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BECOMING A

KAWALI EPIC INSTITUTION

ENSURES THAT THE STUDENTS AND FACULTY OF

REINHARDT COLLEGE

WILL ENJOY INSTRUMENTAL EXCELLENCE
FOR MANY YEARS TO COME.

With the acquisition of 34 new Kawai and Shigeru Kawai pianos, Reinhardt College is better equipped to serve the
exceptional artists and educators of tomorrow. “The music program at Reinhardt provides a challenging and
rewarding educational experience,” stated Dr. Dennis Mclntire, Assistant Dean for Music. “We had to select
performance instruments that would enable our students to meet our high academic

standards. Kawai and Shigeru Kawai pianos exceed

our standards of instrumental excellence

and benefit not only the students

and faculty, but the Concert

Artists from around the

world who perform here.”

Exceptional tone, touch

and consistency have made

Kawai pianos a preferred

choice of professional pianists

and music educators for generations.

The elite Shigeru Kawai grand pianos are acclaimed

worldwide for their quintessential tone and performance.

ELITE PERFORMING INSTRUMENT COLLECTION

The Elite Performing Instrument Collection (EPIC) is a program made possible by the
Shigeru Kawai Endowment. For information on becoming an EPIC Partner, call the
Director of Institutional Relations at 310-631-1771 (x332).

by Diane Schroeder, Chair,

EDICATED, CREATIVE and Rispoy-

stz these are only three of man
words that describe the Suzuki com-
munity of teachers, SAA staff members
and SAA Board who attended the recent
Leadership Retreat at the Nottawasaga
Conference Center near Toronto
Canada.

It was wonderful to be with many Ca-

nadian teachers as well as teachers (rom
the United States, South America and
Mexico. It was truly a special SAA event
The Suzuki rciation of Ontario
helped host the Retreat, and their hard
work and support created a true feeling
of community.

Tam always impressed by the depth
of dedication shown by our teachers. At
the Leadership Retreat many lively ses-
sions were teacher-led and ideas truly
“flew” around the room! Many young
teachers attended the retr
the first time; their desire to I

—some for

n and

contribute was evident in every session.

The staff of the SAA worked tirelessly
to make everything work, including
transportation, and led se
at the retreat

The SAA Board members gave pre-
sentations and facilitated a variety of
sessions; they listened to ideas and feed-
back and provided laughter and comic
“reliel.” The Board gained for itself

al sessions

the momentum to carry the enthusi-
asm from the Retreat into the coming
Board year.

Our chapter affiliates were recog-
nized for their work in their states and
communities and for the contributions
they make locally and throughout the
Americas. Sessions on website setup

and use, brochure desig
inquiry and servant leadership were
among the topics shared with chapters
institute directors and others

The SAA and its many members are
creatively working to find ways 10 move
1 the next level in parent education

n, appreciative

teacher training and fundraising. We
were given a sneak preview of the new
parent DVD series, an in-depth look
the SAA Code of Edhies and its implica
tions for our organization, fundrais-
ing sessions and discussions o best

SAA Board

practices in governance and guidance
in “board basics.” The sessions also re-
flected the creativity of the membership.
as teachers shared ideas on violin/viola.
piano. guitar, flute and cello. Also fea-
tures included viual art and music inter-
wction, Suzuki teen mentoring, Suzuki
in the schools and teacher-parent col-
laboration

There is a great sense of respon-
sibility in the SAA (o be true to the
philosophy of Dr. Suzuki. The vounger
generation of teachers expressed at the
Retreat their respect for master teach-
ers from whom they are learning so
much. We want o stre

then for them
the connection to those who studied
with Dr. Suzuki and can convey his

methods and philosophy. This connec-
tion to the next generation is essential

There is a cadre of volunteers—many

of whom participated in the Retreat—
who. in the midst of busy teaching
schedules, find time to serve on major
committees that carry out importan
work of the association. including plan-
ning of our biennial conference and
leadership retreat. These volunteers,
working in conjunction with the staif
and Board, are essential o the Associa-
tion’s progress and (o its future

The SAA Board is responsible to the
membership to guide the organization
as we move forward, but is also respon-
sible for preserving the values that have
guided the organization since its incep-
ton. It is the responsibiliny of the SAA
Board to have the vision statement and
rization at the fore-

values of the org
front of every decision made for the
Dbenefit of the membership. The servan
leadership model the SAA Board tol-
Jows is well suited o our organization
s it supports the notion thatall mem-
Dbers are leaders.

We are @ dedicated, creative, respon-
Jible group of people. We are the SAA
and together we can work o be vision
1y, while preserving the many gitts
from the past. We need w continue o
Jhare and alk and contibute. Conuri-
Dbutions can tike many forms, including
ideas, volunteer time and the much
needed Tunds to carry out the ideas and
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Order this and more at www thewalke

Get In On The Fun!

Irish Tunes for Young @ Heart, Books 1 and 2
Fiddle, Cello, Viola plus Guitar chords

Arranged by Suzuki Teacher and Irish Musician, Scott Walker

For solos or ensembles. Includes CD

All are in the same key!
Perfect for “Irish Karaoke”

Contact us al thewalkerfamilvband@ carthl
Ask about our Irish fiddle camps and wwkshops'

milyband.com

COMPANY

POTTER VIOLIN

HEINRICH LUTIGER

The latest in our famous
“Masterrone™ series of
instruments produced

in conjunction with our
neighbor Bill Weaver of the
Violin House of Weaver.

“The bost sounding
violin you can by
under $2,000."

Aultn Rt

1.800.317.9452

www.pottersviolins.com

4706 Highland Avenue
Bethesda, Maryland
T 301.652.7070

F 301.652.8375
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many projects our membership wishes
1o see accomplished.

As exhibited by the high level of
participation at the Retreat, the SAA
is never short on ideas or volunteers,
but seems to be short on money o
fund new initiatives. It is time to look
into our own programs for familics
who would be interested in helping to
fund a new parent education DVD or
aid in the preservation of Dr. Suzuki's
legacy through the written word and

through video projects or to fund the
preparation of materials for Suzuki in
the Schools. These are only a few of the
creative ideas that have emerged (rom
our volunteer committees and our
staff. We now need to be creative and
dedicated and responsible in funding
these projects.

We live in a time when the philoso-
phy of Dr. Suzuki is needed even more
in our world. Let’s continues to work
together creatively, so these visions can
become a reality to the benefit of all
the peoples of the Americas. ©=

Diane Schroeder, Board Chair, has been a violist
with the Evansville Philharmonic Orchestra for 19
years and is Past President of the EPO Board and
Chair of the Advisory Council, which started the
Evansville Philharmonic Youth Orchestra. Diane
has an extensive history in volunteer service
and leadership. In addition to her work with the
SAA, she is a trustee at the Methodist Temple, a
member of the Board of Friends of Music at the
University of Evansville and member of the Board
of the YWCA.

Diane is an organist and member of the American
Guild of Organists. She is mother of three an
grandmother of one and is an accompanist for
the University of Evansville Suzuki program.

Giveline: A New Way to Support
the SAA

The SAA is now an approved charily in the
Giveline program. Giveline allows customers
1o purchase gifis and gift cards online while

making a donation to the organization of

their choice. Every purchase made generates
a gifi—on average 16%, with no cost 1o the
recipient non-profit organization. As you will
see when you visit the Giveline website, you
may choose hooks, music, electronics, movics,
great holiday gift items for family and friends,
aswell as useful items for home and garden—
over one million items, Think of SAA as you
shop with €

ine—wwwgiveline.com ! o

Alfred Publishing Alfred

Exclusive distributor of
Summy-Birchard, Inc

e (D)
16320 Roscoe Blvd., Suite 100 =

Van Nuys, CA 91406

Phone: 818.891.5999

Email: customerservice @alfred.com
Web: www.alfred.com

\ Alfred Publishing, the sole distributor
outside of Japan for the Suzuki® Method.

‘ s i 2 of edu
tional and popular materials for piano.
theory. instrumental. choral. vocal. and

| guitar including instructional DVDs and
software.

‘ Peter Zaret &
Sons Violins, Inc.
Peter Zaret, President
5767 Mayfield Rd.

‘ Cleveland, OH 44124
I‘I\um 440.461.1411

461.1855

‘ Weh wwanlel.\ndsonwmllm com

Large inventory of smaller size instru-

‘ ments with warm, rich sound. Satisfaction
guaranteed. Instruments shipped anywhere

‘ in U.S. Liberal trade-in policy. National
rental/purchase program.

Super-Sensitive
Musical String Co.
Jim Cavanaugh, Vice President
1805 Apex Road
Sarasota, FL 34240
Phone: 941.371.0016
Fax: 941.378.3617

| Web: wwiw.supersensitive.com

Manufacturers of musical strings and ac-
cessories for bowed instruments. There is 4
Super-Sensitive brand string for every player
atevery level. Brands include Red Label.
America’s Best Selling Student String
Stellar, Sensicore, Supreme and Pinnacle

CodaBow s
International, Ltd. |

Jeffrey Van Fossen. President
876 East Third St.. PO Box 13
Winona. MN 55987
one: 507.454.1509: Fax: 507.454 0400
Email: bows@codabow com
Web: wiww.codabow com

CodaBow International is the maker of the
CodaBow family of premicr performance
bows. CodaBow International unites time-
honored bow makin traditions with the
science of today’s advanced materials to
create a family of performance bows that
serve players at every level.

Shar Products
Charles Avsharian, CEO
Haig Avsharian, President
Michael Avsharian, Vice President
2465 S. Industrial

Ann Arbor. M1 48104

Phone: 734.665.3978

Fax: 734.665.0829

Email: sharserv @sharmusic.com
Web: www.sharmusic.com

Serv

2 Suzuki™ players and teachers for
over 40 years! Violin family instruments.
bows. STrings. cases. accessories. sheet
music and more!

i

John M. Connolly 1L President
$ Vernon Valley
East Northport,
Phone: $00.64.5268
Fax: 631.757.0021

Email: info@connollyandeo.com
Web: www connollyandeo.com

Thomastik-Infeld/
Connolly & Co.

Y 11731

For 86 years Thomastik-Infeld ha
an innovative leader i the de
production o musical suings. Connolly
& Co. is their exclusive U.S. importer and
distributor

D’'Addario
595 Smith St
Farmi )
Phone:
Web: www.daddario.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
Kaplan and D'Addario rosins.

Southwest

Strings

Stephen Sheppard. President

a Godfrey. Vice President

1721 South Cherrybell St
13

SOUTTIWEST
STRINGS

Email: info@swstrings.com
Web: www.swsirings.com

Southwest Strings is the leader in mail-
order and intemet retail of classical stringed
instruments and accessories for students to
professionals.

The String Centre

A division of Woodwind & Brasswind
David Rumpi. Manager

4004 Technology
South Bend. IN Jo
Phone: So0 849,34
Fax: 7405
Email: srings @ xh:\\nnuc:mm com
Web: www wwbw.com

STRING

The String Centre is part of the Woodwind
and Brasswind family. supporting the per-
forming, teach d student community
with exceptional string instruments and ac-
censaries. superior customer service and

suaranteed low prices.




SuzukifProducts

Piano Concerto & International
Ensembles Concert
Featuring Xinran “Ryan” Liu, Barcel Brioso,
Nevada School of the Arts Violin Ensemble and
the Rocky Mountain Strings.

¥ DVD - US $25/CAN $30

Parents As Partners 2006

in Presenter

. keynote address by Brian Chung.
DVD - US $55/CAN $62

Contains footage from the sessions at the 12th
i include
Ed Sprunger, Ann Marie Novak. Nancy Lokken.
a parent panel with moderator Lamar Blum. and

Suzuki Youth Flute Choir and SYOA
With conductors Wendy Stern, Marilyn Kesler,
and Robert Gillespic.

DVD - US §25/CAN $30

Nurtured by Love: The Life and Work of
Shinichi Suzuki |
Narrated by actor Noriyuki "Pat" Morita, Nurmured |
by Love is an intimate journey through the life of one

of the world's most influential music educators. Dr
Shinichi Suzuki. Winner of Gold World Medal and
National Telly Award.

DVD. PAL VHS and VHS (with Japanese Subtitles)
US $34/CAN $40

I Know a Fox With Dirty Socks

% William Starr

Short and easy songs for beginners. keeping learning

able for violin. viola and cello.
US $6.95/CAN $8.75

First Class Tips for Suzuki Parents
A collection of the best American Suzuki Journal
articles for parents from the past 20+ years.

US $10/CAN $12

Winning Ways

I Sequel to First Class Tips. New resource for parents
IF and teachers.

US $12/CAN $15

Nurtured by Love

Dr. Shinichi Suzuki

Translated by Waltraud Suzuki. Nurtured by Love
is a collection of Dr. Suzuki's thoughts on the ideas
that guided his life and work.

US $11.95/CAN $14

Ability D
Dr. Shinichi Suzuki
Translated by Mary Louise Nagata. A companion
book to Nurtured by Love. The focus of this book is
on the parent and child.

US $11.95/CAN §14

Npirtured
ove

L

from Age Zero

Hacia la Mdsica por Amor

Translated by José A, Castilla. Spanish version of
Nutured by Love.

US $11.95/CAN $14

Helping Parents Practice

Helping Parents Practice: Ideas for Making it
Easier is a response (o the most common concerns
of parents who practice a musical instrument with
their children.

US $20/CAN $23
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motivational with fun lyrics set to familiar tunes. Avail-

Vibrato from the Ground Up
A sequential series of exerci
a string student to the concept of vibrato. By Joseph
Kaminsky

DVD - US $24.99/CAN $27.99

Technique Mastery for Violin

By Joseph Kaminsky

| US $15.99/CAN §17.99

Volume 1

| 20 page book and compact disc include all two-

' octave major and minor scales, tuning pitches. vibrato
development. rhythms. finger dexterity exe
more. Useful for Suzuki students in books 1-3 and up.
Volume 2

14
)
B octave major and melodic minor sc

es designed to introduce

book and 2 compact discs contain all three-

S
5
< es, three octave

| major apeggios. string crossing and finger dexterity
b exercises. vibrato exercises in six positions and more.
ful for Suzuki students in books 4 and up.
Volume 3

16 pa contain many shifting,
dexterity und warm-up exercises for advanced violin
students in Suzuki books 6 and up

¢ book and compact disc

NEW!
Young Children's Talent

Education and Its Method mﬂ

A collection of essays written by Dr. | |

f 1
Shinichi Suzuki. Topics include "How |
10 Foster Ability," "The Power of
Habit," "Memory and Absorption” and
v

"Educational Systems." Translated by .
Kyoko Selden =
US $19.95/CAN $22

Replacement Policy

I1ems are non-refundable Il defective/ damaged, they must be retuned within 30 days of
purchase for the same litle 1eplacement. Defective/ damaged items should be returned via
a trackable shipping method (UPS, Fedex. USPS Certified Mail) with a biief explanation We
will refund the cost of shipping Please include a receipt of the shipping charge with the
feluned item

]
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Technique Mastery for Violin, Volume 3

Variations on a Theme by Mozart - VHS

Vibrato from the Ground Up - DVD

The Violin Column - paperback

Winning Ways - paperback

Young Children’s Talent Education and Its Method-Paperback New Item!

ASJ Index Vol 1-34 53

Creating Learning Community brochure

SAA Membership flyer —_—
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SAA JOB LISTINGS

The SAN encor

isue. We offer vour listing also on our website for an additional
next ASJ. Deadlines: December 15-Winter issue: March 15-Spring; June 15-Summer:

endore

went by the SAA is implied.

POSITION: Suzuki Teachin
LOCATION: Duluth MN
DESCRIPTION: University of Minnesota Du-
luth Fine Arts Academy seeks part-time teaching
specialisis

DUTIES: Teach lessons in violin, viola, cello, harp,
1o Lor the 2007-2008 academic year.
tions are renewable annually and are umuu,,cm
upon pertormance and program needs.
QUALIFI(‘ATIONS helor's degree in music

Specialist

POSITION: Suzuki Violin Teacher
LOCATION: West Hartford CT

DESCRIPTION: Full-time position to teach
private Suzuki violin lessons and group classes
at The Haru School Community Division. The
program includes parent training and students
of all levels in violin, viola, cello, bass. guitar, and
piano. In addition to private lessons. the program
promotes weekly group classes and orchestras
at five different levels. The program includes
yearly workshops. a summer Institute, as well as

teaching experience.
Fuidence of succestal professional perform
experience. with a minimum of one year teach-
i experience in music. Successful completion
of Suzuki pedagogy training through Level 1.
Registration and membership with the Suzuki
Association of Americas is required for applied
lesson teaching positions.

Y: Commensurate with experience.
CONTACT: Submit application materials onlir
hups:/ employment.umn.cdu/ Email: jlemire@
d.umu.edu Website: www.d.umn.edu/faa

POSITION: Suzuki Violin Teacher
LOCATION: Mountain View C.
DESCRIPTION: Take over the already existing
private violin studio for a teacher on maternity
leave. This can be a permanent position. Mountain
View is a beautiful location in the Bay area. It is
30 miles south of San Francisco and just north of
Silicon Valley.

DUTIES: Teach 40 students privately and teach
weekly group classes. Student levels are Pre-
Twinkle to Book 5.

xperience teaching Suzuki

SALARY: Please contact for details
CONTACT: Michiko Lin Phone: (650) 965-8047
Email: michimews@aol.com

POSITION: Suzuki Violin Teacher
LOCATION: State College P:
DESCRIPTION: The State College
Program. esablished in 1978, isa flourishing, non-
profit music school that offers instruction in violin,
ano, and guitar. State College is the
home of Penn State University and cited as “Best
100 Communities for Music Education in America™
2000-2003, 2005 and 2007. We have a progressive,
family oricnted community with several local and
regional paying orchestras.

UTIES: Teaching private and group lessons
with beginning and intermediate students for tvo
I7-week semesters beginning September 2007
Assume teaching responsibilities of approximately
20 violin students at prescnt. Auend and help orga-
nize recitals and events. Work
faculty to promote a vibrant, growing program.
QUALIFICATIONS: A strong commitment 10
e Suzuki philosophy and love of working with
children. Strong group class skills. Registered
SAA teacher training (through book 4 pre
ferred) or SAA videotape approval letier. Furth
Suzuki training subsidized by approximately
$300 per vear.

SALARY: Commensurate with experience and
education. Excellent growth potential within the

uzuki

viola, cello,

progra
CONTACT: Please send cover leter, resume,
at least two references, and audition recording
t0: Dana Krieger, SCSP. 132 Skytop Lane. Port
Matilda. PA 16870, Phone: (814) 2341278 Email:
kriczerdL@yahoo.com
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Long-Term teacher training. The Suzuki program
has an enrollment of approximately 400 students
which makes up a portion of the 2,500 students
enrolled in the Community Division.

DUTIES: Private and group instruction for
beginning, intermediate and advanced levels.
Levels can be negotiated. There are two 17-week
semesters and one optional G-week summer
session. Performance opportunities available
in the area.

QUALIFICATIONS: A person who loves children
and displays a whimsical personality. Bachelor's
degree in music and SAA regisicred teacher
training through book 5 are required.

C

agtes members 10 send job postings for Suzuki positions—either jobs wanted or jobs available, The fec for this service is $45 per
$95. Al listings will be included in a maximum 3 column inch paragraph in the
September 15-Fall. Listings included are paid advertising; no

POSITION: Orchestra Conductor
LOCATION: West Hartford CT
DESCRIPTION: This position is cither full or pa
time to teach five Suzuki string orchestras plus other
duties as assigned related to string instruction. The
Hartt School Community Division of the University
of Hartford is a nationally recognized community
school of the arts featuring dance and music instic-
tion for all ages and abilities. The Suzuki program
is a comprehensive program including parent
training and students of all levels in violin, viola,
cello, bass, guitar, and piano. In addition to pri
lessons, the program promotes weekly group ck
anlorehestons st fv different levels The progr
includes yearly workshops, a summer Institute, as well
as Long-Term teacher training. The Suzuki program
has an enrollment of approximately 400 students
which makes up a portion of the 2,500 students
enrolled in the Community Di
DUTIES: Dircct five Suzuki string orchestras of
varying levels. If hired fulltime, other duties will be
negotiated to create a full-ime contract. Tremen-
dous potential exists since we are part of a large
university and a collegiate conservatory. Additional
Suzuki raining included in salary. Performance

-

SALARY Health
and retirement benefits and Suzuki training
included. Suzuki training is available through
the University of Hartford from Teri Einfeldtand
Michele George.

CONTACT: Send 3 letters of recommendation
(parent, Suzuki colleague and your choice), a
video showing 3 lessons of varying book levels.,
vesume, cover letier, SAA Registration. Send to
University of Hartford, Att: Human Resources
Development, Music Skills Specialist Position,
200 Bloomficld Avenue, West Hartford, CT
06117 Phone: (860) 7684117 Email: george@
hartford.cdu. Website: www.hartford.edu/
hartt/community

POSITION: Suzuki Piano Instructor-Part Time
LOCATION: Washington DC

DESCRIPTION: Levine School of Music is
pleased to announce a part-time position in the
Suzuki Piano Department in piano instruction,
commencing September 1, 2007.

DUTIES: This position requires a minimum of
fifteen (15) hours of teaching per week at two of
Levine's campuses in the Washington DC area
QUALIFICATIONS: Applicants should possess
the minimum of a bachelor's degree in piano
performance and/or piano pedagogy (masters
preferred), have a dedication to and understand-
ing of the Suzuki philosophy, have been trained
in a minimum of 2 books by an SAA recognized
teacher trainer (4 books preferred), and have
a minimum of three teaching experience
with children of all age
experience i
SALARY: Lump«mmmn is commensurate with
experience

CONTACT: Applicants for this position should
submit a cover lewer of application, curriculum
names and dresses of three references,
copies of the candidate’s and/or students” recent
concert programs, and, if possible, a CD/DVD/
Video of the candidate and/or candidate’s
students in performance to: A. M,
Director Human Resources Les
Music 2801 Upton Street, NW Washingto
DC 20008 Email
Website: wwwlevi

williams@levineschool.org
eschool.org

available in the area.
QUALIFICATIONS: A person who loves children
and displays a whimsical personality. Bachelor’s
degree in music required. Suzuki training preferred;
orchestral experience required.

SALARY: Full or part-time; salary commensurate
with experience.

CONTACT: Mark George, Director, The Hart
School Community Division, University of Hartford,
200 Bloomfield Avenue, West Hartford, CT 06117.
Phone: (860) 7684117 Email: george@hartford.edu
Website: www hartford.edu/hartt/community

PosmoN Sumh \ olm Teacher

TIO! m N
DBCR]YI'ION' Munrtsmwn School of Music is
a small but growing notfor-profit Suzuki school
in southern New Jersey, 20 minutes by car from
Center City Philadelphia, 40 minutes from Princeton
and Wilmington. Moorestown was named Money
Magazine’s top U.S. community in 2005.
DUTIES: Teach private and group lessons part-time.
Auend/help organize recitals/other events. Work
cooperatively with faculty (violin, piano and cello)
ith 6-8 we summer session.
: Enthusiasm, positive atitude,
love and respect for children. Commitment to
Suzuki philosophy. Minimum SAA-registered teacher
training through Bookl, prefer Book 4. B.A. and/or
Music Degree.
SALARY: $26:35/hr depending on experience/edu-
cation. Annual subsidized SAA raining.
CCONTACT: Director, Moorestown School of Music,
301 Union Street, Moorestow
(856) 2357565 Email: dirccior@:
wwwnsmnj.org

NJ 08057. Phone:
j.org Website:

POSITION: Suzuki Violin & Piano Teacher
LOCATION: Hilton Head Island SC
DESCRIPTION: Sea Pines Montessori Academy,
est. 1968, is a non-profit, private Montessori school
Aceredited by IMC ted
DUTIES: Es uzuki-based program for
schod 310 12; teaching individual /group
lessons & aduiniste ing progan.
QUALIFICATIONS: Bachelor of Music/Music
Education; SAA Iumlnb through Bk 3 for Violin &
Piano; current SAA member; 2 yis Suzuki waching

ablish a new
childr

experience; commitment 1o Suziki philosophy &
experience with young children.
SALARY: Full time; 2007-2008 school yes
~ 15,000 plus benefits,

CONTACT: Send cover letter, resume, and 3 profes-
sional references to Jennifer Cauble, SPMA, 9 Fox
L, Hilton Tead, SC 29928, Email: cauble.
gray.com

5,000

POSITION: Piano and Violin Teachers
LOCATION: Wooclbridge CT

DESCRIPTION: Bethwoad Suaiki School is a non
profit organization consisting of over 330 violin.,
cello, piano and violas students, a growing chamber
ensemble program and note reading program. fifry
group classes per week, asuceessful toddler program
and an experienced, cohesive faculty

DUTIES: Teaching privatc and group lessons, Pre-
Twinkle (beginning) through Book 5 and beyond.
QUALIFICATIONS: Bachelor's Degrec in perfor-
mance or music education preferred. SAA Training
and a minimum of two years Suzuki teaching expe
ence. A sensitive and creative approach to wor
with young children through adulss.

Salary dependent on qualifications.
Academic year consists of two 18aveek terms plus a
sixweek summer term. In addition, there are ample
performance opportunities in arca orchestras.
CONTACT: Send resumes to: Bethwood Suzuki
School, Mindy Kesling-Hink, 131 Bradley Road.
Woodbridge, T 06525. Phone: (203) 307-0863 Fax:
(203)387-4512 Email: bethwood@mindspring.com
Website: www.Bethwood.org

POSITION: Suzuki Guitar Teacher
LOCATION: State College PA
DESCRIPTION: The State College Suzuki Pre
established in 1978, is flourishing, nom-profit music
school that offers instruction in violin, viola, cello,
piano, and guitar. State College is the home of Penn
State University and cited as “Best 100 Communities
for Music Education in America™ 2000-2003, 2005
and 2007. We have a progressive, family oriented
community with several local and regional paying
orchestras.

UTIES: Teaching private and group lessons with
pre-twinkles to book 5 and beyond, for wo 17aveck
semesters beginning September 2007, Assume
teaching responsibilities of approximately 17 guicar
students a present. Attend and help organize recit-
als and events. Work enthusiastically with faculty 10
promote a vibrant, growing progiam.
QUALIFICATIONS: A strong commitment ©
the Suzuki philosophy and love of working with
children. Strong group class skills. Registered SAA
teacher waining (through book 3 preferred) or SAA
videotape approval letter. Further Suzuki taining
subsidized by approximately $300 per yeat
smmensurate with experiens
cducation. Excellent growth potential within the
program.
CONTACT: Please send cover leter, resume, atleast
wo references, and audition recording to: D
Krieger, SCSE, 152 Skytop Lane, Port Madilda, PA
16870 Phone: (814) 2341278 Email: kriegerdL@

yahoo ¢

POSITION: Classi
Viola, Cello, G
Instructors
LOCATION: Wexford and Sewickley PA
DESCRIPTION: The Center for Young Musicians s«
bighly-regarded, 12year old privae music school
DUTIES: Teach studer 18 i various
cthods. Pertorm regulaly for the school and in
the conununity

al and Popular Piano, Violin,
arly Childhood Music

tar

s ages

QUALIFICATIONS: A Master of Music is required.
Candidates with experience in developing early
childhood music literacy skills and leading such
classesare preferred. A minimum of 3 years teaching
experic uired.

SALARY: Competitive hourly salary based on experi-
ence. Faculty meetings. recitals and special events
are alvo paid. Company benctiis, including health
life andl disability, and a company retirement plan.
are available.
CONTACT: Please
Young Musicians, Instructor Search. 120 Lake Drive.
Wexlord. PA 15090 and email to cym@fyi.net. Email:
cvm@fyi.net Website: www.youngmusicians.ory

mail resume to Center for

POSITION: Suzuki Violin Teacher

LOCATION: Hong Kong HK

Posting Date: New on May 17 2007
DESCRIPTION: The Kinder(’ Suzuki Music Acad-
emy is the first and only Suzuki program in China

Hong Kong is a fast and vibrant city, where carly
childhood education is given the highest emphasis.
KSMA is affiliated with RightMind International,
emphasizing comprehensive right brain education
Duties: Teach private and group lessons to beginning
students, additional general music classes. Students
range from Fadult

QUALIFICATIONS: Minimum BA in Music
Suzuki training through book 2. 1 vear teaching
experience. Experience with Music Together of
similar welcome.

SALARY: Equivalent USS40.hour: initial relocation
expenses may be negotiated.

CONTACT: Jennifer Moberg, Programme Director:
KinderU Suzuki Music Academy: UG F. Block 27
South Horizon: Ap Lei Chau. Hong Kong

Phone: 852 2875 0452

Email: jennifermoberg@Kindenu.org

Website: www.SuzukiHK org

2007
Suzuld School of Elgin, Elgin IL United States
Aug 19-23 2007: Bass 2 with Virgnia Dixon
Aug 23-27 2007: Bass 3 with Virginia Dixon
Contact: Lamar Blum. 36W609 Highland Ave, Elgin
IL 60123, Phone: (847) 6958356, Email: aaeelle@
yahoo.com

1 Suzuki Festival of Rosario, Rosario Argentina
Sep 9-14 2007: Other Filosofia

Sep 9-14 2007: Other Music Readiny
Contact: Daniela Romero, Email:
com.ar

silas@arnet.

'V Suzuk Festival, Buenos Aires 2
Sep 13-18 2007: Other Filosofia
Sep 15-18 2007: Violin 2
Sep 15-18 2007: Flute 2
Sep 15-18 2007: Cello 3
Sep 19-23 2007 Piano |

9 7: Cello +

Contact: Sabrina Abalo. Phone: (133) 160-1705.
Email: info@suzukiba.org.ar, Website: www.
suzukibaorg ar

Ars Luderes Music Worskhops, Bogota Colombia
Oct 5-10 2007: Other Filosofia

Oct 5-10 2007: Other Music Reading 1

Oct5-10 2007: Other Music Reading 2

Contact: Diana Paola Albanchez, Email: ansludere@
gail.com

Piano Festival, Bogota Colombia
Now 2-12 2007: Piawo |
2007: Piano 2
9007: ECE Early Childhood Music
ct: Dilva Sanchez, Email: dilvasanchez@
hounail.com

Piano Festival México, Monterrey Mexico
Nov 27-Dec 1 2007: Piano |
Contact: Rodrigo Gonzales, Em:
hotmail.com

cvbmint@

Piano Festival México (2), Mexico City Mexico
Dec 3- 7 2007: Other Filosofia

Dec 37 2007; Piano |

Contact: Gabriel Plicgo, Email: gabricl_pliego@
cedos.eduux, SPhone: (098) 1383566, Email:
celesteacevedo@gmailcom

2008
| XOXIII Festival Suzuki Internacional, Lima Peru
Jan 5-26 2008: Other Filosofia

: TBA
Gisela Ciliota, Email: geiliota@terra.

4th Latin American Suzuki Teachers® Conference,
ima Peru

Jan 12-14 2008: Other TBA

Contact: Gisela Ciliowa, Email: geiliota@terra.

com.pe. Website: www.suzukimusica.com. pe

1 Central American Festival, San Jose Costa

52003
| Feb 1213 2008: Violin TBA
Feb 1-15 2008: Cello TBA
Contact: Lidia Blanco, Email: blanco_ele@
hotmail.com

Suzuki Strings of St. Petersburg, St. Petersburg
FL United States
Feb 17-21 2008: Violin Overview 1-6 with Ronda
| Cole
| Contact Jennifer Diedrich, Phone: (727) S04
1488, Email: diedrichj@aol.com

'V Suzuki Festival México, Gt juato Mexico
Feb 25-20 2008: Other Teaching Strategies

Feb 25-29 2008: Piano Group Classes

Contact: Etna Diemecke, Email: etdiro@
yahoo.com

T Suzuk Festival, én Paraguay

Apr 25-May 3 2008: Other Filosofta

Apr 25-May 3 2008: Piano TBA

Apr 25-May 3 2008: Guitar TBA

Apr 25-May 3 2008: Violin TBA

Contact: Celeste Aceveda de Pinazzo, Phone:
(098) 138-3566, Email: celeste.acevedo@
gmail.com




SAA ORGANIZATIONAL NEWS

2008 SAA Conference Coordinators

Conference Coordinator: Sally Gross

Asst. Coordinator: Christie Felsing

iolin Coordinator: Lucy Shaw

Violin Asst.: Margot Jewell

Viola Coordinator: Betsy Stuen Walker

Viola Asst.: Emily Williams

Cello Coordinator: Barbara Balatero

Cello Asst.: Carol Tarr

Bass Coord: Michael Fanelli

Bass Asst.: Paul Sharpe

Guitar Coordinator: Mychal Gendron

Guitar Asst.: Andrea Cannon

Piano Coordinator: Gail Lange

Piano Asst.: Joan Kryzwicki

Flute Coordinator: Noelle Perrin

Flute Asst.: Susan Friedlander

Recorder Coordinator: Kathleen Schoen

Recorder Asst.: Irmi Miller

Harp Coordinators: Kathy Kienzle & Phala Tracy

Harp Asst.: Janell Lemire

ECE Coordinator: Sharon Jones

ECE Asst.: Shirley Koch

Suzuki in the Schools: Winifred Crock

Schools Asst.: Connie Barrett

Chamber Music Coordinator: Susan Baer

Chamber Music Asst.: Susan Gagnon

SYOA Co-Coordinators; Ann Montzka Smelser & Vanessa Vari

International Ensembles Co-Coordinators:
Sandra Payton & Margaret Shimizu

Internat’l Ensembles Asst.: May Ing Ruehle

Hospitality Coordinator: Danette Schuh

Hospitality Asst.: Nancy Brown

UPCOMING 13th CONFERENCE DEADLINES

September 30,2007  International Ensembles Concert
Four-Piano Concerto

Piano Duo

Masterclass auditions (violin, viola,
cello, bass, piano, flute, harp, guitar,
recorder)

Chamber music masterclass

Suzuki Youth Orchestra of the
Americas, I & 1T
Flute/Harp Choi
Recorder Consort

October 30, 2007

; Bass Choir;

PLUS SESSIONS:
October 30,2007 Sessions Proposals due

These dates are postmark dates and are firm deadlines for
required application materials and fecs. Please see the SAA
website for all application information and application forms.
Payments, where applicable, are online.

