osd dems he was baptized on
sandio Macan Sors,

wdd during his life he e the firs naime Ferdiand s the s name Sors in

Feb, 14, 1775, His full iasme grven ot bapizsen

WAIBON 16 the ore Comsmon Femamdo Sor wha sl we omnetines e his
name lised s Ferduand Som i Comprnstxs
Sor apent the fin thitvve vean of has e 1 Spau He was from a family of

g s ial standing,. Fasly musscal cdhacaon was alowed but not exacty encour-
e A chikd, e fird componed by witing wogs 10 the words of his Latin

crammar. From a voung age he plaved the guiar and the wolin. He kacked the

raining 1o read and wite conenbonal musc, w he anented his own systemn of

notaton. He was infhuenced not onk by the muss of Spain, but ako by Mozart,

Flaydn, and ltalian opera He wioie his omn STagements ffom operas 2 ios
With uitar Accompaniment. which he g with ? entuzally, his great

gnized. and he was went 1o iy music 3 the MONSCrTat monas-

pasenis k

talent was rec
tery. He abso wnved m e Speanish amy, s was promoted to full eutenant
he came 1 the conclusion

largeh due 10 his musical abality. In leamung the g

that there were Ho masiens of the msinunent svabble W ieach him, o all guicr-

it he Kiew limited use of the msinument o smple accompanment.’ His ap-
proch (0 plaving wud compsing for the guitar were almost entirely slfaught

While he lived i Spain, Sor wiote many solo guitar works, which were not
published unal much bier in his lite after he became amous. These cary works
were much more i the chssical wle of Beethoven, Haydn and Moz than his
later ones. [ the mosducson 1o hs Megtod, Sor stses his tecling that harmony
s voice leading e as importng on the guinr as in orchestral or piano weiting,
and s shows e his cary works: Publishiers had gouble selling this music o
it oo difficule After leaving Spain, Sor stirted (o write music
(hat cosidered the fechiical aspecs of the nstument and was less concemed

QUi who L

with o Sonie ot the music rom this e was most populkar during his litetme
andsall s oday, ncluding several collecuons of ctudes and the Vanations on a
heme of Messaat, op. 9 (conuay (0 whatane would guess from the opus number,
iy was o later work ot Soc's)

Oue ot the works that bestshows Sor's carly sivle s the Grand Sonaza, opus 22,
Lhe thivd movenmient, Minuet and Tro, s ncladed i The Swewkr Guatar Schood,
Volue 3, and the kst movement, Rondo, s included i Volume 6. The Grnd
Sutat s e exanple of classical sotat oem on the solo guitar. Many authors
tutasaciaed with te gui
e luoks up “sonaa” i The Grove Dictwnary of Musie Soc's name s tound, and

[>)
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have offered praise for his use of the soua form, It




Mendelssohnian gift for melody”

while being less concerned with the
classical harmony and voice leading
typical of Sor’s earlier works. One can
see the change in Sor’s writing style by
comparing the two rondos in The
Suzuki Guitar School, Vol. 6. The first
one is from opus 48, which Sor him-
self described as a new direction in his
compositions. In the introduction, he
makes the puzzling statement thatopus
48 is “music quite different from mine.”
presumably meaning different from
what he had written previously.

William Newman singles out Sor in his
extensive work, The Sonata in the Classic
Era. Newman says, “the creative worth
of Sor’s guitar sonatas is high,” and men-
tions opus 22 several times: “The style
goes back to that of Haydn and
Boccherini, especially in op. 22/, which
has all the neatness and syntax of a clas-
sical symphony, and op. 22/iii and iv,
which could nicely pass as a minuet and
rondo by Haydn.” *

Brian Jeffrey, today’s leading author-
ity on Sor, describes his later music as
having “above all a Schubertian or

The transition from “learping to read” to “reading to learn”

8 Farr Publications |

4 Sunshine Lane, North Oaks, Minnesota 55127 |

6514840522 fax: 651-483-5362 |
e-mail: faith@farrpublications.com

www farrpublications.com )

Mel Bay Publications . . . IDEAL BOOKS
for TODAY'’S STUDENTS!

VIOLIN DUET CLASSICS S -
MADE PLAYABLE

By Mary Ann Harbar. Fifty-plus themes and excerpts from the standard
classical violin solo, symphonic and chamber literature, arranged for two
violins with chords, For players desiring short recital vignettes, repertorre
for casual engagements, or simply an introduction to the genre. Most
numbers can be played by solo violin. 128 pages.

Book/CD set (966198CD) $22.95

AMERICAN FIDDLE
TUNES FOR SOLO and
ENSEMBLE Series
By Craig Duncan. Each collection contains 16 traditional fiddi
fom across North America arranged in'a theme and variagon b
typical of American fiddling The authentic fidding stle harmonies ere
written so that various combinations from solo instrument witly piano
to duets and trios to full string quartet/orchestra are possible. Each
edition includes melody (solo), harmony and piano accompanment
Beginning in difficulty.
Cello and Bass Edition (99387) 80 pages, §9.95
Viola, Violin 3 and Ensemble Score Edition (99385) 80 poges §9.95
Violin | and 2 Edition (99386) 64 pages, $9.95
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In the Rondo from op. 48, there are
Dasically two voices: the melody and (he
3 O’cr:h‘inn.\lly there is a third inner
voice that mostly parallels the mcelody,
The melody is obviously ol primary im-
portance in thi rondo, showing off al-
most the entire range of the instrumen
right away. The bass mostly relies on the
open strings, with a lefi-hand finger or
two sometimes required for scale pas-
sages. The strengths of the instrument are
utilized in right hand arpeggio patterns,
parallel thirds and sixths, and the use of
open strings to connect long meclodic
passages using several different positions.

