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tthe end each day I take time to write
own a few things for which I am
grateful. I've been keeping a gratitude
journal, off and on, for the past twenty
years. Sometimes I miss a few days or
even weeks. And much of the time the
entries are less about gratitude and more
about recording small moments that
made me smile. But even though I'm not
100 percent faithful about writing in the
journal, I appreciate how the practice
helps me recognize beauty, joy, and kind-
ness in each day.

As you might predict, many journal
entries are devoted to family, friends,
and celebrations with a random food
revelation thrown in—like March 18,
2005: “Peanut butter toast. Mmmmm-
mmmm!” Beyond the expected subjects,
though, a surprisingly large number
of gratitude reflections come from my
Suzuki experiences.

Mr. Preucil proclaiming from the
balcony, “Kevin kept his hand
in position for eight measures.
ALLISWELL!” (June 10, 1997)

The smile on Louisa’s face when she
heard Art Tatum’s version of
“Humoresque” (May 12, 1999)

A fun viola dinner at the American
Suzuki Institute (August 7, 2005)

Grateful for Laurie’s help and
encouragement (Colorado
Suzuki Institute, June 7, 2007)

Ilove my job (November 29, 2005)

Reading through these memories, I
can’t imagine any other career that
would take up so much space in those
gratitude journals. I am reminded how
fortunate I am to be a part of our Su-
zuki community. Through Suzuki, I have

Chair's Column

By Sarah Bylander Montzka

had access to expert training courses,
engaging conferences and leadership
training. As a member of Team Suzuki I
am surrounded by inspiring, supportive
colleagues and mentors: professionals
who share a passion for lifelong learning
and collaboration and who hold me to
a high standard of excellence. When I
think of the infinite and intangible gifts
the Suzuki journey has given me, I can't
help but feel thankful.

But there is one little hiccup in this
arrangement. . .

Research shows that there are psycho-
logical health benefits associated with
gratitude. According to Psychology Today,
“Gratefulness—and especially expression
of it to others—is associated with in-
creased energy, optimism, and empathy.”

“They do not love that do not show their
love.” — Shakespeare

Mr. Preucil’s balcony announcement
taught me the magic of the unexpected.
Laurie’s encouragement came at a crucial
time. These moments of joy and generos-
ity still make me smile. But they are all
hidden away, kept to myself. What if I
had shared? If | had shared my gratitude,
maybe there would be two people smiling
instead of just one.

During this season of gratitude and
reflection, I will continue to appreciate
this vibrant, accomplished and caring
professional community. I will continue
tolook for the joyful connections hidden
in each day and work to cultivate grati-
tude. But from now onI'll be alittle louder
about it—and hope you will join me. Let’s
greet the coming year with fully-voiced
gratitude. Share, out loud, what you love
about the Suzuki world, honor a Suzuki
friend with a star in the Giving Galaxy,
reach out to people you value and tell
them why, write a thank-you note. And
lastly, know that our Suzuki community
would not be the same without your pres-
ence in it. And for that, I am grateful.
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The American Suzuki Journalis the official pub-
lication of the Suzuki Association of the Americas,
Inc. (SAA). The SAA is a nonprofit organization
of teachers, parents, and educators dedicated to the
advancement of the Suzukimethodin the Americas.

©2016 Suzuki Association of the Americas,
Inc. Printed in the U.S.A.

Reproduction in whole or part without per-
mission is expressly prohibited. Trademarks
represented here are registered with all rights
reserved. The ASJ is listed in the Music Index.
Currentissues of the ASJ are available in limited
quantity from the SAA office for $12 (shipping/
handling included).

American SuzukiJournal (USPS #0681-550) is
published quarterly in February, May, August,
and November by the Suzuki Association of
the Americas, Inc., 2465 Central Ave., #204,
Boulder, CO 80301. Subscription rates are
$75US per year for Active members and $38 US
per year for Associate members. ISSN: 0193-
5372. Periodicals postage paid at Boulder, CO,
and additional mailing offices.

POSTMASTER: Send address changes to
America SuzukiJournal, P.O. Box 17310, Boulder,
CO 80308-8310.

We welcome article submissions on
Suzuki-related topics. Deadlines are
November 1, Februaryl, May 1 and August
1 for the winter, spring, summer, and fall
issues, respectively, but we accept manu-
scripts year-round. We accept emailed
articles, either included in the body of the
message or as .doc or .docx attachments
and manuscripts on disc by mail. Please
do not send articles as PDF attachments.
Email manuscripts to editor@suzukias-
sociation.org. Please include a short bio
and author photo with your submission.
Contact publications@suzukiassociation.
org for more information.

Studio Memberships

Active teacher members of the SAA may
collect 10 or more Associate memberships
from families in their studio for only $30
US/CAN per family. Studio memberships
must be submitted to the SAA all at one
time, but separate checks for each family
are OK.

[] $30 US/CAN each for 10 or more

SAA Membership Form

O New [JRenewal
. OIndividual [Group

Prices effective as of January 1, 2016
Please print clearly in ink.

OMr. OMiss OMrs. OMs. ODr. ONo Title [ Other

Name of Individual (or Group)

Address

City, State, Zip

Phone (Day) (Eve)

Fax Email

If group, list contact person:

Type of group: [J1Gr. [20rg. [13sch. [Jainst. [l5Lib. [16Bus. [17Etc.

Please check appropriate categories: Instruments taught (or studying if student)

[JTeacher [JParent/Family [JBass [Jcello [Fate [JGuitar
[JHarp [Jorgan [Jpiano [JRecorder ~ [JTrumpet  [JVoice
[Iviola [Jviolin [Jsuzuki Early Childhood [ ]Suzuki in the Schools
[IRetired Teacher [Jstudent [JPublic School Teacher

Membership Categories and Annual Dues:

[]Active Individual: $75 US/CAN [ 1Patron: $185 US/CAN

[1Group: $85 US/CAN [ ILifetime: $1,450 US/CAN

[]Associate: $38 US/CAN

O Required airmail for members outside North, Central, South America
and the Caribbean: add $38 US mailing fee.

[JIam including a donationof $________ to support the SAA Annual
Fund Drive. (Tax deductible in US)

I have named/would like to name SAA in my will.

Payment:

[JCheck or moneyorderfor$______ (amount enclosed)

For credit card payments please call the SAA office at 303.444.0948

or toll free 1.888.378.9854. No credit card information is to be sent by mail.

Mail to: SAA, PO Box 17310, Boulder, CO 80308

Active Membership (Individuals)
Required for teachers, available to parents and other individuals. Includes American Suzuki journal,
SAA Directory, voting and office holding privileges, access to the SAA training program, eligibility for

Chapter Affiliate membership (where available), etc.
Group Membership

For (1) groups, (2)organizations, (3) schools, (4) institutions, (5) libraries, (6) businesses, (7) etc.
Includes ASJ, SAA Directory and miscellaneous benefits. Group Membership does not substitute for

Individual Membership.
Associate Membership

For parents, families, retired Suzuki teachers & others. Benefits include a one-year subscription to
the AY).
Patron Membership

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

Includes on-going Active Membership plus benefits of Patron Membership.



Organizational News

ISA Board Meeting

he SAA hosted this year’s Inter-

national Suzuki Association
Board of Directors meeting in Boul-
der, Colorado. During the meeting
the board visited Peaksware, LLC,
the Boulder company that now
includes MakeMusic, producer of
SmartMusic and Finale and Train-
ingPeaks, a software development
company for coaches and athletes.

The ISA board outside Peaksware
facility, left to right: (back) Paul
Landefeld, interim CEO, US; Martin
Ruttimann, ESA representative,
chair-elect, Switzerland; Pazquale
Razzano, at-large member, US; Allen
Lieb Jr., Interim CEO and CEO effective
July 1, 2017, US; (front) Etsuko Suehiro,
TERI representative, Japan; Koji
Toyoda, president, Japan; Hiroko
Driver-Lippman, at-large member,

US; Julia Breen, at-large member,
secretary, Australia; Pam Brasch, SAA
representative, treasurer, US; Yasuki
Nakamura, PPSA representative,
chair, Australia; Lan Ku Chen, ARSO
representative, Taiwan.

Considering Studio Memberships?

A. ctive teacher members of the SAA may enroll a group of 10 or

ore families as a group through the Studio Membership
option. Each studio family pays only $30 US/CAN/year. All of the
membershipsin the Studio membership group must be submitted
tothe SAA at one time, but separate checks for each family are fine.
Studio memberships save each family $8 over the alternative—the
regular Associate Membership for $38, and Studio members receive
the journal and the other advantages of Associate members.

Our appreciation goes to those programs and teachers who
currently support the SAA by maintaining Studio memberships,
with thanks to Stephanie Judy, BC, Suzanne Rickman, IL, Lucy
Lewis, CA, Wendy Seravalle-Smith, ON, Charmian Steward, CA,
Nancy Modell, NJ, Amarillo College Suzuki Program TX, Beth
Cantrell, VA, Joan Krzywicki, PA, Billy Switzer, NC, Deanna Badgett,

TX, Elizabeth Pritchard, TX, The School for Strings, NY, Daina
Volodka Staggs, TX, and Christy Paxton, AR.

We love the studio membership. My husband and I have no formal
musical training but have been Suzuki parents for about 15 years
now, thanks in part to our annual studio membership. We like
the variety of articles in the journal, from very specific to general,
frommusician interviews to convention reports. It helps to validate
our daily efforts and to make us not feel like one family in a small
studio in suburban Chicago but more like one small part of a large,
world-wide musical education movement.

-Amy Boerman-Cornell, studio of Suzanne Brookes Rickman
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Organizational News

2016 Scholarship Recipients

The following teachers received scholar-
ships for Teacher Development in 2016.
Recipients attended courses at institutes
and workshops in North America and
at Latin American festivals; some used
scholarship awards for study in university
Suzuki pedagogy degree programs. Thank
you to all who supported the SAA Teacher
Development Scholarship Fund this year!

(Recipients are from the U.S., unless
otherwise noted)

Chenoa Alamu, Violin (Margery Aber
Memorial Scholarship); Timothy Angel,
Violin (John and Catherine Kendall Memo-
rial Scholarship); Emily Beckman, Flute
(Jupiter Music Scholarship); Christopher
Bedoya, Cello (Alberta Denk Memorial
Scholarship); Ana Benites, Chile, Violin
(Latin American Scholarship); Martha
Bruce Ellerman, Violin (Shar Music
Scholarship); Luis Casal, Violin (Things 4
Strings Scholarship); Maria Caswell, Cello
(Clifford Cook Memorial Scholarship);
Gustavo Adolfo Cojon Aquino, Guate-
mala, Viola (Latin American Scholarship);
Sarah Dudas, Violin (SAA Scholarship);
Erin Durham, Violin (Super-Sensitive
Musical String Company Scholarship);
Annalisa Ewald, Guitar (SAA Scholarship);

Aubrey Faith-Slaker, Piano (SAA Scholar-
ship); Elida Figueroa, Honduras, Violin
(Latin American Scholarship); Fernando
Luis Formigo, Argentina, Flute (Latin
American Scholarship); Lisa Goddard,
Practicum (Gwendoline Thornblade
Scholarship); Kale Good, Guitar (Frank
Longay Memorial Scholarship); Ryan
Hoffman, Cello (Adam Lesinsky Memo-
rial Scholarship); Elizabeth Ingber, Violin
(Potter Violin Company Scholarship), Kate
Jones, Bass (CodaBow International
Scholarship), Catheryn Kennedy, Canada,
Violin (SAA Canadian Scholarship), Mea-
gan Kilpatrick-Milburn, Piano (Doris
Koppelman Memorial Scholarship); Alyse
Korn, ECE, (SAA Scholarship); Alyssa
Lawson, Cello (Yvonne Tait Memorial
Scholarship); Renata de Lemos Miranda
Jordao, Brazil, Violin (Latin American
Scholarship); Vanamali Medina, Flute
(SAA Scholarship); Tony Maroun Moussa,
Violin (Arline Hunter Memorial Schol-
arship); Keri Munchinsky, Canada,
Violin (SAA Canadian Scholarship); Joa-
quin Olivares Martinez, Mexico, Guitar
(Latin American Scholarship); Hadassa
Pacheco, Brazil, Piano (Latin American
Scholarship); Emma Pease-Byron, Flute

November1 Virtual Conference Sampler opens January
November20  Concert sponsored by The Suzuki January 13-15
Alumni Project:
Jasper String Quarter, Philadelphia January 29
Decemberl, AS] ad contracts due (Artwork due
March1, Junel within 30 days after contract date)
December31  Final date for 2016 SAA donations February1
April 21-23
Correction
The article in AS] vol. 44 no. 4 titled “Suzuki Method and Autism May 25-29
Therapy: How students with autism can learn with the combined y
benefits of Applied Behavioral Analysis and the Suzuki Method”
by Allison Huebner-Woerner was truncated because of an editing Correction

error. A list of resources for families and teachers of children

with autism and Ms. Huebner-Woerner’s bio and photo were
eliminated from the final version. SAA members may view the
entire article with resource list and author bio and photo on our
website. Please visit: https:/suzukiassociation.org/news/suzuki-

method-autism-therapy/

new directory!
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(SAA Scholarship); Angela Mosher Phi,
Canada, Flute (Heidi Kennel Memo-
rial Scholarship); Jay Pike, Violin (David
Einfeldt Memorial Scholarship); Julieta
Libertad Nava Rivera, Mexico, Flute
(Latin American Scholarship); Mariana del
Rosario Rodriguez Alcantara, Guatemala,
Violin (Latin American Scholarship); Juan
Carlos Rodriguez Pomar, Peru, Flute
(Latin American Scholarship); Ricardo
Salinas, Mexico, Guitar (Latin American
Scholarship); Pedro Santos de Axevedo,
Brazil, Trumpet (Latin American Scholar-
ship); Jesica Sharp, Bass (Margery Aber
Memorial Scholarship); Ji Yeon Shin, Vio-
lin (Alfred Music Publishing Scholarship);
NoemiMagdalena Solis Del Rosario, Peru,
Piano (Latin American Scholarship); Ben
Thomason, Violin (Art Montzka Memorial
Scholarship); Margarita Valderas, Chile,
Violin (Latin American Scholarship); Lydia
Young, Cello (Virginia Cowan Carlson &
Jennifer Jabs Memorial Scholarship).