OTHER CONFERENCE DEADLINES:

January 15, 2008 Conference Sponsorships
Opportunities

Exhibits and Program Advertising
(This includes Heritage event exhibits.
Information tba in the fall.)

February 15, 2008
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—
MORE INFORMATION UPCOMING VERY
SOON FOR ...

« Keynote speakers & Special Events

o Parents as Partners

« Suzuki Heritage Events

« Pre<onference sessions: Early Childhood, Every Child Canl, etc.

« Ninth International Research Symposium

« Early Registration & Hotel Acc i {

 Travel Information

New Suzuki Violin Books and Recordings {

Alfred Publishing has announced that the new Suzuki Violin
Method Book One and the new Book One recordings are now
available. Books Two and Three will follow this fall. This new Inter-
national edition has been a work in progress for many years. The
recording artist for the new editions is William Preucil, Jr., Concert-
master of The Cleveland Orchestra.

Since 2006 Alfred has been the exclusive publisher and distribu-
tor worldwide (except Japan, where Zen-On is the publisher) for
the Summy-Birchard label. Under the guidance of the Interna-
tional Suzuki jon (ISA), Alfred/Summy-Birchard produces
the core Suzuki instructional materials (Suzuki Method books) for
all instruments.

Editing for the violin books is in the capable hands of the Inter-
national Violin C i a i of the ISA, c of
representatives from cach of the ISA's regions. Christophe Bossuat
of France is the ISA Violin Committee Chair. Each member of that
Committee represents a region and brings ideas and suggestions
for revisions from their region to the International Committee.

The SAA Violin Committee members are Allen Lieb, Chair,
Ronda Cole, Lorraine Fink, Karen Kimmett and Sanford Reuning.
Many thanks to this committee for their ongoing, dedicated work
with this project!

Studio Memberships

Fall is a nice time of year (o offer a Studio Membership to parents.
These group memberships provide a simple way to keep families con-
nected (o the benefits provided through Suzuki study. A minimum
©f 10 families is required and dues are US$28/family/year. Checks
and a list of subscribers must be submitted at one time by the group.
Membership not only provides issues of the Journal sent to each
family's home but also lends support to the goals of the SAA.

SAATeacher Scholarships

In this issue and on the website you will find information and an
application for a 2008 SAA Teacher Development Scholarship.
scholarships are for short-term, long-term or apprenticeship training,
Available to members only. See pp. 15-16. |
In the next ASissuc, the full list of 2007 Scholarship recipients will be
announced.

SAA Certificates of Achievement 1
In Volume 35 #3, the SAA Certificate of Achicvement, Levels I and
1 were described, We

¢ pleased 10 be able (o launch this new pro-
gram this fall. The criteria for cach level list the minimum number of
specific SAA-registered waining units, required years of continuous
membership, amount of teaching experience, completion of the SAA
Practicum and a short video requirement submitted for assessment.

Preliminary details are available on the SAA website. Applications
should be posted in mid-fll,

Contributions to the SAA
Journal

The SAA Journal invites members, Gamilies and
friends o submit manuscripis for consideration.
We welcome a wide range of t opics—from news
jtems to pedagogical ideas 0 human interest
stories—whatever may be of interest to parents,
tcachers and Suzuki friends. Please inquire for
further information or submit ideas to pam@
association.org. Together we can make the

suzukia
Journal grow in usefulness and interest with cach
successive issue. o

or postmark date.)

September 1 Fall AS/ Deadline

September 25 Early deadline -

established institutes

October 15 SAA Institute Application
Materials due

December 1 Winter AS/Deadline

December 31  Last day for 2007

charitable donations

Sep 22 2007, Towa Gity IA
Facilitator: Christie Felsing
Contact: Sonja Zeithamel
Phone: (319) 337-4156

Fay

319) 337-7422
Email: szeithamel@aol.com

Sep 23 2007, West Linn OR
Facilitator: Martha Shackford
Contact: Rachel Ludt

Phone: (503) 3208458

Fax: (503) 638-4860
chel@mysmilinviolin.com

Oct 6 2007, Philadelphia PA
Facilitator: Joan Kreywicki
Barbara Di Toro

Phone: (215) 204-2087
215) 204-5492

Email: bdi@temple.edu

Oct 12 2007, Ellensburg WA
Facilitator: Karlyn Brett
Contact: Carol Cross
Phone: (509) 925-5104
Email: decross@kvalley.com

Jan 24 2008, Grand Rapids M1
Facilitator: Arnold

|
‘ « Active Membership (Group)
| 3

fective January | , 2007
Please print elearly in ink

[ Renewal
O Individual O Group

O Mr. O Miss OMrs. 0 Ms. 0 Dr. 0 No Tide O Other

Name of Individual (or Group)

Address

City, State, Zip

Phone (Day) (Eve)

If group, List contact person

& type of group (see below)

Please check appropriate categories: Instruments tught (or studying if student)
~ Teacher
[ Retired Teacher — Student
O Public School Teacher —

~ Cello
~ Piano — Organ _ Flute

 Parent/Family “Violin — Viola
~ Bass

Early Childhood ~ — Harp _ Guitar _ Recorder

Membership Categories and Annual Dues
Patron: S150 US/S180 CAN
 Lifedme: S1090 US/S1295 CAN
|

O Active Individual: S60 US/S70 CAN
[ Active Group: $65 US/S78 CAN

32 US/$37 CAN

[ Required Airmail for members outside North, Central, South America and the |

|
|
|
|
|
|
|
|
|
Fax Email ‘J
|
|
|
|
|
|
|
|
|

[ Associate:

Caribbean: add $25 US mailing fee.
T Tam including a donation of S 10 support the SAA Annual Fund
Drive. (Tax deductible in US)

711 have named/would like to name SAA in my will
Payment:

[ Check or money order for

7 Credit card: Type

(amount enclosed)
(Visa or Mastercard only)

Number. Expiration:

Name on card:.

Mail to: SAA, PO Box 17310, Boulder, CO 80308
or Fax with credit card information: 303.444.0984
Active Membership (Individual) W
Required for teachers, available to parents and other individuals.
Includes American Suzuki Journal, SAA Directory, voting and office
holding privileges, access o training program, eligibility for chapter ‘
affiliate membership (where available), etc.

For grou schools, i libraries, busi ete.
Includes ASJ, SAA Directory and miscellaneous benefits. Group membership
does not substitute for individual membership. ‘

Associate Membership
For parents, familics, retired Suzuki teachers & others. Benefits include
a oneyear subscription o the AS].

Patron Membership
Includes Active Membership, and support for the Suzuki movement.

|
I
|
|
|
|
|
|
I
|
|
I
|
|
|
|
|
|
|
|
|
|
|
|

Lifetime Membership

|
| Includes ongoing Active Membership plus benefis of Patron Membership. | |




2008 Teacher Scholarship Information

SAA Teacher Development scholarships are awarded each spring through the SAA's growing scholarship program,
Scholarships provide tuition assistance for pedagogy study at approved summe.r_ms(ltutes, WOFkShOPS: apprentlcgsh\ps
or through other SAA approved Long-TermTeacher Development programs. Decisions fare based primarily on mernt: with
consideration also given to expressed need. Priority is given to the study of the core units (Book§_1f1l_)) and the practicum.
Awards are paid directly to the institute, university or sponsoring agency after SAA receives verification of the applicant’s
acceptance into the course/program. Scholarships will be awarded for training between May 1, 20l08—May 31, 2009. Ap-
plicants should note that funds will not be awarded to the same applicant for more than 3 consecutive years, or for more
than 3 times over a 5-year period.

[ Applications must be postmarked by February 15, 2008

Requirements for short-term scholarship applications:
(Awards for short-term study range from $350 to $475.)
Note: all info and materials received will be regarded as confidential.

1) Current SAA Active membership for minimum of 3 months prior to application (Exception: current undergraduate college music
majors must be Active members upon application)

2) Completed application (provided on next page)
3) Three current, original letters of recommendation (excluding family members) enclosed with the application. Two of these
should come from a professional mentor or colleague. It is recommended that teachers applying for a second or third year

scholarship (see restrictions above) include a recommendation from the Trainer with whom they previously studied as one of
their letters of recommendation.

4) Brief statement of your financial need, to include any unusual expenses or circumstances you would like taken into consideration.

5) Brief resume or

page current bi ical sketch, includi and work experience.

6) Video recordings (VHS or DVD + or -R) of the applicant performing required pieces for their instrument. Performances must be
current within the past 3 years. (Sec website or contact the SAA office for SAA Audition Guide, which includes the list of specific
picces to be recorded and instructions for making the recording.) Pieces to be performed will be from Book 4 to apply for Book
1-4 courses. For Book 5 and higher courses, apply at the Intermediate or Comprehensive level.

Note: Applicants who are awarded scholarships will receive automatic audition approval though the level at which they are ap-
plying; See audition requirements for details.

SAA office is not able to retrieve past Audition or scholarship video ings previously

Requirements for long-term scholarship applications:
(Awards for long-term study generally range from $350 10 $700.)

To apply, please provide items #1-5 as above, plus the following:

* A video recorded performance of two pieces or movements. Repertoire may be selected from Suzuki Book 7

and beyond and/or
from the major repertoire beyond the Suzuki literature.

* Specific plans for long-term training, including location and estimate of costs.
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a)
b)
<)
d)
e)
n
2

Included among the availabl scholarships are awards from the following special funds (amounts vary):

Joe Cleveland Memorial Scholarship

Virginia Cowan Carson/Jennifer Jabs Memorial Scholarship (Available only to teachers in CO. WY. MT. or [D)
Adam Lesinsky Memorial Scholarship

Arline Hunter Memorial Scholarship (short-term or long-term violin training)

Clifford Caook Memorial Scholarship

Yvonne Tait Memorial Scholarship

Heidi Kennel Memorial Scholarship (short-termt or long-term flute training)

Alberta Denk Memorial Scholarship

David Einfeldt Memorial Scholarship (preference given 1o violists or Suzuki teachers studving conducting)
Margery Aber Memorial Scholarship (short-term or long-term violin training)

Milton Goldberg Memorial Scholarship

Jeanne Beile Memorial Scholarship

Morris Offman Memorial Scholarship

Named scholarships offered through SAA's Premier Business Membership (approximately 81

College student scholarships - up to three available to college students wishing to study Suzuki pedagogy at a summer institute
Latin American Scholarships - Latin American teachers wishing to study at summer institutes in US or Canada.
Practicum course - available to teachers who meet Practicum course criteria.

Up to three scholarships available to teachers in northern Canada.

Name

Indicq

08Scholarship Appll@tn;;

Applicant information: Applying for (check one only Long-Term training Apprenticeship Short-Term/workshop training

All materials must be sent together and postmarked by February 15, 2008. NO EXCEPTIONS.
Send to: 2008 Scholarships; SAA; PO Box 17310; Boulder, CO 80308

Applicants will be notified of the Scholarship Committees decision by March 25
by June 1, 2008 . where they have been accepted for study

8. Scholarship recipients must nonfy the SAA office in writing

ow 34 weeks for payment 1o be issue

SAAMemberhipr___

Address:

Day phone:
Instrument:
Proposed Institute or training center: _
Current teaching
Are you teaching full time?
Are you a full-time college student” Major

List pieces on videotape:

Applied previously for SAA seholurship? n

Awarded SAA scholarship previously? 2

yeasofawards:

Ciny/State/Zip:

Evening phone: Email:

Proposed Course:

g pos ployer: -

11 no, please provide further information

Letters of reference included:




Leadership Through Service

Remarks at the SAA Annual Meeting, May 2007

by Dee Martz

wring the last decade or so I have spent four years working with

e Teacher Development Team formulating the Teacher Train-
er Application and Evaluation Process and six years asa member of
tie SAA Board of Directors. I include all those years because it
was during that time that two very important things became
much clearer to me.

First, we—all of us—are the SAA. I used (o say things like,
“Can you believe that the SAA did ... blah blah . d “Why
doesn’t the SAA do bleah blah bleah blal ...

Of course I knew all along—that is I knew in my head—that
the SAA is a membership organization where most of the
work is done by volunteers, but somehow I still saw the SAA as
“them” and myself as part of the great big “us.” Now [ know in
my heart that the SAA is “us.” I I would like to read a differ-
entkind of article—for example even more about the viola—
then I necd (o write the article or find someone who will. I 1
would like to enjoy another fabulous Conference, I have o be
willing to dive in and help in whatever way is needed. If T want
the SAA (o give more scholarships or develop more programs
I have to be willing to donate money and 1o help find many
others who will do the same.

I know in my heart that I am part of the we that makes up
the SAA, and I am cager 1o accept that responsibility.

Second. I learned that we are all leaders. It will take me a bit
longer to explain how I came to understand this. So here goes
... My head understands that there are many different ways of
leading. and I know this because I have lived through/expe-
rienced a wide variety of leadership styles in my professional
creer.

Atone end of the spectrum is extreme micromanagement
from the top down—where what was understood but lefi un-
said was. “ am the king of the world and you my dear are just
a female viola player, so don't even imagine that you could
have a good idea.”

At the other end of the spectrum s the Servant Leadership
Model that is imbedded in the way the SAA functions. In this
model the mindset is “service first"—*not me first.”

Even though I work with Servant Leaders and been
on SAA Committces with Servant Leaders, 1 didn’t know what
it was or how it worked. All I knew—and I knew this in my
heart—was that I liked working with Jeff Cox and Pat D'Ercole
and Vice Chancellor Bill Meyer.

It was during my tenure on the SAA Board that 1 learned
that what these three have in common is that they are Servant
Leaders. I learned this when part of our Board training in
2003 was a presentation on Servant Leadership. And then in
2004 Pam and I auended the Servant Leadership Conference
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in Indianapolis, which was perhaps the best conference of
any kind that I have ever attended. Now I have a name for a
leadership style that i trust, empathy
and the ethical use of power. At the heart of Servant Leader-
ship the individual is a servant first, whose drive (o lead comes
because there is a strong desire to serve better, and not for
increased power. The objective is to enhance the growth of
individuals in the organization and increase teamwork and
personal involvement. Servant Leaders work quietly to lift up
others not to feed personal ego. They work to contribute to a
greater good.

As defined by Robert Greenleaf, Servant leadership is an ap-
proach o leadershi ’ thate gcs leaders (o
serve others while staying focused on achieving results in line with
the organization’s values and integrity. According to Greenleal,
“The best test for servanteadership is, do those served grow as
persons; do they, while being served, become healthier, wiser, freer,
more autonomous, more likely themselves to become servants?
And, what is the effect”

So now that I understand a bit about Servant Leadership 1 also
understand that all of us who are most comfortable collaborating
with others 1o accomplish goals or improve the environment in
which we live and work are by virtue of the collaboration acting as
Servant Leaders. We all have the opportunity, even with the small-
estactions, 1o be leaders. o

Dee Martz completed a six-year term on the SAA Board on July 31,
2007, including four years as Board Seevetary. Thank you, Dee, for
your dedicated Board service and for the humor and spirit you biought
10 Board dialogue. Thanks for sharing these insights on leadership
and service!

Dee Martz, professor of viola at the University of Wisconsin-Stevens Point,
also serves as Director of the American Suzuki Institute. Dee’s studies as a
merit scholarship student with David Dawson at Indiana University led to
her membership in the Indianapolis Symphony Orchestra, la Orquesta Si
fonica Nacional del Peru, the Indiana String Quartet, the J.S. Bach Chamber
Orchestra and her current position as principle violist in the Central Wisconsin
Symphony Orchestra

In addition to service on the SAA Board and the Teacher Development
Challenge Team, she has chaired the Institute Committee, served as Viola
Coordinator at SAA Conferences and served as SAA i
the Latin American Leadership Conference in Peru

son to the “Encuentro,”

Meet Honorary Members

Interview by Christie Felsing

Lis with great pleasure that [ introduce SAA Honorary Board
member Dr. Richard K. Miller, founding president of Franklin
W. Olin College of Engincering in Needham, MA. A former
Suzuki parent, Dr: Miller has incorporated many aspects of the
Suzuki philosophy into the studies and daily life at Olin College.
His message in 1999 (o the world of scicnce is still thought-
provoking:
“We are embarking on an exciting venture—creating the
first independent engineering college of the new millennium.
You might ask why we're starting a new college when there are
already more than 300 engineering programs in the United
tes. The answer is simple:

Ve want to change the way
students learn about engineering.

And by creating a col-
lege from scratch, we can approach education in a whole
new way—a way that will best serve the engineers of the
new millennium.”

“Olin will always be bold, innovative, fle
creative

ible, and
acted. Our
curriculum emphasizes an interdisciplinary approach.
tcamwork, hands-on design, business. creativity and com-
munication.”

“The curriculum is based on the *Olin Triangle.’ a
combination of rigorous science and engineering funda-
mentals, entrepreneurship and the liberal arts. There is a
deep commitment at all levels to active learning and inter-
disciplinary courses built around hands-on projects. At Olin,
learning and doing go together from the start. This real-
world approach culminates in SCOPE (Senior Consulting
Program for Engineering), a significant, year-long engineer-
ing project for an actual client.”

“At Olin, its all about providing a context for the tech-

-just like the students we have attr

nical education necessary to be a good engineer. 1ts about
learning how o design products that really meet customers’
needs. 1t's about nurtwring your ereativity and inventiveness
about knowing how to plan, finance and market products.
1Us why we support *Passionate Pursuits” and “co-curticulars’
10 help students cultivate their personal interests.”

Such thoughts have shaped the innovative st of Olin College.
The following interview with D Miller occu L in June 2007

CF: You were a heynote speaker at the 2005 SAA Leadership Retreat at
Asilomar, giving a talk entitled *Good to Great: Eunv;_uvueuriul
Leadership in Higher Education.” Tell us how an engineer anx:nf!
up speaking to musicians. I other words, how does Olin College’s
innovative curriculum relate to Suzuki?

RM: Music has always been an important part ol my lile. Uist

Tearned to “stand and deliver” tirough solo music pertor-
e school, and later in high school and even-
wally in college. As you iy know, engineers are often shy
and somewhat introverted, and music played an imporang

mances in g

Introducing Dr. Richard K. Miller

part in helping me “find my voice™ in life and develop the
confidence to speak in public and eventually to lead. It turns
out that a majority of engineers have some natural @lent and
interest in music. I think this is pretty well known now. But
what you may not know is that the field of engineering itself
has some suiking similarities o the field of music. While
most engineering activities require a solid background in
applied mathematics and science. the heart of engineering

is design—the process of creating a new device, system. or
process to address a human need. Design is an inherently
creative activity. and requires imagination. a “can do” at-
titude, a degree of playfulness. a sensitivity to aesthetics and
the effect on people. the ability to simulaneously manage
multiple expectations. and also can require a degree of
courage. There is almost never an answer in the back of the
book for an engincering design problem. and each design

is unique

. expressing the vision of its creator, the engineer.
In this sense, I believe engineering is a “performing art” with
some similarities to music.

Iwound up speaking to musicians through my experience
as a Suzuki parent in owa City. IA. at the Preucil School of
Music. My vounger daughter. Julia. twok both piano and
violin lessons there from a voung age. and I had the privilege
of attending violin lessons with her. She had spectacular
teachers—Rimberly MeierSims, Christe Felsing and Lauree
Christman—and by watching them artfully inspire Julia, 1
first realized the parallels between music and engineering. By
participating as a parent in the Suzuki philosophy of teach-
ing. I ained tansformative insights in the needed changes

in educatonal philosophy and Gestalt in engineering educa
ton. Christie and 1 have remained in contact after 1left lowa
(0 begin the adventure of starting Olin College in 19
CF: What projects are you imvolved with at the moment?

RM:

)

Currendy. Lam serving as the first President of the Franklin
W. Olin College of Engincering, an endrely new fouryear
college in the suburbs of Boston. Olin College is the vision
of the EW. Olin Foundlation. Itwas created to address the
needed changes in engineering ecducation. These changes
are outlined in the recent book by Tom Friedman, The World
Is Flat, in which he points out how important technologi-
calinnovation is to the furure of the U.S., the key role that
engineers play in thataren, the poor state of math & science
education in this country, and the declining number of our

most talented youth who are both prepared for and interest-
ed in pursuing a career in this tield. Lwas the first employee
ol this startup institution in 1999, We broke ground on the
new campus in May ol 2000, hived our Arst faculty later that
vear, taught our fiestchasses in Bl 2002, and graduated ou
finstelass i May 2006, Leading a startup institution with this
much velocity has been dirilling—and at times, terrifying.
Tell us what is the most satisfying aspect of your carver:



RM: Although I have had wonderful opportunities to participate
in engineering, build spacecraft that have explored the solar
system, and lead large groups of faculty at major rescarch
universities, without a doubt the most satisfying aspect of my
career is the opportunity I face each year 10 influence and
shape the carcer of talented young people. The most direct
way is through my occasional involvement in classroom teach-
ing or independent study supervision, but also in working with
students on committees, in small group meetings. and even at
dinners in my home, which my wife hosts with me each year
We invite every student at Olin into our home for dinner or
dessert cach year, and we get 1o know many of them on a per-
sonal level. This is the most satisfying thing I do cach year.

CF: In your view, how do you see music education affecting the sciences,
specifically with the students you admit to Olin and their studies once
there?

: As I noted earlier, there are many parallels hetween music
performance and the practice of engineering. In addition, a
majority of engineering students have a serious interest and
background in music, providing a great opportunity to weave
he wo disciplines together in interesting ways. If you adopt
this view—that engincering is a kind of performing art, and
therefore we can learn from observing the most successful

RN

I in music schools—then some i conclu-
sions jump out at you.

For example, the uaditional approach to teaching engi-
neering (for about the last 50 years) has involved a two-year

€€ The 3135 Prodigy flute helps young students
develop correct hand position, posture,

embouchure and tone.??

Shirley Gilpin
Flute Instructor
QUEENS UNIVERSITY OF CHARLOTTE, N.C.

Jupiter’s 313S Prodigy flute is a breakthrough in design for the young player.
The curved headjoint promotes correct hand position by requiring less
extension of shorter arms, and the ergonomically designed finger buttons
keep small hands comfortable and properly placed. The 313S Prodigy's
no-footjoint design simplifies the learning process and encourages earlier
learning and quicker progress — no matter how young the student.

intensive set of prerequisite courses in caleulus and nawal
applicd science conrses

science, followed by a year of rigorou
Jaying out the fundamental theory of thermody
aerodynamics, stuctural mechanics, fluid mechans

science, ete. Finally,

mics, clec-

tronics,
ics, automatic control theory, materials
in the senior year, just before graduating, engincering stu-
dents are usually asked 1o try to actually design and build
something for one semester; The analogy in a music school
would be a fouryear program in which students take ex-
Lensive courses in music theory and musicology, but don't
touch a musical instrument until their last semester before
araduation. No one would expect the graduates of such
:pl'ogmm to be competent at music performance. And
not surprisingly, many employers feel that the graduates of
\raditional engineering schools are not ready to practice

engineering, either.
There is so much we can learn from the Suzuki approach
to teaching music; some of it is directly transferable to
learning engineering and the sciences. For example, at
Olin College, our students immediately start working on
real engineering projects in their very first semester. Then
in every semester thereafter they have at least one project
in which they must design something new and make it
work. They are taught all the theory, too, in courses that
are woven into “integrated course blocks” throughout the
program. In the senior year they must successfully com-
plete a year-long professional engincering project that i

JUPITER.

World Class Qualitpe

For more information, visit jupitermusic.com.

1,000
rwork

sponsored by a major corporation that is paying $7
for their cffort. To graduate, they must present the

publicly in the spring semester and the client must feel the
quality of the work meets their expectations. This is one

aspect of the “performing art” dimension to our program,
Il 1o the process of music perfo

and in a sense it is par:
mance. There are so many other lessons that parallel the
teaching of music that I could probably write a short book
on this.

CF: Are you actively involved in teaching at Olin?

RM: Yes, a couple of years ago I crcated a new seminar course
entitled "Issucs in Leadership and Ethics™. Itis very impor-

tant for every engineer to understand the importance of
ethics in their work, since it often involves public safety.
Nature judges our work very harshly, and doesn't give

partial credit. As an engineer, you have a responsibility to
insure that the work is sound and the welfare of the client
and the public is safeguarded. This course is offered to se-
niors at Olin, and now also to seniors at Wellesley College
and at Babson College (a neighboring business college) . 1
invited the presidents of these two colleges to join me. and
we teach it together. Itis based on a series of high profile
guest speakers who have been through ethical crises of
some kind, and the students are asked to debate the actions
taken and explain how they would have handled the situz
tion. It is a very challenging course. I also occasionally teach
courses in my technical specialty (structural dynamics and
suuctural design).

CF: Tell us how Olin’s curriculum has developed and/or grown since
its inception. In other words, what is the “state of the union™ at
Olin? Do you see any particular changes or trends in the develop-
ment and growth of the curriculum since its opening? If so, how
would you characterize them?

RM: Olin College used a unique process to design its curricu-
lum. We asked our founding faculty to work with 30 young

students as “partners in invention” for more than a vear to
study best practices in engineering education around the
world, then test the hypotheses in a series of outrageous
educational experiments, and invent a program that takes
the best ideas and uses the resources at Olin and also at
neighboring Wellesley and Babson Colleges, to create a
program that meets national engineering accreditation
standards. The program emphasizes three things: rigor-
ous engineering and design, entrepreneurial thinking,

and creativity, innovation and the arts. In this day and age
it matters less what you know than what you ean do with
that knowledge. Learning how to learn is more important
now than learning any existing set of materials because sci-
ence and engineering are exploding with new discoveries

atan acceler Finally, the internet has changed

ting rate.
the natre of “knowiny
learn, Teamwork and continuous internet inquiry are now
fundamental to successiul knowledge workers, and learning
teamwork skills and independent research are important
priovities that are pervasive in our program

But Olin Colle
innovation and improvement, so none of us at Olin has ten-
ure, and nothing at Olin has tenure-including the curicu-
lum. So, we have an expiration date on all of our policies
and procedures, including the cariculum. Our curriculum

officially expires this summer, and must be reviewed and

" something, and the way students

¢ is seriously dedicated 1o continuous

deliberately re-invented before the Ll semester. There are

five Faculty teams currently involved in addressing specific
challenges in the curriculum. and revisions are expected to
be proposed soon. (Even our governing Bylaws have a five-
vear expiration date.)

CF: Do you presently have any contact with the Suzuki Method?

RM: I miss those days when I could sit quietly and watch Christie
work her magic with my daughter Julia. Her skillful blend
of patience and encouragement balanced with gentle
instruction and constant expectation of excellence were
beautiful 1o watch. And they brought amazing results
But at this point in my life (Julia is now a senior at Tufts
University). I have very liule direct contact with the Suzuki
Method.

CF: When you were asked to be a member of our Honorary Board.
what prompted you to say yes’?

RM: How could [ say “no™? Not only is it a great personal honor.
but it is a chance to continue to learn from some of the
most important people on carth. The Suzuki music teach-
ers worldwide arc involved in inspiring the next generation
10 listen 10 the voice within. to develop their own voices
with confidence and passion. 1o express their deepest feel-
ings through the incredible beaury of music. and incor-
porate the compassionate and uplifiing principles of the
Suzuki Method in other dimensions of their lives. [ am very
arateful for the many lessons | have learned from music
and especially from the Suzuki Method. and [ will do what-
ever [ can 1o encourage and support its expansion.

CF: What would you like to tell the Suzuki Association?

RM: I think the Suzuki Association of the Americas is a remark-

able group of dedicated people on an important mission.
I'm sure vou already know that, but vou need to hear it
from others ouside vour community. Not all important
knowledge comes from books. experimentation, or any ex-
ternal source. It also comes from within. Nurturing that in-
ner voice, and building the confidence to stand and deliver
based on passion from within, is essential for compassion,
for creativity. for leadership. and even moral reasoning.
Music h:

avery important role to play as a direct conduit
to the soul, and you are important gatckeepers who have
the kevs to this conduit for the net generadon. Keep up
vour excellent work. And let’s hope we can strengthen the
appreciation and understanding of real music, clssical music

in the growing sea of noise and ivia that dominates the ente
inmentseene for America’s vouth wday. s

Editor's Note: Interested in reading more? See the Summet
2005 issue 33 #4 (pA) of the American Swzuki Journal which fea-
tures a summation of D \ tlk at the 2005 Leadership Re-
ueat. Further insights on Olin College’s unique curmiculum can be
found by visiting www.olin.edu

lille

lnterviewer Christie Felsing is Assistant Director of the Preucil School of
Music where she has been a member of the violin faculty since 199%. She
received her Bachelor of Music degree in violin performance from the Uni-
versity of Wisconsin-Madison, studying violin with Vartan Manoogian and
pedagogy with Marvin Rabin. After graduate studies at Boston University

training, she pursued a Suzuki internship
with Doris Preucil at the Preucil School. Her experience led her to complete
4 MM in Suzuki pedagogy at Southern Llinois Univeesity at Edwardsville
with John Kendall. Christie is a graduate of AMIC (Arts Management in
" ). an administrative training program sponsored
by the N uild of Community Schools of the Arts. She is a registered
Teacher Teainer and Secretary of the SAA Board

including long-term Suzuki teache
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| by Joseph Kaminsky

n stage the angelic child lowered
her bow, horsehair dripping
from the frog. For just a moment,

time appeared to stop breathing. Mesmer-
ized minds struggled (o comprehend the
enormity of this performance. How could
a child at the mere age of 13 play the
showpiece Ziguenerweisen with such innate
musical sensitivity, such technical prowess,
and such fiery passion? The old master in
the chair transfixed his gaze upon Mia.
His beamed total s
with her performance and at the same
time magically conveyed that warmth o
the audience. Casting a sheepish glance
laterally, I wiped my embarrassed eyes
when I was sure no one was looking.
Quite undignified 10 have an adult
transported to the precipice of tears by a
young student’s performance. This wa
obviously one of those rare moments in
music that will stick in the memory for
vears. But what brought this girl to the
point where her musical ability can so
acutely affect an entire audience, even 1o
the point of tears?

Dr. Suzuki asserted many times in his
teachings and writings that *... repeated
practice of what one is capable of doing
is the principle of fostering outstanding
ability.” Often lamenting the fact that
some parents miss the key point of Suzuki
education and believe that moving on 10
the next piece indicates advancement,
he tried to raise the consciousness of
the parents. Afier a student learned the
correct notes and bowings (0 a new pie
Dr. Suzuki would tell him, “Now that your
preparation is complete, let's practice in
order to build your ability.” Clearly, just
leaming the correct notes and bowings
10 a piece is just skimming the surfac
ability is developed by truly going deeper
than that. By not staying on a picce for a
period of time after having leamed it, you
are denying yourself the chance o build
your ability.
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Geoflrey Colvin in his October 30.
2006, Fortune magazine article, "What It
Takes To Be Great”, implicitly validated
some of Dr. Suzuki’s core beliefs. Colvin
stated that “the best people in any field
are those who devote the most hours to
what the researchers call ‘deliberate prac-
tice.” It's activity that’s explicily intended
to improve performance. that reaches
for objcctives just beyond one’s level of
competence, provides feedback on results.
and involves high levels of repetition. For
example, simply hitting a bucket of balls
is not deliberate practice, which is why
most golfers don't get better. Hitting an
cight iron 300 times with a goal of leaving

Raise Your Ability With a Piece You Can Play

Have Played ... Will Play

are on the path o develop gre
look at review differendy than children
who are on a slower path. With every note

played they are asking themselves, “Is this
the best I can sound on my instrumen(?”
“Tuning in” to one’s practice means

total concentration and listening to the
sound produced, gently manipulating the
practice to seek the ideal. At first students
are trying to sound like the CDs they are
listening 0; then as they mature they are
trying o sound as good (or even better)
than the music on the CDs. This devotion
to the pursuit of excellence starts with the
review pieces. These picces are where it

is easiest to find greatness—great tone,

great i ion, great i j, etc.