In opus 22, the rondo has three inde-
pendent voices, with an occasional fourth
added to complete the harmonies. The
bass line is more active than in opus 48
and relies less on the open strings, requir-
ing great facility in the left hand. The in-
ner voice still parallels the melody at
times but more often uses independent
voice leading one might expect in a pi-
ano composition. By studying both ron-
dos, the guitar student not only learns
about Sor's different compositional styles,
but discovers the many different pos-
sibilities that our instrument offers.

Ifyou'd like to hear the complete Grand So-
nata, as well as many of Sor’s solo guitar
works, a recommended recording is Sor:
Grandes Sonates, part of the Naxos Guilar
Collection. Adam Holzman is the guitarisl.

1 Sor, F. (1850). Method for the Spanish
Guitar. London (p. 5-6).

2 Newman, W. (1983). The Sonala in
the Classic Era, New York (p. 663-664)

3 Jeffrey, B. (1977). Fernando Sor: Com-
poser and Guitarist. London (p. 101).

The source for the biographical information in this
article s Fernando Sor: Composer and Guitavist. Writ-
ten by Brian Jeffrey and published in London, 1977

Mark Marston has been teaching guitar using the
s\“’"-“ method for the past en years, currently at
s Genter for Young Musicians in Weford, PA. 4
sul burly of I'nl.\lllngh Mark was part of the interna-
et ¢ the materials 1ot

an it helped prey

the et volumes ol the Suuki Guitar School: 1€

Loty carned his Master in Music from Duqueshe
Uity and travels regularly as a performer and

clinician,
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Sibelius
70

4th grade
students
composing for
a string and

woodwind

quintet?

Sibelius 3 and the Sibelius Educational Suite

Annapurna (above) follows the score of her first composition
while a quintet of professional musicians prepare to perform
and record it as part of the Vermont MIDI Project's OPUS 9
concert and CD. The Vermont MIDI Project is an innovative
program that uses Sibelius technology to teach music
composition to students in grades 3-12. To learn more,
please visit: www.vtmidi.org

Can you imagine Sibelius in your classroom?

We want to know if and how you see technology being used
in your classroom. Please go to www.sibelius.com/imagine to
tell us your thoughts and learn more.

Sibelius offers a complete suite of products for teaching music in the classroom

Sibelius 3° - Complete software for writing, playing, printing and publishing music notation
Sibelius Instruments” - Interactive guide to orchestral and band instruments

Sibelius Compass® - Composition lessons, projects and tools - includin,
Sibelius Starclass - Ready-to-use lesson plans 10 help teach elementar,
Sibelius Notes - Lessons and worksheets to use with Sibeliys 3
Auralia® - Comprehensive ear training for all levels

8 3 unique and easy 10 use sequencer
Y music

Musition” - Complete software for teaching and testing music theory

Kontakt Player Gold® - High quality sounds for Sibelius 3
PhotoScore Professional 3 - The fastest way to scan music

To learn more about the Sibelius Educational Suite,

20 to: www.Sibelius.com

*Sne Licenses and 5-User Lab Packs Available for Schools
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New Venezuela violin donation

The Latin American Suzuki movement is
the new wind of the Andes, sweeping to
distant valleys and tiny pueblos. Instead
of conquistadores, Peru is enjoying a new
kind of missionary, the dedicated, hard
working, hard traveling Suzuki teacher.

Conclusion

To go back to my earlier question about
litde Llalliq; how is it that children from all
over Latin America, including those from
geographicallyisolated and economically dis-
advantaged communities, are leaming to
play music?

The answer is through financial support
for these programs. Registration fees have
1o be setlow enough to enable students and
teachers (o attend. Teacher Trainers come
knowing that they will teach longer hours
and that their pay will not match the rates
they are accustomed to.

The Suzuki Association of the Americas
is a great supporter of interational events.
They donate instuments, music, other re-
sources, provide funds tosupport eventsand
award teacher scholarships.

Other groups and individuals give gener-
ously o the Festi
and uavel, depending mainly on private
donations to bring in deserving teachers to
the Festival. This year over 60 teachers trav-
cled on scholarships from all over Latin
America.

There is a need for donations of insuu-
ments and music 1o give out w students; in
onevillageacellois passed around from st
dent o student for practice and for lessons.
Inanother, students make dowith paper ke
boards o practice. Right now, most families
do not have the Suzuki books but must de-
pend on fiayed copies for music, Teachers
who have the courage and dedication 1o
uavel o the provinees from the big cities,
who must ride a bus sometimes more than

Al 0 provide scholuships

cight hours to reach their students, need
help to meet transportation costs—for that
matter, (o atain a decent living wage. As in
most third world countries, professional
qualifications or educational level does not
guarantee a higher income. Teachers often
barter their services in order to envelop more
students.

Thave seen first hand the incredible fruits
of the efforts of the Latin leadership. The
Suzuki movement in Latin America is affect-
ing many individual famnilies from every walk
oflife. These students too will become teach-
ers and performers themselves. They are a

Brazil, Puerto Rico and Peru; some for a-
‘most that many years such as Bolivia, Colom-
bia, El Salvador, Costa Rica, Mexico and
Chile; but there were also countries repre-
sented which had newer or smaller programs
such as Ecuador, Uruguay, Paraguay,
Panama and Venezuela.