‘We would like to thank the teachers who
assisted with scholarship evaluations for
2016, including Joan Krzywicki, Dominick
and Linda Fiore, Elizabeth Guerriero,
Chris Mincer, Lynne Cooksey, and Shelley

Beard Santore.

Parents as Partners Online - details TBA

SAA Board Meeting,
Los Angeles, CA

Concert sponsored by The Suzuki Alumni
Project
Claremont Trio, Merkin Hall, NYC

Registration opens for Leadership Retreat

SAA Board Meeting, Boulder, CO
(tentative)

SAA Leadership Retreat, details to come

The SAA regrets that the 2016 Membership Directory did not
correctly identify the cover contest winner. Our congratulations
and thanks to Clara Marshall from Oakville, Ontario, a student
of Silvija Abols. Her artwork made a delightful cover for our



From October 12 to Oc-
tober 20, SAA members
joined together to celebrate
the birthday of Dr. Su-
zuki, our beloved Suzuki
community, and future
generations of teachers.
Together, we raised $14,693
for the SAA Teacher De-
velopment Scholarship
Campaign, surpassing our
goal of $10,000.

Thank you to all those
who donated a layer to Dr.
Suzuki’s Birthday Cake in
honor of the Suzuki com-
munity. Special thanks go
outtoour generous match-
ing donor who helped us
achieve this goal. Together,
we are spreading the gift
of Suzuki education and
expanding our vibrant
community of dedicated,
professional educators.

See the cake and read
the dedications: https://
suzukiassociation.org/
suzuki-birthday/ Missed
the campaign? It’s never
too late to donate! Give
year-round by visiting:
https://suzukiassociation.
org/giving/

Thank You!

Abbey Hansen
Abigael & Smith
Alex Revoal
Allen Lieb*

Alyssa Hardie Beckmann

AnnArbor Suzuki
Institute*

Anne Bowman

Anne Donahue
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April Losey*

Barbara Riley
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Barbara Wampner

Beatrice Blanc*

Beth Cantrell

Beth Scott
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Beverly de la Bretonne

Bindu Bhutani*

BKCM

Brenda Parker Bullis

Camilla and Family*
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Carol Gwen Kiefer

Carol Ourada

Carol Waldvogel

Carrie
Reuning-Hummel*

Cathryn Lee*

Cecilia Calvelo-Hopkins

Charles Krigbaum*

Christie Felsing

Christine Goodner

Christopher Fiore
Christy Paxton

Connie Heim
Stambaugh
Daniel Gee*
Deena Shapiro
DFWWOW
Suzuki Institute*
Diane Slone*
Domenick and
Linda Fiore*
Donna Lim*

Colleen Fitzgerald

Edward
Kreitman*
Elizabeth Jones
Ellen Berry*
Ellen Kogut
Ellie LeRoux*
Emma Wardell
Erin Rushforth
Esther Fellows*
Heather Hadley
Heidi Curatolo
Holly Blackwelder
Carpenter*
Irene Mitchell
Ithaca Talent Education
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Jillienne Bowers
Joan Krzywicki
Joanna Binford*
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Marilyn Montzka
Marilyn OBoyle
Marina Obukovsky
Marissa Murphy*
Marla Majett
Martine Benmann
Mary Halverson Waldo
Mary Kelly
Matching Gift
Meret Bitticks
Michael Bogomolny*
Monica Vander Baan
Nancy Lokken

Nancy

Yamagata

Nicolette A Solomon

Nora Grafton*

Pat D’Ercole

Ramona Stirling

Rebecca Sandrok

Rolando Freitag

Rumi Shimasaki

Ruth Engle Larner*

Sally Gross

Sandra McWalter Payton

Sarah Bylander
Montzka*

Sarah Hersh

Sarah Richardson*

Sarah Smale*

Satoko Robert*

Shana Guidi*

Sherry Cadow

Shirley Jamison Star

Shu-Yi Scott*

SIUE Suzuki Program*

Susan Baer

Susan Heisner

Susan Moinester

Susan Montzka
McDonald

Susan Vaughan

Suzuki Assoc. of
Indiana*

Suzuki Institute Dallas*

Suzy Perelman

Tal Schifter

Teri Einfeldt*

Terri Patkin

The School for Strings*

The Turchyn Family

Thi, Lang & Vien*

Triangle Music School

‘Wan Tsai Chen*

Wendy Azrak

Wendy Seravalle-Smith

William Hurd*

Winifred Crock*

Yumi Kendall
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Alberta

Borealis Suzuki Winds Institute
Edmonton, Alberta

August 18 to August 26
www.suzuki-flute-recorder.ca
British Columbia

Langley Community Music School
Suzuki Workshop

Langley, British Columbia
July 16 to July 20
www.langleymusic.com
Suzuki Valhalla Institute
New Denver, British Columbia
August 4 to August 11
valhallafinearts.org/home/suzuki-
valhalla-institute/
Newfoundland
Newfoundland and Labrador
Suzuki Institute

St. John’s, Newfoundland

June 24 to June 30

suzukinl.ca

Nova Scotia

Nova Scotia Suzuki Violin Institute
Halifax, Nova Scotia

August 7 to August 11

Ontario

Great Lakes Suzuki Flute Institute
Hamilton, Ontario

July 7 to July 15
www.greatlakessuzuki.com
Southwestern Ontario Suzuki
Institute

Waterloo, Ontario

August 12 to August 20
www.mysosi.ca

Quebec

Institut Suzuki Montréal
Montréal, Quebec

July 22 to July 30
www.suzukimontreal.org
Alaska

Fairbanks Suzuki Institute
Fairbanks, Alaska

May 30 to June 4
www.suzukifairbanks.com
Suzuki Association of Southcentral
Alaska Institute

Anchorage, Alaska

June 3 to June 11
www.alaskasuzuki.org
Arizona

Chaparral Suzuki Academy
Prescott, Arizona

June 14 to June 17
chaparralsuzuki.com
Arkansas

Ozark Suzuki Institute

Siloam Springs, Arkansas

July 14 to July 22
www.ozarksuzukiinstitute.org

SAA Institutes: Preliminary List

(See the SAA website for listings of new institutes and other updates.)

California

Advanced Suzuki Institute at
Stanford

Palo Alto, California

August 6 to August 10
www.advancedsuzukiinstitute.com
HNU Suzuki Teacher Training
Institute

Oakland, California

July 10 to August 2
www.summersuzukihnu.com
Los Angeles Suzuki Institute
Claremont, California

June 17 to June 25
www.lasuzukiinstitute.com
Northern California Suzuki
Institute

Santa Rosa, California

July 10 to July 14
www.ncasuzukiinstitute.org
Colorado

Colorado Suzuki Institute
Beaver Creek, Colorado

June 10 to June 25
www.coloradosuzuki.org
Peaks to Plains Suzuki Institute
Westminster, Colorado

July 17 to July 21
www.ppsicolorado.com
Connecticut

Hartt Suzuki Institute

West Hartford, Connecticut
July 28 to August 5
www.hartford.edu/hcd
District of Columbia

Greater Washington Suzuki
Institute

‘Washington, District of Columbia
June 24 to July 3
www.stringinstitute.com
Florida

Florida Music Institute

Saint Petersburg, Florida
June 10 to June 16
www.floridamusicinstitute.com
Georgia

Atlanta Suzuki Institute
Roswell, Georgia

June 15 to June 23
www.atlantasuzuki.org
Idaho

Idaho Suzuki Institute
Caldwell, Idaho

June 24 to July 2
www.idahosuzuki.org
Illinois

Chicago Suzuki Institute
Deerfield, Illinois
July1toJuly 9
chicagosuzukiinstitute.org
DePaul Community Music Division
Suzuki Teacher Workshop
Chicago, Illinois

July 17 to July 21
music.depaul.edu/cmd
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Indiana

I AM Festival

Indianapolis, Indiana

July 15 to July 23
www.indyamfest.org

Kansas

Absolutely Ottawa!

Ottawa, Kansas

June 3 to June 16
www.ottawasuzukistrings.org
Kentucky

University of Louisville Suzuki
String Institute

Louisville, Kentucky

June 11 to June 16
louisville.edu/music/outreach/
suzuki-studies/suzuki-string-
institute

Louisiana

Acadiana SuzuKi Strings Institute
Broussard, Louisiana

May 29 to June 3
www.esacadiana.com/assi
Maine

New England Suzuki Institute
Standish, Maine

June 25 to July 1
www.newenglandsuzukiinstitute.
org

Michigan

Ann Arbor Suzuki Guitar Institute
Ann Arbor, Michigan

June 3 to June 30
www.institute.arborguitar.org
Blue Lake Suzuki Family Camp
Twin Lake, Michigan

June 13 to June 25
www.bluelake.org/suzuki
PhoenixPhest Grande Suzuki
Institute

Ypsilanti, Michigan

July 28 to August 5
www.phoenixensemble.com
Minnesota

Lake Sylvia Suzuki Flute and
Recorder Institute

St Paul, Minnesota

June 14 to June 18
www.lakesylviaflutes.org
MacPhail Center for Music
Minneapolis, Minnesota

July 21 to July 28
www.macphail.org/for-youth/
suzuki-talent-education/
Missouri

St. Louis Suzuki Piano Institute
Maryland Heights, Missouri
July 24 to July 28
stlsuzukipiano.tripod.com
Montana

Montana Suzuki Institute
Missoula, Montana

July 8 to July 15
mtsuzukistrings.org

New Hampshire

Ogontz Suzuki Institute

Lisbon, New Hampshire

July 2 to July 12
www.ogontzsuzukiinstitute.com
New York

Ithaca College Suzuki Institute
Ithaca, New York

June 25 to July 7
www.ithaca.edu/suzuki
‘Westchester Suzuki Institute
Purchase, New York

June 4 to June 28
www.westchestersuzukiinstitute.
com

North Carolina

North Carolina Suzuki Institute
Greenville, North Carolina

July 7 to July 15
www.ecu.edu/music/suzuki/
Ohio

Columbus Suzuki Piano Workshops
Columbus, Ohio

June 12 to June 30

Suzuki Music Columbus Summer
Institute

Westerville, Ohio

June 10 to June 18
www.suzukimusiccolumbus.org
Oregon

Northwest Suzuki Institute
Eugene, Oregon

July 31 to August 4
www.northwestsuzukiinstitute.org
Oregon Suzuki Institute
Newberg, Oregon

June 24 to June 30
www.oregonsuzukiinstitute.org
Pennsylvania

Greater Pittsburgh Suzuki Institute
Pittsburgh, Pennsylvania
August 5 to August 13
www.pghsuzukiinstitute.com
Pennsylvania Suzuki Institute
‘Wormleysburg, Pennsylvania
July 22 to July 30
PennsylvaniaSuzukilnstitute.org
Tennessee

East Tennessee Suzuki Flute
Institute

Johnson City, Tennessee

June 23 to July 1
www.etsu.edu/suzuki/

Memphis Suzuki Institute
Memphis, Tennessee

June 8 to June 16
www.facebook.com/Suzukilnstitute/
Texas

DFW - WOW Suzuki Institute
Fort Worth, Texas

June 30 to July 9
www.dfwwow.com



Greater Austin Suzuki Institute
Austin, Texas

July 21 to July 30
austinsuzukiinstitute.com

Utah

Intermountain Suzuki String
Institute

Draper, Utah

June 19 to June 24
www.intermountainsuzukistring-
institute.com

Vermont

Green Mountain Suzuki Institute
Rochester, Vermont

July 9 to July 14
www.greenmountain-
suzukiinstitute.org

Virginia

Alexandria Suzuki Guitar
Institute

Alexandria, Virginia

July 29 to August 6
alexandriasuzukiinst.webs.com
SAGWA Flute Institute
Alexandria, Virginia