“Tuning in” to one’s practice means
total concentration and listening to the
sound produced, gently manipulating
the practice to seek the ideal

the ball within 20 fect of the pin 80% of
the time, continually obscrving results
and making appropriate adjustments, and
doing that for hours every day—that's
deliberate practice.” The great Suzuki
pioneer Bill Starr basically puts forth the
same premise in his book, To Learn With
Lour, stating that the way (0 improve one’s
playing is to do “meaningful practice with
appropriate feedback.”
One must devote constant vigilance

10 one's practice, focusing on improving
posture, tone, intonation, dynamics and
phrasing. Children who excel way beyond
the norm have spent countless hours
playing through their review pieces, trying
10 play them on & higher level, notjust
going though the motions of drawing the
bow. ILis 50 casy o slip into @ *zone of
complacency” when we play our review
picces. There are many reasons (o practice
our review picces, the least of which iy

1o keep them in shape.” Children who

Sadly, some students never get beyond

justlearning the notes and bowings to a

new piece, practicing it only long enough
(0 get it barely memorized. This is not
what Dr. Suzuki wanted. Alter doing all
the hard work (o learn the piece, why stop
short of going the extra distance to where
your practice will actually make you a bet-
ter player? Incredibly, that is what many
Suzuki students do, they fail to get the
benefits of concentrated practice because
they mistakenly feel the piece is learned
whenitis played “correctly.”

Meaningful practice of our review
picces will definitely improve our ability.
Taking an extra two or three weeks on our’
“current picce” after we have “polished
it will likewise result in increased ability.
We need to raise our ability with a piece
we can play, and also with pieces we have
played. If we have moved slowly and care-
fully enough through the first few books
and have paid diligent atiention o correct
fundamentals, we may even necd w chak-
lenge ourselves once in a while with picees
or exercises that might be considered 100
hard” for us at present, Learning is nota
linear function. There are times when out
learmning seems 1o be stagnant on the out-

side, but what is actually liappening is that

assimilation of w

atwe have just learned s
waking place, and once this is completed,

we will he re

dy 10 make @ quantim leap
in our playing, By occasionally pushing
our limits, we may fine that we grow faster
than we might otherwise. This can be
done by taking the hardest passages of

our review picces and pushing the tempo
on them to well beyond the standard
performance tempo. It could be done
by playing a supplemental picce that
has elements in it that we haven't been
much exposed to, such as artificial har-
monics, very high positions, or ricochet
howing. It could also be done by taking
a Schradick and/or Kreutzer etude and
adding that to the practice regimen.
Perhaps even taking a standard concerto
and practicing one line of it with all the
practice techniques that we currently
know can be ol great benefit for making
those leaps that some students seem to
achieve. Even if the concerto is above a
student in level of difficulty, by pushing
to learn just a little bit of it, s/he can
pave the way for easier pieces coming
up that have similar problems in them.
As the great Suzuki pedagogue John
Kendall alwa . “We use the pieces
to build our technique.”

Describing this element of practice

GoaaLow

oneering Performance

DIAMOND GX

as building our technique may be more
accurate than most of us realize. Accord-
ing o the April 27, 2007, edition of The
Wirk, the National Institutes of Health in
Bethesda, Maryland. is conducting studies
on myelin, a white substance that covers
nerve libers in our bodies. Lab Director
Douglas Fields states that ... the liule sau-
sages of myelin get thicker when the nerve
is repeatedly stimulated. The thicker
the myelin gets, the better it insulates
and the faster and more accurately the
signals travel.” So by repeated practice
of a skill. we are thickening our mvelin

sheaths around the corresponding
nerves, and in doing so are actually
helping the nerve impulses 1o travel
faster and more accurately over time.
This may help explain how repetition
actually increases abilitv. According to
Mr. Fields. “In neurology, myelin is be-
ing seen as an epiphanv. This is 2 new
dimension that may help us understand
how the brain works. especially about
how we gain skills.” How exciting to
actually see (under a microscope
how learning might be taking place
physiologically.

When we practice. we must give our
myelin tme w develop. To know that we
have the potential to raise our abilin is a

great gift from Dr. Suzuki. Mr. Colvin even
states that “the good news is that your lack
of a natural gift is irrelevant—alent has
litde or nothing to do with greamness
The evidence we have surveved ... does
not support (the notion that) excelling
is a consequence of possessing innate
gifis.” So the next time vou pick up vour
instrument to practice. please realize that
vou ran raise your abili! And to do so
vou need to do meaningful practice on
pieces that vou heve played. can play. and
even occasionally challenge vourself with

a sprinkling of excerpts from pieces vou
will pliy. =
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available on the SAN website.
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columns

by Barbara Schneiderman

“You must train your children to their studies in a playful
manner and without any air of constraint with the further
object of discerning more readily the natural bent of their
respective characters”...Plato '

We have great fun in our theory classes! They are
planned in outline form with plenty of room allotted
for spontaneity and for encouraging individual students’
directions and ideas. With games such as "Round Robins"
and "Name That Tune”, students experience a sense of
playfulness and they are engaged. We meet once a month
and build on past gatherings so the activities are happily
familiar while knowledge accumulates. Even deeper theo-
retical concepts as well as basic knowledge can be con-
veyed in a lighthearted atmosphere. John Holt, the great
educator, used Lo say that when he saw smiling faces in a
classroom, he knew learning was in the air

When teachers enjoy what they are teaching, students sense
and benefit from that pleasure. They fecl at case, comfort-
able, receptive and will absorh readily. When teachers also
enjoy the children’s varied personalities, students feel validated
as human beings. They feel safe and open, better able 1o
gain access to their best abilities. The path to learning is
smoothed by this enhanced self-esteem and the vibrant
sense of possibility that accompanies it. It is helpful to vi-
sualize learning as an interactive process rather than a one
way pouring of information into a vessel.

I heartily enjoy the process of analyzing music, discover-
ing in the constituent materials of a composition a rich
understanding of its beauty. I love (o explore the myriad
details of melody, harmony, rhythm and other features,
learning how they combine into musical ideas that join
and build, grow and peak to form a satisfying dramatic
whole. Such study can be very valuable for a musician, re
vealing vital interpretive clues while engendering a deep
appreciation of the work and respect for the eminent art
of the composer.

For our students, happy carly
theory will lay a fine foundation for a later depth of mu-
sical understanding and pleasure in learning advanced
theory. We can provide the essential tools they will need
when their level of cognition matures and they are ready
to add 1o the aural and emotional enjoyment of music, the
fullness and clarity of a thinking approach.

associations with music
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Learning with Laughter
Theory Class for Younger Students

Learning Principles

In addition to the noted general benefits of pleasurable
learning, we can discover other specific principles to keep
in mind in our theory classes.

1. Providing variety in our choice of activities will hold our stu-
dents’ interest, stimulate their youthful imaginations and
achieve a quality of freshness. Shifting attention to the nex
game or challenge. children will stay alert and exercise their
natural curiosity. “What's about to happen now?!” In this re-
gard. a teacher’s tone of voice and facial expression can also
convey excitement about the material and help insure a lively
environment. One can vary the order as well as the content of
activities in each session.

2. We teachers need to be sensitive (o the level of understanding
of each child, helping them feel comfortable with their cur-
rent stage of knowledge and development. This of course re-
quires an awareness that stems from our private lessons with
the children as well as from ongoing attentive observation
during the class. We notice the individual students’ demean-
ors, responses and the dynamics of their interaction with the
group and are able to assist gently and discreetly when neces-
sary.

We carefully introduce newcomers to the other children
and help them feel welcome. We explain thatall the children
are auslightly different levels of experience with theory, that
itis fine not 1o know something and that it is our job to teach
them: “We will all help you undersiand.” We encourage the
more experienced children to kindly help the others. I re-
cently leamned of new research demonstrating the value for
youngsters of wioring younger siblings. The re-iteration in-
volved in teaching certainly does root one’s knowledge more
deeply and the aluuistic impulse will hopefully be kindled at
the same time.

As the class is ending, we suggest that each child think of
something new they leamed that day and perhaps share their
knowledge with parents on the way home. We also encourage
the parents 1o follow up with conversation about some aspect
of the day's lesson 1o reinforce the idea.

3. Instill a sense of friendliness among the students o suength-
en the spirit of comfort with the group for everyone. With the
fecling of sharing in a pleasant social community larger than
the self, each child will be motivated 1o participate.

Knowing she is accepted and liked by the other children as
wellas by the teachers, a student will velax and enter activities

=

o=

whaleheartedly. This is a refreshing
change of format for a child from stu-
dio and home lessons where the focus,
however nourishing, is on individual
performance.

. Although our goals are serious in the-

ory class and the details of the content
are important, we maintain a gener-
ally light atmosphere. Humor is maost
desirable and much knowledge can be
learned along with the laughter. The
children are smiling, happy, alert and
absorbing inform:
without formality.
Young bodies seem to appreciate a
healthy mix of large and small muscle
activities. We begin seated on the floor
but frequenty rise for games at the
keyboard and elsewhere that involve
whole body movement as well as hand
and finger action. The alternation of
muscle groups has a stimulating effect
on the children’s attention and ability
to concentrate in addition to refresh-
ing them physically.

For thorough learning, we try to follow
an effective step-by-step process to
convey any given concept, as appropri-
ate. First one can name, explain and
describe along with illustrative exam-
ples, such as a particular interval. We
want to be sure the children can hear
and identify the specific element by
the sound and hopefully, sing or play
or clap it. Then, we wish them to be
able to recognize it in written or sym-
bolic form and finally, to draw or write
it themselves. We use multiple materi-
als and activities to allow the children
a wide range of exposure t a concept
and experience using it

Taking turns” is a mutually respecttul,
benelicial habit most children have
learned in school and play groups, and
they accept this guideline as “right be-
havior.” We engage mostly as a group
butalso playtully include individual
involvement, taking turns and listen-
ing carefully to each other not only to
prepare for our tur butalso w learn
from each other. A game the stdents

tion with ease—

really enjoy is becoming the “teacher,
presenting an example or question for
the next child w answer, and continu-
ing in sequence around the circle.

. Our ganies olten involve original work,

composing or improvising melodics
or thythms. The children especially

rly

enjoy these activities and listen eag
10 hear their own tnes at the piano
alter creating them on their magnet
boards. The eventual goal is o heara

tne simply by seeing its shape in nota-
tion. | sometimes improvise chords at
the other piano 1o complement the
character of their own tunes. They
hegin to perceive how music is con-
structed, how chor tones can spin
into melodies or support. enrich and
accompany a melody.

Such efforts at composing will logi-
cally grow, for example. out of singing
hearing, naming and notating on mag-
net hoard certain intervals up or down
from a given landmark such as “treble
clet G or “middle C.” This might oc-
cur within the context of five-note pat-
terns which we often sing. read or play
Simply changing the order will create
an original wune and altering the
intervals or adding repeated pitches
will further personalize the scale seg-
ment. Perhaps a thythmic change wil
happen spontaneously and voila, the
students are starting to compose

9. The deepest kind of learning occurs
when students make their own dis-
coveries. We need to provide enough
information and background to lead
them up 10 the threshold of the break-
through. Thev will then be equipped

10 figure it out for themselves as a logi-

cal sequel o previous knowledge. Let
the sunburst happen in their minds! |
have seen a students face light up with
the excitement of such an “\ha!
ment: “So that's how it works!™
The many examples in our Book
One of folk music with a simple
texture of melody and chordal ac-
companiment clearly establish ton-
al harmony with a predominantly
consonant stle in a student's ears

" mo-

After a very basic discussion and

demonstraton of dissonance and

consonance, we might be experi-
menting with possible chords o
match a student's original five-note
scale ne, asking: “Which sound
do vou like better?
more restiul or peacetul when the
chord tones match the notes of the

“Oh, it sounds

melody!”
We will have many futare months

and vears w follow through and
claborate in a4 more sophisticated
way, but this carly kind of selt dis-
covery may spark @ meaningful in-
Lerest now and a Lscination lae
with the deeper workings of music
through knowing theory

0. Much contirmation of children
for participating as well as “know-
ing.” This important quality can be

iy

conveved verbally and energetical-
Iy along with a teacher’s encour-
aging smile: “Good job!™ ~How
wonderful!™ “That's right!” “You
understand this very well now!” or
even “Good trv!” or “That's close!”
or a reassuring “That was a verv
tricky one

Format
Our beginning Theory Class meets
r an hour once a month. in the late
ifternoon. The children bring their
magnetic staff boards and magnets
paper and pencil and some bring
manuscrpt paper.

I conduct the class along with my
daughter Tanva who teaches our be-
ginning students in private lessons.

Her direct experience and detailed
knowledge of students levels, person-
alities. interests and learning styles
is essential in our efforts to nurture
their growth in the group

Parents are alwavs welcome to stav
and listen and follow up at home
Thev usually bring some paper work
or hand work and remain in the
background. but they clearly have an
car tuned to the class. enjoving the

sounds of music and the children’s
voices in discussion and at plav. The
parents’ faces show thev are catching
the spirit of fun in the air

To begin. we sitin a circle on the
floor and have our staff boards ready
The children usually know each other
already and happily exchange greet-
ings and other thoughts. They arrive
full of smiles at theory class, anticipat-
ing fun and the atmosphere is imme-
diatelv mernv and infectiously so.

Some Favorite Activities
1. We start theory class with the

“Name Game.” Itis an easy intro-
ductony warm up or “ice breaker”
and develops a friendly sense of
community, supporting each child
and validating their feelings of
identiny and importance in the
aroup. We easily weave some spe-
cific learning into this game. some-

what ditterently each session. Each

student savs her own name aloud,
perhaps forte or mezzo piano or
even pianissimo (one could even
advance o mezzo voce, a whisper)
The children really listen o cach
other very carefully during this
phase. Then we ask for 4 volunteer
wsay all (orany of) the children's
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names. Many hands go up and often many (or all) will
take a turn, with continual learning of various dynam-
ics along the way. We complement the children for
their excellent “Suzuki memories!” Tempi and articula-
tion (legato or staccato) can also be worked into this
versatile easy game.

2. Singing is a ti h ed means of ping the
ear and it can also form a solid basis for reading music
with understanding. We have adapted and simplified
the hand signals for solfege into what I call modified
solfege. The children sing along with me and imitate
my motions as I move my hand in a sideways position
upward through the air, describing a five-note scale
and then descending; or jumping 1-5, 5-1 or 1-3-5. 5-3-
1, etc.

This activity is akin to reading and conveys the con-
cept of vertical shape in melody. We sing either 1, 2, 3,
4, 5 or do, re, mi, fa, sol or letter names from the tonal-
ity we're studying, for example: c, d, e, f, g or g, a. b,
¢, d. One can vary this activity with the teacher using
hand movements silently for the students to guess and
sing the pitch names or even only hear them mentally.
They are really “reading” when they accomplish these
steps. The only difference is the use of symbolic hand
positions in vertical space to denote sounds instead of
note symbols.

3. Magnetic Note Board Games.

The five-note scale pattern is an indispensable ele-

: Y45 pilNUTES of pEZCE, LoVE
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ment in musical pedagogy. We can use it for teaching
reading, theory and technique as well. Tn addition 10
singing it, the children learn to “take dictation,” plac-
ing the magnets on their boards appropriatcly after
hearing a scale pattern. The ascending or descending
scale can be altered to form different tunes which the
students then arrange on their note boards. They also
compose simple short five-note melodies, o be played
at the piano, for each other to play or for the students
to place their magnets correctly on their boards.

We always begin our note board activities by placing
our landmarks carefully on their proper lines or spaces
in two vertical columns. These form the structure for
reading all the lines and spaces over the entire two
clefs, the “geography,” so to speak, of the staffs, the
mid range. most traveled part of the keyboard. The
children learn at first to relate notes to these distinc-
tive landmark positions which they digest with particu-
lar meaning, not simply memorized.

Using the clef sign as a reference point, we start with
“Treble Clef G” and relate it to the sometimes confus-
ing “High G” an octave higher, similarly the “Bass Clef
F” and “Low E.” We locate all the Cs and name them
as well: Middle C, Twinkle C RH, High C; "Middle C
LH. Twinkle C LH and Low C." Systematic daily study
of these landmarks provides an excellent foundation
for reading. Then we learn to read one above and one
below, then skipping up or down, fourths, fifths, sixths,
etc., until finally all note locations are learned.

It should be emphasized that the main body of theo-
retical instruction occurs in the private lessons. These
theory classes reinforce, augment, rehearse and solidify
that knowledge in a pleasurable group setting. Tanya
observes when the children have learned the funda-
mentals sufficiently to join the group.

We begin to introduce note board work in private
lessons when basic habits of good study, listening and
preparing songs, natural posture and technique, tone
quality and concentration are established. We want the
all-important emphasis on the ear, on listening and
hearing sound, to be solid before a child begins the
visual and cognitive work of reading readiness.

4. Another one of our favorite activities, also very ver
tle, is the “Round Robin” format, which is used for in-
troducing and rehearsing a wide variety of topics. The
children circulate around the piano by lining up to the
right of the chair, taking a turn as the player and exit-
ing to the left. Then they circle back around the chair
to the end of the line to awail their next turn, listening
and observing all the while—hence, Round Robin.

This lively activity is amenable to “reading” (playing)
bits of music such as intervals or simple short tunes
[from note boards, books or flash cards as well as play-
ing phrases of known Suzuki songs from the shared
reperioire in correct order. It is a fine way Lo practice
intervals up or down from Landmarks with slight chang-
es for each child—quick and easy [or teacher standing
nearby to move a magnet or 1wo as the next player a
rives in the chair, There are so many possible variants
including “duets” with one student playing treble clel’
and the other, bass clef—shifting clefs afterward for ex-
tra practice, or switching to minor, first teaching: “can

6.

~

o

. Sorting out the many di

you hear which note changedz", then playing major
five-note scales lollowed by the minor form in a Round
Robin

“Name That Tune.” Our students love to identify songs
from the clapped rhythm. They learn w0 appreciate
how central and vital rhythm is to the character of a
song. Teacher begins by choosing a song and the stu-
dent who guesses correctly then claps a song of her
choice and so on. Sometimes we divide the group in
half to clap the treble and bass rhythms as an ensemble
in a kind of counterpoint. This sounds very musical
and textural and really quite appealing. Again they
hear. even more dramatically, how the rhythm is intrin-
sic to a song's identity.

The children also love to name the tune after hear-
ing only the first note played on the piano. It is star-
tling to discover how well they can do this, what in-
credible ears they have, and how deeply digested the
songs are. Variations on this game include playing the
irst melody note along with the bass note or chord,
or continuing only the tune with two or more notes if
it is especially puzzling or ambiguous. When the chil-
dren add mood and appropriate dynamics to the first
single note, the name comes more quickly, to every-
one’s amusement.

ferent terms related to timing
in music, the children learn to experience and define
them. One can start simply by clapping a pulse with vi-
tality, inviting the students to join in while we ask “what
s this?” and keeping the beat going during the discus-
sion for a lively atmosphere. We seek not only to name
the term but to feel its meaning. They learn thatitis a
pulse or beat. We invite the children to clap a different
pulse of their choice to be “caught” by the group.
Then we do the same with rhythm, defined as a pat-
tern of long and short sounds, (we ss” different
rhythms around the circle); meter, the grouping of puls-
es into measures with mention of the general meaning
of the word meter at home (water, gas, electricity, etc);
different meters, comparing the feel of 3/+and 44
for example. We continue similarly with tempi (playing
ames and recognizing various speeds),
ritardando, fermata, etc. The Book One song Allegro by
Suzuki provides a familiar touchstone for many terms!
Musical Charades is a delightful experience for every-
one, participants and observers alike, with much fun as
well as learning. Students are given a ca rd with a word
or phrase on it which they will act out for the group to
guess. We review the rules, much the same as the usual
charade game, but a bit simplified. And of course, we
use only musical terms, symbals of notation, phrases,
song titles or the expressive vocabulary of interpreta-
tion. Imagine a child vividly pantomiming cv escendo
or diminuendo ov accelerando ov Clair de Lune with the
hands to be called upon
tivity and imagi-

others excitedly raising the
(o guess! This game encourages cres nd
nation, qualities much to be desired in musicians. ll.

is very stimulating o the childven and their energetic
happy engagement is clear. y
‘Theory class presents a wonderful opportunity to vein-
force the music history lessons from our monthly work-
shops (described in my article One-Room Schoolhouse,

1S/ Vol. 28 #2). We review the periods of music history
and some features of each era in simple terms, discuss-
ing composers from each period, spelling their names
(children love to do this!). identifying their countries.
some pieces by them and some characteristics of their
style. We refer to songs from our repertoire whenever
possible and invite performances by the students.

9. A fine activity for bringing composers to life for the
children and securing their knowledge in a meaningful
way is through storytelling and drawing. I relate anec-
dotes and adventures from the composers’ lives with an

especially vivid pictorial nature, showing illustrations
from books and other materials. The children close
their eves and recall a moment they enjoyed particular-
ly. Then they draw a picture of that inspiring memory
to which they give a title. We display the drawings on
our bulletin board for evervone to enjoy

10. We like to end our class on a high note with a favorite
game or activity such as ensemble playing or Musopoly
or Music Match. a kind of musical bingo game the chil-
dren like to call “Presto.” Thev call out “Presto!” when
they finish a row or sav “Blackout!” when the whole
card is completed. At each stage they need to name the
svmbols under their tokens. with our help when neces-
sarv. Another frequent favorite final activity is ensem-
ble plaving at two pianos with guidelines such as: one
person sets the tempo first by plaving a phrase. watch
the conductor to start exactlv with the beat. listen to
cach other to stav together. resume at the next possible
musical thought if vou lose your place and keep going
if anvone else drops out

I'm sure many of vou have vour special list of favorite
theory games and activities. It would be lovely to hear
from vou either in a note or an article of vour own! This
column could become a gathering place for sharing ideas
with other teachers. e

e
\s quoted in Read. Hestert, Education Through Art (Pantheon 1956, p.207)
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Compiled by Carol Tarr

Multi-Level Group Lesson

ften as cellists, we have students of various levels in our group

classes. It is great to have ideas of pieces and activities that
students can do together that keep everyone engaged. Many
thanks to these cellists who shared creative ideas for this col-
umn: Barbara Balatero, Gilda Barston, Tanya Carey, Jean Dex-
ter, Joanne Erwin, Dee Hagari, Carey Hockett, Priscilla Jones.
Catherine Walker and Susan Weisner.

General Ideas for All Levels
Jean Dexter from Olathe, Kansas, suggests the following:
When students are not playing a particular piece I have them
do one of the following:

1. Count the number of circles.

2. Watch someone using straight bow.

3. Bea police person (check for tall backs. good
cello wings, feet), and if they see someone needing a
ticket, tap them on the head.

4. Close their eyes and imagine a picture in their heads that
matches what they are hearing.

Joanne Erwin, Oberlin, Ohio, suggests an activity called “Pick a
Note.” Each student takes one note from a picce, and we play
it with them on their single note—we only play that particular
note with them. This develops rhythmic understanding, pitch
understanding and concentration. It is especially good for
Book One review picces.

Dee Hagari from Chicago, lllinois, asks the students who don't
know the pieces being played to do a doughnut or shadow how-
ing. With the left hand make a ring or doughnut by touching
the tp of the thumb to the tip of the 2™ finger. With the right
hand hold the bow. Draw the bow through the LH doughnut to
practice the bowing of the picces you don’t know. This reinfore-
es the relationship of the thumb and the 2* and 3 fingers and
allows the student to learn the bowing without putting strain on
the right hand, as the bow rests in the lefi hand doughnut.

Priscilla Jones from Bainbridge Island, Washington suggests:
Play one song [rom Book 1 (e.g., Song of the Wind)
Then:
If you're in Book 2, add dynamics.
If you're in Book 3, add vibrato.
If you're in Book 4, add a shift.
If you're in Book 5, add an ornament (o a note somewhere
If you're in Book 6, play in thumb position
Ifyou're in Book 7, add your own harmony.
If you're in Book 8, play all notes as dotted cighth
teenths.
If you're in Book 9, add chords at the end.
If you're in Book 10, improvise your own cadenza before the
last phrase begins.
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Barbara Zuchowicz of Ottawa, Ontario, has a

Tavinkle-bel Canon.

Begin with a Twinkle -A section. in key of G major.

With Book I students, begin a “Tiwinkle” theme in quarter notes:
GGDDEEDDCCBBAADD

Intermediate students join in with the traditional g

Advanced players join in with the traditional tune, ransposed to the

key of G

It helps the younger students on the Twinkle theme o have a more

advanced student sit behind them to help keep the tempo steady

and keep track of the number of times itis to be played.

major version of

On Your Honor Musetteis an idea sent by Gilda Barston, Chicago, I
linois.

Book 1 students play open G in half notes. Book 2 and beyond stu-
dents play Musetie. These students are “on their honor” 10 play ev-
erything correctly (fingerings, bowings, shifts, intonation, dynamics,
anticulations). If they make any kind of mistake, they need (o switch
10 the open G. The idea is to see who is still playing Musetie at the
end.

Developing Awareness of the Harmony and Form
For Go Tell Aunt Rhody, Carey Beth Hockett has students play Mis-
sissippi Hot Dog on these notes:

DDGDDDGD

DDADDDAD
Also can be done using open strings, harmonics, pizzicato half
umps on the above pitches.
Parents can be involved by lining up in front of the students. Those
indicating the pitch “D" will put their hands on their waists. Those
indicating the pitch *A" will put their hands on their shoulders, and
the “G™—hands on hips
Long Long Ago can be taught in a similar fashion.

Joanne Erwin uses an exercise called lmprmise Your Oun Harmony.
This works best with the Book One songs: Teacher plays a simple har-
mony using tonic and dominant tones while the class plays the picce.
Then the class plucks (pizzacaio) their own version while teacher
plays the wne. Start with simple half notes and build 1 more inter-
esting rhythms. As they progress, use other pitches from the chords.

Barbara Balatero, Scattle, Washington, uses an Etude Fiuger Shooting
Game.
This is good to keep students busy who don't yet know the picee;
it helps them 1o keep their place and to remember when the conr-
poser does something different the third time around.
For those who don't know the picce, shout out 1 or 2 fingers at the
appropriate tme.

1 dada da 1 dada da 1 da da da daand tien there's

2da da da 2 da da da 2 da da da da and back 10

1 da dada | dadada | dadada daand then there’s

2 dadada 2 da da da 2 da da da daand there comes
(scale part) and back o
1dadada 1 dadada | (descending scale)

Scales and Arpeggios

Tanya Carey, Chicago, lllinois, shares some ideas about having a
focus on scales and arpeggios at various levels
Early Level:

D Major: French Folk Song. I'm a Litle Monkey. Twinkle on
one string, Lightly Row, May Song
G Major: Long, Long Ago. One String Twinkle on G

C Major: end of Etude, Minuet No. 2, Twinkle on one string in
C major.
End of Book 2:

Try ransposition in descending keys:
Twinkle in D (starting on open string)
Twinkle in C starting on 4th finger on G string
Twinkle in B’ starting on 2nd finger on G string
Twinkle in A starting on open A and also 1* finger on the G
sting.
Long, Long Ago is good for transposing in ascending order:
Starton open G
Start on A on the G string
Starton B’ on G string
Starton Con the G string
Intermediate Level:
To develop listening skills and attention, try Darth Vader Scales.
Use the bow asa light sword. The game is not to move 1o the next
note until the sword waves.
The class plays a G scale together without repeating the op
note. Next divide the class into oo groups. Group A starts the

scale, moving only when the pitch is pure, or Darth Vader moves
his sword, and the sound is resonant. When Group A reaches the
3" note, Group B starts on G. Play each note of the scale in thirds.
When Group A reaches the last note, they hold it until Group B fin-
ishes. The nextlevels s to divide the group into three parts and plin
the scale in tiads, with Group C starting when Group B reaches the
3" note and Group A s on the 5" note.
Advanced Level:

Drone Scales (and apeggios). This game is done in silence. The
group plays a drone, for example G tor a 3 octave G major scale
slurring <. The teacher looks at the first cellist who plays the scale
up and down. On the last note the next cellists stuts and so on unal

all have played. Each cellistis playing with long bows and with a
good souncl. The cellists phaying the scale has to match the sound
of the group. When finishecl, discuss what happened, and get feed-
back from the group.

Games
Joanne Erwin veminds us ol Hide the Rusir—One student leaves the
room and another hides the rosin in the room. When the student
outside rewuns, the class plays whatever pi
getlouder as the student is closer o the tosinand softer when they
move away lrom it This works on dynamics and wne.

e we're working on and

Pricilla Jones slures this idea: “Dividle the students into Team Land
Team 2. Equalize the teams with older and younger swdenis. Eveny-
one plays as a group, a song from Book 1,2, or 3. Alert thse stdents
tiat don'tyet know the picee o look for some facts about the piece
asitis played. (Some casy things o look forare die st note of the
piece, kst note of the piece, does it have a repeat? A fenmat Other
Lacts might be the composer, e form, time signatue, key,etc)”

“Afier the piece is played. Team 1 getsa chance o shout out some
facts about the piece. If they shout out something correct. they get
one point. Then Team 2 gets a chance to even the score. If the fact is
wrong, they give up that tum and Team 2 has a chance to get ahead.

[ usually continue © play undl no one can think of anything more to
add. or one team is obviously ahead by several points. Then we might
switch tams and play another piece. As with any game, the Gming is
tricky: Keep things moving so the “dead tme” is limited. At first you
might have 10 put a time limit for cach team o come up witha fact. so
thev will start o think of things quickly.”

Priscilla adds this game idea: Every vear [ ake my cello students on a
“treasure hunt” in celebration of completing  list of scales during the
vear, We meet at the park where I pass out pages of directons o our
treasure.
1) If vou love cello music. face the park. If not. face the building,
2) Walk 10 the left. and at the end of the sidewalk stop.
3) If Beethoven lived in Hawail, tum left. If he lived in Germany. go
straight ahead.
Eic. Etc. Eic
We always end up at the ice cream shop. We g
e awhile o get there. and have a great tme along the way. The

» a different wav each

sudents even help me come up with some of the quesdons by doing
their own rescarch and sending me three of their Envorite facts about a
composer.

Susan Weisner. Los Angeles, California. has a game that doesn tinvohve
cello plaving. Its called the Musical Alphaber. Go through the alphabet
and the students need to sy a word related 1o music (even a composer’s
name) strting with that letter. As the students get older and more ex-
perienced. they become more sophistcted in their choices. Itis fun ©
have a continer of alphabet cookics to pass outat the end.

Catherine Walker, Quebxec., writes about a game that tests how pro-
foundly the group members have leamed their repertoire. There are
o teams: Teacher i alone on one team and the group is the other
tean.

Procedure: Teacher starts a piece and stops anvwhere within the piece.
\member of the other team puts up their hands and tells me the name
of the piece and what note it enderd on. Thex, in tum, must st the next

piece of their choir on that note, and I guess the piece name. Teacher
IUsESEIT et piece on the xume note they ended on.
Rules: 1) The class can choose the book level(s) before they stut

The team can give one hint o the student who raises his
hand ... teacher chooses helper so that pandemonium
doesn tensue!

3 Adime limit is good—if they 0 past the dme limit (a parent
an be the time keeper) or cin'tsEut a new piece, Teacher
gets the point!

1) Iis possible to decile if participants are allowed © sart in
the widdle of a piece or whether we always have o st at the
beginning, s

Carol Tarris a cellist and SAA-registerad Teacher Trainer. She maintains an active.
studio in Lakewoad, Colorado, and teaches cello pedagogy at the University of Den-
ver's Lamant School of Music. Carol has a Bachelor of Music in Cello Pertormance
trom the University of Southem Calitornia and a Master of Music from Peabody
Cuonservatory in Baltimore. Carol has served on the SAA Board of Directors and the
SAA Cello Committer. Twice Carol served as presiclent of the Suzuki Association of
Colorado. She was co-coondinator tor the ASTA Convention in 2004 and is currently
serving as Assistant Cello Courdinator for the SAA 2008 Conterence in Minneapolis.
Forwell over ten years she has functioned as an aditor/ coordinator for the AS) Cello
Column. Inadkliton w her busy teaching schedule she enjoy s entertaining children
andladult audiences with cello-based storytelling,
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columns
by Andrea Cannon

5 Suzuki Students from the Start
Early Childhood Music and the Suzuki Studio

Dul vou know that at the time of his death, Dr: Suzuki
expressed tegret w his wite that he was leaving his worl
untinished: He stated o her that he was disappointed that
W private instrument teachers of Suzuki Method did not yet
inning. That is. prior to
the commencement of instrument music instruction—-or even
prior 1o birth. for that matter. 1 had not realized that there is
a program based on Suzuki principles that is designed o fill

this need and that it was so important o him and cenual to

undentand the need for an early be;

his philosophy.
When @ earned this., T felt that it would be dismissive of
Dr. Suzuki's vision if' T continued to teach the Suzuki Method
and did not pursue the ideals he had hoped instrumental
teachers would embrace. To ignore his wishes would mean
that [ was guining benefit from the philosophy of Dr. Suzuki
by teaching within the method, while at the same time set-
tling tor less than full quality. This didn’t scem right, so 1
committed w learn why the (very) Early Education of the
¢hild was so important and how 1o assist families with the

This young student loves 1o play the xylophone!
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Suzuki method at this stage
Five years have passed since then and there have been

changes in my studio. A Suzuki Early Childhood Studio now
exists in partnership with my Guitar Program. It has not all
been casy, but [ can now better tell why this area of educa-
tion was so important to Dr. Suzuki, and I can speak from
arly Childhood Mu-
nstrument studio.

experience about the henefits a Suzuki
sic program brings to the Suzuki pri

The Suzuki PreNatal Class

In Nurtured By Love (p.7), Dr. Suzuki relates the story of
Hiromi a five-month-old baby whose older sister was studying
the violin and learing the Vivaldi a minor Concerto. During
an informal presentation in the home of one of the fami-
lies, Suzuki played some pieces the baby probably had not
yet heard and then without notice began playing the piece
which he knew the infant had been hearing in her home
since before birth.