The Encuentrowasa three-day event with
several excellent talks and panel discussions.
Past SAA presidents, Tanya Carey, Pat D
Ercole and William and Doris Preucil, spoke
about their “Vision for the Future”; Doris
Koppleman spoke about “The Challenge of
Change”; Pam Brasch and Dee Martz gave

source of pride and achi in a soci-
ety that often cannot afford to support such
talent and initiative on its own. At the core
of learning an instrument with the Suzuki
Method is experiencing a learning oppor-
tunity of the most excellentand highest qual-
ity. Each student has the potential of
mastering his or her instrument so well that
he or she could pass on their craft to others.
This ability to help oneself improve and suc-
ceed will help a third world country exceed
its economic limits and move closer to its
rightful place of influence in the world. And
it all starts with a litde child. It always does.

The 3 Latin
American
Teachers’
Conference

Report by Marilyn O Boyle,
Member of SAA Latin American
Committee

ear Lima hosted the Third Latin
an Suzuki Teachers Conference, di-
rected by Roberta Centurion and Caroline
The growth and development of
Encuentos has also been phenone
enal. The first Encuenuro was held in 1999
and the second in 2002, This time we felt
the need o change hotels ac the last minute
becase more and more people wanted 1o
come, and we were still cvowded in the big-
germeeting rooms! Therewere 15 countries
represented, several for the very finst time
and over 100 people in attendance. A few of
these countries have had Suzuki progras
for more than 20 years, such as Argentina,

America

p 1s on the Suzuki Assodation of
the Americas and on “Servant Leadership.”
Other presentations were given by Caroline
Fraser, David Gerry, Blancamaria
Montecinos, Fernando Pifero, Gabriel
Pliegoand Dave Madsen. A panel discussion
on “How to Organize a Festival” was led by
Andrea Espinzo (Argentina), Dilva Sanchez
(Colombia), Ema Diemecke (Mexico) and

Annika Petrozz (Peru). Flor Canelo (Peru)

and Valene Goldenberg (Chile) gave ajoint
presentation on Latin American Music.

In addition, we heard reports from all 15
countries. These were wonderful and very
informative, most with PowerPoint presen-
tationsand/orvideos. We hope to have them
soon on the Latin American Suzuki web site:
www.Jatinsuzuli.org. Every day after lunch,
the 15 country representatives met to discuss
and make decisions about concerns and is-
sues affecting all of the Latin American
Suzuki programs. The third day was full
to the brim with workshops on “Strategies
for the Future,” involving wonderful par-
ticipation and demonstrating cooperation
from all participants. Throughout the
Encuentro 1 was very impressed with the
Suzuki spirit in action. Here were people
from 17 countries (including the U. S.and
Canad) working together, non-competi-
tively and unselfishly toward the common
goal of bringing music and growth to the
children of the world. At one point, when
we were working in four different
breakout groups on goals and strategies,
one goal thatappeared on the white board
from each group was to “bring the Suzuki
Method to the poorest parts of our coun-
tries so all children can benefit.”

Afterwards, Doris Koppelman re-
marked, “Such warmth, caring and gen-
erosity of spirit is so welcome—such a
wonderful example. It is unfortunately so
rare in these days of meanspirited selfish-
ness in which every day briny

dren in our wealthy country.” c
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Since 1887, the Nagoya Suzuki Violin Company has crafted the best known
instruments for beginning students.

The company's Master Violinmakers have also designed and produced many
models of Artist quality instruments. Each model is handcrafied from select
aged tone-woods.

Carefully graduated tops provide responsiveness and rich tone qualitics
throughout each model.

The nicely fitted linings and blocks help to make an instrument that is as
beautiful on the inside as on the out side.

Hand-varnish provides attractive shading and a rich luster that adds to the
value and personality of each piece.
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Website: www.coloradosuzuki-org

‘ ic at snowmass
At aspen, coloradg

session one
June 13-18, 2005

2 bedroom condominiums
starting at $76 per night

session two
June 20-25, 2005

Hotels at $57 per night including breakfast

Combine your family vacation with the Colorado Suzuki Institute
in the Rocky Mountains at Snowmass Village at Aspen!
Luxury hotels, studios, and condominiums
are available at affordable prices.

/KSWM“:

Violin = Viola » Cello = Bass
= Piano ® Flute** = Guitar*

’ L

Featu}:
u Extraordinary Faculty & Programs
For Program Information, Call or Write:

CSI/CMas

373 Clermont Street

Denver, Colorado 80220-5641
Voice Message: (303) 399.5764
Fax: (303) 399-2999

E-Mail:

s Teacher Training Available at All Levels
» Chamber Music Programs for Advanced Students
= Special Housing & Activities for Unaccompanied Teens
u Free Daily Activities for Families

**Flute is only in Session Two.
*Guitar is ble only in Session One.

y@colorad




Latin

America

Novedades

de

Ameérica Latina

Compilado por Caroline Fraser; traducido por Caroline Fraser
y Claudia Woll, Pert y Margarita Troetsch, Panama

Taller de Lectura
Musical, Santiago,
Chile; 3-6 de enero
del 2005

Por Blancamaria Montecinos,
Presidenta, Asociacion Suzuki
de Chile

n esta oportunidad invitamos a

Caroline  Fraser a  quien
extrandbamos mucho, ya que desde ¢l
ano 2000, no habiamos podido tener
cursos con ella. El waller fue un éxito
anto para profesores como para
alumnos. Los nifios Ja pasaron muy bien
Fue divertido para ellos y tan natural que
querian continuar averiguando qué mis
podian leer de manera tan ficil. Fue
muy titil para nosotros ver en la prictica
cémo los nifios pucden aprender a leer
musica a través de los sentidos, y nos dio
ideas para jucgos y otras formas de
enfocar la teoria musical.
Adicionalmente para profesores que no
tenian conocimientos del Método
Suzuki, fue una forma de abrirles la
untan
Aqui
estuvo claro para nosotros que se pucde

pueria al Método. Siempre pr

scudndo sc les enseia a le

empezar desde la primera leccion. Lo
interesante es ¢l “cémo” se hace.
Incorporando alguna de las ideas de
Carolina, estamos ahora motivados a
estudiar e investigar otras metodologias
de lectura o teoria musical como Kodaly
y Dalcroze