July 24 to July 28

WWW.sagwa.org

Virginia Suzuki Institute

Emory, Virginia

June 16 to June 24
www.virginiasuzukiinstitute.com
Washington

Japan-Seattle Suzuki Institute
Seattle, Washington Pennsglvania
August 6 to August 11 Suzuki Institute
www.japanseattle.org

‘Walla Walla Suzuki Institute

College Place, Washington

July 16 to July 21

www.wwsi.org

Wisconsin

American Suzuki Institute

Stevens Point, Wisconsin

July 16 to July 29

www.uwsp.edu/suzuki/asi

b -t

Florida Music Institute

Statement of Ownership, Management and Circulation

Publication Title: American Suzuki Journal Filing Date: 10/1/16

Publication Number: #0681-5500 Number of Issues: 4

Issue Frequency: Quarterly Elizabeth Felts, Editor

Annual Subscription Price: $75 US-Active; $38 US-Associate Pamela Brasch, Managing Editor

Complete Mailing Address of Known Office of Publication: 2465 Central Ave., #204, Boulder, CO 80301

Complete Mailing Address of Headquarters, Publisher & Corporation: PO Box 17310, Boulder, CO 80308
Average # In Preceding #Single Issue

Extent/Nature of Circulation 12 months Aug, ‘16

Total Press Run 8500 8300

Paid/Requested Outside-County Subscriptions 8298 8133

Paid In-County Subscriptions 63 63

Sales-Dealers, Venders, Non-USPS Distribution 0 0

Other Classes Mailed Through USPS 0 0

Total Paid and/or Requested Circulation 8361 8196

Free or Nominal Rate Outside-County 55 40

Free Distribution, All Classes 0 0

Total Free Distribution 55 40

Total Distribution 8416 8236

Copies Not Distributed 84 64

TOTAL 8500 8300

Percent Paid and/or Requested Circulation 98.4% 9.7%

AMERICAN SUZUKI JOURNAL Fall, 2016 9



New Active Members

Summer 2016

APO AE

Justin W Lewis

Alaska

Tamara McCoy, Anchorage
Alaska

John D Finch Jr, Fayetteville
BreAnna Bearden, Springdale
Arizona

Vicki Merley, Oro Valley

Anna Perretta, Tempe

Sarah Hartman, Gilbert
California

Kristina Chan, Modesto

Aaron T Rossi, La Mesa

Sean Sanchez, San Diego
Elena Carrillo, Pasadena
Jennifer Jim, Sacramento
Claire Tatman, Costa Mesa
Colorado

Helena Schumann, Boulder
Etoile Hening, Durango
Maggie Brady, Broomfield
Sunghee Zimmermann, Colorado Springs
Emily Miller, Boulder

Judy Klingelheber, Highlands Ranch
Connecticut

Kerrie Wilson, Columbia
Benita Rose, Avon

Michael H Petit Jr, Southington
George Melillo, New Haven
Charles Pfeifer, North Granby
Min Jung Noh, Hartford

Gail Yaffe, W Hartford

Florida

Andrew Driscoll, Gainesville
Katie Love, Tampa

Nellie Tsacrios, High Springs
Georgia

Amy F LoCurto, Duluth

Anne M Anderson, Duluth
Hawaii

Megan Murphy Kenny, Hololulu
lowa

Nao Kubota, Cedar Rapids
Illinois

Elizabeth Karako, Glen Carbon
Saori Yamamoto, Chicago
Natalie | Hall, Palos Hills
Karim Yengsep, Oak Park
Kiyoe Matsuura, Chicago
Lilianna Wosko, Chicago
Indiana

Mary Katherine Boxell, Upland
Kentucky

Cecilia Huerta-lauf, Louisville
Cordia Pickerill, Louisville
Kenneth Wilson, Louisville
Ching-YiLin

Louisiana

Kathleen A Finch-Forestieri, Baton Rouge
Massachusetts

Jessica Teal, Brighton

Donald Landers IV, Newton
Siu Yan Luk, Brighton

Andrey Karpyuk, Chicopee
Linnea Marchie, Brighton
Powers Music School, Belmont

NEC Prep Suzuki, Boston

Miriam Eckelhoefer, Somerville

Christien Beeuwkes, Waltham

Maryland

Patrick Lahan, Catonsville

Michigan

Vanessa Kestner, Jackson

Anna Weller, Ann Arbor

Derek Weller, Ann Arbor

Kimberly Kang, Wilson

Katelin Webster, Ypsilanti

Joshua Holcomb, Portage

Hannah Petersen, Holland

Amelia Taylor, Ypsilanti

Andrew Bader, Ann Arbor

Minnesota

Courtney Van Cleef, Saint Paul

Signe McKie, West St Paul

Melissa Deal, Bloomington

Missouri

Rachel Power, Branson West

North Carolina

Athri Ranganathan, Wilson

Morgen Champney, Shelby

Sarah Grace Bindrim, Greenville

Steven Farr, Greenville

Seth Poppe, Greenville

Virginia Wimmer, Greensboro

New Hampshire

Concord Community Music School,
Concord

Ariel Slater, Hopkinton

Jennifer Bissonnette, Derry

New Jersey

Lisa Gonzalez, Whippany

Amanda Zlotkin, Northvale

New Mexico

Erika L Lovato, Albuquerque

Laura Steiner, Las Cruces

New York

Jonathan Goya, New York

Cheryl Page, Highland MLS

Nada Radulovich, New York

Gregory K Williams, Bronx

Michelle Metty, Ithaca

Shelby Dems, North Syracuse

Clarissa Prohaska, Ithaca

Ohio

Lara Messerly, Cincinnati

Kethry Hunter, Newark

Liesl Hook Langmack, Highland Heights

Danae M Arnold, Kent

Wing Ka Penny Tong, Cleveland Heights

Jessica Lyons, Cleveland

Katelyn Lyons, Cleveland

Silvana Ferrarin, Cleveland

Adrienne Harmon, Shaker Heights

Leah Latorraca, Cleveland

Morriah Hernandez, Marengo

Patrick Lin, Cleveland

Katja Yeager, Cleveland Heights

Huanhuan Sun, Cleveland

Carey Skinner, Cleveland

Rebecca Benjamin, Cleveland

Even Ma, Cleveland

Hayeong Jo, Cleveland

ZiYun Luo, Cleveland
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Pei-Chin Lin, Cleveland

Cheuk Yan Leung, Cleveland
Michael Ljungh, Cleveland
Ann Yuh, Cleveland
HariKhalsa, Cleveland
Elizabeth Fath, Cleveland
Oklahoma

Missy Townsend, Broken Arrow
Jamie MRomo, Ardmore
Oregon

Johana St Clair, Salem

Seanna Higgs, Grants Pass
Susan M Hammer, Portland
Pennsylvania

Erich Riebe, Moon Township
Yu Xi Wang, Philadelphia
Rebecca Pernicano, Pittsburgh
Lauren Scott, Philadelphia
Puerto Rico

Solmari E Figueroa Cruz, San Juan
Rhode Island

Bill Dunn, Wakefield

Indiana

Cheryl Baddorf, Knoxville
Christine Schlunk, Brentwood
Texas

Ryan A McGuire, Farmers Branch
Janet Toomes, San Antonio
Darrel Mayers, Austin

Amy Lauro, Houston

Grace Kirby & Fred Trafton, Lewisville
Amanda Libby, Austin

Steven E Hendricks, Dallas
Kana Kimura, Houston

Rick Bell, Temple

Anna Murray, Austin
Shulamith Barbe, El Lago
Emmelynn Junek, Rosenberg
Sandra Martinez, Arlington
Utah

Margie ] Halling, Brigham City
Elise Clarke, St George

Paige Kossuth, Salt Lake City
Rebecca Gulbranson, St George
Lorrie Merrell, Draper

Lyon Healy West, Salt Lake City
Virginia

Marisa Sprowls, Vienna
Elizabeth Shelor, Floyd
Washington

Araya Frohne, Walla Walla
JinHee Lee, Roy

Eliza Block, Tacoma

Anna Culver, Seattle

Schuan Carpenter, College Place
Sandra Layman, Seattle
Wisconsin

Avrielle Loy, Appleton

Sara Kroneck, Sheboygan Falls
Holly R Rognstad, Appleton
Sue Ann Niland, Stevens Point
Laura E Thompson, Milwaukee

Alberta
SoraKim, Calgary
Sabrina Suzanne Steed, Calgary

Gabriele Thielmann, Edmonton

British Columbia

Lisa Hansen, Burnaby

Anastasia Katochianou, North Vancouver

Nataliya Pashchenko, Victoria

New Brunswick

Sandra Britten, Saint John

Emily Kennedy, Fredericton

Ontario

David Arnot-Johnston, Toronto

Bethany Bergman, Toronto

Jonathan A Bondoc, Ottawa

Jodie Compeau, Battersea

Noelle Forder, Toronto

Chloe Fournier, Toronto

Alanna Jenish, Oshawa

Gillan Latour, Whitby

Jessie Lee, Toronto

David Lokan, London

Kerri McGonigle, Toronto

Kailey Richards, Toronto

Caroline Rouleau, London

Andrea Rush, Toronto

Allison Scholtens, Saint Catherines

Yina Shan, Brampton

Uyen Tran, Ottawa

Quebec

McGill Conservatory of Music, 555
Sherbrooke St West Montreal

Saskatchewan

Alaina ] Majewski, Regina

Brandon Redekop, Saskatoon

Elvira Fernandez Torres, Zacatecas ZAC

Discovery School Hagamos Musa en

Discovery, Cuernavaca MOR

The Academia Suzuki Cuernavaca,
Cuernavaca MOR

Julio Ramirez, Col Lomas Verdes
Naucalpan

Araceli Lugo Oliva, Ixmiquilpan HGO

Maria Villa, Ixmiquilpan HGO

Rita Analia Perez Rey, Rio Gallegos Z

Pedro Gobeth, Sao Paulo SP
Adonay das Neves, Belo MG

Ryoko Arai, Hong Kong

Anne Beitel Thomas, London, United
Kingdom

Sarah Buckley, Reykjavik, Iceland



Alfred

(2

16320 Roscoe Blvd., Suite 100, P.O. Box 10003, Van Nuys CA 91406
Phone: 818-891-5999 - Email: customerservice@alfred.com - Web: alfred.com

Alfred Music

Alfred Music, the sole distributor outside of Japan for the Suzuki® Method, offers
a comprehensive catalog of education and popular materials for piano, theory,
instrumental, choral, vocal and guitar, including instructional DVDs and software.

CONNOLLY

Passion. Partnership. Performance.

Connolly Music
Company
8 Vernon Valley Road, East Northport NY 11731

Phone: 1-800-644-5268
Email: info@connollymusic.com - Web: connollymusic.com

Sales, marketing and distribution specialists, Connolly Music Company is dedicated to
connecting manufacturers, resellers, and the devoted community of musicians they
serve.

Johnson String
Instrument

1029 Chestnut Street, Newton Upper Falls, MA 02464
Email: info@johnsonstring.com - Web: johnsonstring.com

Johnson String Instrument is New England’s largest stringed instrument company.
Instrument and bow sales are available through our sales division, Carriage House
Violins.

The Potter Violin
Company

4706 Highland Avenue, Bethesda MD 20814, Phone: 1-800-317-9452

Email: mailus@pottersviolins.com - Web: pottersviolins.com

The Potter Violin Company is amongst the most comprehensive shops of its kind in
the country specializing in sales, rentals, and repairs of bowed string instruments. For
more information, visit us at www.pottersviolins.com.

SOUTHWEST
STRINGS

1721 South Cherrybell Strav., Tucson AZ 85713, Phone: 1-800-528-3430
Email: info@swstrings.com - Web: www.swstrings.com

Southwest Strings

Southwest Strings has served the stringed instrument community for over 30 years
with great service, quality products, and major branks like Suzuki, at the lowest prices.

CodaBow
Cods B International, Ltd.

P.0. Box 18, Winona MN 55987, Phone: 888-CODABOW (263-2269)
Email: bows@codabow.com - Web: codabow.com

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

mﬂm D’Addario

P.0. Box 290, Farmingdale NY 11735, Phone: 631-439-3300
Email: info@daddario.com - Web: daddario.com

D’Addario & Co., Inc. manufactures fine instrument strings and accessories serving the
needs of professionals and students alike. Proud of our family tradition as well as our
commitment to research into new technologies, D’Addario has been crafting musical
instrument strings in the US for more than 100 years.

JUPITER

12020 Eastgate Blvd., Mt. Juliet TN 37122, Phone: 615-773-9900
Email: mbrowne@khs-america.com - Web: jupitermusic.com

Jupiter Music

Preferred by Suzuki flute teachers worldwide, Jupiter flutes are crafted by KHS Musical
Instruments, also the makers of Azumi intermediate and Altus professional handmade
flutes and headjoints.