“I had no sooner started the picce when an amazing
thing happenced. Hiromi's expression suddenly changed.
She smiled and laughed, and wrned her happy face o her
mother, who held her in her arms. ‘See, that's my music,’
she unmistakably wanted 1o tell her mother. Soon again, her
face wirned in my direction, and she moved her body up and
down in rhythm. This baby, just five months old, had shown
that she knew the melody of the Vivaldi a minor Concerto.
In this way, inspiration and interest are acquired involun-
tarily by an infant from everything he sees and hears, like a
seed that is planted.”

From this experience, Dr. Suzuki realized that the baby
had memorized the sound of the music and could recog-
nize it and distinguish it from other picces. Canadian Early
Childhood Education pioncer, Dorothy Jones, has designed
program based on this realization and supported further
by facts from modern research. In the Suzuki Pre-Natal class,
the mom-to-be is given information about the development
of her child, including the ability to hear and memorize
sounds. She is instructed to choose a picce of music to listen
to each day while re ng and thinking about the arrival of
the new baby. She receives facts about the baby's intellectual
development, including a list of books appropriate for the
young child.

The Baby Music Class

When the baby arrives, the parent and child are encour-
aged to participate in a weekly music class for children ages
birth=three years old which is based on Suzuki concepts. In
this class the children learn 1o ke wrns, they listen 1o guest

musicians who visit with their instru-
ments and they have a reading circle and
participate in nursery rhymes and songs.

The Baby Music Class is an elfective
learning ool for the parent as well
as the child. The parent models for
the child. The child watches and fol-
lows. Both develop listening skills
that transfer to Suzuki instrument
study. The parents learn to observe
their child and guide his/her par-
licipation in a natural way. The child
learns to match pitch and develops
excellent rhythmic skills. They have
a CD of the class repertoire, so they
develop the habit of listening and
home practice begins.

Unique skills acquired by these
children include ear training and
development, rhythmic understand-
ing, coordination, parent participa-
tion and studio support. The posi-
tive, long-term impact of entering
instrumental studies with such deep
understanding of Suzuki philosophy
cannot be underesti

Characteristics of the Program

Through the Suzuki ECE program
the same concepts that drive and in-
spire the private instrument program
are established carly on. The children
become familiar with the Twinkle
rhythis, and through our weekly
musical guests they hear Suzuki reper-
toire and become accustomed to the
sound of the instruments. The parcnts
become skilllul in learning 1o observe
and not 1o push. The job of the private
instrument weacher is begun in carmest
before study begins.

In the Suzuki ECE class, all ac-
tivities and songs are accomplished
without recorded accompaniment.
The parents and children sing more
naturally because the sounds of their
voices are needed to lead the activi-
ties rather than to quiedy follow the
lead of an instrument. whether live or
recorded. Hence, the musical car is

more fully developed on both sides.
Many students who spend three vears
in the Suzuki ECE program develop
perfect pitch.

Ouly one CD is purchased for use
during enrollment in the Suzuki ECE
program. This provides an essential
element in brain development for
children ages zero to thre
The children love performing the
same pieces and activities from week-
to-week. If the parents are lured by the
prospect of a new CD curriculum every
few weeks, itis our job as twachers o
explain the rationale for limiting the

epetition.

repertoire and o provide them with
articles and data showing the benefic
of repetition of this type.

Some parents who attended or
previewed other Ealy Childhood
programs before deciding w enroll
in Suzuki ECE with their child have
shared their thoughts:
he [other class] was more o a

“leclgood thing than a learnin
experience.”

The [classes] visited are less so-
phisticated than the Suzuki program
. They are basically designed to
teach you how to play with your Kids.
1 felt | could get the same benelit

from watching childien's music

shows or videos or by singing at
home with CDs."

“Some class activities are simi-
lar—dancing with scarves, rolling
the ball and motions to music—but
in the Suzuki class, they are for dif-
ferent outcomes. For example. in
the other class after they play with
the scarves the teacher takes them
up. In the Suzuki Class, the parent
and child cooperate to fold and put
away the scarf.”

“The Suzuki class is more musical
There is an emphasis on “real’
music—on classical music and
sound and on plaving and
listening to real rather than toy

instruments

Prenatal Class Benefits
As moms who took the Prenatal
Class began to bring their kids to the
Baby Music class. we noticed some de-
velopmental differences among those
children
(1) Skill Development
The Prenatal Class graduates will
hold a mallet at 5-12 weeks old.
Others draw their hands away.
(2) Articulation and Early Speech
Some even begin reading the let-
ter names from the bars on our
mallet instruments.
(3) Coordination
Prenatal Class graduates usually
acquire skills earlier. Examples
include marching and clapping
in rhythm at the same time; wait-
ing until the appropriate time
to strike a triangle (“when we
sav. 1) and o puta toy under
a chair ("wait until vou hear the
word “under™).
(4) Sensitivity
One voung bov arrived early and
was our only student for the first

part of class. Usually our class
“bruiser.” on this day he sat alone
with the drum and thoughtlully
plaved a variety of tempos, rhyth-
- patterns and dynamics for us
o march to. (However, when the

m

nextstudentarrived, he reverted
back o “last™ and “loud.™)

Baby Class Benefits
These are the skills Lappreciate
most about the students who have
come trom Baby Class to guitar lesson
(1) Listening/Following Instructions
The three year olds come into the

studio and can calland-response
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clap (just about!) any rhythm,
especially the Twinkles. They've
already been listening and practic-
ing at home.

(2) Focus
One Graduate of Baby Class who
attended from five months of age
began lessons two weeks after his
third birthday. He had occasional
problems following directions in
class and was sort of a free spirit.
However, he can read well, having
begun to recognize letters before
he could walk. He did follow direc-
tions enough to sit down on a stool
and work with me, so we tried him
in lessons.

The first requirement is to sit
with hands loose by your sides,
keep feet in place and hold posi-
tion, increasing the time each les-
son. Usually, in a few lessons, the
average three to four year old with
baby class experience will be up to
two or more minutes of holding
position. This boy was not staying
still, however. His body and feet
were still, but he could not resist
his curiosity to gently touch the toy
atop his head. It seemed he just
needed to “know” where it was.

We progressed to call-and-re-
sponse clapping. He responded
correctly every time. He could
repeat the rhythm names, t0o
(“Mississippi Stop Stop™). We
moved on to another similar acti
ity (show me finger 1,2 or 3). He
followed each time, staying in the
chair with no problem.

After I bit, I noticed we had
been working for 20 minutes
before he turned away and was
not paying attention. A child one
month into three years old sitting
in a chair in directed activity for
20 minutes is amazing to me!

(3) Development of the Ear/Pitch
Recognition
My Student David had just passed
his sixth birthday. He spent only
a year in Baby Class and began
guitar at three and a half. One
day at the beginning of group, 1
asked him, “Did your dad tune
your guitar?”

“No,” he responded, “It’s out
of tune. Only the first string is a
litde off.”

He was right.

Another snippet of a convers:
tion between David and his dad as

they werce on their way out of the
studio after a lesson:
“Don’t forget your guitar, David."
“You know I wouldn't forget my
guitar ... just like YOU wouldn't
forget ME.

Conclusion

These experiences are offered to
help teachers feel more comfortable
with the idea of including ECE classes
in their studios or forming partner-
ships to facilitate inclusion of an early
music training program based on
Suzuki principles and the Suzuki phi-
losophy into their private instrument
studios. There is still time for Suzuki
Method instrument teachers to fulfill
Dr. Suzuki’s dream of very early edu-
cation. v

Andrea Cannon attended Berklee College of
Music where she majored in Guitar Performance
with an emphasis on jazz. She currently teaches
private students, ensembles and Suzuki Early
Childhood Music at Guitar Arts Studio. In addi-
tion, she has produced teaching materials includ-
ing Guitar Arts Flash Cards and guitar ensemble
arrangements. Andrea is an SAA Registered
Teaches Trainer in Guitar and is Nationally Cer
tified in Guitar by the Music Teacher’s
Association. She and her husband Jim five in
Houston, Texas, and have two children.

Robertson & sons
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by Winifred Crock

¥ ¥ Fitting the Fiddle:

Sizing Violins and Violas

tis crucial for teachers and dealers
Im help parents find the correct size
ol instrument for their child. Having an
instrument that fits is the first step to re-
laxed, injury-free playing. An instrument
that is too large can cause posturc prob-

lems and sometimes cven physical pain
and injury.

Sizing the Instrument

Choosing the best instrument size for
a student can be a simple process. While
there are many ways of determining size,
a straight forward and accurate way to
find a comlortable size is to ask the stu-
dent to hold the violin or viola in playing
position with left hand and arm in first
position with good posture. If their left
elbow makes a 90 degree/right angle or
less, the size is usually appropriate. If the
left elbow makes an angle larger than
90 degrees, the size is usually too large.
I there is not a clear choice, it is best to
choose an instrument that is slightly too
small rather than too large. This way of
sizing the instrument is accurate and easy
for teachers to share with parents, deal-
ers and principals

Comprehending the physical strain
of an instrument that is too large
Ask the parents to do the following

exercise to reinforce the necessity for
the correct instrument size
* Hold an imaginary violin with vour

left elbow at a 90 degree

Tt
angle or less. Wiggle fingers quick-

Iy as if you are plaving the violin
very fast. Feel how easily vour fin-
gers can move

Now imagine holding a larger
instrument with elbow at a more
than 90 degree angle. and wiggle
vour left hand fingers again. Feel
the strain on vour arm muscles
and the difference in case of
finger motion. (Even a small ex-
tension bevond the right elbow
angle adds

v great deal of excess
stress w the shoulders, arms and

hands.) lmagine plaving a larger
instrument compared with a small-
er one for several pieces.

« Now hold vour wo large, imagi-
nary violin while listening o the
Twinkle variations.

* Now hold a real instrument at

the student.

Left elbow at 90 degree/right angle. Instrument fits

the larger elbow angle tor
the length of the Twinkle

variadons. (Try w give them an

instrument that is wo large for

Left Elbow greater than 90 degree/right angle. Instrument
is too large.

o

them.)

Usuallv experiencing an instrument
that is 1oo large will immediately
convince them of the need for the
correct size for their child

Playing the same size instrument

Itis also important for students to
play the sar
sistently. If

€ size of instrument con-

hev have one size at home
and another at school. it is much more

difficult 10 practice accurately. Spacing
for intonation and tone production
suffer with instrument changes.

On the other hand if more practice
can be facilitated by having an instru-

ment at home and another at school,
deal with the complications and
P

ictice! Sometimes convenience or
situation makes switching necessary.
but L ask students w plav only one
instrument as they near a big concert
or competition. String instruments are
almost never identical and even chang-
ing instruments of the same size causes
additonal challenge.

Sizing for Violas

Sizing for violas is a challenge.
Iradidonally teachers recommended
larger instruments because the
sound was superior. Fortunately, new
viola technology has
gready improved
the tone quality and
resonance of smaller
violas. Physically,
the size with the 90
degree left elbow
angle is best for
the student, but
it the teacher and
student agree on a
larger instrument,

techniques to avoid
strain and injury
must be featured in
instruction
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Sizing the Bow

A student’s bow should be sized as
well. Ideally a bow should be the length
of the student’s shoulder joint to his fin-
ger tip. If a student plays with a bow that
is longer than his arm, he will frequently
hyper-extend elbow, wrist or finger
joints, causing stress or posture issues.

Often a growing student will need one
size of bow and another size of violin. If
a child’s case will accommodate a differ-
ent size of bow, ask the dealer to furnish
one. If having a longer bow is necessary,
place a sticker near the tip to match the
length of the child’s arm. This sticker
will indicate the new “end of the bow”
for the student. There are techniques
for the advanced player to reach beyond
his “sticker” tip in order to use the full
length of the bow, but these technique
are for the advanced player and not th :
beginner or intermediate student.

Supporting the Instrument
Appropriate chin rests and shoulder
rests are crucial as well. Shoulder rests
and chin rests come in many varieties
of style, shape and height. Experiment
with different models until the child can
support the instrument easily with no
change of his natural spine or shoulder
position. Shaped sponges can provide
adequate support especially if they are
replaced as they lose resilience. Sponges
seem to work best with small instrument
sizes in terms of support. If the chin

Bow slightly large for this student.

and shoulder support is 100 low. the
left shoulder tends to rise and become
tense. If the chin and shoulder support
is oo high the neck and jaw tend to de-
velop strain. Chin rest and shoulder
set up needs to be evaluated as children
grow and change. In addition watch the
student play from the back to check for
instrument support issues. Shoulder
shape and width, neck length and chin/
jaw shape should be factors in finding
the most comfortable, natural support.
Some players do not use a shoulder

ﬁ
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Created specifically for the early

bad habits and create good ones
comfortably and with no fuss!
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principle of muscle memory to prevent
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Inadequate support causing raised left shoulder.

rest and support the instrument without
strain, but this approach should only be
used with careful guidance of a private
teacher who is well schooled in this tech-
nique.

Being proactive in cducating parents
about instrument size requir
climinates these types of issues: “but the
shop only had a threequarter size™ or

we really want him to play Aunt Grace's
full size.” I ask parents to imagine their
child running track for th
sho

ments

ason in

asize 00 larg

Imagine running,
day after day sliding back and forth in
your very large shoes? Shoes and fiddles
must fit in order for the child o func-
tion with case. Aunt €

ace’s special vio-
lin can be saved for another y

Each child is different and will re:
quire periodic evaluation to determine
the best size and fit of the instrument
and bow. Teachers should monitor
children’s height, arm length, shoulder
shape and width, hand size and width,
finger length and placement in order to
find the best fit for our fiddlers, An in-
strument that fits will lesson the chance
of muscle strain or injury and lesson

the chance of posture problems duc 1o
[atigue. o

Winifred Crock
Parkway Central High School. She also maintains
a private violin studio in suburban St. Louis, MO
Winifred holds music degrees from Southern
lllinois University al Edwardsville and Kent
State University. She also graduated from the
Suzuki Talent Education Institute in Matsumoto,
Japan and earned Kodaly Cerlification from the
Kodaly Center of America in Boston. Winifred
has received the Parkway Schoul District Pillar
of Parkway Award, the SI. Louis Suburban
Music Educators’ Merit Award, the Missouri
ASTA Studio Teacher of the Year Award and was
selected for the 1998 USA Tauy Natlonal Teacher
Team. Winifred began teaching privately 25 years
ago and in the public schools 18 years ago

the orchestra director at

by Gabriel Pliego, President, Suzuki Association of Mexico

| ]
! The $ ki Met in Mexde
® Suzu =thod In Mexdico
me March 20" to 25" the 5th International Cedros-Par (EMDEMUS, was forme 20 g house. in
meri n University Festival was held in Mexico Citv. A wide collaboration with an import. ators, edu-
of concerts, courses, and workshops were olfered cators and professors, subl ) e following
ranging [rom Alrican percussions and music therapy to titles in Spanish: Ainlity Developm rom Aze Zero by Shinichi
Suzuki l’hilmophv. Violin Book | and Cello Book 3 and Suzuki, Teachn rom the Balan v E 1 Rrettman
Guitar Book 1. Students and protessors from 16 countries Hune to o o il resor to violence!! by
were in attendance. Cynthia Richards.

On April 21 an important event took place. \ concert in How did this all begin? rer mother Car-
honor of Emilio Diemecke was held in Guanjuato’s most men. Te olla trom G Beatriz Ibarra
prestigious concert hall. With only a few weeks' notice, more from Leon, imvited me ate ject to form
than 100 Suzuki students and their families gathered from the Suzuki Assoc 1on o1 Mexico. Th ~ were signed on
four different cities in Mexico to pay tribute o a person that  March 18,2005, The five of us made < board of directors
had done so much for music education in Mexico. and recenty Rodr med planist and pro-

2 when the Suzuki Method was getting started fessor from Monter i in this adventure.
in Mexico, we have held four Suzuki Festivals in Guanajuato, |||1pmunl figures trom cultural, nd business cir-
three in Mexico City, and oftered teacher training courses
in Xul:\p. nd Monterrey. On October 31, 2006, the Suzuki T o
Association of the Americas released a document informing
us that the Suzuki Association of Mexico had satistied the
requirements Lo be accepted as an interim afliliate of the
SAA. Currently, there are 172 hard-working and enthusias-
tic teachers that are members ol the Suzuki Association ot
Mexico, and in the next L'iglll months we will otfer a teacher
training course in Monterrey, two in Mexico City and a festi-
val in Guanajuato.

As a result of the interest c\pu‘\scml bv Suzuki teachers trom
Mexico and other Spanish-speaking countries tor published E.
material on the Suzuki Method and music education in gen- —
eral the Mexican Music Education Publishing Company
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BRIAN LEWIS HAD A DREAM.

NOW HE HAS VISION.

SHINICHI SUZUKI'S VISION TO CREATE THE
IDEAL METHOD FOR YOUNG MUSICIANS MADE
A STRONG IMPRESSION ON BRIAN LEWIS.

BRIAN'S DREAM WAS TO BECOME A WORLD-CLASS

SOLOIST AND MUSIC EDUCATOR.

www.thomastik-infeld.com

FULFILL HIS DREAM.

HANDMADE STRINGS SINCE 1919

VISION STRINGS INSPIRE BRIAN TO

WHAT'S YOUR VISION?

VISION STRINGS AVAILABLE IN 4/4 * 3/4 * 1/2 * 1/4 * 1/8 * 1/16.

Connony & Co
Exclusive US.A Distibutor
‘www.connolyandco.com

phone 1-800-644-5268

"

cles in Mexico have also joined us on our hoare
of advisors. The members are: Aron Birran
violinist of the Latin-American Sting Quarter
Enrique Diemecke, internationally recognized

orchestral conducior: Enrique Gonzales Torres

Mexican philanthropist; fose Luis Soberanes
President of the Mexican Human Rights Com-
mission. and Samuel Zyman. Professor of the
Juilliard School of Music. Their support and
guidance help promote the ideals and goals of
the Suzuki Association of Mexico

We have reccived the support of many people
without which we would have been unable 1o
reach our goals. Fortunately, they are too nu-
merous to mention one by one. [ feel I should
howe

1. name the people who have played o
decisive role in the growth of the Suzuki Method
in Mexico: the Reuning family, Caroline Fraser
Nancy Lokken, Edward Kreitman, Carol Waldvo-
gel, Carol Tarr, Frank Longay, Helen Brunner.
Pam Brasch and the many, many others who

have collaborated or contributed by donating
instruments, time, classes, cconomic support
and much much more. Thanks to all!

Here in our country we are traveling down 1
new path, we have much to learn and improve,
but the certainty that all of the world’s children
“can”, gives us the inspiring conviction that
working together from every corner of Mexico
we are going in the right direction and that only
the sky is the limit

A great team, hard work, well thought-out
plans, so many dreams ... . Where do we want to
go with this? In the words of Dr. Suzuki, “What
is man’s ultimate direction in life? Itis to look
for love, truth, virtue, and beauty. That goes for
you, for me, for everyone.” This is true for us:

the children of Mexico are our motivation and
music our means. s~

For information: www.suzukimexico.org

Gabriel Pliego, of Mexico, holds o Bachelors of Music in
n performance from the University of Toronto

music education and cultural aesthetics at the Universidad

Pblica de Navarra. He b,
specialization courses and done tield research in €
Holland, Spain, ltaly, Germany, Austria, Norway. Venezuela
Ecuador, Peru, Costa Rica, the United States, Canada, and
Mexico. On four aceasions he has received awards trom the
Mexican National Council of Art and Culture and has been
a professor of the National School of Music of Mexico, the
Universidad R the Universidad Iberoamer

cana, and the Universidad Panamericana. He is the fo
and director of the Department of Artand Culture of the

performed extensively, taken

giomonta

unde

Cedros-Universidad Panamericana as well as its biennual
international festival. He is a consultant tor various edu
cational institutions in Mexico, the General Director of the
Mexican Music Education Publishing Company (ENMDENUS
and the president of the Suzuki Association of Mexico.

Razones y fundamentos

del Método Suzuki

Desarrelle

Clos o lofdes

Lo s

EMDEMUS

OMO HACER
QUE TUS HIJOS ESTUDIEN...

isin recurrir a la violencia!

‘ Escrito por CYNTHIA RICHARDS.
lustrado por JANE DALLEY
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REVISED EDITION FEATURES: {
+ New engravings in a more easily |
readable 9" x 12" format |
* New editing of pieces, including |
bowings and fingerings |
« Increased page count from 32 to 48 pages
* Available together with newly recorded
CD for $19.95 (a $4 savings) |
« Additional exercises, including some |
from Dr. Suzuki, plus additional |
|
|

VIOLIN SCHOOL

Volume 1
Violin Part

explanations for teachers
* Glossary of terms in 4 languages
(English, French, German, Spanish)
« Musical notation guide |
- Fingerboard position illustrations
+ New photos |
CD FEATURES: | -
+ CD newly recorded by William Preucil, Jr.,
Concertmaster of the Cleveland Orchestra |
« Piano accompaniments recorded
separately (without the violin part)

VIOLIN VOLUME 1 REVISED EDITION
Book Only (00-0144S;
Book & CD (0028261
€D Only (00-28260)
Coming Soon...

Violin Volumes 2 & 3 Revised Editions |

riill \\\i\ .

Order today from your favorite retailer.

Visit alfred.com 1o locate a dealer in your area or online.

Alfred Publishing Co., Inc.
16320 Roscoe Blvd., Suite 100
Van Nuys, CA 91410-0003
alfred.com
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SAA 13th Biennial Conference

in /\/\inm—:apolis, May 23-26, 2008
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A Message from the Conference
Coordinator
by Sally Gross

A s Suzuki teachers we “expand the visions” of our
students on a daily basis by encouraging their creativity,
nurturing their learning styles and honing their
practice habits. We also expand our own visions through lifelong
learning opportunities such as teacher training and continuing
musical studies and through conference attendance. The

2008 conference promises to be packed with exciting sessions,
masterclasses and concerts and should not be missed. Put it in

1 priority. By levying a small fee

your schedule now and make i
per family, you can raise a significant amount of money towards
your expenses. Plan now and not in April!

The conference team is “expanding the vision” into areas
that we are anxious to share with you. We encourage young
teachers to become a part of our greater Suzuki community
in Minneapolis. We have an entire committee formed just to
make the new generation of Suzuki teachers feel welcome and
informed.

The 2008 Conference will expand into the areas of Canada
and Latin America by encouraging conference attendance and
session proposals. We are hoping for a greater number of those
who “come from aways” (as they say in Newfoundland, Canada)
than ever before.

We are thrilled to feature the Albers Trio—Julie, Laura and
Becca in Minneapolis to perform, coach and share some of their
tales on growing up Suzuki. All three are fabulous musicians and
wonderful, warm, generous people. We are also planning an
exciting roster of keynote speakers which will be announced ata
later date.

See you in Minneapolis on May 23!

About the SuzukiYouth Orchestras
of the Americas:

ne of the highlights of the SAA Teacher’s Conference is the
olniuing of Suzuki students throughout our continent to
create two outstanding youth orchestras. Young students
aging ages 9-12) are selected through avideo audition
SAA website for details). They arrive on Thursday
and begin the 3+ days of rehearsals, sectionals, and social events
all leading up to their concert on Sunday.
Though these students all arrive with their music well pre-
pared, the magic happens as they bond and blend as musicians
ilted clinicians lead the students beyond the

and [viends
notes o an exciting linal performance yetitis the journey o that

end that is most inspiring (o witness.
We are pleased t announce this year's distinguished conduc-

tors: E. Daniel Long (MI) — SYOA 1 and Marcus Tsutakawa

(WA) — SYOA 2. Both musicians will bring years of experience

working with talented youth to this special biennial Suzuki event
—~Ann Montzka-Smelser and Vanessa Vari, SYOA Coordinators

E. Daniel Long is a public school teacher,
clinician and conductor with over forty

| years of experience. He has taught
for thirty-five vears in the Ann Arbor.
Michigan Public Schools and is the
Founding Director of the School for the

> Performing Arts and Ann Arbor Youth
‘ ‘ Symphony Orchestra. Dan Long is the
recipient of the Elizabeth A. H. Green

School Educator Award from the American String Teachers
Association and Teacher of the Year from Michigan American
String Teachers Association and Michigan School Band and
Orchestra Association.

Mr. Long has appeared as a conductor  clinician at the
Midwest Clinic. national and division conferences of MENC
and ASTA and all-state orchestras throughout the United
States. He has served as president of the Michigan chapter of
ASTA and has been a member of the editorial board for Music
Educators Journaland American String journal. He has authored
articles for The Instrumentalist and American String Journal.

Marcus Tsutakawa has been an
instrumental music teacher in the Seatte
Public Schools since 1979 and the

eld Orchestras since

director of the G
1985. His orchestra was awarded *Best

in Festival” at the Northwest Orchestra
Festival four time and First Place 12 of
the past 14 years. In 1992, Mr. Tsutakawa
received the Prix de Martell from Martell
Cognac, Int'l, recognizing “Champions
of Classical Music™ (recipients include Sir Georg Solti, Gerard
Schwarz, and others)

1was born and raised in Seattle, and received

and Master's degrees from the University of
Washington in Music Compaosition and Music Education.
Tsutakawa is in his 9th season on the conducting staff of

the renowned Seattle Youth Symphony Orchestra where he
conducts the Junior Symphony Orchestra. He currently serves
on the Seattle Symphony Board of Directors. In 2007, Mr.
Tutakawa received the University of Washington College of
Arts and Sciences Distinguished Alumnus Award. The selection
committee noted: Marcus Tsutakawa's and
educator reflects & commitment to excellence, as well as his
family's cational ¢ we ity and
active citizenship.

areer as an artis
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Asa recitalist, chamber music collaborator and concerto
soloist violist Helen Callus has delighted audiences in major
citiesaround the world and throughout the US. In Sal Lake
City as the Primrose Memorial Recitalist, she appeared
with the world renowned Mormon Tabernacle Choir to
anaudience of 4.000 and broadcast to over 2,000 television
stations around the world.
Helen Call
ol congress since 2001. Ms. Callusis a regular perform-
ing solo artist on radio and TV including National Public Radio, Public Radio
remational and Radio New Zealand. Her debut rmmm.,, “Poruai of the

lus currently serves as Associate Professor of Viola at the University of
Califomia. Swnta Barbasa, and i the President of the American Viola Society, e
fintwomen elected 1o thattitle, Her first atthe age of 26 was

Meet our Masterclass Clinicians we pleased to introduce this truly impressive group of masterclass clinicians for the SAA's 13th

Coalesence. In addition to conducting masterclasses with selected Suzuki students during the weekend, each of our dlinicians has agreed to perform a selection on our:
Gala Clinicians’ Concent on Saturday evening, May 24 We're sure you will not want to miss that event!

Plays Vivaldi (Sony Classical).

Since his 1980 New York debut with his wife, Nutist Ric Schmidt, Benjamin
Verdery has performed worldwide. He has recorded and performed with such
diverse artists as Frederic Hand, William Goulier, Leo Kottke, Anthony Newman,
Jessye Norman, Paco Peiia, Hermann Prey and John Williams.

Since 1985, Benjamin has been chair of the guitar department at the Yale
University School of Music. In 2004, the Yale University Music Lib
sioned Ingram Marshall to compose a work for classical and eleciric guitars.
Dark Florescence was premiered at Camegie Hall with the American Composers
Orchestra and Steven Sloane in February 2005.

A prolific composer, many of Benjamin Verdery's compositions have been
performed and published over the years. Most recently, Verdery completed
Peace, Love and Guitars for John Williams and John Etheridge recorded at
the Dublin Festival in July 2006 and released by SONY in September 2006. His

“Scenes from Ells Island” for guitar orchestra has been extensively broadcast and
d

10 the University of Washington where she taught for seven years. She has taught
masterckases for the some of the nation’sleading schools of music.

A prize winneratsevera
Viola Competition, she has dJudAr\lgd for ASTA and was Chair of the jury for
the Primrose International Viola Competition in 2003. A native of Kent, England,
Helen € The Royal yof Musicin L
of Lan Jewel and was most recently bestowed an Honorary ARAM (Associate of the
RAM) from the school. She continued her studies at the Peabody Conservatory
in Maryland where she was the teaching assistant to Paul Colets.

Ms Callus plays on an Alessandrus d'Espine viola made in Turin, 1837, on
generous loan from the Mandell Collection in Southern California.

‘hamber
music performer, and teacher. Following his succes in the
Emanuel Cello G in
1987, he gave a hig which
reccived a lengihy standing ovation from a cap

i and Frank

Miller Presentlyhe sa Professor of Music atthe Universiyof
Michigan in Ann Arbor. He devotes most of his summer to
teaching and performing at the Aspen Music Festival.

A frequent guest soloist with major orchestras, Anthony Elliott has performed
most of the standard concerto repertory with such orchestras as the New York
Philharmonic, the Minnesota Orchestra, the Detroit Symphony, the Vancouver
Sunphony,and the CBC Toronto Orchestra. He has also commissioned newworks
b such composers as Primous Fouuntain 1 Augusuus Hill, James Lee 1 and

I the United States, Canadla, New Zealand
and Europe, and the Los Angeles Guitar Quartet included it on their CD Air
and Ground (Sony Classical). His Etudes for guitar orchestra was commissioned
by the Tidewater Classical Guitar Society and premiered at the 2004 Virginia
International Festival.

This past spring Benjamin Verdery became a member of the SAA's
Honorary Board.

Intemationallyacclaimed conductorand violinist Joseph
Silverstein was Music Director of the Utah Symphony
Orchestra from 1983 until 1998. He received his formal
training at the Curts Institute of Music in Philadelphia;
| his teachersincluded Josef Gingold, Mischa MischakolT,
and Efrem Zimbalist

Upon leaving Curtis, Mr. Silverstein joined the Boston

yin the fall of 1955. He bec

in 1962 and assistant conductor in 1971, holding both

itions through the 198384 season

As a conductor and soloist, Joseph Silverstein has appeared with hundreds of
orchestrasin the United States, as well as the Far East, Israel and Europe. Future
and recentpast ith Mr. Silverstein and appearing as
solaist include the Milwaukee Symphony, the Utah Symphony, the Minnesota
Orchestra, the Rochester Philharmonic, the St. Paul Chamber Orchestra, France's
Orchestre Nationale de Lille, the Berlin Symphony, the National Symphony
Orchestra of Taiwan, as well the Verbier Festival in Swi
the Santa Fe Chamber Music Festival and the Aspen Music Festival.

 He has been a member of the faculics at Yale Universiy, the New England

Chad E. Hughes. Asa soloist, broadcast
on radio and television across the United States and Canada. His recordings are
avilable online at www.cdbaby.com and at ITunes.

As a chamber musician, he is a regular guest artist al the Sitka (Alaska) Sum-
mer Music Festival, the Seattle Chamber Music Festival, the Texas Music Festival,
New York's Bargemusic Chamber Series, Chamber Music International of Dal
Houston's DaCamera Series, the Victoria International Festival, and the Gateways
Festival. He has also appeared as a member of Quartet Canada, with members of
the Chamber Music Society of Lincoln Center, and with members of the Emerson,
Juilliard. Gleveland, and Concord string quartets.

He hasappeared n chamber musicvith the presentand former concerumasters
of the Berlin Phil the Ce the P
Orchestra. the Chicago Symphony Orchestra, and the Cleveland Orchestra. He
performs regularly with the Michigan Chamber Players in Ann Arbor.

Benjamin Verdery has enjoyed an innovative and eclectic |
musical career. He has released over 13 albums, his most |
recent. Branches (Mushkatweek) feanuresarmangements
of works by Bach, Mozart, Strauss, Hendrix and the
uaditional Amazing Grace. His recording, Start Now
(Mushkarweek), won the 2005 Classical Recording |
Foundation Award. Other recordings of note include
Some Towns and Gitis which won the 1992 Guitar
Plaver Magazine Best Classical Guitar Recording and
his collaboration with John Williams on John Williams
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 Boston Universityand the Music Centerand currendy
is amember of the string faculty of the Curtis Institute and an artist member of
Chamber Music Society of Lincoln Center in New York.