El taller pues, que motivé a los
profesores Suzuki a continuar su
entrenamiento, atrayendo a nuevos
1, cumplio 2 objetivos

profesores tambi
importantes: primero, que comprendan
que lo principal del Método es cl
enfoque de la Lengua Materna, y

segundo, que la lectura musical se
puede ensefiar de la misma manera que
la alfabetizacion en el lenguaje
clicitaciones a Carolina

tradicional. ;

que nos dejo tan motivados!

Viajaron a Peru
desde Canadj, en
el norte, hasta
Patagonia, en el
sur

Editado por Roberta Centurion
Representante Internacional,
Asociacion Suzuki del Peru;
Traducido por Claudia Woll

El Vigésimo Festival Suzuki Internacional y
Conferencia de Profesores Latinoamericanos anual
creo wn mundo Suzuki en miniatura durante dos
semanas, y fue un gran privilegio pava nosotros
ser parte de esto. ELDy. Suzubi hubieva sido muy
Jeliz de ser testigo de la alegria de los profesores
que atyaviesan ol continente pava encontrarse y
compartiv sus experiencias, fortaleciindose y
aprendiendo el uno del otro. Nuestro
agradecimiento y felicitaciones a la Asociacion
Szl del Perii por organizar este cvento model
y por sus denodados esfuerzos en Hevarlo a cabo
con excelencia. — William y Doris Preucil

E ste ano, un nimero record de
norteamericanos viajé al Perd para
tomar cursos de entrenamicnto Suzuki,
Robin Erickson de California escribe

Tuve una experiencia marvillosa en ¢l
Vigésimo Festival por distintos motivos
Pedagégicamente, me senti favorecido con
los dones de Doris Preucil por su riqueza de
conocimientos, su experiencia de prime:
nivel y su generosidad—en tiempo, energia y
sobretodo eninterés, Musicalmente, distrué
de mi primer ensayo del Tango Argentino
en vivo, de una presentacion fangistica de
Miisica Pervana, de una jormaca informal
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Sjam session” durante toda una noche para
1n Show de Talentos, y por supuesto ni qué
decir de los tiernos “Playins™ y Recitales
Suzuki. Culturalmente gané mis de 1o
esperado y recibi mis de lo que nunca
hubicra esperado. EI Método Suzuki de la
Educacion del Talento parcce tener una
fuerzavital especial en Suramérica, algo que
sentia perdidoaqui en EEUU. Encontré muy
conmovedor el entusiasmo sincero y

dedicacién de mis colegas hacia el método y
haciasus estudiantes. Socialmente siento que
me enriquect con antos amigos, a pesar de
la barrera del lenguaje. Siempre he dicho
que la misica es un lenguaje, pero nunca
antes habia tenido la oportunidad de utilizar
mi violin para comunicar un sentido de
comunidad inmediata y forjarlo. Me senti
inspirado a seguir participando de los
esfuerzos de Marilyn, Caroline, Roberta, de
todos los entrenadores de profesores de
EEUU y Canada, y de todos los Profesores
Suzuki de Latinoamérica que se entregan
para engrandecer nuestia comunidad y ast
fortalecer la bella vision del Dr. Suzuki
{Espero que muchos norteamericanos ms,
profesores v familias, se inclinen hacia el sur
para una experiencia institucional de toda

la vida!

Una parte del reportaje,
“XX Festival
Internacional Suzuki,
PERU 2005” Por Carmen
Wise; traducido por
Margarita Troetsch

Para leevlo en su totalidad, vaya al sito web
wiw. suzukiassociation.org)
Un Instituto de Verano
Latino

Igo realmente maravilloso esti

ocurriendo en Peri. En el 2005 se
ha celebrado lavigésima version del Fes
tival Suzuki Internacional. Cerca de 250
ninos y alrededor de 200 maestros
asisticron de muchos paises de
Latinoamérica y Estados Unidos. Los
ninos y sus familias acudieron a Lima
detodas partes de Perd: de Puno, Pisco,
Huancavelica, viajando ciento de millas
parareencontiarse con sus hermanos en
Lima. A simple vista, este festival Tue
como cualquier oo Institato de Verano
grande de Estados Unidos o Canadi
Los nifos, armastrados por sus padies, iban

de clase en clase o al recital, cargando

Insermowninin Suzuks Soring Inssiiwse
June y

Saly Lake City, Utah
acher Workshops, June 9150h

<&

Featuring this year’s
guest artists,
77me for Three
with violinists
Nick Kendall and Zach DePue
and Ranaan Meyer on bass

(For more information, see www.timeforthree.com)

2005 Racher Workabop Courtes

«Every Child Can
« Vialin Books One to Seven
« Violin “Developing Artistry and Style Consciousness,” by Barbara Barber
« Vialin / Viola Practicum

« Cello Books One to Five
« Cello Books Eight to Ten with Carey Cheney

Phone (801) 262-9595  A2X (801) 262-1900 Emait: issi@xmission.com
Webiite: www.intermountainsuzukistringinstitute.com




diminutos instrumentos musicales
flautas dulces o violoncelos. El sonido de las
prictic ant Ccomo unaserenata
en los pasillos. Mientras tanto, yo pensaba
que uno podriallevara estos ninos peruanos
a tocar junto con los ninos canadienses o
viceversa. El Festival era un carrusel de clases
maestas, de clases en grupo, de danza, de
corv, conciertos, reditales, y de todo lo que
disfrutamos en los Institutos de América del
Norte.