Shar Music

2465 S. Industrial Highway, Ann Arbor M1 48104, Phone: 1-800-248-7427
Email: sharserv@sharmusic.com - Web: sharmusic.com

Since 1962, Shar has offered a complete line of violins, violas, cellos and basses for
students through professionals, as well as all accessories and a full line of Suzuki
Method materials.

»

LT,
Super-Sensitive

Musical String Co.

Super-Sensitive
Musical String Co.

1805 Apex Road, Sarasota FL 34240, Phone: 941-371-0016
Email: info@supersensitive.com - Web: supersensitive.com

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

For more information on the benefits of
Premier Membership, visit our website at
http://suzukiassociation.org/ads/pbmemb/




Resources for Teachers & Parents

Everything Depends on How We Raise Them—
Educating Young Children by the Suzuki Method
by Shigeki Tanaka
Translated by Kyoko Selden, 114 pages.

US/CAN $14.99
First Class Tips for Suzuki Parents
A collection of the best American Suzuki Journal
articles for parents from the past 20+ years.

US/CAN $10

Focus on Suzuki Piano
by Mary Craig Powell
Ideas and techniques for parents and teach-
ers, compiled from articles that first appeared in
Suzuki World magazine between 1982 and 1987.

US/CAN $12.95
Group Lessons for Suzuki Violin and Viola
by Carolyn McCall
Group lesson ideas for violin and viola, organized
by book level and technique/skill.

US/CAN $14.99
Helping Parents Practice by Edmund Sprunger
Helping Parents Practice: Ideas for Making it Easier
is a response to the most common concerns of par-
ents who practice a musical instrument with their

children. US/CAN $20

The Life and Letters of Frederic Chopin

by Malgosia Lis

Four-part series on Chopin by Malgosia Lis, which
features original translations of Chopin'sletters by the
author and was originally published in the American
Suzuki Journal. Now conveniently bound together in
a single volume. The 41-page book is spiral bound and
includes photos. US/CAN $12

Nurtured by Love:

The Life and Work of Shinichi Suzuki

Narrated by actor Noriyuki "Pat" Morita, Nurtured
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 (with Japanese Subtitles)

US/CAN $34
Violin Lessons!! Storybook
by Katrin St. Clair, Illustrated by Cy St. Clair

Follow a young student as he and his mother begin
taking private violin lessons. Perfect to help children
and their parents learn what to expect as they begin

their music studies. US/CAN $8.95

Teaching with an Open Heart
by Edward Kreitman

Aguide to developing conscious musicianship for Suzuki
parents, teachers, and students. US/CAN $19.95
The Vehicle of Music by Dr. Masaaki Honda

Filled with personal anecdotes and interesting stories,
this book offers insights into Dr. Suzuki’s philosophy

as well as inspirational advice on handlinglife’s chal-
lenges. US/CAN $24.99

To Learn with Love
By William and Constance Starr

Practice, motivation, learning, nutrition, competi-
tion and family lifestyles are a few of the topics
discussed by these experienced teachers, perform-
ers, and parents. US/CAN $16.95

The Violin Column by Dr. Milton Goldberg

A collection of articles by Dr. Milton Goldberg for
both teachers and parents focusing on care of the
violin, practicing, technique, and motivation. Articles
previously published in Talent Education News and the
American Suzuki Journal 1969 through 1982.

US/CAN $8
Winning Ways
Sequel to First Class Tips. New resource for parents and
US/CAN $12
Young Children's Talent Education and Its Method

A collection of essays written by Dr. Shinichi Suzuki.
Topics include "How to Foster Ability," "The Power of
Habit," "Memory and Absorption” and "Educational
Systems." Translated by Kyoko Selden. 72 pages.

US/CAN $21.95

teachers.

Fun Ways to Practice

Bunny Ballads

by Kathleen Spring

Pre-Twinkle pieces for young violin students.
US/CAN $20

I Know a Fox With Dirty Socks

by William Starr

Short and easy songs for beginners, keeping learning

motivational with fun lyrics set to familiar tunes.
Available for violin, viola and cello.

US/CAN $6.95 each
Math Fun
by Andy ]J. Felt & George Kung
Developing math skills is fun with this two-part book
isfilled with activities for Suzuki partents to enjoy with
their kids, ages 3-7. Includes a game board your child

can personalize. US/CAN $15.50

101 Japanese Children’s Songs
by Yoko Abe

Acollection of 101 Japanese children’s songs which were
mostly composed from 1884 to 1921. This delightful
collection has been compiled to improve note reading
and sight reading skills for young students.

US/CAN $16

Reading between the Lines: Building Music Readers
with Musicianship Skills

by Gail Yaffe

1: Elementary Violin Solidify the relationship be-
tweenlearningto play music by ear and learningtoread
music at sight. This book offers a new look at isolating
and practicing skills that are helpful in creating con-
fident music readers. Discover how to turn knowledge
and understanding of the vocabulary and symbols of
musical notation into automatic response.US/CAN$24
2: Intermediate Violin This book transforms
scale routines into a series of musical brain teas-
ers. The student must observe key signatures and
recognize ringing tones in order to execute speci-
fied rhythm patterns. The strict rules challenge the
student to focus and to concentrate, while creat-
ing finger memory and reinforcing the inner pulse.

US/CAN $20
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Technique Mastery for Violin
by Joseph Kaminsky
Volumel 20-pagebook and compact disc include all
two-octave major and minor scales, tuning pitches,
vibrato development, rhythms, finger dexterity ex-
ercises and more. Useful for Suzuki students in Books
1-3 and up.
Volume 2 14-page book and 2 compact discs contain
allthree-octave major and melodic minor scales, three
octave major arpeggios, string crossing and finger
dexterity exercises, vibrato exercises in six positions
and more. Useful for Suzuki students in Books 4 and up.
Volume 3 16-page book and compact disc contain
many shifting, dexterity and warm-up exercises for
advanced violin students in Suzuki Books 6 and up.
US/CAN $15.99 each
Which Pitch Is Which? Interactive Learning Program
by Mary Kay Waddington and Phala Tracy
Which Pitch Is Which? takes students on a musical
adventure that brings pitches to life! Interactive CD
ROM includes ways to practice recognizing the pitches.
Includes several sets of flashcards. All ages from pre-
school to adult will find this an easy, exciting way to

learn to read pitches. US/CAN $42

Which Pitch? Reader
by Mary Kay Waddington with Phala Tracy
A Reading Primer for Treble and Bass clefs including

CD’s of duets for every piece! US/CAN $13.95

Books by Dr. Shinichi Suzuki

Nurtured by Love
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/CAN $13.95
Nurtured by Love: Revised Edition with New Translation
Now inanew translation, thisbook is Shin’ichi Suzuki’s
exploration of the concepts of his Talent Education
philosophy through a personal narrative of discovery
and experiences. US/CAN $13.99
Ability Development from Age Zero
Translated by Mary Louise Nagata.
A companion book to Nurtured by Love. The focus of
this book is on the parent and child.

US/CAN $14.95 each

Spanish Titles

Desarrollo de las habilidades desde la edad cero
Through simple language and antidotes, Dr. Shinichi
Suzuki explains the fundamentals of the world-re-
nowned Suzuki Method. US/CAN $15.50

Inspirando nifos
Translated by Adan Aguilar Esquivel.

Spanish version of First Class Tips for Suzuki Par-
ents. US/CAN $13

Educados con Amor
Traduccion al espanol de Nurtured by Love.
US/CAN $13



SAA Products

Item Item Price Quantity Total
101 Japanese Children's Songs $16.00 US/ CAN
Ability Development from Age Zero—paperback $14.95US/ CAN
Bunny Ballads New! $20.00 US/CAN
Desarrollo de las habilidades desde [a edad cero $15.50 US/ CAN
Educados con Amor—Nurtured by Love translated by Lluis Fernandez Carbonelly Elena Gil Lopez | $13.00 US/CAN
Everything Depends on How We Raise Them—paperback $14.99 US/ CAN
First Class Tips for Suzuki Parents—paperback $10.00 US/ CAN
Focus on Suzuki Piano $12.95 US/ CAN
Group Lessons for Suzuki Violin and Viola $14.99 US/ CAN each
Helping Parents Practice—paperback $20.00 US/ CAN
I Know a Fox With Dirty Socks: [ Violin _____ CIViola_____ OCello_____ $6.95 US/ CAN each
Inspirando nifios $13.00 US/ CAN
The Life and Letters of Frederic Chopin $12.00 US/ CAN
Math Fun $15.50 US/ CAN
Nurtured by Love—paperback [CJEnglish  [ISpanish $13.95 US/ CAN
Nurtured by Love: Revised Edition with New Translation $13.99 US/ CAN
Nurtured by Love: The Life and Work of Shinichi Suzuki  C1DVD $34.00 US/ CAN
Reading between the Lines  [J1: Elementary Violin  [J2: Intermediate Violin New! vol.1$24.00 US/CAN | vol. 2 $20 .00 US/CAN
Teaching with an Open Heart $19.95 US/ CAN
Technique Mastery for Violin:  CIVolumel_____ CIVolume2 _____ CIVolume3_____ $15.99 US/ CAN each
To Learn With Love $16.95US/ CAN
The Vehicle of Music $24.99 US/ CAN
Violin Lessons!! Storybook $8.50 US/ CAN
Which Pitch Is Which? Interactive Learning Program $42.00 US/ CAN
Which Pitch? Reader $25.00
Winning Ways — paperback $12.00 US/ CAN
Young Children's Talent Education and Its Method $21.95US/ CAN
American Suzuki Journal: back issues (please inquire at the SAA office) $7US/CAN each members, .
$9.50 US/CAN each non-members (as available).
Creating Learning Community Brochure $.20 each US/CAN (Min. 12)
SAA Minijournal Past Issues 2013 2014 2015 $.10 each (plus S/H)
(0] 3
SAA 2016 Minijournals .50 each (plus S/H)
Suzuki Achievement/Graduation Certificates (min. 5) $5 US/CAN
Suzuki Twinkler Flyer $.20 each US/CAN (Min. 12)

Please call the SAA office for shipping charges at (303) 444-0948. Mail order and payment to: SAA, PO BOX 17310, BOULDER, CO 80308.
These products and more are also available for purchase online at www.suzukiassociation.org/store. Prices are subject to change.

Today's Date
Name g gheﬁk SUBTOTAL
Full Address as CO residents, add
. 2.9% sales tax
Phone Email S H
For credit card payments please call the SAA office at 303.444.09438 or toll free 1.888.378.9854.
TOTAL DUE

Replacement Policy

Items are non-refundable. If defective/damaged, they must be returned within 30 days of purchase for the same title replacement.
Defective/damaged items should be returned via a trackable shipping method (UPS, Fedex, USPS Certified Mail) with a brief
explanation. We will refund the cost of shipping. Please include a receipt of the shipping charge with the returned item.
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Embracing

Photo by L. Abramson

e Vision

By Lauren Eastlack, Doris and William Preucil, Sandy Reuning, David Levine, and Mary Cay Neal

had the privilege of a growing up as a student of Mary

Cay Neal in the Buffalo Suzuki Strings program. After
I finished graduate school, I followed my heart back to
Buffalo.  know that I speak for all of Mary Cay’s current
and past students when I say that she is a treasured
and beloved mentor to all who have the opportunity to
benefit from her wisdom and love.

Mrs. Neal believes in all of her students, even when we
do not believe in ourselves. She is not just our violin
teacher; sheisinvested in all aspects of ourlives, cheering
us on to be our best selves. Many of Mrs. Neal’s students
have gone on to a life in music; others have gone on
to be doctors, lawyers, teachers, and business people.
Regardless of profession, there is no doubt that Mrs. Neal
has had a major influence upon her students’ successes,
simply because she always believed in us.

Mrs. Neal helped us discover individual and collective
excellence. She taught us that true enjoyment of music
comes from every person participating at their highest

David Levine, Mary Cay Neal and Lauren Eastlack
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level. She helped us understand that going on concert
tours was a privilege and that we had to work to earn
the opportunity.

Mrs. Neal’s love for her past and current students is
deep and unconditional. The profound impact that she
leaves upon each and every single one of her students all
stems from a foundation of love.

- Lauren Eastlack, Buffalo Suzuki Strings
Assistant Executive Director

ary Cay’s life-long commitment to the Suzuki

method started in the late 1960s when Suzuki
himself came to Project Super at the Eastman School.
As an active teacher trainer, she carries on the Suzuki
legacy, relating to younger generations her personal
recollections of Dr. Suzuki’s teaching.