Mr. Silverstein has recorded extensively for RCA, Deutsche Grammophon,
CBS, Nonesuch, New World Records, Telarc and Pro Arte. His Telare recording
of Vivaldi's “Four Seasons” with the Boston Symphony Orchestra received a
Grammy nomination. Other recent recordings, on which Mr. Silverstein is both
conductor and featured soloist, ar with the Utah Symphony on Pro Arte. Other
recent releases include the Bach Brandenburg Concertos with the Chamber
Music Society of Lincoln Center on Delos, and the Schmitt Quintet in G Major
on Sony Classical.

Joseph Silversiein is a member of the SAA Honorary Board.

Diana Gannett is Distinguished Professor of Double
Bass at the Univensity of Michigan at Ann Arbor. She
holds a masters and a DM.A. from Yale University. As
achamber musician, she has performed with the artists
of the Guameri, Emerson, Laurentian, and Stanford |
Quanetsand the Borodin Trio, aswell as the Jowa Cen-
ter for New Music, American Chamber Players, New
Band, and the Oberlin Dance Collective. As a solois,

premieres and several solo improvisations, s wel as
traditional repenoire. She is recorded on Irida records
and has a solo CD tited Ladybass

Diana Gannett’s previous appoinuments include the faculties of Yale University
School of Music, Theatre & Dance and Hartt School of Music, Theatre & Dance in
Connecticut, Oberlin College Conservatory in Ohio, University of Iowa School of
Music, Theaure & Dance, and the University of South Florida. For many years she
held the position of principal double buss at Eastern Music Festival in Greensboro,
NC. Her s cheenwinnersin manysolo ce (ISB,ASTA. EMF,
Aspen, and various regional competitions) and have also won posi
fine professional orchestras and teaching institutions

Professor Gannett is Past President of the International Society of Bassists and
hosted the 1999 convention at the University of fowa. Her suudics with Eldon
Obrecht, Stuart Sankey, and Gary Karr culminated with heing the first Yale
doctorate avarded in double bass. She has worked as an instrument builder with
“atgut Acoustical Society. Mrs. Hutchins built
onc of the instruments on which Dr. Gannett performs. Gannett built a cops
of the Hutchins instrument with the help of luthier James Reck, and currenty
performs on the new bass.

in many

harpist, Maria Luisa R: has per-
formed to cridcalacclaim in the USA. Europe, Latin America
and Japan. She completed her Masters, Artist Diploma and
Doctorate degrees at Indiana University, where she studied
with Susann McDonald. 10
Ms. Rayan is in demand as a recitalist, teacher, chamber
i d istwith orchestra. Jarl
in Puerto Rico, both as a recitalist and a soloist with orchestra.
having played at the Casals Festival. Her performances
with orchestra include the Entre Rios Symphony, Cordoba
Symphony, National Symphony Orchestra of Buenos Aires, Houston Sy mphnn\
as well as at the Tanglewood Music Center, where she was a Fellow, and at the
Brevard Music Festival in North Carolina, where she served on the faculty in the
summer of 2003,
ASilver atthe USA Harp C¢ i in 1998 and

Clinicians

The Anagnoson & Kinton
Piano Duo is widely regard-
ed as “Canada’s foremost
piano duo team” [Classical
Music Magazine]. With a
scheduled nine concert
tour of China this past Oc-
tober 2006, their profile
and international reputarion
continues o flourish. Their
successful recital career has
taken them throughout the
US, the UK. Asia and every
Canadian province and ter-
titory. They have been heard
on the BBC, Hilversum Radio in Holland. Radio Suise Romande. Hong Kong
Radio. and are a mainstay of CBC arts programming. The duo has played with
major symphony orchestras throughout Canada.

The duos American presence began in 1994 when the duo embarked on tvo
major tours and in the past decade. they have greatly expanded their American.
They have also branched in various musical directions. performing the piano
music of Stravinsky’s Rite of Spring alongside Ballet British Columbia. This
past summer saw Anagnoson & Kinton in a new artistic work entitled “Into the
Labyrinth” by Canadian Ray Luedeke. feanuring staging by Tom Diamond and
collaborating with Canadian actor Colin Fox.

Anagnoson & Kinton's recording career began in 1981 with the release of
Bartok's own four hand version of The Miraculous Mandarin. Since then, the
duo has made cight recordings. including recordings on two pianos. works for
o pianos with orchestra. and works for one piano, four hands. A compilation
double CD entided Stages celebrating their performance carcer of 30 years was
released to celebrate this milestone season.

James Anagneson isa graduate of the Exseman School of Music. He holdsa

2001, Ms. Rayan has also won first prize in several of the competitions at the 13th
American Harp Society Conference and the Anne Adams Scholarship Awards.

The Juilliard School. Leslie: }\ununmu.nchul arship student
of Music. He holds a M. and is currendy

atThe Rﬂ\u] C

She has been a at the WAMSO C ition in lat

the Ima Hogg Competition in Houston.

Ms. Rayan has performed in major venues in the world, including the Teazro
Colénin Buenos Aires, Argentina, and at Libby Gardner Hallin Uth and Camegic:
Hall in New York. Ms. Rayan gave the premiere of “Uncover the Harp” (2004) by
Paul Sarcich at the National Concert Hall in Dublin as part of the Ninth World
Harp Congress. She also appeared with great success at the Geary Theatre in San
Francisco in July 2006, where she played at the opening recital of the American
Harp Society 37t National Conference.

Paula Robison was born in Tennessee o a family of actors,

musician.
She studied ac The Juilliard School followed with sum-
vat the Marlboro Music Festival. When she was twenty,
Leonard Bernstein invited her to solo with the New York
Phillirmonic. She gave her New York recital debut under
the aspices of Young Coneert Artists and soon afier that
became the first American 1o win First Prize in Flute at the
mpetition. Ms Robison was a founding member of the
of Lincoln Center and held the tite of Artist Member

Geneva Intemation

Chamber Music Soc

for wenty seasons.
During the same time she

s corclirector with Seott Nickrenz of the Chamber
tivads, canning her the Adelaide Ristori Prize for
lile.

passionate advocate for new music, Pauka Robison has commisioned works by
1 Kirchner, Toru Takemitsu, Robert Beaser, Kenneth Frazelle, Oliver Knussen,
il Lowell Lichermann. 1

1 teaching has taken hevall over the world and she
s written five books it of flute playing. She holds the Donna Hicken
it the New England Co

1 Ul

Vatory

Ph.D from the University of Toronto. James Anagnoson ison the
music faculty at the University of Western Ontario, London and Leslie Kinton
teachesat the Univensity of Toronto. Both artists are on the faculty of The Glenn

Gould School of The Roval Consenvatory of Music, Toronto.

Qlea Galhano. a Brazilian performer and recording art-
ist. has studied in Brazil. and at the Royal Conservatory of

New England

M. Galhano wields a remarkable command of five
centuries of repertoire, ranging from early to contem-
porary music, while akso drawing on South Americun
traditions. She has performed as a solo and chamber
‘musician across the USA, South America and Europe.
Asa chamber collaborator she has toured with Marion
e, andas asoloistwith the Suint Paul Chamber Orchestra conducted
by Chiistopher Hogwood and Nicholas \h(

tnaddition  her perd
ndintemationally and \.hmm..dn and Early Music a the Universiey
of St Thouas Conservatory of Music, Macalester College in St Paul and
McPhail Center for the Ares in Minneapolis, MN. She is a founding member
altheacchimed baroque qua the "Galhano
Duo” with harpsichordist Vivian Montgomery and she serves on the national
board of the American Recorder

Magic Circle is  recent recording that features Ms. Galhano's wlents,
gamering broad eritical acclaim and public success. Her other re
ings on Ten Thousand Lakes are “Distribution of Flowers” with guitarist Tony

L

will release "Songs in the Ground” in the F: || ol 2000,

Clea Galliano wasa Suzuki vecorder parent for five yeas and serves on the
Suzuki Reconder iepertory conmittee

ally

ociety.
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THE SIBELIUS/SUZUKI
SAVE & GIVE BACK PROGRAM
FOR SUZUKI MEMBERS

The Suzubs Assoaation of the Americas, Inc (SAA) is a not-for-profit organization
estzblished in 1972 that promates and supports excellence in Suzuki-based music
education for teachers, students and parents.

Choose from the following Sibelius Programs

_ Sibelius
Student Edition
notation tool
stucents

\.‘%

485 Y

Groovy Music
Music made fun
for beginners!

v

Sibelius Instruments
Interactve encyclopedia of
nstruments

)

PhotoScore Professional 4
Scan music into Sibelius,
then transpase and arrange It

The Suzuki Association
of the Americas and
Sibelius USA have
joined forces to offer
Suzuki teacher and
parent members
special discounts on
Sibelius software”, as
well as a donation to
the Suzuki Association
of the Americas!

SAVE

You save between

10-15% off
selected Sibelius
products!

GIVE BACK

Sibelius donates an
additional 15%
of the selected
products’ list price
to the SAA.

Order Online Today

If you'd like to purchase Sibelius
produdts using the Save and Give
Back program, please use the
following (exact) web address to
login to the Sibelius website and
place your order!

Go t .
www.Sibelius.com/Suzuki

* This offer 15 only available to Suzuki
Associaton teachers and parents.

Con

From Sue Baer, Chamber Music Area:

The chamber music portion of the 2008
conference promises to be very exciting.
The members of the Albers Trio, who
will be performing for us in a concert on
Friday evening, will also be our master
class clinicians. You won’t want to miss this

aspiring artists. Since Julie, Laura, and
Becca were Suzuki students themselves,
they are, in essence, the big sisters in our.
Suzuk ly. For students who would

like to take advantage of this fantastic
oOpportunity, start preparing now to submit
your chamber music audition recordings
by the September deadline!

From Lucy Shaw, Violin Area
Coordinator:

The violin committee for our 2008
Conference (Lucy Shaw, Margot Jewell,
coordinators) is deep into plans for many’

exciting sessions and classes, We are
pleased (o present our master teacher, the
internationally acclaimed conductor and!
iolinist, Joseph Silverstein. Mr. Silyerste
time supporter of Suzuki
education, and an SAA honorary board
member. In addition to master classes Mr.
i ion on his
highlight of hi
in the conference. We invite
and encourage you to contribute your:
d proposals for sessions in the
a. Curvently, possible topic areas
sion ideas include exploration
of dillerent music editions, psychology
and/or ideas pertaining (o group class
teaching, passion for Pre-Twinklers,

growing importance and significance of
Suzuki education in the world of music
education.

About the Piano Area Plans—Galil
Lange, Coordinator

This year’s conference will feature
some new and exciting ev in the
of Suzuki piano. Our clinicians will
be the distinguished piano duo, James
and Leslie Kinton. In addition
s for which
students may audition, the duo will also
work with student duo piano groups.

For the past several years a Piano Concerto.

event has been a special feature of the
Conference. This year we will featurea

0 performance event. Students
selected byaudition will perform the,
Bach Concerto in a minor, BWV 1065
on Sunday’s concert. Please see the
website for audition information for these
events and encourage your students to
participate.

Of course with your expertise and ideas,
the Piano Arca will be filled with many
other offerings for teachers and parents.
Whether you would like to presenta
session or just suggest an idea fora session

ference Coordinators

Update from Michael Fanelli, Bass Area
Coordinator:

Exciting double bass sessions and activities
are being plnned by the bass coordinators
for 13th biennial the SAA 2008 conference.
The master clinician for the “Expanding the

| Vision” conference is Dianna Gannett, the

Distinguished Professor of Double Bass at the
University of Michigan at Ann Arbor. Professor
Gannett is internationally recognized as one
of the foremost teachers and performers of
the double bass. She served as the maste:
clinician for the SAA conference in 2002 in
which all those students, parents, and teachers
in attendance were delighted by her engaging
manner, as well as her brilliant and insightful
pedagogical assessments with each masterclass
performer. Dr. Gannett will also present a
session on double bass playing and perform asa
soloist on the master clinician’s recital.

A new unique performance opportunity
for student bassist will be offered in 2008
conference with the formation of the SAA
Bass Choir ensemble led by Professor Paul
Sharp, Professor of Double Bass from the
North Carolina School of the Arts. Bass
choir participants will have the opportunity
of to rehearse and give a performance of!
bass ensemble music with Professor Sharp
and several other members of the Suzuki
Bass Committee. In keeping with the SAA
conference theme there will be a double bass
panel discussion session with members of the
Suzuki bass committee, and Dr. Gannett in
which all current areas of bass playing and
instruction will be addressed in which the
audience will haye the opportunity to present
questions to the panel.

Additionally we expect to present a number
of sessions focusing on Pre-Twinkle bass student
teaching, the adult leamer, shifting techniques,
the utilization of bass history and iconography
in one's instruction and several other areas of
pedagogi ues conceming the continued
development of the Suzuki Bass School. Please
check the SAA website for information and
audition enrollment requirements in the

session and dauble bass choir. The
double bass committee is looking forv (15
your participation in the expanded bass activities
for the 2008 conference.

i " L & f ; -‘
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The Albers Trio: Julie, Laur and Bece Albers
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Established 1887

Remember, It's a SUZUKI

While there are many fine instruments available, only one company is
recognized world-wide as the pioneer in fractional student violins, violas
and cellos. That company is -of course- The Nagoya Suzuki company
located in Nagoya, Japan.

With over 100 years of instrument making excellence and experience
Nagoya has refined the process to perfection with unparalleled qﬁahty in
materials, workmanship, tone and overall performance.

There is no better choice for the beginner or advanced student than a string
instrument from The Nagoya Suzuki instrument factory!

(Inquire for Suzuki instruments)

KAMAN MUSIC CORPORATION &
(Distributor in USA) :
www.kamanmusic.com

THE SOUND POST

(Distributor in Canada)
www.thesoundpost.com

YOUNG MUSICIANS, INC.

www.ymonline.com

WOODWIND & BRASSWIND

www.wwbw.com

€8 SUZUKI VIOLIN co., L

From Phala Tracy and Kathy Kienzle, Harp
Exciting Harp Opportunities at the 2008 Suzuki Teachers”
Conference!

bean unforgeluble e:penznce for our flute sn.ldfnls ofall agesa md
levels, so pl Theap
deadline of October 30 is just amu'nd the comer.

Many ol.hzr exciting sessions for flute teachers are alrmdv being

Weare thrilled hat Maria Luisa Rayan-Fe all ideaforap
be our guesldxmmn' The nmlcmhnawillbcnymoppommly We would Im'e to hear about it. Session proposal ppllclunns are
for 1 students to work with a world available from the SAA website. We are eagerly awaiting input from

Rayan-Forero is also planning to teach a workshop on Latin Rhyl.hns
for teachers of all instruments. Whata fantastic way (0 “Expand the
Vision” in thythm! Qur Suzuki dmmwill be Jill Whitman from
i State, an extremely and inspiring teacher.
dents of all ages and abilitit Il benefit from th

all of our fantastic flutists!

A Look at Recorder events by Kathleen Schoen:

The recorder his year's will really“expand the
and we teachers will benefit from observing them! vision” i witha | clinician from il

‘We are also planning an it fute & [laborati from Canada. Clea Galhano is a brilliant
There will be a Flute and Harp Performance Enscmbl: that will teacher. I have enjoyed by in the p looking:
rehearse to perform on a special concert, as well as a Flute & Harp rmmmmxrmghermkmhlhcmnmﬂmcunrm
CGhoir that will rehearse varied levels of repertoire to perform ina P PP he addition ofa
more casual setting, What a perfect chance to experience a perfect recorder lessons. The consort
combination of instruments! will have a seri o witha

Come one, come alll Bring your students! Do you pzrﬁxfmm:em Itis open mmysmnkm in Book 3 and
haye a session you would like to propose? s up. We recorder: ©
An idea you would like to contribute? zmdinmixho'h the masterciass and consort. l am very
Contact the harp coordinators: Phala ~ as this s the first time thatwe are
Tracy (phala@aol.com) and Kathy i up at th hopefully made up of
Kienzle (harpkath@aol.com) Il d South Amcnrl

_ P— Look for hon in up issues of

From Mychal Gendron and the ASfand on the web.
Andrea Cannon, Guitar Area ‘We will be expanding instrumentation, offering sessions
Coordinators: / that are not recordeespesific but of general interest

We are very happy to welcome | | toall, suchas baroque dance. The baroque dance
Benjamin Verderyas our 2008 popularat the kst
Conference Guitar Clinician. Ben £ Lol Sy QR AL
is a very highly regarded performer, 10 experience dancing the Minuet, along with mhcr
e e e e o dances. We are looking forward to having these sessions
all in addition to being an honorary. 1 3gin and pha  offer more! All recordet teachers are
SAA board member: As part of his day invited to submmit scsion proposiks.
with usat the Ben will be oﬂm’ms fon
guitar students, a p for hers and he will

participate in a Clinicians® Concert.In keeping with the Conference
theme, “Expanding the Vision”, we hope to have panel discussions.
of supplementary repertaire and mixed level group classes, and we
inyite i teachers to participate in these talks.

may also offer individual presentations of topics related to Suzuki
guitar pedagogy: At the 2006 Confevence we had the largest numbex
of guitar teachers in attendance to datel Lets see if we can do even
betten this time! Take advantage of this great opportunity spend
quality time with colleagues and friencls.

Planning for the Early Childhood Education Area by Sharon
Jones and Shirley Koch:
At the 2006 Co n bis, 28 teach i

for Stage 1 of the Suzuki Early Chiklh\n\d Education: Prenatal and
Baby Years training. This was a new initiative of the SAA and proved
ting. .ukhnun to the conference. We are happy to

the 2 we will again be
affering Stage 1 training in the area of Suzuki Early Childhood
Education. Plans are underway to include more observation classes

Flute Area Message from Noelle Pefrin and Susan
Friedlander:

Flute conference coordinators Noelle Perin and - Susan
llander are delighted o announce Pawla Robison as (e
clinician for the 2008 teacheis conference, s, Robison will inspire
us with her creative teaching ideas in a masterckiss of achanced flute
students, In adclition, all are invited 1o cnjuy her passionate musicality
and remarkable command of the flute in i performance on the

sala Clinicians Con Come taks of this ¥y

with p sand their babies/toddlers.
Aswe consider our theme for this conerence, “Expanding the
Vision,” we hope t a teachers

panding” their instumental studios by implementing Suzuki
ECE classes. There will be an ECE session deseribing our vision for
Suzuki ECE concerts wsing our common curriculum and involving
hundreds of babies and twddlers, Another session will highlighta
‘Grindparent’s pt‘rspccli\v' of theimpact of Suzuki ECE classes.
The topic of how to incorp Suzuki ECE classes and teacher
taining in the Summer Institute s mngwlll also be 1<l1ln\\nl

opportunity to interact with this worldkvenowned flutist!

The Suzuki flutisis ave also looking forward to collaboration with
our friends the Suzuki harpists. The 2008 conlerence will host two
flute and harp choirs under the divection of Delaine Fedson, Wendy

S il Kelly Williunson, The choirs will reheanse throughout the
nce and have a performance opportunity, This promises to

We would age Staki ler other
scsionideasand to contaet either Sharon or Shirley with your
thoughis or proposails, Please mark your calenckrs aned pl:m toattend.
We need you to make the 2008 SAA Conference our best ever!

“Please check the SAA website frequently for
further messages and updatest*




Pachelbel’s Canon in D - from beginning to end.

Like the famous piece progresses. so do your students - and so do our strings.
For your beginners, we have nickel-wound Red Label’ Originals, the leading student string
for 75 years running. Their unmatched durability means less tuning, more playing and
fewer headaches for you. For your experts, we have new chromium-wound Red Label
Premiums. No other solid core string can touch them for optimal projection, precise
overtones and full-bodied tone at all dynamic levels. So from start to finesse, Red Label

strings will help your students play to their full potential www.supersensitive.com 5

Composing the future,

Karibu means| ‘welcome " in Kiswabhili, g#.
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Suzuki music in Arusha

Kimbra Dixon is the woman behind the Suzuki violin pro-
gram in Arusha, Tanzania, which now numbers 65 students
in the international program and 15 in the outreach pro-
gram. She started the program by encouraging other par-
ents to take interest in the Suzuki method, then by inviting,
clinicians to give workshops in Arusha as regularly as the
group was able to. Over the last seven vears, workshop clini-
cians have included Michele George, Dominick and Linda
Fiore, Michelle Denning-James, and Laura Nerenberg
When the program grew large enough, the group was able
to invite a Barley to come and teach full-time in Arusha.
Liza has been assisted [or the past six months by Jessica
Welch; in addition, Liza's sister Annie is now teaching
music at the International School where @ number of the
violinists are enrolled, along with Tanzanian teacher David

Seng'enge (guitar). Annie is also teaching Suzuki cello 1o
a small number of students and hopes w expand this pro-
gram in the near future.

Now that the violin program is oft and running. and has
the full support of parents as well as the full-time teachers,
Kimbra is hoping to build a simiku program for lute. She
hersell played some (lute in college, and as well as appreci-
ating the instrument itself, she admires its portabilin! (Fou

a family that travels, this is an important consideration, es-

pecially since three of the young Dixons are violinists, and
one s acellist) Tmet Kimbraat the Montreal Institute Tast

summer, she lad one private lesson with me. At that time

she asked il I'd be interested in coming o Arusha to teach
The result of that request was that Tspent the last two weeks
of March in Tanzania, giving @ workshop for a very assorted

trlk for the violin

group of flutisis. [ also gave o pare:
group while I was there. and had the opportunit (o meet
Liza. \nnic. George and Jessica

My goal for the flute workshop was principally to show
the participants that they can have group classes. despite
the fact that they range in age from ten to fifty vears of age.
and range in experience from none at all. to intermedi-
ate. 10 people with quite 1 lot of musical experience who
haven't plaved for o number of vears. or who play othet
instruments. If the foundation were laid for regular group
classes, | felt that it would help o develop the skills of the
present participants, and also support the future expansion
of the program by attracting new tlutists.

An International Workshop

L was intrigued o find a tuly international community
in Tanzania. (On my first evening there. L attended a pro-
Grease” at the Internatonal School, and on
the second evening, we were treated to Swedish food and

duction ot

entertainment a the hotel training institute. which holds
exchanges with 4 similar program in Sweden.) Among the
cleven Hutists who participated, cight different countries
were represented. Kimbra grew up in Costa Rica: her 10-
vearold son Jettrey was also born there, but has spent most
ol his young life in Tanzania. OF the teenager

Alsling is
trom lreland and Marivam from India, Anna Catharina is
German, and Savannal is American. As for the adult par-
ticipants, Helena is Duteh, June is Trinidadian, Rebecea was
born in Arusha, but has moved back and forth to the US,
and Paschal and Hezeon are both Tanzanians. Most of the
members ol this group, or their parents, came to Alrica to
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Clockwise from top left: Flute group; Banana-leaf plaque outside the Arusha office of Heifer International; Jeffery playing flute;

Paschal, Anna Catharina and Kelly.

work as missionarics, or with NGOs or other aid organiza-
tions. Some have been there for a few years, and some (in-
cluding Anna Catharina’s parents) as many as thirty.
Their reasons for participating in the workshop were just
as diverse. Jeffrey, Savannah, Paschal and Hezron were all
introduced to the flute during the workshop. Rebecea will
be one of the first graduates of Makumira University Col-
lege's brand-new BA program in music, which is the only
one in Tanzania, Already a violinist, she is learning the flute
as her required second instrument. June had not played her
flute much for many ycars, but is presently in Arusha with
her husband, who is working for the Rwandan genocide

tribunals which are taking place there. She joined us just 1o
reconnect with the instrument and join in the classes. The
stories of how all of these people from different places have
ended up in Africa would make wonderful telling; for now,
I can just say that it was wonderful to meet so many support-
ive, caring, and very interesting people in one place.,
Basically, the format of the workshop consisted of daily
hall-hour master classes, plus @ one-hour group class which
was open to all of the participants. During the first week,

all of the four heginners met together daily for a one-how
lesson. Like (he restof the participants, they had individual
lesson times during the second week, The materials used

in the group class included selections from Trevor Wye's
Group Class hook, arrangements incarporating Suzuki picc-
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es by Noelle Perrin, David Gerry and Sarah Hanley, and
some odds and ends I have amassed over the years, which
allow me 1o include players who are unable to play many
(il any) notes. 1 had brought @ range of such picces, since
the ability level of the beginners would he evolving on a
daily basis. We held a Celebration Coneert on the evening
of the second Saturday of the workshop, Tor an enthusias-
tic audience of friends and families. Repertoire included
solos by all of the participants, and six ensemble pieces:
the concert was followed by a potuck supper, laughter and
congratulations, and all of the children running around
the Dixons' beautiful veranda and vard.

A Flute “Fundi"

One other important cvent, o Flute Care workshop.
also ok place

ama minimalist when it comes © my
own e elean itand take good care ol it, but otherwise
1 never tonch i Al repain are undertaken by my technis
cian- Ldo not do adjustments onmy students' utes unless
s acase ol dire nee

So it was somewhat of a shock o
realize i in Taonzania, there was no technician at all
Justme, Over the counse of the two weeks, Tadjusted Lot of
serews and corhs—one cork was so shiniken that the et
val between D2 and DA actially sounded The o majon sey
cnth fEhecame apparent thata Flute Care and Fuergenas
Repaiv workshop woull be of great e w the participants

most of whom would not have any access (o4 repair peron
except when on rare trips abroad.

A joke evolved that was that [was the Flute Fundis
Kiswahili, @ fundi is & tadesperson or repait person: il
your shoes need fixing, vou go to a shoe fundi, 1vou necd
house repairs, there's a fundi for that, wo.) [Cis my hope
that all of the workshop participants will now be equipped
to undertake such minor repairs as they will need on theis
own flutes, and that they can apply their knowledge gener-
ally to keep as many instruments plavable, as possible

Tarangire National Park

Haltway through the workshop, Fwas treated to an over-
night safari at Tarangive National Pack, about one and
halt hours from Arusha Lstaved ac the beautiful Tarangire
Satari Lodge, and saw countless elephants, givattes, and
impalas, as well as ostriches, waterbucks, baboons, bat-
cared Loxes, black-backed jackals, hvrases, and two Kinds ot
s From the stone veranda that overlooks wvast

expanse of the park, you can see animals grazing oftin the
distance, wnd vervet monkeys and ground squinrels caone

ing close at hand e orudy Tooks ke the Garden ot Eden
and Lreehvery ucky to have had the chance woovisie thas)
special place

Clocsvise fron
Heifer International terracing: sie,

By another Tucky chance, Torade awondertul conned

ton through the workshop. Some vears ago the Monteal of Hetter luenadonal. soon learned that this person.
Suzuki teachen group Suzaki Musigque Monteeal held Erwin ke has been working with HPLin East Africa tor
weommunity benelit concertand atm suggestion, e i veans Fowin Kindls aranged for Kimbra, her daugh-

ter Bethanyand e tovisita tm in the area which is a

money raised was donated o Heiter Projece Tnrernational
(LY. o
e finstweekend of the Arusha e workshop, we were in

ise sve waw hwiferorg for mone formataon.) On Hleter Projectsuceess ston. Simon Sandilen, who has been
With the argamization tor tvent-one vears and was it first
Lanzanian cnplovee, ok us o hillide village of Ng-ivesi

totoue the tme owas thalling o see exacty how Heiter

e muddle ol rehea ment ol Yesterday

when avisitor dropped i and jomed o gooup. \s 1o

tnued o conduct Tnoticed that his Eshinehare e logo tennaional is helping Gimers inimposerished areas
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improve their standard of living, while
also enabling them to take care of
heir environment.

The farmer we visited received a
preguant heifer in 1991, Prior to
recciving the animal, he undertook
training in terracing and contour-
and on his farm, to promote

water retention and prevent erosion.
He and other farmers were taught
that the trees which are planted (o
hold the soil can also provide fod-

der for animals with their leaves. He
also learned about animal husbandry
and prepared the area where his cow
would live. A pregnant cow is a very
valuable animal, costing $500. Con-
sider that a teacher in Tanzania earns
on average between $80 and $100 a
month, and that the sale of milk from
the cow can bring $250 a month, in
addition o providing milk for the
family. Itis very important that the
animal be properly cared for, and,
most important to the contract that
Heifer enters into with each recipient,
that the gift must be “passed on” to
other needy farmers, in the form of
the first and third female off-springs
of the original heifer. When the gift
has been passed on, the contract with
Heifer is considered to have been ful-
filled.

That first cow calved ten times. (On
my visit, I saw three of her grand-
daughters.) The money earned from
the sale of milk, and also from the sale
of male calves, has enabled the farm-

er’s children to go o school, for him
{0 improve his home, and, through an
agreement with a Rotary Club group
in the US, even to add a methane-pro-
cessing unit to his farm. Manure and
urine from the farn animals is cleanly
transformed into energy, the result-
ing gas being piped in Lo the house
for use in cooking. Over the last thirty
years, Heifer International has been
able 1o help over 30,000 families

in Tanzania alone, as well as help-

ing people in many other countries
around the world.

Though it was inspiring and heart-
ening 1o see the positive results of
HPI's work, reading some of Erwin’s
articles gave me a fuller picture of the
frightful odds that aid organizations
are fighting against while trying to im-
prove the quality of life of people who
live in impoverished areas, including
East Africa. Drought and sickness
have been traditional enemies of poor
farmers. The effects of global warming
are also causing much concern; as the
glaciers of Mount Kilimanjaro are rap-
idly receding, other changes are being
seen in the environment which are of
great concern to people working in
the area. In addition to all of these
troubles, there is the specter of HIV/
AIDS. I had already been told that

the requirements for people studying
to become teachers have been low-
ered in answer 10 a critical shortage,
Decause AIDS is wiping out a whole
generation of teachers. Iis disastrous

Now all your
students can
reach the
pedals.

800-79

Designed with Suzuki teachers in mind.

PEDAL EXTENDER

see it st WWW. perfectlygrand.com

2-4457
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effect is also felt in the farming com-
munity, as

rwin states

“Vulnerabilities to society include ru-
ral labor shortage, the reallocation
of scarce resources for care of the
sick, stigmatization of divorcees,
widows and orphans who are being
denied rights to property and

access to cducation.”

Grandparents, widows, and parents
who are themselves infected with HIV
are struggling o give present care (o
their children and orphaned grand-
children, while they live with the knowl-
edge that they must also try somehow
to make provisions for a very uncertain
future.

Working For Peace

A banana-leaf plaque outside the
Arusha office of Heifer International
reads: “Peace Begins When the Hun-
gry Are Fed”. Dr. Suzuki believed that
if children all over the world could
learn to play music, that we could see
an end to war. It is sure that war will
continue as long as children go hun-
gry, and as long as parents are unable
to provide for their children. I believe
itis in our hands o see both of these
ions through.
1 would like (o express my sincer
thanks to Kimbra and the Dixon fam-
ily, to my hosts, the Licke family, 1o
Erwin and Simon, and to all of the
parents and children in Arusha who
were so warm and hospitable, so en-
thusiastic, and who have provided me

with yet another growing experience
in my own life. Asante sana! o=

Notes

* Haunted hy questions upon a visit 1o Kibosho, Kiliman
jaro, Erwin Kinsey. WYE Conneet: a publ

Imperial College London Distance
Spring 2006

ning Programme,

“This and other articles by Erwin Kinsey can be found in
their entirety on the world-wide web.

Compiled and submitted by
Kelly Williamson. Kelly is a
Flute Teacher and SAA Flute
Teacher Trainer residing in

Hudson, QC. She served as
Flute Coordinator for the 2006
Conference and is a frequent
columnist for the AS].

by Barbara Barber

aul Rolland was one of the 20th

Century’s foremost string peda-

gogues. He conducted extensive
research and promoted interest in the
physiology of playing string instruments.
His work in the science of kinesthetics,
focusing on body awareness, has had a
profound influence on all string teach-
ing today.

His Background

Rolland was born in 1911 in Budapes
Hungary. He studied violin from the
age of eleven with Dezsd Rados who was
the first to expose Rolland to the ideas

of relaxation and body motions
Royal Hungarian Franz Lis
of Music, he studied violin and viola with
Imre Waldbauer, who was also a principal
teacher of Kato Havas. Like Rados,
Waldbauer emphasized relaxation and
comlfort as part of his instruction. Follow-
ing graduation rom the Liszt Academy,

Rolland performed as concertmaster
of the Budapest Symphony and violist

of the Pro Ideale Quartet. n 1938 the
quartet came o the United States. After
a two year residency at Westminster
Choir College in Princeton, New

Jersey, however, they disbanded. At this
critical juncture in his carcer, Rolland
decided to remain in the US., where

hie later became a citizen and changed
his surname from Reismian to Rolland.
He also decided w dedicate his life ©
teaching rather thin performing. His
first teaching position was at Simpson
College in Indianola, Towa. In 1945, he
joined the aculty of the University of
Winois in Champagne-Urbana, where he
vemained for 33 years. Rolkud was one
of the founders of the American Sting

Paul Rolland,

Teachers Association, serving as presi-
dent from 1964 to 1966, and was the first
editor of American String Teacher. He
participated in workshops, clinics. recitals
and conferences throughout the United
States and in many foreign countries.