Todos los fondos que ayuden a los
festivales dependen, principalmente, de
donaciones privadas que permiten que
algin maesuo calificado al Festival. Este
ano mds de 60 maestros de toda América
Latina viajaron con ayuda econémica.

También hay necesidad de instrumentos
¥ partituras para los estudiantes. En un
pueblo tenian un solo violoncelo que
pasiban de un alumno a oo para clases y
para practicar: En otrolugar, los nifios hacian
teclados de papel para practicar. En la
actualidad muchas familias no tenen libros
Suzuki y dependen de fotocopias
desgastadas. Los maestros que tienen la
valentia y la dedicacién de viajar a las
provincias desde las grandes ciudades,
quienesdeben viajar en bus hasta ocho horas
para llegar a sus alumnos, necesitan ayuda
para cubrir sus gastos de ransporte y poder
adquirir un salario decente. Al igual que en
Ia mayoria de los paises tercermundistas, la
aalificacion profesional o el nivel de

5 : 5 e

maestros frecuentemente intercambian sus
senvicias por mis y mds estudiantes.

Yo soy testigo de los increibles frutos del
liderazgo en América Latina. Aqui, el
movimiento Suzuki incide sobre muchas
familias con diferentes estilos de vida. Estos
nifos ambién se convertrin en maeswos y
en concertisias. Ellos son motivo de orgullo
¥ de heroismo en una sociedad que casi
nunca puede enfrentar por si misma los
costos de educar un talento asi. En el fondo,
aprender a tocar un instrumento con el
Método Suzuki es una oportunidad de
Ghdad y excelenda. Cada alumno tiene el
potendal de dominar su instumento de
manera que pueda pasar su arte a otros. Esta
habifidad de ayudarsc a si mismo a mejorar
ya sobresalir ayudard  los paises del Tercer
Mundo a superar sus limitaciones
econémicas y a ocupar su sitio legitimo
influenciando 2 otros paises del mundo. Y,

El 3er Encuentro de
Profesores de América

Latina

Reportaje de Marilyn O Boyle,
Enlace de la Asociacién Suzuki de
las Américas

JF e aio.la ciudad de Lima fue anfitsiona
del 1l Encuentro de Profesores de
América Latina organizado por Roberta Cen-
trion y Caroline Fraser. El crecimiento y
desarrollo de estos Encuentros ha sido
fenomenal. El Primer Encuentro se llevé a
cabo en 1999 y el Segundo en el 2002. Este
aiio tuyimos que cambiar de hotel a ltimo
minuto porque més y mas gente se inscribfa y
1o cabiamos ni siquiera cn el salén mas grande
del hotel que habfamos escogido inici

en accién durante todo el Encuentro en un
lugar en donde habia 17 paises (incluyendo a
los Estados Unidos y Canads) colaborando jun-
05, sin competencias ysin egoismos, haciauna
meta comiin: llevar la misica y desarrollo a
todos los nifios del mundo. En uno de los
salleres sobre metas y estrategias en los que
trabajabamos con cuatro grupos diferentes,
hubo un objetivo que se repetia unay otra vez:
Tlevar el Método Suzuki a los més pobres para
que todos los nifios se beneficien.

Alyer todo esto, Doris Koppelman dijo: “Tanto
calor humano, tanta solidaridad y generosidad de
espiitu es bien reibido y es wn gemplo maravilloso y
poco comii, en est tiemnpo en el que reina el egoismo
malvado, en el que cada dia se recorta mds y mds la
ayuda alas familiasy alo nios mds pobres de mtestro
pais que ostenta tanla riqueza”

Terminamos con un torbellino de decisiones
quetomar, ag T y marcar
para nuestro préximo Encuentro en el 2007. Las
delegaciones de cada pafs pasaron adelante a

Con mis de 100 participantes, 15 paises
estuvieron representados, muchos de los
cuales asistieron por primera vez. Paises como
Argentina, Brazil, Pucrto Rico y Perd han
tenido programas Suzuki por mds de 20 afios
y otros como Bolivia, Colombia, El Salvador,
Costa Rica, México y Chile van llegando a la
mayoria de edad. También hubo paises
representados que tienen programas mis
nuevos o mis pequefios tales como Ecuador,
Uruguay, Paraguay, Panami y Venezuela.

El Encuentro fue un evento de tres dias con
excelentes conferencias y paneles. Tanya
Carey, Pat D Ercole, William y Doris Preucil,
todos ex presidentes de la Asociacién Suzuki
de las Américas hablaron sobre su “Vision para
el Futuro"; Doris Koppleman habl6 sobre
“Cambiar es un Reto”; Pam Brasch y a Dee
Martz hablaron a nombre de la Asociacion
Suzuki de las Américas y sobre el Liderazgo
de Servicio. Caroline Fraser, David Gerry,
Blancamaria Montecinos, Fernando Pificro,
Gabriel Pliego y Dave Madsen también
hicieron otras presentaciones. Hubo un pancl
sobre “Cémo Organizar un Festival” a cargo
de Andrea Espinzo (Argentina), Dilva Sanchez
(Colombia), Etna Diemecke (México) y
Annika Petrozzi (Peri). Finalmente, Flor
Canelo (Peri) y Valene Goldenberg (Chile)
expusieron sus trabajos sobre la Misica
Latinoamericana.