Mary Cay has always done her part to spread knowl-
edge of Suzuki internationally, as well as developing
friendships and collaborations with foreign Su-
zuki programs. Through these
“Friendship Tours,” Mary Cay has
not only demonstrated the fine
accomplishments of these Suzuki-
trained students, but the beautiful
hearts that these teen-aged am-
bassadors have developed. Mary
Cay’s tours inspired us to take our
school on its first international
tour in 1991. We are sure that her
wonderful accomplishments in so
many areas of what it means to be
a Suzuki teacher will continue to
inspire many.

- Doris and William Preucil,
Preucil School of Music

ywife, Joan, and I met Mary
Cay in the very early days
after Dr. Suzuki’s initial tour with
ten Japanese students in 1964. She
was so excited about the implica-
tion of Suzuki’s education for this
country and eager to learn as
much as possible. We met fairly
often, visiting her home in Buff
alo, sharing ideas and working
with her students.
What a joy then through the
years to observe the quality of
teaching grow under Mary Cay’s



Mary Cay Neal and Dr. Suzuki

leadership. Her influence in the greater
Buffalo community has been very suc-
cessful, with strong teaching faculty and
dedicated Suzuki families.

-Sandy Reuning, Ithaca Talent Education

n 1996, fresh out of graduate school, I

moved to Buffalo and started teaching
in a program I thought would be a good
step on the way to bigger and better things.
As I'm about to start my twentieth year
teaching at BSS, I understand that bigger
and better was in Buffalo all along, thanks
to Mary Cay.

Mary Cay is deeply committed to the
care and development of each component
of the Suzuki Triangle. By getting to know
each student, Mary Cay helps to find the
most effective ways to motivate them.
She also gets to know our BSS parents
and is always willing to conference with

he award for Sandy Reuning, even

though he did not yet realize it, began
with the piano concerto competition
winner, Henry From, performing the
Piano Concerto No. 12 in A Major by Mozart
with the Ithaca Talent Education faculty.
Sandy played in the orchestra, his son-
in-law George Myers conducted, and the
Ithaca Talent Education faculty and Ithaca

any parent about their child. Mary Cay
is dedicated to nurturing the teachers of
BSS, and is always available for consulta-
tions and training for her faculty. Mary
Cay’s passionate leadership for students,
parents and teachers has led to continued
excellence throughout the 47 year history
of Buffalo Suzuki Strings.

In addition to her work in Buffalo, Mary
Cay has been continuously active in the
national and international Suzuki commu-
nities. She has served three terms on the
SAA Board of Directors, presented many
times at SAA conferences, and has taught at
several international Suzuki conventions.
As an SAA Registered Teacher Trainer,
Mary Cay has trained and mentored count-
less Suzuki violin teachers in Buffalo, the
United States and across the globe.

In1983, Mary Cay attended the Interna-
tional Suzuki Convention in Matsumoto.

By Carrie Reuning-Hummel

College Suzuki Pedagogy graduates past
and present made up the rest of the group.
Current ITE faculty included Christine
and Augusto Diemecke, Sarah Cummings,
Kirsten Marshall, Kathy McHugh, and
Jennifer Reuning Myers, with Zachary
Sweet as stage manager of the event and
Jan Butler in the audience.

During a moving speech to teachers, Dr.
Suzuki shared his vision that all children
in the world deserve to have happiness
through music. He asked that each teacher
share his message, and it was at that mo-
ment that Mary Cay’s vision for the BSS
Friendship Touring Ensemble was born.
In the spring of 1984 Mary Cay made her
first trip with the ensemble, sharing Dr.
Suzuki’s vision and BSS’s message of “World
Harmony Through Music.” Over the past
32 years, the BSS Friendship Touring
Ensemble has traveled to 21 countries on
six continents.

Mary Cay has been committed to pre-
serving and promoting Dr. Suzuki’s legacy
in Western New York, and her dedication
to excellence has made alastingimpact on
the lives of children, parents and teachers
throughout the world. Mary Cay Neal has
lived a life dedicated to Suzuki education,
and we are honored to present to her the
Creating Learning Community Award.

- David Levine, Buffalo Suzuki Strings As-
sistant Music Director

am still smiling asIrecall how surprised
I'was to hear David Levine saying, “Will
Mary Cay Neal please come to the stage.”
Standing up there surrounded by my for-
mer students, BSS teachers and colleagues
from around the world, my heart was filled
with gratitude as I heard them thanking
me for creating the learning community
at Buffalo Suzuki Strings that has been
flourishing for 47 years. As they spoke, |
was thinking how thankful I am everyday
to Dr. Suzuki and so many of my colleagues

for inspiring me to pass it on!
—-Mary Cay Neal

‘When that portion of the concert was
complete, the audience heard a recording
of the Sandy’s Heifetz violin tour group
playing the first movement of the Eccles
Sonata. Sandy and Joan were surprised
by the arrival of all four of their children

Continued on p. 16
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Photo by L. Abramson

Sandy and Joan Reuning

Reuning, continued from p. 15

and children’s spouses and most of the
grandchildren on stage!

I then painted a picture of Sandy’s life.
The Eccles that we heard at the beginning
was the very same piece that Sandy and
hiswife Joan heard from the first Japanese
tour group that came to the US in 1964.
They were so moved by the experience
that they made the decision to devote their
life to teaching using the Suzuki method.
They started the first class of students im-
mediately, and later traveled extensively
with their four performing children to
demonstrate Suzuki principles.

I proceeded to share the arc of his life:
his heart, courage, and extraordinary
vision. I also shared Joan’s contributions,
saying, “Joan is fearless, energetic—a
fabulous violin teacher as well as pianist to
this day with my dad’s Heifetz tour group.
They are an amazing team with a shared
vision, and she is absolutely the engine that
powers their commitment.”

I linked Sandy’s love of gardening with
the seeds that he has planted along the
way these 53 years—always following Dr.
Suzuki’s strongest ideals and always fol-
lowing the tone, which had captivated my
dad from the first moments of hearing
the Eccles.

After painting a picture of the early days,
I turned over the remembrances to Mark
Bjork, who just the day before had retired

as professor of violin and pedagogy at
the University of Minnesota. He shared
memories of the '70s during the time that
Sandy was president of the SAA.

Mark was followed by Teri Einfeldt, who
was mentored by Sandy and Joan, taught
at Ithaca Talent Education, and now is
the chair of the Suzuki department and
adjunct professor at the Hartt School, the
University of Hartford. She included the
following that she and her late husband
David learned from Sandy:

“You taught us to respect children, to
keep the child at the center of everything,
to teach to the child standing before us.

You taught us if the child is not making
progress, it is not the child’s fault, but
rather the teacher together with the par-
ent not choosing the right path for that
individual.

You passed on to us very strongly Dr.
Suzuki’s belief of character first, ability
second; the importance of parent educa-
tion and parent/ teacher communication;
and the importance of building a child’s
self-confidence.

You shared the importance of review
and listening and how successful one can
be if one spends more time doing these
two concepts than the amount of time
practicing their newest piece.

You have taught us that good teaching is
good teaching no matter what method and
to be respectful to all colleagues.
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By example, you showed us how im-
portant it is to take the time to develop
wonderful tone, to play with our fullest,
richest, roundest sound, never playing
down to the child.

You insisted we demonstrate more and
talk less.

You taught us how important it is that
the tone should reach out from your heart
to that of another individual’s.

You taught us the true meaning of one
step at a time, masterylearning. To make
sure to celebrate each step, no matter
how small.

You shared everything you learned
from Dr. Suzuki with us and how impor-
tant it is for us to share this with the next
generation of teachers.

In addition to all of the above, you gave
usasolid technical background and made
sure we understood all teaching points
within the repertoire. Through repeti-
tion and review we learned many lessons.

Lastly, you taught us to appreciate
nature, the beauty of the world that sur-
rounds us, for without appreciating what
is around us and what happens around
us, we may lose our sense of awareness,

wonderment and awe and lose the ability
to think like a child.

Our deepest appreciation goes to you
Sandy Reuning, for sharing your life work
with energy, enthusiasm and love.

As Sensei has been quoted as saying,
‘Where love is deep, much can be
accomplished!”

Sandy, you have accomplished an enor-
mous amount!

With love and deep appreciation for
every life you have touched through the
Suzuki method.”

I finished by saying,

"Today at 81, my dad is still passionate
about his students, the violin, and tone.
He is the director of Ithaca Talent Edu-
cation, including his beloved Heifetz
tour group, as well as the Ithaca Suzuki
Institute. He adores his family, including
nine grandchildren. I consider my dad a
master gardener of Suzuki’s principles. He
has touched countless lives. Please stand if
you have been impacted by Sandy Reuning,
directly or indirectly. I hope the story I
was able to share tonight inspires us all to
bring the extraordinary to our seemingly
ordinary lives.”

Sandy’s granddaughter, Sophie Burge,
then presented him with the Creating
Learning Community Award, which
read, “Sandy Reuning, for nurturing and
sharing Suzuki’s gift of ‘beautiful tone,
beautiful heart.”



t was my honor to serve as co-coordina-

tor of this year’s International Ensemble
concert at the SAA conference in Min-
neapolis this past May.

The concert has been a highlight in the
past, and this year was especially mov-
ing through the overwhelming talent
of Guitar Ensemble Suzuki-Ollin, Aber
Center Suzuki Voice Troupe and the

he Guitar Ensamble Suzuki-Ollin is

made up of children and young people
ranging from 8 to 17 years old. It consists of
two groups of students who came together
to play for the Minneapolis Conference.
All are Mexican, born in Mexico City and
Cuernavaca City in Morelos. After 3 to 7
years of study, all have advanced to achieve
a high technical performance level. The
project began in 2004 within the School of
Initiation to Music and Dance Ollin Yoliztli,
aunique public institution in Mexico City.
Soon after, teachers Victor Gardoqui and

International Ensembles

By Zachary Sweet

Chicago Consort. A “standing room only”
crowd gathered to watch children of all
ages, ethnicities, and religious affiliations
perform on one stage, together, a program
of diverse musical genre.

As T have reflected on the concert over
these past months, it seems to me that
spirit of music and friendship is more
relevant now than ever before. Is it any

Joaquin Olivares opened Suzuki Guitar
Studios and after 10 years of work, we are
able to present some of the more advanced
students of the three schools. Professor
Victor Gardoqui was born in Mexico City,
has developed a busy concert career with
Guitar Quartet Manuel M. Ponce and has
recorded five discs on major labels. He has
taught Suzuki since 2006 and is founder
of the Center of Musical Arts Scherzino.
Professor Joaquin Olivares, also in Mexico
City, is the founder of the Suzuki Guitar
program in the Ollin Yoliztli School and in

mngLg vy

wonder then, that the words of Pablo
Casals continue to ring true?

“Perhaps music will save the world”

That evening was an example to those
in attendance, and indeed the world, how
people with a common goal and a loving
spirit can alter the community around
them.

the Cedros College. The first Suzuki Guitar
techer in Mexico, he is also the founder
of the Children’s Guitar Orchestra Ollin
Yoliztli and Suzuki Olivares Academy.
Olivares is a member of Guitar Quartet
Mexico City with whom he has a busy,
successful concert career.

Their International Ensembles Concert
program featured Tierra Mestiza (Gerardo
Tamez), Palladio (Karl Jenkins), and Percu-
son (Gerardo Tamez).
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he “Tapestry of Songs” performed by

the Aber Center Suzuki Voice Troupe
includes classical and folk vocal literature
woven into a concert. This Troupe was
founded in 2010 at the University of Wis-
consin-Stevens Point Aber Suzuki Center
by Mary Hofer, Suzuki Voice Specialist
and Teacher Trainer. The troupe has per-
formed at the 2014 SAA Conference and
throughout central Wisconsin at numer-
ous schools, churches, nursing homes, and
at other community functions. The “Tap-
estry of Songs” is an educational program
developed to enhance Suzuki Voice student
experiences with music and art, share
their accomplishments, and heighten
their spirit of generosity. “Tapestries” is
threaded with music from different time
periods, from countries around the world,
in original languages, all the while mak-
ing valuable cultural connections for the
students and their audiences. In addition, a
great sense of enjoyment and camaraderie
has developed among its members!

he Chicago Consort is one of the

country’s premier student perform-
ing ensembles. Since its founding in 1983
the Consort has performed extensively
on the world stage. Under the musical
direction of Thomas Wermuth, the group
has performed concerts and workshops
throughout the United States, Canada, Eu-
rope, South America and China. They have
produced three music videos for the Centel
Cable Network System and were selected
by audition to perform at the National

Conference of the Suzuki Association of
the Americasin1992,1996, 2000, and 2004.
In December of 2004 the Chicago Consort
was invited to perform at the prestigious
Midwest Clinic - An International Band
and Orchestra Conference. In addition
to presenting live concerts both here
and abroad, the group has recorded four
compact discs. In addition to Wermuth,
Chicago Consort leadership includes
executive director Edward Kreitman and
pianist Melissa Zindel.