His sudden death from a heart attack in
1978 was a great loss o the string playing

community. His wife. Clara. passed away
in February 2007 at the age of 90.

Rolland was interested in all aspects
of string pedagogy and was influenced
by the work of fellow Hungarians Kato
Havas and Carl Flesch, as well as Shinichi
Suzuki, FA. Steinhausen, Wilhelm Tren-
delenburg, Frederick Matthias Alexander
(founder of the Alexander Technique).
and others. In his publications, he
collaborated with, wnong others, violinist
Ivan Galamian, cellist Margaret Rowell,
bassist Edward Krolick, and composet
Stanley Flewcher:

His Publications

Rolland published numerous books
and articles expounding his ideas of
naturalness and freedom of movement in
string playing. Among these publications
we

* Action Studis

s developmental and
remedial weehniques for violin and
violu (Hlinois String Rescareh Associ-
ates, 1970

Basic Principles of Violin Playing—a
veport prepared for the MENC Com-
mittee on Swing Instruction in the
Schools (Musie Educators National
Conlerence,
Development and Trial of a Two Year
Program of String Iustraction (U.S.
Office of Education, Burcau of

String Pedagogue

Research, 1971)
A Filmed Demonstration of the
Teaching of Shinichi Suzuki (Univer-
sity of Tllinois. 19
First Perpetual Motion - Violin. Viola
or Cello with Piano Accompani-
ment. for solo or unison plaving with
Stanley Fletcher (Boosey & Hawkes.
1938)

Graded List of Studies and Pieces

for Violin (Extension in Music in
cooperation with the University of I
linois School of Music and University
Bands, 1965)

Movement in String Playing -

s it re-
lates to violin hold. bowing. shifting
and vibrato (University of Llinoi:
1978)

New Tunes for Strings with Stanley
Fletcher (Boosev & Hawkes, 1971)
Prelude to String Playing— basic
materials and motion techniques for
individual or class instruction, with
Margaret Rowell, co-author, cello
book and Edward Krolick, co-author,
double bass book; with a loreword
by han Galamian (New York, Boosey
& Hawkes, 1971)

Read and Play - note and sight read-

ing supplement w Prelude to string
playingwith Margaret Rowell, co-
author, cello book: Edward Krolick,
co-author, double bass book (Boosey
& Hawks, 1971)

The Teaching of Action in String Playing
~ developmental and remedial
techniques for violin and viola, with

Marla Mutschler co-author, includes
“Control and Regulation of Volun-
tary Movement” by F. A. Hellbrand,
M.D. (Boosey & Hawkes, 1971).

The Teaching of Action in String Playing

a9
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Film Series —a series of 17 films
(Rolland String Research Associ-
ates, 1980)

*  Tunes and Exercises for the String.
Player (llinois String Research As-
sociates, 1975)

* Young Strings in Action— Paul
Rolland's approach to string playing,
revised by Sheila Johnson (Boosey &
Hawkes, 1985)

Rolland also authored numerous
articles on string pedagogy in American
String Teacher, International Musician, The
School Musician, Violins, The Instrumentalist,
Music Educators Journal, and the Journal of
Research in Music Education. His contribu-
tion to string pedagogy is enormous.

His Pedagogy

Paul Rolland’s pedagogy is very ana-
lytical and highly organized. In his most
important book, The Teaching of Action
in String Playing, words and phrases such
as action, balance, fluidity, naturalness,
gestalt (the shape of individual structural
clements as a whole), freedom of move-
ment, synergy of movements, flexibility
comfort, and well-being appear frequendy.
The book contains numerous photos and
diagrams which demonstrate his ideas.
His belief that no part of the body should
become ridged or static while playing led
to the creation of his series of “Action
Studies.” Although this book explores the
mechanics of playing the violin and viola,
most ideas can be easily adapted to the
teaching and playing of cello and bass.

Rolland works with students before
they pick up the instruments, teaching
them o feel the internal pulse of music.
This includes waving, tapping, clapping,
and bouncing on the knees to the beat of
various kinds of music, as well as imitating.
and later playing many different thythmic
patterns,

* Posture, stance

Rolland advocates breathing nor-
mally while playing, If the player holds his
breath, he can become tense and uncom-
fortable. Rolland belicves in a whole-body
approach to playing; total body action,
including the smallest movements of the
body, can rid the player of static tension
and produce overall balance,

“Slight body movements, introduced
by shifting weight, eliminate the static
tensions and allow the player to maintain
matural body balance, When all parts of
the body are frec to move, the player (at
any level) acquires smoother bowing and
shifting skills, gains endurance, and expe-
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riences a feeling of ease and comfort.”
He compares playing the violin (o sports:

“Throwing a ball, swinging a goll club,
or playing a string instrument can be
done more skillfully and efficiently when

there is internal balance within parts of
the body and external balance between
the body, its parts, and the instruments
played or handled.”

One of his first Action Studies for
beginners is the “Case Walk™ in which
students hold their cases over their heads
to promotes strong muscles and good
posture for playing. To prepare a violin
playing position, the feet form a “V," the
left foot takes a small forward and the
knees flex slightly to allow the transfer of
weight from one to the other.

« Position of instrument

The “Stature of Liberty,” holding the
violin aloft to the left, encourages the stu-
dent to establish a tall, erect posture while
placing the violin on the shoulder with
the tail button at the center of the throat.
The player’s head is used as leverage on
the chinrest.

“The violin or viola should be balanced
rather than held rigidly. The support is a
dynamic one in which six possible contacts
with the instrument (collarbone, chin,
thumb, side of the first finger, fingertips,
inside of wrist) constantly exchange and
fluctuate their support, never straining or
fixing any one part.”*

Action Studies relating to the instru-
ment hold include strumming the open
strings with the 3rd and 4th fingers,
plucking open string thythms with the
lefi fingers, swinging the lefi elbow from
the shoulder while strumming, balancing

a small rubber ball between the middle
strings near the bridge, the “Shutte” in
which the hand glides between 1st and
5th positions, and the “Shutte” combined
with plucking rhythms,

Rolland mentons several differences
between holding the violin and viola—
scroll more 1o the right, viola slightly
higher on the shoulder, scroll slightly
lower, and viola a little more slanted. * He
also says that bass players need even more
body mobility due to the wider movement

of the lefi anm and the counterbalancing
of the bass's weight.
* Position and use of left hand

Finger apping rhythmically on the
strings develops strong, relaxed fingers. It
also prepares the vibrato action. Rolland
places dots for 1st and 8rd fingers on
the fingerboard between the two middle
strings. Mast beginners' fingers will want
to assime what he calls the *native” hand

pasition with a wholesstep between 1t
and 2nd and halfsteps between 2nd and
8rd and 4th fingers. The more traditional
beginning finger pattern, which puts a
halfstep between 2nd and Srd only, is
formed by gently pulling the 1st back and
the 4th forward. He discusses in detail (he
balance of the hand, angle of the fingers,
fingertip contact, elevation of the hand,
thumb placement, and angle of the wrist.
Rolland draws a line in the crease of the
1t finger base joint which the player
should always be able to see, an X on the
outside of the base joint where it generally
touches the side of the neck, and a smiley
face on the Ist fingernail which peersat
the player. The middle phalanx of the 1st
finger should be parallel to the finger-
board when placed on the highest string.
Throughout this discussion, Rolland notes
the many differences in individual hands,
never prescribing a “one-sizefitsall” posi-
tion. He recommends maintaining three
points of contactin the left hand—the
thumb, the base of the 1st finger, and

the finger—none of which should ever
become rigid. Small adjustments in the
hand are always possible and it should
never become static. He recommends that
finger pressure should be relatively light
on the fingerboard and the fingers must
be trained to lift swiftly and decisively. He
describes vertical, horizontal, and lateral
finger motions. Two important and often
overlooked “rules” in string teaching are
stated succinctly by Rolland:

“1. When crossing strings, keep one
finger down whenever possible. (Every
string crossing is a potential double
stop.)

2. When crossing from the fourth to
first finger, or vice versa, prepare the
crossing finger in advance and stop
both strings for an instant. Keep the
‘old’ finger down until the pitch of the
‘new’ fingeris heard." >

Rolland introduces basic shifting
motions from the beginning with “The
Shutde.” The first shifts should be large
ones, with no definite pitches in mind

elbow should swing under the violin with
the hand. He developed the “Octave
Game," “The Ghosts," and “The Flute" 10
prepare for shifting. ©

Rolland describ artistic” vibrato as
being regular, about 6.5 cycles per second
and an average width of a halfstep. In
general, vibrato is wider and slower for

Toud plaving and narrower and faster for
soft plaving. He discusses finger, wrist,
and arm vibrato at lengih hut stresses that
the total motion is a combination of all of
these motions. The base of the first linger
must be released from the neck. Action
Studies for vibrato include finger tapping,
pulsing student’s the finger by the teacher.
the “Rivarde Exercise” (a quick roll up
and back with the finger). polishing the
string with tissue paper while hanging
the hand from the neck in rest position,
finger faps. “Tap and Hold." “Pivoting
Shifis”™ (the finger rocks the distance of
a halfxtep). and rhythm exercises while
bumping the Ist finger of the right hand.
Playing on open strings while the left
hand vibrates produces intensity vibrato.
« Bow hold and use of right hand and

arm
Rolland advocates teaching what ap-

pears to be the Franco-Belgian bow hold
with photos and detailed instructions:

* Hang the right arm letting the fingers

fall in a natural position.

o Make a circle with the thumb touching
the Istjoint of the 2nd finger.
Touch the tongue of the [rog with
the tip of the thumb. (Draw an X on
the inside corner of the thumb which
touches the stick.)
* Embrace the stick with the 2nd finger
opposite the thumb.
Place the third finger on the outside of
the stick.
Wrap the Ist finger around the bow on
the middle knuckle.
* Place the tip of the curved 4th finger

on the inside edge of the bow.?

Rolland suggests first forming the bow
hold on a pencil. He also shows an “Early
Bow Hold” where the bow hold is formed
at the bow’s balance point. Many Action
Studies follow: Shadow bawing on the
shoulder and through a cardboard tbe,
silent “Roll the Arm” with the tip of the
bow hooked by the left pinkie, “Rock the
Bow” as if sprinkling salt from a shaker,
“Place and Lift" about eight inches above
the string, and balancing the bow at its
balance point on top of the strings. Bow
strokes are initiated in the middle of the
bow where it forms three sides of a square
with the arm. The beginning bow strokes
are played in a variety of thythms. When
lengthening the bow stroke, the bow must
be drawn perpendicular w the suings. In
regard Lo drawing a suaight bow, he sttes:

“The movement of at least two limbs
and wo joints is necessary o diaw a

correct how siroke (hair parallel o the
bridige). The .
more limbs and joints. The begnner, who

uses simngle joint actions from

vanced player usially uses

0 use the
[

correct combination of movements,”

[n “Flying Pizzicat,” the student plicks
an open string, casting the hand out and
forward while transferring s weight 10
the left foot. The “Wandering” bow travels
trom the one part of the bow w another
while playing small. repeated bows, The
“Rebound” uses the motion of “Flying
Pizzicaw” with repeated down-bows in a
continuous are motion. Shurred 2. 3, and 4
note string crossings on open sngs keep
the arm relaxed. “Refined tone releases™
are taught by lifng the frog 1 curve the
release after a down-bow and lifting the
tip to curve the release after an up-bow

« Tone production
Rolland identifies the universally

accepted factors of tone production—bow
pressure, bow speed and contact point—
and the importance of their constanty
changing interrelationships. The fingers
are the “conveyors” of the weight from the
arm to the bow. For smooth bow changes
he recommends the arm tumn Jighty

ahead of the bow: the arm is lowered as
the bow approaches the frog and it is
raised as it approaches the tip, creat-

ing a figure eight effect. At the tip the
player’s weight is transterred 1o the left
foot: at the trog it shifts back o both

feet (contrary motion). He explores the
string player’s many different bow strokes
in great detail.

Rolland and Suzuki

Paul Rolland was elected president of
the American String Teachers Association
at thewr conventon combined with the
Music Educators Nauonal Conference in
March 1964, It was at this convention in
Philadelphia that many Amencan string
wachers met Dr. Suzuki for the first ume
and were astonished by the performance
of his ten wolin students, ages five o
thineen. Roiland believed that this was a
turning point in string education. With
Rolland at the helm., ASTA subsequently
apphied for and recened a grant from
the LS. Office of Education 10 produce
the film, “A Filmed Demonstration of the
Teaching of Shinichi Suzuki.” Rolland and
Suzuk clearly had great respect for cach
other.

In rescarching Rolland’s pedagogy.
many similantics 1o Suzuki's teaching
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ideas emerge: Rolland used the technolo-
gy of the ime by having children listen to
recordings of folk materials and Familiar
children’s songs; he started beginners with
rhythmic strokes in the middle of the bow;
he advocated the masterclass approach
supplemented by group instruction; and
he believed in instilling in cach child the
gift of beautiful tone:

“Paul Rolland wanted to teach each
student to play with a beautiful tone and
with such case that technique became the
ol of good musicianship and not simply
an end in itsell. To accomplish this, he
hoped to awaken in the smallest child,
the earliest beginner, and the inner desire
for a beautiful sound. However, his goal
was not simply to awaken this desire. The
child needed also to be taught what to
do with his bow arm, left hand fingers, all
of the technical clements that produce a
good tone.”’

Many of Paul Rolland’s former students
currently teach in schools and universities
or play in orchestras in the U.S. where
they continue o propagate his ideas.
Former student and SAA member Carolyn
McCall remembers Paul Rolland as a very
likeable and friendly teacher who took a
personal interest in each of his students at
the University of llinois in Champagne-
Urbana. “Papa Rolland,” as he was known,
frequently took them out to dinner and
helped them obtain better instruments.
His wife would not let him cat cookies but
he did so with glee at receptions when she
was not around. His excitement about the
growth of string teaching was contagious
to all, including his students and col-
leagues. Carolyn’s subsequent work in the

Suzuki-Rolland” string program at the
National Academy of Arts in Champaign,
Minois, demonstrated the compatibility
of the two pedagogics, cach approach
complementing the other,

Rolland's Influence

Paul Rolland was a systematic thinker.
Asachild he dismanted clocks and
raclios to discover their inner meehan-
ics. Peter Rolland remembers his Father
standing in front ol 2 mirror observing
the movements of his violin playing for
hours ata time, He familiarized himself
with the work of pastviolin pedagogues as
wellas physicians, atiletes, and dancers,
Rolland’s pedagogy is almost scientitic
witliits detailed analysis of every physical

and phsiological component of playing
He worked tirelesly w develop new

approaches 1o string playing and raise the
level of suring teaching in the U.S. One
might think that his pedagogy would have
lite relevance in today’s string classrooms
and studios. On the contrary, his ideas are
so integrated into current string teaching
that most teachers don't even realize how
much of his pedagogy they use on a daily
basis. Rolland’s quest to teach students to
play in a comfortable and natural way is
worthy of study and is sure to benefit the
well-being of many future generations of
string players. =

Footnotes:
1 Paul Rolland with Marla Mutschler, The Teaching of Action
in String Playing. (New York: Boosey and Hawkes. 1974)

21hid. 32
3 Ibid. ix.
4 1bid. 74,
5 Ibid. 12
6 Marianne Murray Perkins, A Comparative Study of the

Violin Playing Techniques: Kato Havas. Paul Rolland.

and Shinics

Suzuki. (Fairfax. Virginia: American String

Teachers Association, 19951, p. 109,

9 Mark Joseph Eisele. The Wt
annotated bibliography and a
(hutp:/ien.wikipedia.org/siki/Paul |
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rteaching & learning|

by Danielle Charboneau

“I would say as an average, it’s [practice]
about five or six hours a day. It's not really
the hours, but the quality of the work that
needs to be done. I see with students, that
they play and they call it practice, bul they are
not listening and nol watching. If you have your
texthook open, it doesn't mean that you are study-

ing

—NMidori

ears ago, one of my teachers

accused me of always looking for

tricks to make practicing casier.
Shamed by his implication that I should
seem unwilling to work, I denied itat the
time. But, he was right. I was not unwilling
to work, but I wanted to get more done for
what I putinto it. There are so many great
adventures in this world. Why spend lots of
ume geuting just a litde bit of practice ac-
complished I believe we should heighten
our practice skills so we can have the most
fun pulling out the most beautiful music
possible with the least amount of time, so
that we may either leamn more great music
or have other great adventures,

Burton Kaplan, a teacher, musician and
researcher, found as one of the keys 1o
successful practice, that we must be able
1o play something correcty within three
wies, or we do not have all the informa-
tion necessary (o achieve the goal we have
for that spot. Besides not having all the
information, numerous repetitions in the
attempt Lo achieve the preset goal etch the
spot and the manner in which we played
itin our memory ... even if it is wrong,

Dr. Shinichi Suzuki used 1o say that if one
practiced something wrong seven days in

a row, it would tike a year to releamn. Scary
thought. Therefore finding ways to assure
the production of our preset goals so that
we may spend the least amount of time in
exchange for the greatest amount of prod-
uct, seems key. Below are a few ways o help
your child or yourself streamline practice
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50 you may spend less ime working and
more time enjoying the wonder of learn-
ing and exploring the music and enjoying
the beauty of the music without eliminat-
ing everything clse from your life or having
a nervous breakdown.

Start by collecting information.

Within the Suzuki parmership, it is ini-
tally up to the parents to have a 100% un-
derstanding of the material, how to bring
it home and how to work with their child
using that information. Even as the child
develops and polishes his self- monitoring
skills, the parent continues to aid in bring-
ing information home for the child to
utilize. Itis not until the child has learned
a high level of practice and monitoring
skills, through consistent experience with
these skills as nurtured and organized by
their parent, that the child can easily take
responsibility for bringing information
home. Until students have mastered prac-
tice skills with parents supporting them
through the process, the parents are an
integral part of all lessons and practice
sessions

Of course there are a few ways 10 bring
that information home. Recording or vid-
cotaping lessons can be very helpful, but
the one method most accessible 1o all par-
ents involves take notes. I have seen a di-
rect relationship between how completely
parents and teenagers take notes and how
easy the progress is through the material,
Simply put, if information about the goals,
how the goals can be monitored, and ho.
1o make the goals easy and habitual is k-
en home and used, then the teacher does
not have 1o repeat the information in the
next lesson and the siudent does not have
w relearn the material and /or feel unsuc-
cessful. Ifa parent does not collect some
of the information shared by the teacher,
things may he addressed incorrectly or -
elficiently and there is a likely chance

that

Tricks for Tricky Spots,
and Other Practicing Pointers

the student will have (o address the same
matcrial during the following weeks.

To bring more significance (o the pow-
er of the parent’s notes, once the child
practices the music, right or wrong, the
Dbrain memorizes that process of thinking
and the muscles memorize that product,
and, if done incorrectly, the following
practice sessions have (o erase previous
habits and begin to develop new ones.
However, note-taking also helps (o give
parents credibility with their child, allows
parents 1o relinquish the practice details
to the teacher, and objectifies the mate-
rial so it is not about the good and bad
of the child, but about the production or
non-production of the goals the teacher
outlined. Taking notes helps (o bring all
the details to the practice so the child may
be motivated to practice by the speed in
which beautiful music comes from their
efficient efforts.

Note-taking fips

Ideally the note-taker catches every-
thing. However, in the event that you are
not a court stenographer and cannot write
down every word the teacher says while
monitoring your own understanding of
the material, there are some things to look
for in your child’s lesson that will help pull
outand prioritize information. It really
is much like taking notes in class in high
school and college. However, it is not as
difficult as that might seem, since you
don’t have 10 have it memorized. Parents
take notes and understand the explana-
tion of the material and leave the memori-
zation and facility 1o the kids.

In liew of taking every word down, here
are some pointers for priority of note-tak-
ing that may help you:

Clarify the teaching points for yourself.
The practice parent gets © bring the in-
formation home in the form of notes, so it

is alsor important that you imderstaned the
concepts within those activities. Don't wait
il the teacher sops ane speaks 0 vou

directly. Notice what vour e
with your child and how s he manages the

cher works on

process. The teacher's role canges with

the child’s age, personal practice skills, and

level, but the basics ol taking information
home stays the same. Parents hring home
information. ane they bring home how 10
recognize the successes, diagnose the work
(hat needs to be done. and organize how
10 work with it. I parents don’t undersnd
the concepts. they will have a hard time
helping their children back at home
Information 1o look for:
« the overall technical teaching point
of the week
© what exercises will address the tech-
nical teaching point
* whataspect(s) of the repertoire are
being polished.
« what spots in the repertoire ne

special attention, why, and how
In order o practice the above points,
determine the following:
« when, for most efficiency. o practice
ach point
« how to monitor focus point while be-
ing honest, objective and positive
* how to direct your child through suc-
cessful and peaceful production of
the skills and spots in question
* how to talk to the child to help build
their own awareness and personal

monitoring skills and mainwin high
seltesteem

* how to make it doable within the
context of the child's ability at that
particular moment.

Make it doable with “small, success-
oriented steps.”

Dr. Suzuki repeatedly emphasized the
power of keeping everything within the
child’s practice doable, while stll honoring
heir amazing potential. Doable practice
alows for consistent success theough all
repetitions and speeds up memory and
facility while keeping the practice experi-
cnce positive. The child more effciendy
gathers great case in pertonming, while
strengthening his, her overall seltesteem.
The child recognizes the power resulting
from such efforts as he she experiences a
greatmusical et

Clarify for students

Students need w understand how aund
why they are heing asked o da the things
they do. Once they understand what they

are asking their linle fingers to do and

why, they will be able o duplicare the re-

sults, monitor themselves more often. and

y sell eliagne

and problem solve
Datseed on the examples set for them in the
practice they did with assistanee

Slow pracfice

[t neser hurts o slow down and let the
brain catch up so it can acally alk o the
fingers hetore the fingers phay

Small practice
Novneed 1o tire the fingers and bram by

practicing more dhan vou really hase 1o
Keep the spots small. Start in o place that

allows the bram to stay on task and not be

distracted by other points in the pl

ny,

Small spot practce keeps the bran from

hasing o change gears evers tme sudents

IOVE 10 NEW NO1ES OF Passigzes

Stop pracfice
Stopping right before

ricky note or

skill allows the un 1o remind the fi

gers
of the spedific directions needed 10 wuc
cesstully play that note. This facilitates con-

Sistent repetition of the spot wh

h p
up and strengthens muscle memon and
brain memon and also bulds i the -
ing skill needed 1o be wure the brain ks

10 the body before the body tukes otf
Simplify
Dr. Suzuki call:

Keep goals 0 4 ~iny

PNE-pOINL practice.

gle iem. Figure out the

root of the problem and focus on that.

Csually sour teacher will have clarified
this in the lesson. Select one point. get

it exactly the way you want it and repeat.
Don'tadd another skill until the first
skill is casy and can be maintained with
a broader focus. If the student loses the
first skill once another aspect of the play-
ing is added. go back. Take your tme.

See what part of the body is having a
rough time. [f it is a bow technique issue.
only practice the bow. If it is in the left
hand. figure out what aspect of move-
ment is difficult and work undl that is easy.
Add bow and fingers or focus points to-
when vou find they are really.

gether on
reully doable

Stick to the plan

Many times one difficulty can be the re-
sult of another root problem. [tis the job
o vour teacher 1 diagnose the root of the
oblem(s) and start either with the basics
o as building blocks for a new skill

ot passage in the music, or to address the
catser of the problem even if it doesn't di-
e the svmptoms. Avoid adding
0 the child’s list of focus points or chang-

tocus, Too many directions at one

ct trom the student’s ability to
v tackle any new learning
2ing focus points 1o often

focus ar

points. (
i intertere with the bruin's abilin

sbaorb information. Your teacher has a
Relax and enjov. The results can be
beaut
O

wsic and a wrong self<esteem.

s D1 Suz

i puts it a “noble soul and

apps heart”
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Repeat, repeat, repeat
Plenty of research has been done on the
value of repeating a skill in order to memo-
vize itand make it natural part of a given
activity. This is no difference in the study of
music. Dr. Suzuki used o have a handful of
exercises designed specifically for coordina-
ton and conurol for his students to do 10.
000 times. He could always tell when stu-
dents actually did all the repettions based
on their proficiency. This is not 1o say that
all skills need w be repeated anywhere
near 10,000, However it is important o
be able to tuly recognize when a skill sull
needs auenton, when a skill is strong but
just needs repetition for facility, and when a
skill has reached a level of facility that al-
lows the student to own it for life.

Contextualize

Itis one thing to master one litde spot
and then another to know where that
one lite spot goes and how it weaves
into the music. Put that newly beauti-
ful and easy spot into phrases, sections,
and the whole piece. Students may need
some repetition, but this is where the fun
really begins anyway:

Be Patient
Leaming takes tme. Letit have the
ume to seue in so the student can really

own the skill and material. Recognize the
student’s ability to produce the goals but
allow for a franticfree environment when
it comes to the time it takes to really feel
solid with the new skill. The feeling that
society around them expects them to mas-
{er the material right away may cause the
student or parent to want to shave off the
Jast bit of practice nceded.

Have Faith

Find and share the faith that, through
the efforts of careful practice, the beauti-
ful music will follow. Imagine the beauti-
ful music and lovely performances both
in the home and in public. Faith allows
us to hear and believe in the music in
our imagination and trust that our efforts
will bring it to reality. Without trust in
our efforts, there is little to motivate us to
wilize our efforts. As a parent, share your
faith in your child and their personal
faith will follow.

Celebrate!

Honor the hard work with respect and
recognition. Honor the beautiful music
with respect. recognition, and a home con-
cert. Skip the advice. Just notice what great
things came from their great cfforts. Let
them know, without pointing it out direct-
Iy, how powerful their efforts are and they

will learn 1o respect notjust their beautiful
ic but their suength to work through
difficult projects as well. Remember what
their goal was, initially, and stick 0 obsery-
ing their progress. Save the discussion
about the next project for a day when you
have time to dig into the new project so it

too warrants celebration. Itis often hard
to see the progress when you are in the
middle of all the work day afier day, so
help those around you see and celebrae
what they have been able to accomplish
whenever itis possible

“I can say I already practiced six hours
today. so that’s enough, but it depends, If
it takes two hours, takes 10 hous, if it
takes 20 hours, I have to do it. You can't
cram practicing in musi

“Iwould say as an average it's about five
or six hours a day. It’s not really the hours,
but the quality of the work that needs to
be done. I see with students, that they play
and they call it practice, but they are not
listening and not watching. If you have
vour textbook open, it doesn’t mean that
you are studying ...

“Inervicw with Midori by Jane Ammeson, NWA Waorld
Traveler, p3t.

Danielle Charboneau, a transplant to the California
Bay Area, began her violin and viola teaching in a
number of programs in her native Michigan. With
a Bachelors and Masters in Violin performance, a
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in Dance, Suzuki teacher training
withav aricty of trainers, and as an active Alexander
Technique student, Danielle taught for nine years
with the Michigan State University Suzuki Violin
Program and eight years in the Chicago area at both
Music Institute of Chicagoand DePaul's Commu-
ic Program. At Michigan State U
besides dirceting the Tour Group, Movement for
Musicians Program, and Chamber Music Program,
Danielle developed a number of teaching aids and
etudes and edited a quarterly newsletter. After
moving o Chicago, Danielle continued to develop
her teaching materials, coached chamber music, oc-
casionally gave chamber music recilals, was the chair
of the faculty committee and string coordinator for
the Music Institute of Chicago. Beyond her direct in-
volvement with the schools, Daniclle was president of
the Chicago Area Suzuki Association and a member
of the Suzuki Association of Northern California. Al
present, Danielle runs her own Suzu
chamber music program in Oakland, California and
has been researching injury prevention and lechnical
development faciltation through the use of Integra-
erapy and other
techniques. Danielle Charboneau continues (o be
a frequent speaker, Baroque dance instructor, and
dlinician throughout the United States

Take Five for Suzuki Piano

Five mystery panelists share five insights
Organized and Compiled by Gail Lange, 2007 Retreat Committee

Fiv- mystery panelists were invited to share five “insights”

with Suzuki piano teachers at the SAA Retreat at
Nottawasaga Resort in Alliston, Ontario. Joan Krzvwicki.
Michiko Yurko, Sachiko Isihara, Caroline Fraser and
Armena Mardarosian each described five insights on an
assigned Lopic. Three of the presentations are shared
below.

Joan presented five insights relating to an oft-heard
statement: “If I could start all over again. [ would.
—Sachiko, our newest piano trainer was asked to
suggest five resourc
“desperately” needs.

Armena shared five new insights in her teaching.

To continue the “mystery” the five insights of
and Michiko will appear in future issues.

the new Suzuki teacher trainer

aroline

FIVE CHANGES THAT | WOULD MAKE
by Joan Krzywicki

Introduction

In thinking about starting a teaching studio all over
again, it was [un imagining the “house”
build. Also, I reflected on Dr. Suzuki's model of teaching
and how I could incorporate more of his approach into
my studio.
Change #1

Lwould require payment for lessons for a whole 10-12

that Lwould

week semester or a whole year instead ol once a month
This would eliminate some bookkeeping problems and
hopefully solve the issue of the few families who always ask
il the monthly fee is the same when there are fewer weeks
in the month
Change #2

Lwould require all students o have tvo lessons per

week. One would be an individual lesson, and the othet
would be a group lesson (o focus on musicianship skills
such as pre-reading /reading, singing. sol-fa, ensemble
Playing, ete. Once a month the group lessons would meet
ata piano store Tor a multi-piano experience of playing the
repertoire in unison. The model of many violin wachers

teaching (g)';‘ learning

shows us that students do meet twice a week, once for the
individual lessons and once for the group lesson
Change #3

[ would establish a structured parent education
program for new families. My current practice is to
try something different with cach new family or set of
families.
Change #4

[would require every family to own an adjustable bench
and set of foorstools. T am currenty working on a sartup
package that includes these items.
Change #5

I would spend more time at lessons observing parents
working with their children. i.c. bringing the parent to
the piano and asking him her to work with the student
on a particular technique that was just demonstrated.
Change #6 - My Dream

My dream is not to have o cater w socier with respect
to participation of my students in studio activities. 1f
they are 100 busy to attend group lessons. workshops.
ensemble class. etc.. then they would not be able to be a
part of my studio. But, of course, this happens more with
alder students who have been with me for many years,
and [ eerminly don’t want to lose some of my advanced
students, who do practice. But wouldn tit be nice if piano
would be the “priotin” activin.

Joan Krzywicki has been teaching Suzuki piano in
her home studio in Wyndmoor, P, sinee 1951, She
i~ also o registered SAA Teacher Trainer and oftecs
courses through Temple University as well as at
various summer institutes. Joan has a BME degrec
trom lndiana University and an MM degree from
Voungstown State University. She is especially grate-
tul tor the opportunity she had to observe Dr. Suzuki
and Dr. Kataoka teach at the Talent Education Insti-
tute in Matsumato, Japan. Joan is the Assistant Piana
Area Coordinator for the 2008 Conterence and will
be Coordinator in 2010,
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THE NEW SUZUKI PIANO TEACHER
TRAINER “DESPERATELY" NEEDS
by Sachiko Isihara

1) Children/Parents (3 reasons listed here):

« Being Organized

* Awareness of different learning styles

* Keeping me in touch with the "parent’
learning triangle

2) Piano "colleagues” of all sorts.

* Student recitals and workshops, combining studios
(could be ata local piano store).

* Coordinating parent seminars (combine with
another studio, invite someone),

© Festivals (state-wide)

* Opportunities to hear good music; attend concerts
(Kissin, Lang Lang, Pollini. etc.)

*® Other networking options in the community:
National Guild of Community Schools of the Arts,
National Piano teachers associations, Royal College
exams, (knowing other non-Suzuki piano teachers)

© Practice, take lessons, perform-for yourself!

3) Suzuki Violin Teachers

* Observe Suzuki teachers of other instruments,

especially group classes
* Read books written for (other instrument) Suzuki
teachers/parents

* Accompany Suzuki group classes of other
instruments

4) A Mentor-someone older and wiser: having someone to

ide of the

stringed instruments

Now there are only two names you need to remember
when it comes to student ¢ intermediate level

answer your questions; someone who believes in you
5) Suzuki Chat moderated by Miranda Hughes

ichu,

How to oin Suruki Chat modernted by Mimnda Hughes
o leam more h e vi

. his grou, c
* T e the moderator of this group, send emall o suzukichat-ownereyahoogroups com

A rundom short ookl

Curhart, Theo, The Pian Shap on the Left ank, New York: Random Hlouse. 208 ps.
Sherwin, Hinoko, Eight Million Geads and Demons, New York: Pengin Books, 324 pes
Speunger, Edmund, Helping Parents Practice, St Louis: Yes Publishing, 27K pes.

Consider your answers to these questions:

1. What was the source of your motivation to become a

teacher trainer?

9. How do you give yourself the personal ime you need and

restore your own energy?

3. What responsibilities do you feel as a teacher trainer
towards future generations of Suzuki teachers? Do you fecl
these teachers have a responsibility to you?

. Where do you find beauty in your cveryday life?
. What deeper meaning can you create in your relationships
orseek in your actions?