También tuvimos la oportunidad de
escuchar reportajes maravillosos ¢
informativos, hechos en PowerPoint o con
videos, de los 15 paises participantes.
Esperamos poder compartirlos pronto desde
el sitio web de Suzuki en América Latina:
www.lati i.org. Cada dia, después del

©como siempre, con un nino
Ppequeiio.

S

q 6mop
‘comuniquese con la oficina de 1a SAA para
nformacon.

almuerzo, los representantes de los 15 paises
se reunian para discutir y tomar decisiones

recibir sus de participacion y, en
algunos casos, instrumentos donados por la
Asociacién Suzuki de las Américas o libros
donados por la Wamner Bros. Al despedimos,
celebramos todos juntos brindando con Pisco
Sour peruano por el futuro del Método Suzuki
en Latinoamérica.

Queremos expresar nuestro agradecimiento
a la Asociacion Suzuki de las Américas por su
apoyo a este evento, por la participacién y
presencia de Pam Brasch y Dee Martz, por
actualizar el Directorio de América Latina, por
los nuevos folletos traducidos, por los
instrumentos y por la misica, y por el
ofrecimiento de una suscripcion anual gratis al
SAA Journal para e
varios participantes recibieron becas de la
Asociacion Suzuki de las Américas para asistir al
XX Festival Suzuki Internacional que se realiz6
conjuntamente a este Encuentro.

emi

Il FESTIVAL
INTERNACIONAL SUZUKI
GUANAJUATO

18 AL 29 DE JULIO 2005:
Estimulacion Temprana 1 (18 al 22);
Estimulacion Temprana 2 (25 al 29)

La Técnica pianistica a través del método Suzuki
y después (22y23)

Clases para bebés de 2 meses a 5 afios

14 AL 23 DE SEPTIEMBRE 2005:

Introduccion a la Filosofia Suzuki *

Entrenamiento de profesores (piano y
violin)*

Clases maestras para nifios (piano, violin y
cello

Talleres (Cello), Recitales de nifios Yi
Conferenci

sobre asuntos que afectan a los p de
laregion. El tercer dia estuvo repleto de talleres
sobre “Estrategias para el Futuro” en los que
contamos con maravillosas participaciones y
colaboracion de todos los participantes. Me
impresion muchisimo ver el espiritu Suzuki
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Para Nifios; Clases maestras, clases grupales,
alleres y recitales.
14l 18 de septiembre
Filosofia Suzuki; Expositora: Mtra. Caroline
raser

SOUND ENCOUNTERS
June 8 - 17, 2005

June 19 - 24, 2005

Our programs feature an outstanding
faculty of cellists, violists and violinists,
50 join us for a music experience like no

other! For more information and to view

the brochure online, vi
www.ottawasuzukistrings.org
(available December 2004)

i Ottawa Suzuki Institute Mid-Southwest

Printed copies of the brochure are
available by request. Contact information:
Phone: 785.242.0242

Address: Ottawa Suzuki Strings

P 0. Box 99, Ottawa, KS 66067

E-mail: suzukistrings@sbeglobal.net
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Her hands may be small, but her heart and desire arc
just as big as any concert violinist's.

But to reach her maximum potential, she needs
special equipment.

The fractional instrument allows her small fingers, hands,
and arms to manipulate the violin as she learns bowing
and sound production, and fractional strings make sure
the violin sounds and tunes properly.

D'Addario fractional strings are carefully designed to match
the instrument. We don't simply cut off a full string so it fits.
We've spent countless hours calculating mass, tension, and
vibration tendencies to come up with the precise size
necessary for a natural sound and fecl.

Not everyone spends this amount of time 1o ensure per

What do you want your
. new virtuoso playing?

AYddario

dario

OWED STRINGS

J Dddario & Company, nc

"0 o 290 ¢ Farmingdale, NY 11735 USA » wwswdladdariobowed com

Every Child Can! -

May 28, 2005

June 17, 2005

Summer 2005

dune 30, 2005

Austin TX Hickor

Fadilltator: Flory Godinez Facilitator: Rudy Hazucha Facilitator: Ed Sprunger
590 Course Fee: $14t Course Fee: ST0!

Contact: Flory Godinez Contact: Nan Freeman Contact: Patricia Purcell

o i m @ com

June 2, 2005 June 17, 2005 July 2, 2005

Memphis TN

Fadilator: Kimberty Mefer Sims
CoursoFee: TBA

Contact: Candelina Schumann
‘schumnn@memphis.edu

June 2,

Oklahoma City, OK

Facilltator: Judy Offman

CourseFee S
PatSchonaald

pechorwekd Zoownet

June 4, 2005
West Chester PA
Facilitator: Jerilee Kechley
Course Fee: $351 per grad-
uate credit

Contact: Carolyn Andersun

Atlanta GA

Facilitator: Carrle
Reuning-Hummal
Course: Fee: $60
Contact: Tracy Shealy
tracyshealy@yahoo.com

June 17, 2008
Boise ID

Faciltator: Karlyn Brett
Course Fee: $90.
Contact: Nona Haddock
redgrandma12@msn.com

June 18, 2005
Columbus OH
Facilitator: Linda Stieg.
Course Fee: $100.
Cantact: Dougias Locke

June 4, 2005

College Station TX
Facilitator: Andrea Cannon
Course F

Contact: Margrit Moores

June 18, 2005

Kingston ON Canada
Faciitator: Karen Kimmett

Contact: Carole Bigler & Valery
Uoyd-Watts
mitm @kingstan.net

July 2, 2005
Deerfield IL.

Faciltator. Michelle George
Course Fee: 5T10
Contact: Gilda Barston
gbarston @musicinst.org

Juty 5. 2008

cA
Facilitator: Allen Lisb.
Course Fee: TBA.
Contact: Jacqueline Corina
Phone: (408) 245-1104.