Their program featured Asturias Isaac
Albania (arr. Dean Marshall), violin solo by
Amelia Korbitz; Sway Pablo Ruiz (arr. Wer-
muth), violin solo by Seamus Masterson; Mi
Mancherai (Theme from I1 Postino) Luis
Bacalov (arr. Kreitman/Wermuth), violin
solo by Anna Smith; and Capriccio Esp-
agnole Rimsky-Korsakov (arr. Wermuth):
Alborado, Scena e canto gitano, Fandango
asturiano, violin solos by Anna Smith, Kevin
Trickey, and Aditi Prakash.
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Also featured during the International
nsembles Concert was the Piano
Concerto performance by Henry From.
From performed Mozart’s Piano Concerto
No. 12 in A Major, K. 414, 1st movement—Al-
legro, and was accompanied by Ithaca
Talent Education Faculty and Friends Or-
chestra. George Myers served as conductor.
“Working with Henry From was a great
pleasure. Despite his youth, he was as pre-
pared to play his concerto as any musician
I've met and gave a performance that was
as musical and moving as it was polished.
This being his first performance with an
orchestra, he was eager to learn the various
protocols (shaking hands with the concert-
master, how to make a graceful entrance
and exit, etc.) and in the performance he
moved through all of these as if he’d done
them all his life. I know the opportunity
meant a lot for him, and it was a joyful
experience for me as well to meet this

remarkable young man.”
- George Myers, Conductor

How did you prepare for the SAA concerto
competition?

I'd been wanting to play a concerto with
an orchestra for at least two years but |
didn’t know how to go about arranging it. I
wasreally excited when I found out that the
SAA was having a concerto competition.
My piano teacher, Donna Lee, encour-
aged me to enter. I started working on the
Mozart Concerto over the summer. This
was something outside of myregular piano
lessons and so I signed up for additional
lessons with a pianist, Michelle Mares, who
I had studied with at a summer institute.
She helped me so much with technical and
musical aspects of the piece! Ireally tried to
work hard at the concerto because [ knew
this was my first chance to play with an
orchestra. We worked for three months,
polishing, and polishing, and then in De-
cember we made three recordings. I picked
the one I felt was the best, we sent it to the
SAA, and I crossed my fingers!

Canyou describe the experience of playing at
the SAA Concerto event?

It was fun! I came to Minneapolis very
excited but not knowing what to expect.
1 soon realized everything was ten times
better than I would have ever imagined.
The piano that I was to play on was

Piano Concerto

Henry's Thoughts on the Piano Concerto Performance
By Henry From and Milton From

beautiful! Everybody there was so nice
and welcoming to me. The orchestra was
fantastic, they sounded so good! And the
conductor, George Myers, was terrific;
he was very easy to communicate with.
We discussed little details like coming
on stage, shaking hands with the con-
certmaster and conductor, and coming
in and out of my cadenza. I was a little bit
nervous the night of the performance but
that went away once I started playing. The
SAAevent was extraspecial because almost
everyone in the audience was a musician.
So I felt everyone was really listening and
really appreciative. lam so glad I found out
about the SAA concerto event and was able
to realize my dream!

What did you learn from the SAA concerto
event?

Ifeel that the SAA event was a great place
for me to learn about playing with an
orchestra. I knew that even if I made a
mistake people would be supportive and
encouraging. George Myers talked with me
about how the orchestra was there to help
me play better. And that’s what I felt when

George Myers, conductor, with Henry From

I was playing. Even though I didn’t know
anyone in the orchestra, playing with them
felt like a conversation with friends. I lis-
tened carefully and theylistened carefully.
They kind of amplified the dynamics and
phrasing that I put into my playing. Prepar-
ing for the SAA concerto competition was
also alearning experience; I learned what
to focus on and how to practice efficiently.
It paid off because later in the year I won
my second concerto competition, and I
am now getting ready to play Beethoven’s
3rd Piano Concerto in a couple of weeks.
Thank you, SAA!

D2

Henry From has studied piano at the
Vancouver Academy of Music (VAM) with
Donna Lee-Leung since he was five years
old. Many other musicians have taught
and inspired him as well. He studies violin
with Sandra Payton, with whom he started
lessons at age three and a half. Other
regular teachers include Edward Top
(composition), Andrew Dawes (chamber

Continued on p. 20
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Piano Concerto, continued from p. 19

music), Kathleen Allan (voice), Amanda
Chan (piano), and Michelle Mares (piano).
He has also been lucky enough to play
in masterclasses by Richard Goode, lan
Parker, Joyce Yang, the Shanghai Quartet,
the Apollon Musagete Quartett, and he has
taken piano lessons from Lee Kum Sing,
Jeffrey Gilliam, David Moroz,
Krzysztof Jablonski, Ethel Fang,
and Merlin Thompson.

Henry has received several
VAM awards for his piano play-
ing. These include the Malcolm
G. Aikman Scholarship (2016),
the Edith Lando Gifted Youth
Scholarship (2015), and the
Marguerite M. Echaus Memo-
rial Scholarship (2015 and 2016).
Henry has also received awards
for his violin playing including
afull tuition scholarship for the
Rosamunde Summer Academy
in Winnipeg, Manitoba (2015)

Henry is an enthusiastic
composer. In 2015 he won the

junior category of the Vancouver Chamber
Choir’s Young Composer’s Competition
for his piece for choir and piano entitled
Life is but a Dream. This piece was debuted
by the Vancouver Chamber Choir and
subsequently performed by the Vancouver
Bach Youth Choir. He has also had his
works played in public performances at
the Sonic Boom Festival in Vancouver,

Samantha Hiller, Enmett Drake, Frank Viola, Erin Keepe, Teri Einfeldt, Osmo Véanska

the Washington State Music Teachers
Convention and by several chamber music
ensembles in the lower Mainland.

Henry participates in chamber music at
VAM throughout the academic year. In
both 2015 and 2016 his ensembles were
invited to take part in the finals of the
Vancouver Friends of Chamber Music
Young Musicians Competition. Last year
his piano trio was awarded
2nd prize in this competition
for their performance of the
Haydn Piano Trio in G Major
(the “Gypsy”).

Henry has completed his
grade nine and ten Royal Con-
servatory of Music practical
piano examinations with First
Class Honours and will be tak-
ing his Associate of the Royal
Conservatory (ARCT) exam
this year.

Henry’s interests outside of
music include geography, read-
ing stories, gardening, cooking,
and helping to take care of his
family’s chickens.

Suzuki Young Artists String Ensemble
By Samantha Hiller, Wendy Seravalle-Smith, and Kirsten Marshall

Arcl amazing group of young string musi-
ians ages 13 to 16 came from all over
the United States and Canada to work with
conductor Kirsten Marshall at the SAA
conference. They began rehearsals on
Friday morning, and efficiently prepared
for their performance on Sunday, which
included Dag Wiren’s Serenade for String
Orchestra (movements one, two, and
four), Psalm and Fugue by Hovhaness, and
Rhythm Dances by Brian Balmages.
Having the chance to watch conductor
Kirsten Marshall in rehearsals was in-
spiring for home ensemble teaching.
Kirsten encouraged engagement in the
music through many effective approaches:
imagery, singing, information about the
background and era of the composer,
humour, and demonstrations on her vio-
lin. She worked efficently to be sure each
section was proficient on the students’
part, but also to foster complete ensemble
awareness: “You might want to have an ear
onwhat is happeningin other sections and
ask, ‘Does this apply to me?”” “We are in
therealm of what is possible. It is beautiful
but can it be 15 percent better?” The result

was the realization of the potential of these
students.

A highlight for SYASE was the visit of
Osmo Vanska, the conductor of the Min-
nesota Orchestra. He addressed the
students first, complimenting them on
how well they played: “You sound much
beyond your years.” He talked about his
background, having studied violin then
clarinet, before pursuing conducting; his
inspirations were Bernstein and Toscanini,
among others. The SYASE members pre-
pared some questions for him. He talked
about the importance of being very good
on your instrument if you want to join an
orchestra, but more importantly, being
a good person who can work well with
others. Social skills are very important,
and by playing in a youth orchestra or
community orchestra, these abilities are
being developed and will be important
whether or not you become a professional
musician. He talked about being aware
of who is important in the orchestra at
any given moment and to always listen to
each other. As a conductor, he has a vision
of what he wants, but the work is to bring
together all the varied ideas and visions
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of the individual musicians, in order to
create one uniform vision and an excel-
lent performance. When asked what his
“pet peeve” is as a conductor, he said that
he did not like when musicians he works
with do not change or fix things already
mentioned.

Appropriately, after the time with Osmo
Vanska, there was a plan for SYASE to eat
their lunch together and have a social time
before resuming rehearsal again.

About the experience, first violinist Ellie
Sievers from Ontario said,

“In Minneapolis, I had a wonderful
experience playing with other students
who share my passion for music in SYASE
conducted by Kirsten Marshall. I made
new friends and also saw friends from
two years ago.

One of my favorite moments was when
the maestro of the Minnesota Orchestra
came to visit us. We asked him lots of
questions about what it takes to play suc-
cessfully in an orchestra.

Another great experience was listening
to other members of SYASE play in master-
classes. I loved listening to the clinicians
play at a concert and learning from them.



Osmo Vanska with members of SYASE

Ienjoyed being at the SAA conference in
Minneapolis and hope to go back in two
years!”

It was an honor to be involved with the
SYASE as a part of the conference com-
mittee. -Samantha Hiller and

Wendy Seravalle-Smith

O o

A few weeks ago I went through a box
simply labeled “Suzuki.” I was delighted
to uncover a series of correspondences
with David Einfeldt as he planned the first
North American Suzuki Orchestra at the
1996 SAA Conference in Chicago. David
was thrilled to present just how amazing
a Suzuki-trained orchestra would sound—
gorgeous tone, beautiful intonation, and
heartfelt phrasing. (There may also have
been arousing bah humbugin those notes
for those still under the fog of misconcep-
tion that “Suzuki students can’t read.”) Fast

forward 20 years later, and witness how
powerfully Suzuki training can flourish
in the orchestral setting.

The students of the Suzuki Young Artists
String Ensemble (SYASE acronym pro-
nounced “see-YAH-see”) arrived at the
first rehearsal with eyes glowing in
anticipation. The excitement was palpable,
and I knew from the first bowstroke that
this was an extraordinary group. Every
member had prepared to avery high level.
The music poured into the air in a golden
river of sound. Together, we shaped that
current. We explored how teamwork
manifests in an orchestra. What can an
individual do to contribute to the greater
good? Does one person’s effort really
matter? Yes, it does. Dr. Suzuki’s vision of
growing admirable hearts was present in
every rehearsal. It takes a noble character
to yield one’s powerful tone when it is
another section’s melody.

SYASE was fortunate to enjoy a visit by
Maestro Osmo Vanska, the music director
of the Minnesota Orchestra. He answered
questions from the students about what
kind of music he enjoyed, the rehearsal
process for professionals, and even his
favorite kind of food. It was a treat for
the students, after hearing the fabulous
Minnesota Orchestra concert on Thurs-
day evening, to meet the man behind
the music.

Many thanks are offered to the parents
and home teachers for raising such won-
derful musicians and people. Thanks also
to the coordinators Samantha Hiller and
Wendy Seravalle-Smith for their behind-
the-scenes work that made it all happen.
The concert wasindeed thrilling, andIam
renewed in my belief that the Suzuki phi-
losophy has a place in orchestras. Thank
you, David, for showing us the way.

- Kirsten Marshall

Chamber Music at the Conference

“Having the opportunity to play Chamber Music combines the best of a well-rounded Suzuki student. A strong technical foundation, coupled with a musical
and intellectual approach to the instrument prepares the child to start creating his own musical community by communicating through the art of
music. Being exposed to the coaching of former Suzuki students who are now professional musicians is a true inspiration and drives the motivation to
continue with chamber music for the rest of one’s life and to provide the environment to meet people with similar goals and values.” —Teri Einfeldt

Q fter a truly memorable, engaging four
ays, commencing with Erin Keefe’s

performance of the Brahms Violin Con-
certo with the Minnesota Orchestra on
Thursday evening, Erin bookended the
weekend sessions on Monday morning as
Chamber Music clinician. The first group
to perform was “Quottro Formaggi” from
the Hartt School Suzuki program, coached
by Carmen Irons. The quartet performed
the Schubert Minuet and Trio, with Natalie

‘Wong and Prairwaa Madden, violins; Daniel
‘Wang, viola; and Christopher Hill, cello.

My group was thrilled to be chosen for the
conference chamber music master class with
Erin Keefe. It greatly motivated them to polish
their piece and take it to the next level. Erin
was gracious in her interaction with them, and
gave them insightful comments and effective
rehearsal techniques. Our thanks to the SAA for
this rewarding opportunity! —Linda Judiesch

“Erin Keefe really helped add maturity to our
sound by focusing on musicality and character.
The experience was very valuable; the opportu-
nity to watch other youngviolinists and teachers
work together was very special.”