'S

o

Sachiko Isihara reccived her BM with honors at NEC
and MM from The Juilliard School. She completed
Suzuki training in Matsumoto, Japan, with Haruko
Kataoka and did long-term teacher training in Lyon,
France with Colette Daltier. She is an ESA-certified
piano teacher and is completing her SAA Teacher
Trainer approval process. She is the Executive Director
of the Suzuki School of Newton, MA.
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BODY SCALES, BODY SONGS
by Armena Marderosian

inging and moving inspire and enhance our learning

Whatever we put to melady and ehythm, sing it and
move it joins into our memories. We remember it. It gives
Deep Learning. We sing and play the scales and songs on
our body with our fingers. It's fun and rewarding 10 he up
and moving with the music while we illuminate varions
musical concepts. The children get excited and they
remember. We first practice hreathing awareness within

our bows to each other to open our focus and our sense of
being together

1. We practice a three-part bow. as ABA form, in partners:
A. Stand facing each other. looking into each other’s eyes
while taking four slow breaths. During each in-breath
we lengthen our forms toward the ceiling, balancing our
standing straight.
During each out-breath we consciously re
clbows,
. On the fourth out-breath we bend 1o bow, saying, “Thank
you very much” (adding time and purpose to the down
part).

x shoulders,

ce, tongue ... .

=

. For the standing up again, to look again into each other's
eyes, we say “Sound, spirit, touch™ (adding time to the
last part, to thyme with “Thank you very much, and to
add thoughts of what music ).

2. We sing and move a “Moveable “Do” Solfege on our bodies
with hands as notes:

SCALES
* Major Scale

Degrees of the scale

1 2 3 4 5 Ll

Do Re Mi Fa Sol Do

Feet  Knees  Waist  Shouldens  Head Clap
sbve
heal

* Minor Scales
The lowered 3rd, 6th and 7th scale degrees are given the
vowel sound ‘00 as in "cool.” to distinguish them from
the cortesponding Major scale degrees.

* Natural Minor Scale
Do Re MOO Fa Sol LOO TOO Do,
Hands point down for the flatted 3rd, 6th and 7th “00”
notes.

* Harmonic Minor Scale
Do Re MOO Fa Sol LOO Ti Do

* Melodic Minor Scale going up
Do Re MOO Fa Sol La i Do

* Melodic Minor Scale going down
Do TOO LOO Sol Fa MOQ Re Do

3. We sing and wove Body Songs with solfege syllubles:
* “Twinkle, Twinkle, Litde St as example
While moving the hands as notes o the same body places
s the scales.

DD, Sol-Sol. LaLa. Sol. Fa-Fa, Mi-Mi. Re-Re-Do.
Sul-Sol, FaxFa. Mi-Mi. Re. Sol-Sol, Fa-Fa. Mi-Mi- Re.
DDy, Sol-Sol. La-La. Sol. Fa-Fa. Mi-Mi, Re-Re. Do.

* We sing and move the intervals:
same, stepaame, step

L stepame, stepsame. step.
| stepame, stepsame, step.
| Stepine, stepame, step.,
wame. step=ame. step.
Step-samme. step-samme. sep-ame. sep.

* We sing chords while moving the body song:
1< hord, lchord, IV<hord, l<hord,
V7<hord, l<hord, V<hord, k< hord,
lchord, V7<hord, I<hord. V<hord,
Ichord, Vi<chord, l<hord, V<hord,

I ho
V7<chord, lchord, V<hord, lhord

1. lchord, IV-chord, l<hord,

1. We sing the rhythm while moving the body song:
* To Twinkie
Ta, Ta, Ta, Ta, Ta. Ta, Too
* To “Go Tell Aunt Rhody™
Fa, Tot, Ta, Ta
Ta, Ta, Titi, Ta
Ta, Tin, Ta, Ta,
T, Tin, Two

5. We sing and walk Left Hand accompaniments with feet Left
(L) and Right (R):
Bouom  Top Midddle Top (:Aibert bass)
L R L R
Bowom  Middle Top

Sccond person's foot

In my home studio, I have 4 walkable staff across the whole
tloor trom wall 1o wall, with the entire piano kevboard with
all 9 wp ledger lines and all 6 bottom ledger line. We walk
and sing the songs, and also the accompaniments, even at the
ame tme! v

Armena Marderosian has taught Suzuki piano since 1
1972 and has rained Suzuki teachers since 1974, tirst
in Oberlin, Ohuo, where she had been a Conservatory
student, in Watertown. Massacusetss, periodically in
Palo Alto. California, and since 1981 in her main home
studio in Ann Acbor, Michigan. where she's on the
taculty af the Ann Arbor Suzuki Institute, which in-
cluddes teachers at violin, viala, cello, bass, guitar, lute,
and piano. She has taught. lectured, and performed at
workshops in the US and Canada. Armena Mard-
erustan has written articles tor the AS], Suzuki World,
Piano Basies, the Qberlin Alumai Magazine, and Armenian periodicals. Ms.
Marderosian is alsa director and pianist tor The Suni Project: Music Preser-
vation, which publishes, presents concerts and produces CD recordings,
notably “Armenian Songs ot Grihor Mirzaian Suni (1870-1939): Vocal Solos
and Duets* (piano and voices), music of the grandtather of her husband,
Professar Ronald Grigor Suny. www.suniproject.ong contains 4 hours of free
beautitul Armenian music.




teaching (% “learning |

by Marylou Roberts

ne of the greatest gifis we
give Lo children is the gift of
music and the lessons about li
that are learned along the way. Childs
raised in the Suzuki Method are “Nur-
tured by Love” with positive words and
encouragement, uained that they can
achieve higher goals through mastery of
cach small step. They are taught 1o co-
operate rather than compete in a group
setting. to love the music they are learn-
ing, and to recognize the importance of
listening to teachers, parents and peers.
As they grow into young adults, this en-
vironment may have been so natural, so
many invaluable life lessons learned, that
there may not be a conscious memory of
exactly what the Suzuki Method is. Learn-
ing o appreciate the Suzuki Method and
understand how they have been raised
makes this gift solid, memorable, lifelong
and a great resource. We as teachers and
parents may be able to put a name on
these lessons, so that by the time our chil-
dren go off to college, they can carry with
them a strong footing in the basic ideals
Dr. Suzuki set out for us all.
One of these Suzuki “tenets” is “Success
breeds Success,” which is taught from
the very first Pre-Twinkle lessons. Parents
leamn to understand the mastery of cach
small step. Through this children grow
in ability, and we sce that they become
motivated to do more because they are
successful. As the pre-tecn years approach,
we can point out how this is working in
the lesson, either at home or in the studio.
When a student progresses from the prep-
aration or practice spot o the piece, they
have first been successful at the practice
point. When a student docsn't understand
why review is so important, we need to
step in with this important idea. Thoughts

n
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Making tﬁeﬁﬁ of HMusic

emorable

we can convey might be these: “When
you play your six review picces. you are
being successful at those pieces. Then,
when you play newer picces, they will
benefit from all those skills you have just
exercised. That' Sll(cc“ Breeds Success’
working for you.” Everyone understands
this on some level, but it needs to be
made clear. Athletes first do simple ex-
ercises before playing a game. No one
would think of doing any kind of sport
full force without a warm-up.

“Without hurry, without rest” is related
Lo success as it is the means to the goal.
“Without hurry” is presented as the best
way 10 function. “Without rest” is in daily
practice, listening and enjoyment of mu-
sic. How many students have mastered
writing a paper for school? It s difficult
even for adulis not 1o put things off until
all that is left is to hurry. Sometimes pre-
paring music for the lesson can take this
form. If we teach our students how 10 ac-
complish their goals without hurry, what
avaluable lesson! Even school work can
be done in the same way. When a teenage
student comes to me unprepared for the
lesson, we talk about this principle and
what it might mean in their situation. It
s a great learning process 1o go through,
giving students another way to handle life
without becoming overwhelmed.

“When love is deep, much can be ac-
complished” is a principle that guides us
as parents and teachers. How would this
apply to Suzuki students? We have love
for them, but do they know its placc in
their own hearts? 1t is possible that some
feel this love coming from parents and
teachers as they leam. Our children have
benefited from being raised in this way,
but may not be aware of its farreaching
effect. Teaching teens this model could

take the form, “We acquire what we ad-
mire.” If they want o learn something,
spend time admiring and appreciating it.
A drive through a great vacation spot may
look really good, but it won't be loved by
merely driving through. Real enjoyment
comes from getting out of the car and
visiting each place. In the same way, always
playing through a piece will not have a
deep and lasting effect on the musician

or the listener. When each part is appreci-
ated and details are repeated, that part be-
comes more alive, the skill level increases,
and our love for the music grows.

Positive Praise is considered essential
in the development of every child. What
il our teens learned how to be “real” and
use positive praise in themselves and oth-
ers? We can encourage all our children
(o sce things in a positive light and to
practice positive thinking. When a student
is unhappy with a performance in the
lesson, we can help guide by asking what
the good parts were, so that the parts in
need of improvement are seen in balance.
All students can be encouraged to praise
their peers afier a concert, and find their
own strengths in the process. We all see
what we are most aware of in ourselv
In this way, praise of others functions as a
mirror.

“Man is son of his environment” in-
cludes all those things loving parents have
putin place over the years. A musical en-
vironment has been provided as a means
of nurtring our children. Everyone has
experienced how much more reading
is done aft wip to the library or how
much fun itis when you buy a new book.
Think about how much more practicing is
done afler an institute or a great concert
or lesson. The environment feeds our
interest.

There is a time when choosing your
own environment becomes very impor-
\ant in preps
lege. Itis the first time a child will choose
his own environment. Students will
be influenced by the life and attituces
around them, It also has wider applica-
tions for choosing friends, going to par-
ties, living with the TV on. Itis helpful for
teens to sec that they have been raised in

ation for choosing a col-

a musical environment. and experience
firsthand how it affected them. They will
be more able to find their *niche” in

the world, by knowing they are sons and
daughters of their environment. and to
take care in finding their future environ-
ments.

Learning with Parents and growing the
relationship between parents and chil-
dren is one of the greatest Suzuki ideals
Itis so simple, and yet difficult. Remind
the children often of games they played
with you when they were younger. They
may have some interesting stories about
their viewpoints. In a world where pop
culture in movies and TV portray parents
that are crazy, an annoyance, or hardly all
there, our children will grow into adults
having some great memories of the time
they spent with caring parents and teach-
ers, adults who made a difference in their
lives by listening and caring.

When we reflect on Suzuki ideals with
our growing students, the lessons learned
can become even stronger principles to
live by. Not only does the music experi-
ence grow, but parents, students and
teachers benefit from each active and
living example. We can “continue to
study teaching in the future with much
reflection, and through this study we will
be better able to concentrate energies
toward better teaching.™* Through music
study, we ave learning models of prin-
ciples 1o live by. Music is an expression
ol life and is much more relevant and
true 1o all our students when we com-
municate its meaning in age clear and
appropriate ways. s~

* From “The Suzuki Teachers Pledge.” ASI V20 3, .3

Marylou Roberts lives and teaches in Ann Arbor

Michigan, where she has an active Suzuki program

She holds a master’s degree in guitar performance
from The Cleveland Institute ot Music and has
ome a tully qualitied SAA Teacher
ki Guitar. She is coordinator o the
Ann Arbor Suzuki Institute and director of the
Arbor Suzuki Guitar Institute held vach June,
is on the adjunct faculty at Schooleralt Colley
Marylou and husband Brian have thiee childr
Suzuki-rais

i violin and guitar
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On Structuring Practice at Home
Ten Points to Ponder

by Enid Wood

Practice more often than not.
You only need to practice on the days
you eat.” -Shinichi Suzuki

« Why? Regular, consistent practice
develops the mind, body, and spirit.

* If practice is a normal part of the
daily routine, we don't waste energy
deciding whether or not to practice;
it just gets done.

« Charts can be motivating. Usc a
mark or a sticker to record each
day’s practice

* Rewards are sometimes appropriate,
for e:

mple covering a small box
with stickers for each day’s practice
and getting what's inside the box
once the outside is full. This can be
especially effective for children who
are collectors of small things.

* Practice can be a way for children o
earn something they want

* View practice as learning for you
and not just your child. They don’t
want to be expected to feel grateful
for adult sacrifices.

* You may not want to call it “prac-
dce.” One mother called it *Violin
Club” for years until the music
became its own reward. O just say,
“Play the piano.”

¢ Use it or lose iL. We forget four out
of every five things we learn unless
the learning is reinforced within 24
hours.

2. Listen to recorded music.

* Music is easily absorbed from the
environment.

* If children are struggling to remem-
ber the sequence of notes, they
won't be free to work on technique
or interpretation

 Listen sometimes Lo review picces
and to the next book.

* Have more than one CD: one for
the bedroom, the car, and the
breakfast table.
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* Find ways to make the listening easy
and automatic.

* The repeat function on a CD player
can help kids learn tricky music

3. Review the repertoire.
“Children like what they can do.”
~Shinichi Suzuki

« Review pieces are like an ever-in-
creasing vocabulary. We add new
picces; we don't replace the old
ones.

* “Surf ‘n’ Turf™: Productive practice

ng

through pieces in their entirety and
isolating small sections in order to
dig out the beauty in them.

« Discover your own optimum balance
between old and new. Doing twice as
much review as newis a wise plan for
many families, because it builds con-
fidence and reinforces skill.

* Review for memory, tone, posture,
emotional impact, and concentra-
tion. Music is far more than a suc-
cession of correct notes.

* Toys, charts, and games can help.
© Spinner.
¢ Fishing. Make a new fish each

time a new tune is learned.

* Do it/Done it (envelopes or jars)
Draw from one and put into the
other until empty.

¢ Chart. No wune is allowed 1o be
more than five marks ahead of an-
other one.

4. Group activities provide Suzuki stu-

dents with role models, peer influence

and goals.

* Families who make group atten-
dance a priority are assured of
success in music if group playing
is supported by efficient individual
practice at home.

* Extroverts may need group playing
in order (o see any value in music

includes a balance between pl:

&

1

making whatsoever.
Attending a Suzuki institute in the
summer helps kids who can't come
to weekly groups during the rest of
the year.
Join orchestras, bands, or choirs.
They can be the most valuable expe-
rences in a young person’s life.
Master each small step before going
on.

“Never stop. Never hurry.”

—Shinichi Suzuki

Thoroughly mastering each small
step leads to excellence for all.
Charting can work as a visual record
of progress toward a fixed goal.
Mark when something is done,
when it is memorized, when it is
fluent, when the tone is beautiful,
when the playing becomes heartfelt.
Repeat, repeal, repeat.
“Ability is knowledge plus 10,000
times.” -Shinichi Suzuki

Music can be habit-forming.

Practice does not necessarily make

perfect. Practice makes permanent.

Make certain your child is making

sounds you both want to hear again.

Healthy practice makes playing easy.

Repeat not just until something is

right, but keep going until it can’t

go wrong.

Counting repetitions can be fun.

Use toys, charts or food

+ Dice: How many repetitions?
Which dynamic? Which articula-
tion?

+ Flip a coin.

+ Dominoes: line them up and
knock them down.

@ Aline of stuffed oys disappears
behind the sofa, one by one

< Fishing with magnets

¢ Puzzles

+ Board game:

nakes and ladders, ¢t

+ White boards: compose music.
Seratch cards

Graph paper

Felt boards: dinosaurs in a land-

LIRS

scape, cic.

Paper chains

paper clip chains

Rubber stamps

Coloring books

Dot-to-dot hooks
» Building block tower

« Reverse psychology can sometimes
work. If Junior plays the correct fin-
gering, Mom doesn't get to eat the

U RPN

raisin.
« Things usually improve remarkably
afier seven repetitions. Don't give up
Loo soon.
7. Tone can be irresistible
“Tone is the living soul
~Shinichi Suzuki

» Begin and end practice with beautiful
sounds. Beginnings and endings are
what humans remember best. If you
make beautiful tone today you'll both
feel like practicing tomorrow

* Letstudents discover how their instru-
ment responds to their movements.
Calling it “research” lets children see
how important their experiments are.

8. Attention to Posture, balance, and
the release of tension will prevent injury,
eliminate discomfort, and make expres-
sive playing possi
“Excess force blunts perception.”
-Alice Joy Lewis

ble.

* Children are attracted to playing that
is effortless, relaxed, and carefree.
Bring students to professional con-
certs so that they can observe the play-
ing of experts.

* Aweak muscle is a stiff muscle. Daily
practice, review and repetition (see
above) can make strong muscle:

* Develop sensitivity and the connec-
tion between what is heard and what
is felt. This will make the child's play-
ing personal and lead to a sense of
ownership.

* Make certain that kids know it's safe:
and natural 1o make mistakes. Fear
leads 1o tension, which gets in the way
of efficicnt, expressive playing,

* Technique can be a game, Flip a com
for concentraton on lelt or right
hand. Use board games, puzzles, on
card games o suggest weelnical goals.

9. Parental Participation.

“Every child can succeed. eall depends

upon the parents.” -Shinichi Suzuki

* Daily practice with a parent is the
single greatest advantage for the
Suzuki student. Remember that unsu-
pervised practice can be both lonely
and unproductive

« Two heads are better than one.

* Sometimes we are expected 10 sitin
silence while our children practice.
This is fine as long as both parent and
student are listening,

10. Respectful & Positive Interaction.

Nothing improves hearing more than
praise. ~Shinichi Suzuki

* Choose appropriate goals

* Keep your tone of voice friendly

« Quit while you're ahead. End a prac-
tice session while both of vou are sill
having fun.

« Silence the inner critic

« Establish a safe place for musical
growth. First, praise cooperation and
completion of a task. Next. notice
beauty and individuality. Only after
all that is said and done is it safe to
request changes in plaving

her

« Emergency measures: Find the fun

* Awaken the inner resea

Back up and ask for only what can be
done with certain success.

* Children will only learn if they have
the desire and are mentally. physical-
Iv. and emotionally ready. Asking for
too much too soon invites children ©
stop trving.

« Don't expect pertection from vour-
self. o

Enid Wood lives in Pittsburgh and teaches
violin and musicianship at The Pittsburgh
Music Academy, Inc. She started learning the
piano from the age of five. taught by her mother.
and started violin lessons (in a group) at age
nine at the local public school. She earned
a B.A. in Art, Music and Elementary Educa-
tion at Westminster College in Salt Lake City
and went on to complete an M.A. in music
education at San Francisco State University . in
a long-term Suzuki teacher training program
Most of her carcer was spent in Europe. She
taught violin in England for lo vears and was
editor of the British Suzuki Institute journal
Wiltty Decelopment. She has taught violin
chamber music. and music theory atworkshops
in four countries. Her writing has been pub-
lished in Britain, Holland. Australia. Poland
and the US.A
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Food For Thought:

Remember, Practice Only on

by Suzanne Brookes Rickman

have been teaching Suzuki violin lessons for 16 years.

Before a student begins lessons in our program the

practicing parent is required to take parent education
classes with me to ensure an understanding of the Suzuki
method. I always include in these classes an emphasis on
regular, consistent practice, and why it is important. Some-
times | take it for granted that because | talked about this
in depth with the parents in the parent education classes.
thev will carry out a regular practice plan. Recently I was
reminded that parents need repetition. 100!

Litde Josie and her mother, Karen, came to me onc and

one half years ago. Josie was four and they had been tak-
ing Suzuki lessons in another program for three months.
Josie knew how to play Twinkle, Lightly Row. and Song of
the Wind. Karen wanted (o switch teachers and begin study
with me on a reccommendation because, even though Josie
could play the songs, the sound was horrible and Josie
wanted to quit [ explained in great detail to Karen in our
parent education classes that we would now need o un-
learn some of Josie's bad habits that had been developed,
and wld her not o feel frustrated that our progress would
probably be slow in the beginning. I told her that over time
practicing everyday, the correct way, would correct the bad
habits, and that hearing a good sound come out of the vio-
lin would probably get Josic excited about the violin again.
Karen was a very intelligent, educated woman. and really
responded well 1o our parent sessions. 1 got a good feck
ing from her that she would be implementing my teaching
points and that Josic would be a good transfer student.

The first few months of lessons went very well. We had
some immediate good results with some of the changes
in 1echnique that were more obvious. After a while some
of the finer points of bow hold and bow arm motion were
still posing problems in the lessons, | asked Karen about
home practice to determine whether the problem was due
(0 lack of practice, or duc 10 lack of understanding about
how 1o practice the assignments, Mom always said that they
were practicing, but that Josie didn’treally want 1o prac-
tice. When I would ask how many dags they had practiced
that week, Karen frequently stammered and
about four day
tice and explained o Karen to make sure the practice hap-
pened more regularly, even if Josie said she didn't want 1.
This went on for the rest ol the semester, with occasional

aid that it was
. | gave them games and incentives 1o pr
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% the Days That You Eat!

good weeks. Then summer came, and Karen and Josic ook
it easy in the summer. Karen only made Josie practice when
Josie felt like it. Needless to say. Josie didn’t practice much,
and her progress not only stopped moving forward, it actu-
ally began to move backward.

In the fall T told Karen that we were going to start with
a new slate. I suggested that maybe, because life is so busy,
practice wasn't happening as regularly as she thought it
was. I likened it to my efforts to eat healthily. Many da
I have full intention of cating well, but then something
comes up. and I don't have the time I thought I would, so
I just eat something that's quick and think to myself that
the next meal, or the next day I'll do better. Before I know
it, the week has gone by, and if I really look at how well 1
ate, 1 only really had a few days of healthful cating. And
sometimes many weeks like that go by before I realize it!
But when I write down my good days and bad days, it makes
me more aware of how I'm eating. It's almost
flicted report card. Then that forces me to plan my meals
at the beginning of the week, or at least at the beginning of
the day. If it's a priority, [ won't just say I'll do it “sometime”
today, I'll write down in my day planner when 1 will do it

I'told Karen that 1 could tell she was committed, and
that in her mind she really had the intention of practic-
ing five 1o seven times a week, but 1 didn’t think that was
happening. She agreed. 1 asked her (o try an experiment
and write down every time they practiced and to bring the
total to me at the following week's lesson. Karen and Josic
both agreed.

The following week, Josie and Karen came (o the lesson,
Dbeaming with pride. They had practiced seven days, and
Josie had fixed the crooked bow that we had been working
on for a year! Both Karen and Josie could s
sult that regular, consistent practice had on their ability 10
play well. Afier that great lesson, 1 asked Josic il she wanted
Loty itagain. She smiled and said, “YES!" This went on for

several weeks, and 1 realized that Josie now finally owned
her own .

s

the directres

: ing. She was making sucl rapid progress, she
Bot it »Ihu\ practicing makes you beter! Hooray! Lalso
give Josie bonus S|

ules: three for practicing seven days,

o o practicing six days, and one for practicing live days
That keeps her shooting Tor seven instcad of five. She ic
for seven,
day, she

butthen it something comes up and ey miss @
stll got six days instead ol only three or lour.

The Nutrition of Practice

Noww that Josie is practicing so well
anel has all of her fundamental el
nique points fixed. Tremind her
Dr. Suziiki saied: “Practice only on ihe

days vou eat.” Practicing is the nuirition

vou need for healthy violin plasis

2 st
Jlike food is the nutrition we nece for 1
Nealthy bods. T pointed out o her tha

listening is the meat, and review is

the potatoes of the meal
These are the “stick to
vour ribs™ core develop-
ing clements in pr:
ing. Technique is the
vegetables (straight

ctic-

bow can be carrots;
fingers close to the
fingerboard can be
broccoliz etc.). The
veggics are the part
kids don’t like. but are the

foods with the most vitamins and
minerals. The working picce is the des-
sert. Always cat your dessert last! Ttis the
last priority, even though it is the most
fun. After you finish your main meal.
then you may have your dessert. Eating
only desserts makes you sick, because
your body doesn’t have the nutrients

it needs o balance the sugars and fats.
Desserts aren’t so rich and overwhelm-
ing for the body 1o process if there is
good food in the system, balancing and
Keeping it strong.

I'started talking o some of the other
families in my program about the “prac-
tice meal” and giving them charts o
fill out 1o return to me in addition
the practice report card. When they get
100 repetitions on whatever it is that we
are working, they geta prize! The word
prizewhen said with enthusiasim, stirs the
student’s motivation to great heights.
They always want to know what it will be
and Talways tell them it will be asuprised
This word also brings excitement w the
lesson that st until the next lesson.
where they show me their filled-in chart
or nearly filled-in chart, dying o kiow
what the surprise is. The surprisc is -
ally more bonus Skiules or wnickel or
quarter, depending on the age ol the
student. Lhave yet 1o have wstudent be
disappointed at winning more Skittles!

Karen finally understands what Lhave
been saying about having Josic practice,
even il she doesn’t want to. (Do’ m
hier practice; endice her w practice.) Most
childeen don'twant w practice. and
they don’twant w do their homework
and put their wys away cither: Guidanee
from the parentis necessary. OF counse
notall students will want w practice so
they can make progress. Mainy parents
Bave 1 “light” with their Kids 1 get

them o practiee.and canges in e

Dribies chcall them motsational tools!)

il e o appen esers Tes months

Some kids cvennnalls seart oo dotherr

homewark and clean therr rooms on

heir o and some lave o hase paren-

b prodeding annl thes e Tome for

Colley
Entortanat
ke e connection that praecteonz

notall of our students

makes us hetter pla

more unfortinate, some
don't care! Butif the proi-
Tem s due 1o lack of real

wtual nme put m on

the instriment

Took atvonr pracnce
habits. Are von well
intennoned withour
realizmg that sou

really aren 't practic

ing as much as

vouare? Give sonrself thi

report card experimer

writing down vour pracice

bringing it to vour tex

vou notice a ditference ot
Child's plaving at home

< You may be surprised! o
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Prepped for Reps:
Using Prepared Guitar Techniques
To Inspire Repetition, Review and More

Ayoung Book One student was very excited at her lesson.
She had been listening to Bill Kanengiser’s *Mbira” from
the Los Angeles Guitar Quartet album LAGQ. and wanted to
know how they imitated the sound of the African thumb piano
on the guitar. Seeing a reward opportunity but not wanting to
distract her from the work at hand, I promised that I would
show her how it was done when she mastered Perpetual Mo-
tion. By her next lesson, the song was mastered, and I made
good on the promise.

“Mbira” is a prepared guitar picce. Staples are used to con-
nect two strings (see illustration 1) so that when one string is
sounded, the connected string vibrates as well. This produces
a metallic, bellHike (but nota “bell”) tone. So there we had
it—"Perpetual Mbijra.”

This proved to be an exciting new way to play all of her re-
view picces, and the new sound prompted many repetitions.
The idea quickly spread though Book One group class and
soon there were mbira versions of all the pieces.

We experimented with other preparations as well. Weaving
a piece of paper in and out of the strings (illustration 2) gives
new meaning o “buzz tone.” Paper clips and smooth alligator
clips can also be used 1o create the gong sounds of the Bali-

Ilustration 1
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nese gamelan. Soft pieces of spongy foam or a chamois stuffed
beneath the strings by the bridge serves as an introduction 1o
the tradition of “guitar etouflee” from Madagascar
Expanding the timbral pallet of the guitar’s already wide
range can be a great motivator for increasing repetitions, en-
couraging creativity, and making review fun.

While you won’t be hearing big warm bell tones, you and
tudents can explore the many and varied traditions of

your
the world’s musical cultures.

Resource:
1. Recordings: *LAGQ”. Los Angeles Guitar Quartet. Sor

Ralph Towner, ECM “The Moon and The Banana Tre
11. Book: The Contemporary Guitar, John Schneider, University of €

" and “Ana”,
hanaclic.

“lassical “Aniher

fomia Press.

Kevin S. Hart has a Suzuki Guitar Program in Laramie, WY.

Ullustration 2

.
teaching (= learning

The Sound of Intonation

by Pamela Wiley

o many of us approach intonation as a matter of “too
high” or “t00 low.” T remember one of my fine weacher

in college making general comments such as “all your

C#<were a little low today.” During my practice sessions
between lessans, Twould diligently work o make all my €#
fingers drop a little higher on the fingerhoard only 1o be

of my next lessons of “all your C#s

greeted with a summati

were a little too high today,” and so on. T eame o think that

there must be something wrong with, or at least inferior about
me because [ didn't have what some other students seemed o
have that allowed them to tell just how high or how low 1o drop
their fingers to play in tune. [ did not have this thing called

a good ear. But [ desperately wanted to play the violin well. 1

bounded back and forth between the * wo highs” and “too
lows™ of teachers and coaches and my own mind for vears
alwaws trving to adjust up or down to play in tune

The breakthrough for me was discovering what | have
come to think of as the sound of in-tune. In-tune notes sound
different from out-of-tune notes, Their quality is different
rounder, fuller, more ringing. Once | learned to hear this
quality, my search for good intonation was over. It was like
learning to see great works of art in terms of movement of line

and color instead of objects portraved—a whole different level

of perceptic

Maost of us, as teachers, show our Book One students how
1o play 3" finger on the Astring in tune by lisiening tor the
sympathetic vibrations of the open D-string. The quality of this
intonation can be heard on all notes. [am ashamed 1o admit
that I called myself a Suzuki teacher for many vears while
ignoring the first tonalization exercises in Book One. The
opensstring pizzacato. Big mistake. This is the first step tows
teaching children to hear the sound of intonation—the
natural ring of the violin twne

Often 1 will play a note out-of-tune on my violin and ask a
student to judge the note not as two high or wo low but as
cither dull or ringing. Then 1ask them which way [should
move my finger o make the note more ringing. The student

experiments and moves my finger 1o a place that causes 4

more ringing tone. Lask then w find the tne of the note,
not the pitch. I say we're working on in-FONE-ation, not in-
TUNE-ation. In-tone notes are automatically in-tune. IFyou buy
in-tone, you get in-tune for free! Often the relict of not having
10 worry about whether a note is high or low enough frees up
astudent’s car to listen for this other quality. The parents can
help with this; they really can learn to hear the ring. If vou
have a piano at home (not on a digital instument), wy this:

L. Depress the key for the note C tyo actaves below Middle €
slowly so that the hammer does not hit the sting but opens
the string by releasing the haminer.

2. Keeping the low C depressed, strike the Can actve higher
with a staccato stroke and release it (Do not use the
pedals.) What you will hear now is the low C string ringing

st the higher C pitch (The higher C has been stopped by
the release of the key and the return of the hammer o the

wr it st bee the Tower string making the sound. )

Sext, strike and release the G above the higher C. Now

g the low C produce a G, Students are
unazeed at this. (1 1) them 1 learned how 1o do this from
Harry Potter

1 Next. strike and release the next higher Cand then the E

3 4 hngher. The low C will nom preduce these pitches.
1 vou strike the notes CA-CE i quck succession always
keeping 4 lower C open, this lowest sring will + beaunful

major chord. Studens love this and want to know how it

happens. | ask them 10 nmagine the anribie vibrations

ling from the struck stng 0 the open string and causing

1o vibrate 1 ralk sbout 4l the sibratons around us all the
time i the space that we call air. How do vou think cell
phones work And more 16 the pomnt: how do we hear at allz

Ihere are special waves out there all sround us that act in

1 wavs, knowing how they a1 can help us to play in tune.
Next | play an open A on oy woin and ok the student to

play an F% on the Datring o1 2 €2 on the Atring. 1 ask them

0 adjust the dnng length 10 Cause the maont nnging with mv

spen A in the air between us. | cail this Asrmonic intonation.
Studenty—even the ven voung oncs—can hear the sound

omzed. Itisa

hange when the vibrations become i
beauntul tull sound. Mam hine paavers use the harmonic
Aertone series in their heanng automaticall. They ke it

o leach this wav

granted and don t really communicate i

s hearing to their students. Some of us do teach students o
hear the hammoni overtone series but believe it should be
exened tor advanced level Suzuki, of course, believed that

even small childrer

could hear in this way. Book One—open-
sirng pizzacato wnalizatnon—ihe wund of n-TONE-ation. o=

Betare moving fo 5C n 205, Pam Wiley lived in Penn-
vivana for W0 yeans, mantaming  small private studio
2t fer hame 1kong the Susquenanna River just north
\ Harrsburg. During that time, she was a contracted
Member ot the Harmsburg Symphony for 28 vears,
| Directar at Strings at the Harrisburg Academy for 12
l ounded and directed the Central PA Suzuki
String Institute for 13 vears, created and directed the
Wednesday Club Youth Chamber Orchestra and per-
tormed in many local recitals and congerts. She has been a much sought-
atter Institute

Pam currently lives near Charleston, SC on a small farm with her
husband lohn. They share a small teaching studio and pertorm together in
the Beautort Symphony Orchestra, the Long Beach Symphony, The Hilton
Head Orchestra and The Sea Islands Symphony. They spend much of their
time enjoying the new gandentng possibilities of the South and developing
their large pand. Pam s book about her pet, Ethel the Emu, was published
by Kavden Books caclier this year. A second book in the series is in the
warks. She welcomes your comments an her articles at pamdewall@
yahoo com.
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Ways to Help Your Child Become
a Better Student

by Jeanne Luedke

have written about this subject many times because 1 know that

cach of you as parents wants to help your child in every way pos-
sible to learn and develop his potential. There are many different
ways parents can help their child learn.