July 8, 2005
Lincoln NE

Course Fee: $100
Contact; Barbara Jones

rgrit@cox-

June 5, 2005
Toronto ON Canada
Facilitator: Susan Gagnon
Course Fee: $100 CDN + S50
registration fee If applic.
Contact: Lisa Griffiths
llisag@remusic.ca

June 9, 2005
Flagstatf AZ
Facilitator: Susan Baer
Course Fee: $100
Contact: Kristine Ehlis
suzuki@nau.edu

June 9, 2005

andy UT
Fecilator d Sprunger or
Allen Llet
Course roa: 590
Contact: Ramona Stirling
issifac@shire.net

pana zons
Ced,

Facllitator: P Morina Shackfard
Course Fee: $100

Contact: Janet Bloom
JBloom@crsymphony.org

June 11, 2008

Snowmass CO
Fallitator: Stevie Sandven
Course Fee: smu,

Contact: Gall Sea
guussszcolnmaosuzukv org

Junl 12, 2005

Flnllmlnr Frank Longay
Course Fee: $110
Contact: Frank Longay.
or Kim Buller
frank@langay.com

June 12, 2008

Ottawa

Facilltator: Dorothy Jones
Course Foe: $130

Cantaot; Allcs Joy Low
Suzuklstrings @sheglobal.net

suzukistrings @sbeglobal.net

June 18, 2005
Snowmass CO
Facilitator: David Gerry
Course Fee: $180
Contact: Gail Seay

yahoo.com

July 9, 2005

ictean
Kathrynsiegel @ hotmail.com

July 9, 2005
Kenner LA

Facilitator: Bill Kossier
Course Fee: 595
Contact: Katnleen Tyree

June 19, 2005

London ON Canada
Facilitator: Darathy Jones
Coursel US/SI00CDN
Cantact: Sharon Jones
info@thamesvalleysuzuki.com

June 24, 2005
Johnson City TN

Jul
Oakland CA
Faciitztor Caroline Fraser
Course Foe: $130

1, 2008

adams @hnu.adu

July 1112, 2008
mes 1A

Coursa Foe: $120
Contact: Rebecca Paluzzi
paluzzir@etsu.edu

June 25, 2006
1
Facllitator: Geri Amald

Coursa Fae: $9
: Mery Lou Roberts.

Coursa Fe
Contact: Irmi Miller
irmim@natscape.net

July 11, 2008

Ithaca Callage NY

Facllitator: Carria Reuning-

Hummel

Coursa Fea: S952s a smnd alona.
i 1

Juna 25, 2005
ME
M\lmur Kn.hmlmwmd

Cnmm, Clmtnda Noyes
Clorinda®@maina.rr.com

June 28, 2005
t. Jaha's NL Canad,
Faolliator: Karen-Mich

mmat
Coursa Faa; $80 CON
plact: Nan

Con
noase-oates@nfidnet

Contact: Sanford Reuning
ithacatalent@attnet

July 1!. nuu

Laulavl

anlllllnn\ml“am Stare
Feer $125

Cumm: Ann Kltayama.
akllayama@aol.com

July 18, 2006
Alaxandria VA
Faoilitatar: David Madsern
Course Fee) TBA
Contact: Nathan Fischer
qguitarnata®@aal.cam

July 1321, 2005
Irvine CA

Facilitator: Cathy Hargrave
Course Fee: STI0

tact: Mei-Yuen Ihara
iharam @ earthlink.net

July 22, 2008
Santa Fe NM

Facilitator: Susan Baer
Course Fes: $100
Cantact: Liss Knouse
director @sfsuzuki.org

July 23, 2005
Bersa OH

Faclitator: Dr. Ray Landers
Course Fee: 565

Contact: O, Ray Landers
rlanders mymailstation.com

July 23, 200s
Mantre:

Facilitator: Paule Barsalou.
Course Fee: TBA

Contact: Josee Desjardins
menust 2 sympatico.ca

July 28, 2005
Williamstown

Facinator: Jerilee Kechisy
Course Fee: 5100

Contact: Jeriles Kachiey
jkechiey Swilliams.eou

ACollaros 3aol.com

Winter Workshops

Faclitator: Frank Longay:
rse Fea: 95

Contact: Harmon Steiner

harttcomm@tartfard.edu

Augeat & 200w
el i Bzvhv
st i Eﬂrlgy
KikiPMA@aol.com
Aniad & 2008

rage AK
Foviton Fita Hauck
Course Fee:
Conpace Maicaen o
met@acsalaska.nt
August 11, 2005

Orford ON Canada
Facilitator: Carrie Reuning.
Course Fee: STBA

Contact: Gilles Camesu
Sauceamusica @studeamusicacom

May 14-23, 2005 & June 10-14, 2005.
Violin Books 1 & 2 Suzuki Pedagogy with
Martha Shackiord in Cedar Rapids IA. Spon-
sored by the Cedar Rapids Symphony
School. Please contact Martha Shackford.
Phone/Fax: (319) $95-8484. Email:
mdshackiord @airolink.com.

June 21-25, 2005. Suzuki Early Childhood
Education (ECE): Baby & Prenatal Years #1
with Dorothy Jones. Sponsored by the
Thames Valley Suzuki School in London ON
Canada. Please contact Sharon Jones.
Phone: (519) 657-7970. Fax: (519) 657-7671.
Email: tvs @sympatico.ca.