—Prairwaa Madden

“The experience with Ms. Keefe was wonder-
fuland enriching. She gave the group new insight
on playing with each other and interpreting

Continued on p. 40
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Suzuki Youth Orchestra of the Americas

A?;)ther amazing conference, another
ind-blowing performance by young
people who came together for the first
time from all over North America for an
electrifying and inspiring performance.
From the very first day at check-in, the
students’ excitement was palpable. SYOA1
co-coordinators Christy Paxton and Julie
Bamberger Roubik assisted the studentsin
rehearsals, led sectionals, and helped with
the various needs of the families. During
their downtime, students explored the
various attractions in the Twin Cities (the
Mall of America proving very popular) and
took advantage of hotel swimming pool.

SYOA 1 performed Contradanse (A. Sa-
lieri, ed. Fendler), Air and Dance
(M.L. Daniels), Two Hungarian Folk Songs
(B. Bartok, ar. Applebaum) and Fiddle
Dance (P. Fletcher). Led by expert educator
Marilyn Kesler, the students played with
skill, musicality, and poise far beyond
their years.

In the course of a few days, the students
participated in rehearsals, sectionals, and
various other activities, resulting in a final
performance at the Minneapolis Conven-
tion Center worthy of a standing ovation.
Every session was filled with laughter, joy
and the tone of beautiful hearts. We hope
that the families of SYOA 1 went home with
new-found inspiration and memories that
will last a lifetime.

By Julie Bamberger Roubik

Parent Perspectives

Attending the SAA Conference 2016 in
Minneapolis was a great experience for
us. From the first rehearsal to the last
rehearsal, we were able to grasp the full
experience of preparing the pieces our
children have been learning and practic-
ing and see it to its fruition at the concert
on Sunday brought tears and chills. The
children played so beautiful on the day of
the concert—and as one! Our conductor,
Ms. Kesler, was patient and funny and a
great teacher. The children were so eager
tolearn and please her and themselves and
their peers. As a bass player parent, Iwasin
awe of how personable everybodywas and
wanted to learn about each other and help
each other. Just seeing other performances
from other bass players allowed me to see
the differences in styles but also recognize
the common goal of creating a beautiful
sound from the instrument. Although
we attended several bass classes, I would
love to see and attend more classes for the
bass players. Our son walked away with a
new experience and appreciation for his
musical skillsand a new drive to learn even
more and do more with his instrument.
He has set more goals for himself for next
year and into the future. That in itself was
rewarding and yes, we will doitagain, and
yes, we would recommend the experience
for others! -Kaneshia, SYOA 1 Parent
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We had a great time. The conductor,
Marilyn, helped to light a beautiful flame
in my daughter. Philomena loved her or-
chestral experience. When we came home,
sheimmediately starting practicing for her
audition with the Detroit Metropolitan
Youth Symphony. She is currently the as-
sistant viola in the Strings Orchestra of the
DMYS. Thank you and see you next time.

-Diahann, SYOA 1 Parent

SYOA was such a positive and motivating
experience for Brendan. First, was in-
valuable for him to be able to play in an
orchestra with peers at his level of playing
ability. Because the music was at a level
that mostly was easily mastered, they were
able to to bring the artistic level up, which
was very satisfying for him. The best
part though, was after the concert when
he asked me what book he had to be in
to be able to audition for the next level
orchestra for the next conference. It was
well worth it!

—Beth, SYOA 1 Parent

Student Perspective

It was a good experience. My favorite
part was seeing and listening to the dif-
ferent bass players. I enjoyed participating
in the orchestra and learning new pieces.
There was nothing I would change or
do differently. I would like to see more
bass players performing in the orchestra
in future years. Yes, I will return if the
opportunity presents
itself. Yes, I would rec-
ommend the experience

for others.
-Kyron,
SYOA 1 Bass Student



ne of the highlights of the
SAA Conference is the
final performance given by
the Suzuki Youth Orchestras
of America. This year, SYOA 2
welcomed back director Em-
mett Drake for his third SAA
Conference. Mr. Drake once
again brought the orchestra to
an extraordinary musical level
in just four days. The students
spent many hours together
rehearsing and perfecting
three works that challenged
their technical and emotional
understanding of the music.
The students also received an
opportunity to further the
development of their indi-
vidual parts during sectional
rehearsals with several excel-
lent SAA teachers. The result
of all of these efforts culminated in a per-
formance that inspired all in attendance.
SYOA 2 students performed St. Paul
Suite, Jig and Finale (G. Holst), The Last
Spring (E. Grieg), and Perseus (Soon Hee
Newbold).

Parent Perspectives

What a great privilege to participate in
the Suzuki Youth Orchestra experience.
It is rare for children of this age to be able
to play in an orchestra where all of the

By Lisa Guttenberg

members can play at such a high level.
People walking by outside were shocked
when they learned that the music they
heard was made by kids! Hazel is already
preparing for the next conference.
—MariAnn, SYOA 2 Parent
This trip was a great experience to me.
I got to stay with my daughter for the
entire five days. Amy had fun playing
violin in the orchestra and meeting new
friends. And we both had fun going out to
have breakfast and dinner and also visit

Minneapolis Institute of Art. The “We Are
Suzuki!” Celebration and the Symphony in
60 are fantastic treats. - Wei, SYOA 2 Parent

Student Perspective
It was a great experience. I had a lot of
fun and made new friends. Everyone was
really nice. It was a very non-stressful
“vacation” away from schoolwork where I
could focus on violin.
-Amy, SYOA 2 Violin Student

Advanced Violin Performing Ensemble

¢¢...awesome ...eye opening experience

.. inspired to play with confidence
and courage.” These are some reactions
from participants of the Advanced Violin
Performing Ensemble at the 2016 SAA
Conference.

Thirteen students were chosen nation-
wide by audition to join together and
perform at the 17th SAA Conference this
past May in Minneapolis. This is the first
time the SAA has featured this type of
ensemble, and it was directed brilliantly
byviolinist Nicolas Kendall, from the criti-
callyacclaimed group Time for Three. Both
Nicolette Solomon and I had the privilege
of working with this wonderful group of
students for the first couple of days of the

By Tal Schifter

conference before Mr. Kendall arrived.
Though they received their music in
advance, they had not rehearsed together
before they all gathered in Minneapolis.
Fast forward two days and several hours
of intense rehearsals later, the audience
was treated to a heartfelt, exciting per-
formance by the students who ranged in
age from as young as 12 and up to 18 years
old. Their program featured Der Erlkonig
(F. Schubert/Ernst, arr. T. Wermuth),
Romance (J. Sibelius), and Taszo Tango (N.
Kendall, arr. R. Moose).

Teachers often have a profound impact
on the lives of their students, and this was
echoed by some of the participants with
their reflections on their experience.

EmmaRichman, a high-school senior from
Minneapolis, who performed the riveting
solo from Mr. Kendall’s composition Taszo
Tango, had this to say: “Being a part of the
advanced group class with Nick Kendall
was an awesome and unique experience.
As a group, we were able to play a variety
of pieces from lush and romantic to fiery
and energetic, and even explore a more
improvisational tango style. Nick was able
to help us develop these distinct styles as
an ensemble and allowed us to experiment
with and explore our own artistic choices.
Nick was not a typical group leader and
really encouraged us not to hold back and
inspire each other with our playing. In just

Continued on p. 26
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My First Time at IRSTE: | Will Be Back

By Laura Nerenberg

his past May 2016, I took a chance on

attending my first ever Interna-
tional Research Symposium on Talent
Education, which took place slightly
before and concurrently with the 17th
Biennial SAA Conference. This year’s
was the 13th edition of the IRSTE, which
was founded in 1990. A huge thank you
goes to co-coordinators Pat D’Ercole and
Karin Hendricks for their tireless and
enthusiastic leadership.

I have wanted to attend the IRSTE for
several years, but was held back by
circumstances outside of my control as
well as by my own misunderstanding
of it—mainly that it was not an event
intended for me. I could not have been
more wrong. From the outset, an at-
mosphere of respect, collegiality and
excitement reigned.

The format of the IRSTE made it so that
there was something for everyone—
including delicious food. Research
presentations included some in mas-
terclass format with IRSTE and SAA
Conference keynote speaker Dr. An-
iruddh Patel. Poster sessions included
participants from all over North America
and even Nigeria. While we were en-
couraged to read the information on
the posters, it was the interactions
with the presenters that made the most
lasting impact on me. The enthusiasm
each showed for his or her research
coupled with an openness to discuss
their research and experiences made
for animated conversations over veggies
and cheese.

‘We all have our own personal areas of
interest, and for me, a few talks stood out
as most thought-provoking.

Dr. Zachary Ebin’s presentation of a
pilot study went immediately to the
crux of what it means to be a Suzuki
teacher—which, when it comes down
to it, has more to do with a philosophi-
cal than a pedagogical approach. He
set out to discover whether a teacher’s
preconceived belief in the expected per-
formance of a student had an impact on
that student’s performance outcome. Are
we not, as Suzuki teachers, supposed to
believe that Every Child Can Learn? How

many of us take the time to consider the
ramifications of that belief, or confess,
if only to ourselves, that it is possible to
falter in that belief. Dr. Ebin admitted his
research, with a very small, self-selected
sample size, was still preliminary, and
was also upfront about some inherent
difficulties in conducting research in this
area—mainly in gathering a large enough
sample size and one that is random, not
self-selected. This was a pilot study after
all. That said, to be confronted with an
examination of one of the most basic
tenets of our belief system as Suzuki
teachers was highly stimulating, and is
something I will likely turn over in my
brain for months to come.

Lauretta Werner spoke of a topic once
considered taboo among musicians, that
of anxiety and stress in performance. As
the trainers and coaches of musicians
who are expected to perform in public,
it is incumbent on us to stay current
with the latest research in the field of
performance anxiety and the various
ways to live with it. From this interesting
talk, I retained most notably a series of
power stances (these can be found via a
quick Google search online). Of these,
the “standing-tall-with-hands-on-hips”
stance seemed to be the most practical to
teach ourselves and our students.

Dr. Aniruddh Patel gave an intriguing
keynote: “The Origins and Power of
Synchronized Movements to Music.” I re-
tained some pertinent take-homes from
this talk. Namely, that moving in sync
with others influences social behavior
and that musical synchrony in particular
increases pro-social behaviors. There
could not be a more compelling argu-
ment for the immense benefit of group
classes than this.

Rebecca A. Roesler gave a compelling
talk about her research examining
problem solving in a professional string
quartet. Her meticulous research includ-
ed statistics on the level of participation
of each of the members of the quartet
in the various fields that required
improvement. What emerged was the
image of a mature ensemble, comprised
of four equal members, where open
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communication was the norm. The
practical applications of this research
are obvious as I play and often coach
chamber music. Understanding the
effective work strategies of a successful,
professional chamber ensemble is an
invaluable teaching and rehearsing tool.

The final talk I personally found very
fascinating was the account of a study
of a Belgium-based string orchestra
that performed entirely from memory.
As Suzuki teachers, we understand the
value of memorization from the start.
The study’s author, Jacob M. Dakon,
studied the most advanced orchestra of a
memorization-based orchestra academy.
He concluded that while the effort taken
and anxiety produced by memorizing
all the music they performed was great,
the benefits the memorization yielded
were great. Through interviews with the
teens themselves and through observa-
tion of their training, he discovered that
memorization improved their commu-
nication skills, allowed them to focus on
other aspects of performance, and even
stimulated creativity.

Other talks included an analysis of the
teaching and training of Suzuki and
traditional violin teachers with respect
to injury prevention and a review of
music and dyslexia. The poster presen-
tations included the following: a study
of how children’s temperament affects
teaching, the persistence of students
in Suzuki group classes and related
empathy ratings, a report on American
and Canadian Suzuki programs, a study
of empathy-related character traits in
relation to interactive musical play in
early childhood, creation of an empathy
survey for Suzuki students and their
parents, and parental involvement as it
relates to musical progress.

My most valuable take-home from the
IRSTE, the thing that has made me rec-
ommend it to colleagues constantly since
this past May, is a bit of a paradox: While
we often strive for certainties, I found
many of the talks left me with more
questions than answers—not questions
of misunderstanding, but of a thirst for
more research, more knowledge, more



answers and inevitably, more questions,
as we continue on our journey as lifelong
learners in pedagogy and music. When
Pablo Casals (at age 93) was asked why
he continued to practice the cello three
hours a day, he replied, “I'm beginning
to notice some improvement.” Surely,

the same can be said of us as pedagogues.
The IRSTE is a vital ingredient to the
continued renewal of our art and our
craft as Suzuki teachers.

To learn more about the work done by
the IRSTE, please read one of its articles
in the American Suzuki Journal from recent

Part 6:

and forthcoming issues. I invite you to
learn more about the presentations from
the 13th Symposium, some of which I
touched on above, by visiting irste.org.
P

Parent Education in Suzuki Studios: Who offers it?
Who receives it? What does it look like?