Tell your child every day how important you think it is for him to
learn to play his instrument well.

Children need to think that playing the instrument is very impor
tant o their parents. Even though kids often act like they don't care
what their parents think, the truth is most kids care a great deal. I a
parent acts disinterested or oo casual about the study of the violin,
her child will think there is no great value in the skill. I remember
very well how much it pleased me when my dad talked about my
playing and how much it meant to him. Thatisnot to say that Lalwavs
wanted to do what he wanted me to at the piano. but I remember
{eeling special and loved by his words of praise and admiration. So
10 help your child develop the drive to be a better student, make
sure he knows you have high regard for the skill of playing a musical
instrument. I also think it is important that parents not lump all of
the activities the child is involved in (our hope is that there are not
00 many) together as though all are of equal importance.

Hopefully parents see that being able to play a musical instrument
atahigh level (which we expect Suzuki kids to do) is one of the more
important skills a child can develop.

Show your child every day that you think it is important for him to
learn to play his instrument well.

Asa Suzuki parent you know itis your obligation 0 practice with
your child every day. Thatis just part of the deal. But even so there
are some parents who only do a marginal amount of work with their
child, and there are those who show up at practice but really don't
want to be there, In order o convince your child that you think it is
important for him to leam 1o play his insument, you have to not
only be present but engaged in the daily work. The parents who
enjoy the time they spend practicing with their child practicing are
the ones who have children who excel. These parents are not always
the ones who know the most about music or are even the most
organized, but are those who display genuine pleasure at helping
their child leamn.

Be a happy parent at practice time.

I don’tmean you have to be goofy during practice, but T would like
1o suggest that it matters considerably whether a parent is pleasant,
hopelul, positive, mild mannered and tries 1o foster good will, 1
believe that the adtitude and behavior of the parent matiers a great
deal in terms of what and how much a child learns. Especially for
parents who every day assist their child in practicing, there must be a
concerted effort 1o sce that good feclings prevail during the practice
session. I am amazed how ofien children and parents egin 1o mix it
up and have altercations during the sacred time of learning 1o play
music. Il a parent will approach the practice time with an atide
of good will and not allow unhappy feelings in her own heart, the
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ehild will not be as able o disrupt the practice. OF course T wan
parents to always be able 1o fall back on stopping the practice and
walking away from a practice session that has gone wrong. Much
better for that to happen than to stay at the instrument, bickering
and arguing. My hope is that parentswill approach the practice with
a positive heartand mild manner and notallow anything o change
that for them. 1f the child cannot be moved 1o good behavior even
though the parent remains pleasant. then thatis a strong signal 1o
stop practice until another time.

Be willing to learn.

1 know parents who participate in Suzuki lessons with their child,
but their favorite line is. *T really can’thelp my child; he has passed
me up.” or "I can't help my child because 1 cannot read music.” If
anything makes me weary itis that kind of a statement from a parent
whose job it is 1o assist their child in learming. Now in all faimess i
the teacher has not given sufficient parent training (or maybe the
parent refused the training), then who is to blame for this lack of
ability and poor attitude? It is very important for Suzuki parents
(0 be trained 10 so they can effectively assist their child every day
until the child has reached an advanced level. The Suzuki Method
is successful because Dr. Suzuki understood that kids need their
parents o help them if they are 1o reach their potential. Parents, if
vou cannot help your child in all areas of his Suzuki study, ask your
teacher for some additional training.

Parents do not have to be performers themselves beyond some
Twinkles, but they must be able to decipher notation (read music)
sufficienty, so that they can help the child learn (memorize) any-
thing he cannot get cither by ear or reading. Parents must be able
10 recognize a good tone from a bad tone and what must be done
wensure the child plays with a good tone. Parents must understand
basic technique (how o hold the instrument and how 10 move the
hands/fingers) so the child plays in a relaxed /comfortable way.
The parent must understand that mother tongue means learning
music the same way children learn tospeak through immersion thus
the need for the parent 1o play the recordings several hours a day
as requested by the teacher.

When your teacher suggests that you do certain things and behave
in certain ways with your child especially at practice, lisien o him/her
and uy 10 do as suggested. While parents may know more about
certain aspects of parenting than the teacher docs, the teacher knows
more about the Suzuki Method, the instrument and the music so
parents should listen to their teacher and at least uy (o doas he/she
;fslxs. All of the parents/students 1 have taught that excelled, always
listened 10 me and wied 1 do what 1 asked.

Be willing to change your lifestyle.

Mostof the problems that Suzuki parents encownter have w do
with the fact that their lifesiyle isn't compatible with the required
Suzuki daily practice and listening of recordings. These probleins can
bee fixed, butit requires parental coope

wion and conumiunent
have always felt tiat in order o get parents 1o make the necessary

ehanges in therr esedeso e bl oo b el [ oeeed

fovcomvinee them o the impoctanee of die S et Se
is the importance of the Suznba Methee = Seska e offers e
apportnits for parentsaned eDled e o e oo how oo

come obstacles and problents s thes learn i

i aned he
o play an insrmment. Suzki et cements e hond beseon
parentsand chiletren and il the b et i

much the parent cares ane helieses in e child s powenial by
Spending time with vour chiledeen is de moseciliable o
aive theme and the Suznki Method enables and soppons s noble
idea by requiring daily practice with the child. Parents shonld ook

at that requirement asa blessing caher duan an obligaion or i

Many parents tocday do o setaside oneconane e s e

chilel. but a diligent Suaki parent sees oo that evers e

the sacred practice hourand that special tme wir ber chnld
Successful Stzuki parents s

e

utwhatis required i oreder
for the child o become talented. Toofen requires it e paren

change their schedules, and priorities. 1y mean gving ip o

activities both for the parent and the child. Teeertnly mear

ting more organized hecause daily practicing and lisen o

just happen by itself. An effective practicing and listening schecdule
requires planning and discipline. But most of the parenis | ko
who made these adjustments found a greater measure of peace and
tranquility in their lives once they eliminated some of the disiri
tions. | know itis initially hard to g

up activities lor vonand our
child. but once you do, more often than not vou will be

how little you miss them and how much beter the children o

they are not asked to run from one activiy to another

Learn more about Suzuki.
How long has it been since vou read one ol Suzuki’s books:

Probably the best way to help vour child become a better Suzuki

student is 1 lean more about Dr. Suzuki and his philosophy. He
remarkable in many ways and had a real depth o indenanding
about parenting. Maybe because he was nota parent. he was able 10

wa

stay above the fray, s0 to speak, and have the long view of rising 4
child. One of our biggest difficultics i

into the constant emotional stuggles of our children; and when

tdrawn

arents is that we

we do, we can'tsee bevond the trees (problems). Suzuki never ot
For
instance he never stopped tlking about how developing abilin.

sight of the big picture and could always see bevond the horizo

this case playing a musical instrument, was a ool for developing the

whole child. In his writing he gave many examples of how parents
through their role-modeling and behavior influenced teir child's
characterand ability. When you need inspiration and direction read
Suzuki’s book Ability Development from Age Zero. o=

Reprinted with permiission from Vol. 11 No. 3. Noveuber, 2006, Paent Education Newsletie
by Jeunne Luedke.
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by Rochelle Pearson

L;ucl\ Thave had several discussions with parents who are expe-
riencing the frustration of trying to get their kiels 10 praciice.
Twould like to share a few thoughts on this important subject.

First of all. if your child is resisting vou about practicing. fhis is
normal Rare is the child who naturally wants o pick up his her
instrument every day and practice without any prodding from the
parent. Ifyou have this kind of child. you're blessed. If son don't.

Keeping the Ball Rolling

once told by a doctor that while she plaved music. he saved lives,
To his comment. she replied. “You may save lives. but [ make life
worth livinz!™

[ have wsed many “ricks™ 0 get my son o practice at ditfer-
entages, T used 10 do the star sstem. which was basically that he
practiced ten wessions without one complaint. receiving a star each
time. and after 10 sirs he zota litde prize. Now | use video time:

'SOUND ENCOUNTERS

il . . itis normal. he doesn't get 1o do screen tme untl all homework and practicing
Featuring an outstanding faculty of violinsts, violists, cellists, Dassists, and pianists for lessons, repertoire I fecl 3,,” T“-\I( sl\rlun(] be a part of every child's education is done. Fined vour own stem of what works best for you. Hang

N i . " e Back in Greek times there were three disciplines: Math for the there—it takes time to get into a groov ISTAS W he laws of
classes, chamber music, chamber orchestra, clectives and master classes. s the in there—it ikes time to zet into a groove. Justas with the law

. Ottawa Suzuki Institute Mid-Southwest (JUNE 23 -27

for Suzuki-trained string students (violin, viola, cello, bass) of all levels, including

The OSI-MSW Camp i
Pre-Twinkle. Teacher Training and Parent Programs are also offered.

Ottawa Suzuki Strings

(Phone) 785-242-0242 (Fax) 785.242-1110)
beglobalnet www.otawas uyl o
P. 0. Box 99, Ottawa, KS 66067 5

mind. Gymnastics for the bocly and Music for the soul. Nowadis
music is often looked upon as a fun extracurricular activiey. [
believe it should be part of the curriculum. as important as math
or science. It has been proven that you use more of the brain in
playing music than you do in any other activiry: It incorporaues
emotion, mathematics, history: language. etc. Children who plas
an insuument tend to perform better academically. Therefore, it
should be part of a child’s daily activity, like doing homework or
brushing teeth. There should be no negotiation, just like there is
no negotiation in having to do homework or brushing teeth—it's
just something that must be done every day. T have had o tell my
own son every day of his life from age three to get his cello out and
practice. I go with him, help him set up, help him get started (which
by the way is the most difficult thing of all). Again. if vou don't have
to do this, consider yourself lucky: After five vears of hard work I can
honestly say I see some pride and enjoyment in him when he plass.
Ttdid not come easy, let me assure you. Many times [ wanted to quit
Dbecause it was so frustrating. Most children don’t naturally migrate
(0 the things that are good for them in life. (Have you ever read Lonl
of the Flies?) 1f lefit to their own, they would likely want to watch TV
and/or play video games most of the dlay. I believe our job is, in
sense, 10 “save them from themselves,” as one author putit

That being said., of course it is impor@nt that we approach prac-
licing with a positive auitude, encouragement and constructive
criticism. There is no reason why practicing can't be enjoyable. 1
always try to find the positive first, then look for what can be im-
proved with my students. They are more likely to listen if Tdo that.
Go 1o concerts, listen o recordings ... do whatever you can to make
e love of music an integral part of your lives.

[ have never in all my twenty years of teaching had an adult
“Why did my parents force me

come up to me and say sadly,
take violin lessons?!” 've only heard adults say 0 me remorse-
fully, "Why did my parents let me quit! " 1 have heard the same
over and over from other teachers as well. Then when the adult
ies to get back into it laer in life, itis often notvery successtul
Any fine art form like dance or music must be developed youny,
when the muscles are developing and the mind is quick w ab-
sorb new information.

Remember that it daesn’t maer whether ornotyour childien
KO into music professionally in the fuwre, What matters is that they
develop mentally, physically, and emotionally s they matre, ad
it they develop e love and appreciaton formusic tor the
restof their lives. Lonee heard that Nadja Salerno Sonneuberg was

motion. once sou get the ball rolling. it will continue to roll. but
onee it stops then it takes exim effort o get it rolling again.
efforts will not be invain. w=

Just be assured that vo

Rochelle Pearson recenexd her MAL in Music Performance mom the University
Of Alkron and was a member of the New World Symphony in Florida. She is
st the Tacoma Svmpiuny. Rochelle is 3 Suzuki Vielin and
cn, with her pianist husband
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Personal Reflections on
Dr. Suzuki’s Nurtured by Love

In October, 2006 the 4" Suzuki Festival of Buenos Aire!

s took place. The following article was written by a

saxophone player who had traveled from Chile to attend the philosophy class.

by Pablo Torrealba

ome time ago, I realized that al-
though life is beautiful in many
the manner in which we
human beings have constructed it is ter-

rible. I decided that the meaning of my life

would be to work towards human species’
evolution.

The problem was how o define that
particular evolution. From my teen expe-
riences and from reading Leon Tolsti.
Sartre, Nietszche, Kropotkin and others,

I had a vague idea of the topic. I became
acquainted with Silo’s teachings' and later
Gurdjiell’s’ work which gave me a clearer
philosophical-existential context. Trying:
to summarize this area which we can call
philosophic we can talk about these main
ideas:

a. The level of consciousness in which
we live ordinarily is not the best and
is far from what it really means o be
“conscious” or “awakened.” We live
in a mechanical way, doing what we
do mostly as reflexes in response (o
stimuli, with an alienated identity and
without the possibility of penmanence
or consistency.

b. Given this situati is not strange
that we live in a world full of violence
and its consequences; misery, wars,
injustices, alienation,

¢, Itis possible to experience another
type of more Jucid state, and it is pos-
sible to work towards achieving and
keeping it.

d. To achieve a change in the global
state of things, it is necessary to work
on oneself, while working with and
in the service of others, Individualist
work is not enough.?

I chose 1o focus on music teaching,
Music because it is both my academic
training and vocation, and pedagogy be-
cause I think that working with children
is where we can apply our energy to get
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the best fiits. Children are the ones who
can revolutionize tomorrow's world. As H.
Maturana® saw, the future is not them but
s, today’s adults, who are able to shape
the times to come with the formation we
give them.

Conceming pedagogic methodology, my
studies had led me to Montessori’s meth-
odology and philosophy.® She proposed a
system that shows true respect for children.
It centers on their great learning potential,
gives them autonomy in this proce
great importance (o a prepared environ-
ment and to the wellqualified guide who
accompaniies the children during their in-
tegral development. Maria Montessori was
concemed about what happens beyond
the classroom, especially in her ler yea
after living through the miscries of two
world wars. She centered her studies and
proposals on how to create an education
for peace, thinking about peace not only
as an absence of war, but as a phenom-
cenon which needs 10 be worked on actively
by starting with children.

Up 1o this point, everything was fine
within philosophicand pedagugic frame-
ks, but something imporant was still

ng. Music is my arca and although
Gurdjiefl and Montessori use music in
their teachings, I was not satisfied. I nex
ed a third source, something that could be
used as support in the musical area for nmy
integral praject. I found it in Dr, Suzuki,
He brings o music teaching those ideas
about philosophy and pedagogy already
expressed by Gurdjielland Montessori, 1
have found 100 many inecting poins in his
book ta name them all in this short space,
!nu 1 want 1o mention some of the most
interesting ones;

a. Suzuki's concept about the child’s
potential 1o become a high-quality
human being from the utenis * (or
what he calls the "seed"?) s perfectly

3

.« Suzuki, Montesori and Guudi

comparable to Montessori's concept®
of “spiritual embryo” and Gurdjiefl’s
one stating that children are “pure

essence.™

“All children are able to leam”™ re-
minds us of Montessori's experience
when she worked in a school with
children who were called “idiots,” get-
ting better results than in traditional
education.

. Teiichi’s ancedote (the blind boy

Suzuki received for violin lessons).
is akin to the old principle, “Treat
others as you want to be treated,”
expressed by Silo in one of the valid
action principles.'’ 1 was very moved
ter found out how

by the way the 1
1o teach: by putting himself'in the oth-
er's place, trying to feel what the boy
was feeling, living the experience in
that way. How much everything would
change if we did that more often!
wgle can go together
with Montessori's Triangle, which has
the child on its upper vertex and the
guide (teacher) and the prepared
environment (equal o parents' func-
tion) on lower ones. In Gurdjieti™s
case, this would be equal to positive-
negative-neutal suengths. To the
wraditional teacher-pupil manderta,
they add "environment” factor ' or
parents, which comes to support the
learning process both for the wacher
and the child.

A
discuss prafoundly the rigid ideas of
developmental psychology of theis
time. By doing the tasks Gurdjiett
proposed, observing the work done
by children in a Montessori environ-
ment ar in a Suzuki coneert, one does
not know if one should smile or te
sory for the theories about what chik
dien can and caunot achieve, which

v and when The propesly of those
PSR are an expressinn of i in

ETER PAUL PRIER
LUTHIER
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News From the Suzuki a00l

Association of Utah

Three Thousand Uth children, 4
3 wo I8, will guther in the LDS Conler-
20, 2007, with

ence Center on Octobe
their musical insuuments under their

arms and their music in their hearts, The
students of the Suzuki Association of
Uwah present this Celebration Event only 2003
once every three years. This year Kuit
Bestor has written the grand finale con-
cert presentation entitled, Jubilate! He
will be there w conduct all 3000 children

A0
VO3
has they pertorm this beautiful uibute w X Guoves by Shunuct Sk
mausic. 4 Lovuig Loy 1t De Suzuii) by Michele Higa George
Ihere will be violinists, pianists, cel-
lists. violists, bussists, Hutists, haipists,
p 00 R Byt Ouss o7 Progress by Lamar Blum

guitarists, organists and singers. Please
attend this concert and bring your fam-
ily and triends w hear the children play
and sing. Visit the Suzuki Association of
Utah web page at hup:www.suzukinmu-
sicutah.org W hind how w support this
event. Lickets are wvailuble at the LDS
Conlerence Center Box Qllice. o

Bischdng Tidens i Churacter Eduwation by Shinichi Suzuki
Baby Suugs by Pamela DeWall

Mingjosmals are available fus purshise on the SAA Welisite o Wi
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quiet, gentle six-year-old girl,

Ida warmed up to her new

teacher almost immediately
when she came for her first violin lesson.
Jenna was soon receiving crayon por-
traits of “Ida and Ms. Jenna,” complete
with butterflies and fairies, to grace her
refrigerator door. Ida practiced dili-
gently and her parents took meticulous
notes at every lesson, so she progressed
in her violin studics quite well.

One day, she came to class wearing
brown and pink leather tennis shoes.
She proudly showed them to her teach-
er. Ida’s mother explained that they
visited five stores looking for shoes like
“Ms. Jenna's.” Jenna bent down (o ex-
amine her own shoes and smiled. Ida’s
shoes were tiny replicas of the teach-
er’s. Ida wore them to every lesson. In
fact, when Jenna would get dressed on
Tuesdays, she always remembered that
she would be seeing Ida and slipped
on her brown shoes as well. Ida always
noticed!

Jenna had an idea. She suggested
that Ida perform for her elementary
school. The school was having a talent
show. Ida liked the idea and prepared
two pieces to play. She auditioned and
was the only kindergarten student 1o
be accepted into the program! Ida's
mom and dad were so proud of her.
Her teacher decided to surprise her by
coming to the program. The morning
of the talent show, Jenna arrived at Ida’s
school and signed in at the front desk.
She followed the signs and found the
school cafeteria. Inside were hundreds
of elementary school students, squirm-
ing and fidgeting on the cold cafeteria
tile. Jenna walked over to where Ida sat

waiting to perform and the litde girl’s
eyes lit up. Ms. Jenna gave her a big hug
and found a seat.

As it was almost time for her 1o
perform, the director waived for Ida
to come backstage. Ida disappeared
behind the curtain. After another act
or two of tumbling cheerleaders and
heavily-rouged tap dancers, the curtain
closed. She was next. As the curtain
opened, every pair of eyes spotted a
small girl with the violin in place on her
shoulder. She stood tall and held her
violin high. Actually, she held it litde 0o
high, but she was thoroughly prepared
and very determined.

Jenna noticed the child’s outfit before
she began 1o play. Ida wore a beautiful
velvet red and black checkered dress
with a white collar, headband and tights,
and the brown and pink shoes! She
smiled that Ida’s parents let her wear
her brown shoes with such a fancy dress.
The young girl intently played her piec-
es before two microphones and a rather
enormous audience. Then she bowed
gracefully. Her mother, who sat nearby,
shed a tear. It was a beautiful perfor-
mance. Jenna thought of the journey
that had taken place and of how far Ida
had come: a shy, tiny girl performing all
alone on a large stage, before hundreds
of people

The violin teacher’s breath caught a
litde as her mind went back to her own
journey. Now 26 years old, she remem-
bered playing one of the same pieces
Ida performed in front of her own pre-
school class, over twenty years before,
Recently she had stumbled across a liule
book that she made in school so many
years ago. One page read, *When 1 grow
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up I will be a violinist, a story writer,
and still do art.” It had a litde crayon
drawing depicting a smiling stick figure
clutching a violin.

It warmed Ms. Jenna’s heart to know
that the time some violin teacher invest-
ed in her so many years ago had such a
huge impact on her own life and career.
Perhaps Ida will one day perform all
over the world with her violin and
brown sneakers. Or maybe she will
take that confidence and determina-
tion and do something quite differ-
ent. Either way, Jenna looked [orward
to watching Ida and all her other vio-
lin students come into their own. v

Christina David maintains a private studio of
violin and viola students in Houston, Texas. She
also enjoys performing as a freclance violinist in
styles ranging from classical, (o fiddle and rock.
Christina completed a BM degree from Houston
Baptist University in 2003 and is currently carning
her MLA degree. Thus far, her Suzuki teacher
training has been with Peggy Ann Crow (IL) and
Judy Offman (TX)
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IN MEMORIAM

A Tribute to Lynn Baughman
by Patty Presto and Daniel Presto

1 Baughinan’s passtng ledt all of us who knew her in utter and
I_,. ok L still tnang 0 deal with the loss, although 1will
Dever il et oner ot betng abie 10 be part of this woran's life. 1
Jookend forwand 10 every iy when my son would have a leson. 1
Jearmed so o froe Dynn as a sngle mother. She tught me what
wampeortant s cdsen. just by her wonderful ways and caing
heart. There was nevet a tune ©lett her house withoutasimile on my
face. 1 amply. koned et

Lann was a denaege positne foree in my son Daniel’s life. We met
Lynn approxsatch thiee vears ago during the middle school yews.
When Daed started kesons with Lynn, he was new to the viola and
Treall oot s just might be a pasing fancy: Lynn's love of music
and ke for ber sudents changed people’s lives, including my son's
e He kaoked tooward o secing her every week and improved by
Teapn and b

There win tever am huge presare from Lyna to perform or “be
the bt In Lt hier emphasis was on the journey, not the destina-
o Dusied was eocouraged 0 uy out for All State Orchesua in
Sth grade. Lynn never pushed him o “win,” but encouraged him
0T The das ol auditions she always asked her students w call
her and ket ber know how they did. [ remember Daniel calling, very
excited that he had done well. Lynn said "no matter what happens
o Bow v teel vou did, go get an ice cream cone 1o celebrate the
etloet™ | dhorzit that was such a greatawitde, and itin wum
e the kads want o perform for her and for themselves just
“bevane” they knew they were blessed just to have such a warm and
ko teacher—without her ever asking for credit or pushing them
o hard that thes didn'tenjoy music anymore.

All of Lyvun's students achieved success, but it was the heart
keadirnz, ot the music ability. They wanted to do well for Lynn and
for themaehex. Lynn aheas had the utmost confidence in each and
ven one of her students in whatever they wanted to achieve—music
o am carcer o Ife path they were interested in. She enjoyed hear-
in2 thesr hopes and dreams. It was very profound to watch it unfold
over the vears. She consisendy was happy and content.

1 became ven goad friends with Lynn, albeit slowly, over the years.
At firs | thousshe | had 10 be very serious. After all, this was viola les-
soe—onot 2 socid thing. However, as I sat in on more sessions, I real-
2od that | buad found a gem in this woman. She and Daniel would
Leagh: e and dsains music. | could see Danicl opening up and
etmns beger and better and more into the music as his heant and
porsandin wese expanding. He would pradtice at home on summer
nights, beavwez his window open, and neighbors would gather in our
drmvesan just w0 hear bim play. He found absolute joy in his lessons
and even b hamework His attiude became better and his school
work improved. | zhwans knew this was duc 10 the woman a few
sexts awa—our fnend. Lynn Baughman. She had become Daniel's
merior without ever sanang amvthing 1o imply she wanied 1o; it just
happenad duc w0 her presence in Danid)'s life.

Exens ome we keft Dimn s house. we would say 1o each other "we
bone Lsn™ Thas was ok 2 normal everyday thing for me to say or
£ won—we just hiad this overwheiming fecling about having this

mqmdmmunbmlmvunpr&myouwlmzhugc
ampiact Limn hiad o our famih 2 2 whole. She brought us all up 1o
2 difiren and higher koved just by her kindness and her incredible
heart. She never. ever 100k any aredit for anything the kids accom.-
pshicrd. She jast nodded and smiled.
I had many conversations with Lynn over the years about
ber journes. She wold me that she started weaching when her
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children were young so she could be part of their lives. Indeed, she
saw hier children through beautifully as they are all creative, kind
and accomplished young adults.

Lynn Baughman was an angel in our lives and the music was
always important (o Lynn, but the heart of the student was nurtured,
therelore, turning outincredible young people with talent and heary,
The combination is awesome. We will miss her forever, but her legacy,
is one that will live on and on in our lives and in our hearts. )

1 now take lessons from her daughte: ide. Iwould just like (o
state what a wonderful and benevolent teacher Mrs.Baughman was
toall of her students. Lynn Baughman was no ordinary teacher, she
was a cherished friend.” -Danicl Presto

Remembering Yuko Honda
by Lamar Blum

[Presented at the May Leadership Retreat]
k of my friendship with Yuko Honda as a pie. I was but

one slice in the pie of her life and she in mine. Many of you

iave been slices ofYuko's pie, helping (o create a rich and reward-
ing life for herand you. Even if you only knew her from a distance,
she had an impact on your life and you on hers. I would like to share
with you part of my *slice” of the pie—the way I knew her.

I was studying violin with Milton Goldberg in 1988 and mentioned
my need for an additional wacher for my ¢ ing Suzuki
program. He looked at me and said, “Yuko Honda is living in Scha-
umbung and isn't teaching right now.” He must have said that three
weeks in a row before [ realized he was talking 1o me. I knew who she
was. I had seen her from afar in 1976 at a Suzuki institute in Charlotte,
N.C. Iwas awed by her performance of Vivaldi Concerto in a minor—
all three movements—played with orchestra. I did call her at Milton's
suggestion and she graciously responded, teaching in my program
for two years. During that time, we made opportunities o get o know
each other. I wanted 10 “pick her brain” to learn more about her
childhood and the influences Suzuki had on her. I wanted her to pass
on to the students in my program experiences she had had with Dr.
Suzuki himsell: My need at the time was to get to know Yuko on a pro-
fessional level. The more time we spent together the more we entered
into the human level of what was important to cach of us.

Aswe got o know each other she eventually shared with me the
part of her life that involved the search for her sons, Roland and
William. Roland was now a teenager and interested in making con-
tactwith his mother. Yuko was awakened nights to talk with Roland
as he would go (o his girlfriend’s house after school and call collect.
We stood in a cold parking lot in the dark afier many group classes
I?lkmg about what to say next and how to say it. This was a joyous
tme for her as well as a difficult one, as her younger son William
didn’t remember her. She was frustrated at her lack of contact with
William and her inability (0 talk with him, because as many of you
knowYuko's method of dealing with situations is to meet them head
onand keep working until the issue is resolved. This was impossible
at the time, as she had 1o rely on Roland to talk with William.

Uoved having Yuko teach in my program. It made me feel that
L::‘]:;J::nghg k:}:f-w so much about Suzuki Method. It was a
s and philosophical growth for me. I was also chal-
enped personally by her. If I said, "l want to do ..." or “I wish I could
me:h: }:?:,i: ,"“f’k it me with those intense dark eyes and say: “Well,
el Itwould leave me squirming in my indecision:
‘Atthe 1990 conf you one of lh()‘bc situations: N
s i Wm:imn?v Yuko, Mncl_ml McLean and I took mm" 10
e o ;"Ldf‘Sml Francisco. As we meandered unvdff‘ 1

3 entoned that Dr. Suzuki had been nominated

fora Nobel Peace Prize, but it had been given instead to Mother
Teresa. I filed that information in my head until late in the summer
when Iwandered through an orchid greenhouse owned by one
of my student’s family. There I saw orchids named after people I
knew. I came home and casually mentioned both of these things to
my husband John and wondered if it would be possible to name an
orchid after Dr. Suzuki. It scemed a fitting tribute to someone who
had brought so much good and beauty into the world.

John said, "Ask the grower.” I let it rest and later mentioned it to
Yuko who said I would need to get permission from Suzuki himself
since he was still living. Again, I let the idea go. After more prodding
from John, I asked the grower if naming an orchid was possible. He
was not only open but selected a beautifuul white phalacnopsis—a
standard of the industry—so I could describe it in my letter to
Suzuki. Eventually the letter was written and I let the whole thing
go, thinking nothing would come of it.

When a letter arrived saying it would be a compliment to have
an orchid named after Suzuki, I was taken aback and didn’t know
what to do. But Yuko did! She said, “Now, don’t you think you need
to take some orchidis to Japan and present them to Dr. Suzuki on
the national concert?” Of course, my decision making skills went to

mush as [ had never considered going to Japan. Yuko's prodding
and help in accomplishing this venture helped me change the way

I looked at decision-making. It is something that I carry with me
whether she is here or not.

I don’t know the exact ways in which I afected her life, but this
time last year when we came (o the SAA Conference we took the
time (o express 1o each other that our friendship was important on
both sides. We had helped each other grow in ways we didn’t know
we needed and were always there [or each other. She knew better
than I did that her time was short—even though she had beat out
the doctor’s predictions by almost two years.

The memorial service in Seatte in April was a living tribute to the
many lives she has touched. There are many things I will mis—one
of them being her cheery voice on my answering machine, “Lamar,
this is Yuko calling ..."

Something that will stay with me from the service is the way the
family members including William and Roland stood before the
congregation. Roland began by thanking everyone for coming to
pay ribute o “our mother.” The boys nodded together in agree-
mentat this statement. The phrase “our mother”, “our mother” ...
went through my head in the hours afier the service. It finally sank
in. "Our mother” is what she wanted to hear from her sons. Yuko's
music was important to her, but the title “our mother” was the one
she treasured most.

My Life According toYuko
by Allen Lieb

actually owe a great deal of my professional career s a

Suzuki teacher o Yuko Honda. Upon finishing my stint

asa kenkyused in Matsumoto, and through ies of what
thoughtat the time were unfortunate circums|
myself adrift back home in Tennessee with a conlusing set of
prospects. Unbeknownst Lo me, Yuko had already insisted to Dr.
Suzuki during her visit to Japan while I was a kenkyusei, that I was
10 come to Memphis where she was teaching when I returned
10 the States. And 50 she began a relentless campaign for me o
teach in her program at what was then Memphis State University,
the school I had attended as an undergraduate and where I first
made the decision to pursue Suzuki training. It was a safe and
Lamiliar choice for me at the time, though I didn’t think a par-

ances, [ found

Yuko Honda's memorial service, photos.
courtesy of Cathyanne Nonini.

ticularly c ing one, p lly or professi

What I found there, however, was a Suzuki program that was
vibrating with spirit and enthusiasm, not just for excellence in the
achievement of instrumental skills (which were very high) but for
the ideals and principles of Dr. Suzuki’s vision. These were dedicated
families and a well ed faculty with a ling of
what Talent Education could do for a community willing to commit
itself to the possibilities. And these kids had tone!

Yuko, herself, was at the vortex of this bristling energy field, exert-
ing, in Dr. Suzuki’s terms, her life force—which was daunting, Yuko
had been the Coordinator in Memphis for only a short time, but
had quickly established an enormous influence on the life of that
program: the average playing level of the students had increased
exponentially; the Suzuki students had become the life blood of the
Youth Symphony; the University trumpeted the Suzuki program in
all its materials; and the program was ubiquitous in its public per-
formances around the city and the tistate area. Yuko's newly estab-
lished summer institute already had earned a tremendlous reputa-
tion for its faculty and hospitality. (The Memphis institute actually
began the tradition of mid-moming and mic-afternoon snacks for
the faculty, parent<lelivered to the teaching room.) Yuko's idea was
to have an institute at which she herself would be happy to teach as a
faculty member. Everything was done with class, polish and the ideal
that any task should be accomplished to the highest ability possible.

Personally, Yuko pushed me to become a Teacher Trainer; she.
recommended me for institute and workshop faculties with fervor;
she cooked me meals; she even gave me her old sofa and a water bed
with its hand-madle frame which 1 used for several years untl it sprung
amajor leak—but that’s anather story. After only two years with her
inspiration and drive o get me through my dark period, she left
Memphis to pursue other goals in her life and put the program in my
are. Asa teacher and an administrator, [ grew up there. She gave me
alegacy from which to (lourish along with all the families and other
teachers whose lives she had set on a course [or success. We had direc-
tion and purpose and we went there. All of us. She gave me a life

voic

X
1sense of accomplishment and the freedom to strive for excel-
gainst the tides of mediocrity. She showed that Talent Educa-
tion could thrive even in this so-called “*American culture,
Dr: Suzuki said that to be great, you must surround yourself with
greatness. Yuko certainly provided so many of us with that opportu-
nity. Her legacy of excellence and humanity is ours to achieve, o=
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