June 27-30, 2005. Harp Book 3 with Mary
Kay Waddington at the Utah Suzuki Harp
Workshop in Salt Lake City UT. Sponsored
by Lyon & Healy West. Please contact
Anamae Anderson, Lyon & Healy West,
1037 E. South Temple, Salt Lake City UT
84102, Phone: (801) 355-2686 ext. 22 or 3;
(877) 621-3881 ext. 22 or 3. Fax: (801) 355-
2687. Email: Anamae Anderson at
anamaea@lyonhealy.com or Shrudeli
Ownbey at shrudeli@lyonhealy.com .
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Judith Berenson

The death of Judith Berenson from can-
cer took place on December 14th, 2004, at
her home in Lauderhill, Florida. She was 76.
Her musical talent at the age of seven was
brought to the atention of Jascha Heifetz,
whose subsequent gift 1o her of a halfsize
violin and a tuition scholarship at the New
York Music Setdement led to her lifelong
love of the violin. Born in New York into a
close family of Russian immigrants, she con-
tnued her musical studies at the New York
School of Music and Art, and at the age of
15, won a coveled place in the National Or-

\OUR IS A BRIp
%“ between no reading 0[
and black-note reading

.
LEARNING AND TEACHING
MUSICWITH COLOUR

sUST
bt g0

HEIDEMARIE GARBE, a graduate
of the Oberlin Conservatory and a
Suzuki teacher, has developed
this successful method over 25
years. Very young children love
learning with colour.

musicincolour@sympatico.ca

416-654-8943

chestral Association, conducted by Leon
Barzin. Her subsequent advanced instru-
mental studies were with Sascha Jacobsen
and chamber music with Toscha Seidel, both
disciples of Carl Flesch, while she was major-
ing in music and educational psychology at
UCLA. At dhat time her career was prini-
rily dedicated to performance, as she played
with leading symphony. chamber and (he-
atre orchestras in the USA, she subsequently
moved to and prerformed in Europe, aficr
her husband’s career brought her there in
1953 for a few years, followed by a brief re-
turn to New York, and then a second family
move o Geneva in 1959. Her husband died
in Geneva in 1968, but Judith remained
there untl retumning to the USA in 1995,
where she continued giving of her experi-
ence and passionate interest in the musical
education of young violinists until her death.
Thus it was in Europe that Judith
Berenson’s name and renown in the world
of Suzuki pedagogy made its mark. Her first
experience in 19¢ ~old
Suzuki student in New York playing the
Vivaldi a minor Concerto, followed by her
meeting with the most outstanding disciples
of Dr. Shinichi Suzuki in Crans Montana.
Switzerland in 1972, led 1o her life<hanging
decision to become a follower of Dr. Suzuki's
teaching principles. At the invitation of Dr
Suzuki o begin a Suzuki Violin Programme
in Switzerland, and afier auending teaching
A. she inuoduced Suzuki

of hearing a five:yes

courses in the
Violin at the Consevatoire Populaire in
Geneva in 1973, continuing her Suzuki
Method training over many yc
counses with leading Suzuki teachers in the
USA. The Director of the Consenvatoire
Populaire fully recognized the merits of
Suzuki education and was very much in
favour of including the Suzuki Method in
his conservatory, but Judith encountered op-
position initially from some of her conserva-
tive teaching colleagues who felt threatened
by the differences inherent in this new style
of teaching that had been “Made in Japan,”
1 quote Dr. Suzuki's own words. Unde-
terred, Judith's immersion in Dr. Suzuki's
pedagogy grew stronger as she went on ol
serving his charismatic style of waching and

s of summer

wayof developing talent and scliconfidence
in childien from all over the world at nu-
merous conferences and workshops in Eu-
vope and the USA

In 1980 she spent time following his
teacher taining sessions in Matsumoto, Ja-
n, benefitting immeasurably from the ex-
perience and happily bringing back new
ideas 10 her growing numbers of enthusias
tic students in Genevi (both in et
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Conservatoire class and in the privaic
programme she had started simultanconsly
allofherstudents coming together for work
shops and concerts). 11is indeniable that
Judithsstudents profited greatly fromamost
valuable combination of her own carly
ditional educational experience, with its em-
phasis on the highest of standards, ongoing
hard work and strict discipline as far as tech-
nique work was concerned, and her total
commitment to Dr Suzuki's philosophy and
principles that included joyful leaming along
the way

Heryears of Suzuki teaching we
by much success, as herstudents made sicady
progress. Both she and many of them ook
partin numerous public performances and
concerts, both in Switzerland and at Suzuki
conferences and workshops in Furope, the
USA and Australia. Several of her students
won prizes in the Swiss Youth Competition
her Consenatory students passed exams with
merit. and the Consenvatoire Populaire
honoured herachi
niversary of the beginning of her Suzuki Vio-
lin Programme by organizing a special
concertin 1993 at the Radio Geneva studios
at which some of her outstanding students
wereinvited to play. Itwas during these years
100 that Judith, once
of Dr. Suzuki, had Ix

marked

mentson the 20t an-

1in on the invition
>ninstumental in co-
foundingin 1989 the Suzuki Institute of Swit-
zerland with Lola Tavor, who was Director
of the Suzuki Piano Programme.

Itis a fining uibute 1o the fine quality of

Judith Berenson’s teaching that so many of

her students are now pursuing careers as
professional violinists in orchestras and re-
spected teaching institutes, both in Europe
and in the USA. Her lasting gifi to them,
and 1o all the young people she tught, was
the basisshe applied o herown life
standy tied 10 convey through their musi-
cal education, of never being satsfied with
less than the best they could do, illustuating
very well Dr. Suzuki's wish that his weaching
method would enable children o “continu-

nd con-

ally strive for higher levels of achicvement
and thereby become wonderful human be-
ings.

Submitted by Sheila Barnet
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