By Kathleen M. Einarson, Karin S. Hendricks, Nancy Mitchell, Elizabeth M. Guerriero, and Patricia D’Ercole

his is the sixth installment in a series

of articles reporting on a large-scale
demographic survey of North American
Suzuki teachers. The previous article in
this series examined some of the per-
ceived challenges of group class. In this
article, we will review teachers’ descrip-
tions of the parent education offerings
within their studios. Teachers were asked
to provide information about the struc-
ture, content, and intensity of their parent
education programs. The survey questions
included both initial education for new
families entering their studios, as well as
ongoing education for returning families.

70

Within our sample, 75 percent of teach-
ers offered some form of parent education
for incoming families. Teachers were able
to type open-ended descriptions of their
education offerings in the survey, and
were given the option to describe as many
types of programming as needed (as such,
the responses below sum to more than 100
percent). Based on teachers’ descriptions,
we grouped the responses into categories
for different types of experiences. Of the
teachers who offered some form of initial
parent education, the most common
approach was to hold parent meetings
or workshops (55 percent). Teachers also

60
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Meetings and workshops
Figure 1: Format of Parent Education

(note: values will not sum to 100)

Parent/student lessons

Observation

reported distributing reading materials
(43 percent), conducting parent education
within the private lesson (43 percent),
having discussions between the parent
and the teacher (25 percent), and having
incoming families observe lessons (18
percent).

Although the number of teachers who
offered parent education to new families
was quite high, the number who offered
ongoing parent education to families
already in their studios was significantly
lower: Only 50 percent of teachers report-
ed offering continuing parent education
for returning families, and the majority
of those who did reported that these op-
portunities were “minimal.” Although
the educational experience for returning
families was less comprehensive, the
formats teachers reported using were
quite similar to those for initial parent
education, including meetings or work-
shops (55 percent), reading materials and
online resources like “Parents As Partners
Online” (35 percent), conducting parent
education within the private lesson (25
percent), or having discussions between
parent and teacher (20 percent).

Many teachers who described their
initial and ongoing parent education of-
ferings also mentioned that they struggled
to find effective strategies and resources
for communicating with parents. Since
certain parent education resources were
mentioned by name frequently (that is,
mentioned by 10 or more teachers in our

Continued on p. 26
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Parent Education, continued from p. 25

survey), we would like to share them here. Colleagues who are
interested in expanding their own education programs more
may be interested in exploring the following frequently-used
resources:

& SAA’s Parents as Partners Online lecture series
& SAA’s Every Child Can one-day introductory course
&€ The book Nurtured by Love by Shinichi Suzuki

& The book Ability Development from Age Zero by Shinichi
Suzuki

& The manuals in the Parent Education series by Jean Luedke

& The book Building Violin Skills by Ed Sprunger (an
instrument-specific resource)

In our survey we also inquired about the intensity of parent
education offerings, and invited teachers to rate whether the
amount of education they offered was ‘Extensive,” ‘Some,” or
‘Minimal.” Among those teachers who reported offering either
type of experience, intensity was noticeably higher for initial
parent education than ongoing parent education. This suggests
that even those programs that successfully offer initial training
may not be able to offer ongoing support at the same intensity.

Table 1: Intensity of Parent Education
(note: values will not sum to 100)

Extensive Some Minimal
Initial education 5 percent 61 percent 5 percent
Ongoingeducation | 1percent 37 percent | 76 percent

Inour previous article about the challenges of group class, we
reported teachers’ descriptions of the challenges and frustra-
tions they face. Some of the most common issues included
1. parents only making time for private lessons, 2. struggling
with scheduling and group class logistics when families are
busy, and 3. managing parent expectations about the level or
composition of group classes. We feel that one very effective way
these concerns could be addressed, albeit gradually, is via parent
education about Suzuki philosophy and pedagogy. It is possible
that parents’ inability or unwillingness to meet teachers’ expecta-
tions (be they about group class attendance, or class assignments,
or many other challenging aspects of managing relationships
in a Suzuki studio) is attributable to misunderstandings about
exactly why and how these activities are important.

Clearly, parent education that is both effective and also sus-
tained over the cour se of a Suzuki family’s journey can provide
parents with the tools to be more effective members of the Suzuki
triangle. More specifically, it has the potential to improve parents’
understanding of the values of group class, review, listening, and
other important aspects of Suzuki pedagogy. Many teachers in
our survey expressed a desire to strengthen parent education,
and were interested in strategies to do so. We speculate that
training new teachers to offer both effective and sustained
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parent education has the potential to improve not only teacher
satisfaction and student retention, but also teachers’ ability to
implement Suzuki pedagogy and philosophy. These challenges
are worth consideration given the potential for increased student
success, higher parent satisfaction, and more rewarding and
effective teaching experiences that could result. o

Advanced Violin Performing Ensemble, continued from p. 21

a few short days, Nick was able to bring our group together and
create an amazing performance.”

Another student, Jachyun Kim from Great Neck, NY, shared his
thoughts on how this impacted him: “This opportunity meant alot
to me. Being part of an ensemble with kids from all over America
was an eye opening experience for me. It was also cool to be able
to rehearse pieces with a professional violinist (Nick Kendall)
who was funny and most importantly, understood that the other
participants and Iwere there simply because we enjoyed playing the
violin. I was so happy to be able to make music in an environment
that was relaxed and not filled with competition and judges ready
to test us on every single note (something we violinists are awfully
familiar with). But besides having fun, I think this experience was
also an important step on the staircase of violin playing for me: it
gave me my first grasp of the real world of violinists.”

Isabella Benrubi, from Northport, NY, offered her take as well
on her experience: “My days at Minneapolis were some of the best
days of my life. It was incredible to be around so many talented
musicians that shared the same interest and passion. Whenever
performances were given, the atmosphere created by the teachers
and students was nothing but supportive. Teachers were extremely
helpful, giving suggestions for our playing that we could use
for the rest of our lives. B eing a part of the ensemble with Nick
Kendall is something I will never forget. He motivated all of us
to play with more energy and inspired us with his talent, to play
with confidence and courage. It felt like all of us were part of a big
family. I consider it a tremendous honor just simply saying that I
met these amazing musicians.”

Afterreading these personal thoughts from the participants, we
canall agree that our students have a profound impact on us as well.
It’s clearly a two-way street. Having had the opportunity to observe
Mr. Kendall’s interaction with the students during the rehearsals
and the performance, I concur with all of these observations. Mr.
Kendall not only had the group playing from the

Embracin
heart, but he also taught from the heart with his the Vi§i0ng
deep understanding, constant encouragement, A 2 1\‘ 4

and endless positive energy. It made me proud
to be a part of this wonderful Suzuki family
and without a doubt, it would have made
Dr. Suzuki proud as well.



he conference is months behind us, but the wisdom shared
among attendees is still accessible. The Virtual Conference

Sampler is a selection of videos, concerts, interviews, and all
handouts that were available at the conference. It wasn't possible
to record all of the hundreds of sessions given, but our Sampler
has something for everyone: focused sessions on individual instru-
ments, Suzuki Early Childhood Education, group classes, parent
education, and insight into Latin American Suzuki programs, to
name a few topics. Have you ever wondered:

e What was it really like to study with Dr. Suzuki? (Winifred
Crock)

e How can I run a more financially successful studio? (Charles

Krigbaum)

What?! Suzuki Trumpet? (Natalie DeJong)

e How canIbetter manage, lead, and create in my group classes?
(Teresa Hakel and Lisa Vosdoganes)

e [s it possible to successfully be both a Suzuki Teacher and
a Suzuki Parent? (Stacy Smith, Brittany Gardner, and Amy
Norton)

e If you are an “auditory” teacher, how do you connect with a
“kinesthetic” learner? (Winifred Crock, Laurie Scott)

e Is it possible to nurture our students’ curiosity and creativity
beyond the music studio? (Jane Reed)

e Which conversations with parents should be held in private
and which held in front of the student? (Mark Mutter)

The gems of knowledge held in these sessions speak for them-
selves:

e “Students must be better than their teacher, or we will be back
to the cavemen in a few generations.” - Shinichi Suzuki, from
“More than a Method”

e “Creat teachers are adept at creating an atmosphere of magical
learning where mistakes happen and notes are missed, but
that sometimes doesn’t matter, because you are trying to hit
something beyond the notes.” - Matthew Loden, from “We are
Suzuki”

e “It’s true that the process of transitioning (to independent
practicing) begins before the teen years, in fact, I would say
it begins at the first lesson.” - Ann Marie Novak, from “From
Here to Eternity”

e “How many of us have sat on a plane next to someone who
has never hear of the Suzuki Method when they ask what we
do? . .. I believe that in addition to maintaining the highest
professional standards we can aspire to, we also need to invest
concrete time and effort in managing the image of the Suzuki
Method, each one of us.” - Kelly Williamson, from “Branding
and the Suzuki Method: Why this matters to YOU.”

Refresh your knowledge of sessions you attended, catch sessions
that you missed, or see the entire offering for the first time. Get
updated on and be updated on the newest ideas from your Suzuki
community, and join the conversation. Visit https://suzukiassocia-
tion.org/virtual-conference/ to get started.

The entire store of hundreds of sessions,
rehearsals, and concerts couldn’t fit in

our Sampler box—for the full
experience of delights, attend

Conference 2018 —but we

have picked some delicious

goodies for you to enjoy.

November 1-January 31

30 sessions with notes

5 ensemble concerts

80 handouts from all sessions

A never-before-heard interview with Keynote
speaker Winifred Crock on her talk “More
than a Method: Reflections on the Vision
of Dr. Suzuki”

$28 for 2016 conference attendees « $78 for new attendees * Sign up at suzukiassociation.org
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Columns

A Few Thoughts on Cello Hardware Helpers

Historical Perspectives

By David Evenchick

ike all the instruments of the string family, the cello has evolved through many adaptations since the times of the great Italian

luthiers. It is hard for us to imagine that great cellists such as Luigi Boccherini, David Popper, Alfredo Piatti, and Francois Adrien
Servais (in his early years), capable of such incredible virtuosic feats over the whole range of the cello, did so without an endpin. When
we see images of these cellists we can see that the C peg was not really an issue.

Luigi Boccherini (1743-1805) JL Duport (1749-1819) Sebastian Lee (1805-1887)

Because the cello was not fixed to the floor, the player could move the cello diagonally to a placement best suited to what was being
played at any given moment, so they were not fixed to a position with a permanent C peg problem.

FA Kummer (1797-1889) Alfredo Piatti (1822-1901) David Popper (1843-1913)
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‘We can see from the above images that cellists with various body
proportions had different adaptations to positioning. It is interest-
ingto compare the portrait of Duport, perhaps the most significant
contributor to cello pedagogy, to those of Boccherini, Lee, and
Kummer. Duport’s portrait shows the relationship of the pegbox,
the head, and the left arm in the upper register. The advent of the
endpin changed many aspects of playing, from freeing the legs
to increasing the projection of the cello in large concert places.

Since Stradivari, however, the pegs themselves have not evolved
much in their design. In fact, many times we will see that the C
peg, because of its position as the lowest sitting peg of the peg-box,
protrudes the furthest out towards the left ear. Over the last few
decades, the challenge of fitting the cello in a way that does not
cause distortion to the cellist’s neck has been recognized as a
very important teaching issue. Thankfully, there have been a few
solutions, including Posture Pegs that have emerged.

Perhaps it is time that makers and manufacturers themselves
simply redesign the C and G pegs?

You can see in the photo above how a peg can be reshaped and
fitted to greatly reduce the interference of the C peg. While many

My First
Music

By author and violinis
Lynnette M. Cartagena

Fun & Easy)

Learn basic principles
via drawings, illustrations,
games, puzzles and more!

cellists might not need “stubby” pegs, in the history of any given
cello, there will probably be players who will benefit. And certainly
this is a small adaptation compared to that of the endpin! o

David Evenchick maintains a varied career
as a teacher, teacher trainer and performer.
He has been a faculty member of Grinnell
College and The Preucil School of Music and is
afrequent clinician at the Royal Conservatory
of Music in Toronto. David's appearances as
an Institute teacher and cello teacher trainer
have spanned the US and Canada, as well
' asin Latin America where he has presented
L courses in Lima, PerT, and Campinas, Brazil.
‘ | David has a particular interestin the research
and performance of compositions of the great
Croatian cello pedagogue, Rudolf Matz. He has been awarded the Anne T.
Clearly Fellowship for International Doctoral Research from The University
of lowa for his study of this composer/teacher, and he continues to perform

Matz's solo works frequently. David teaches at the Suzuki String School of
Guelph, where heis also principal cellist of the Guelph Symphony Orchestra.
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A Few Thoughts on Cello Hardware Helpers

Keypegs and Bent Endpins

elping children acquire a comfortable, balanced sitting posture

behind the cello is a challenging and ever-changing proposi-
tion. Over the last 30 years, the cello’s mechanical structure has
evolved dramatically and can offer more choices for how we move
and position our cellos on our bodies. The Stringvision Keypeg and
the bent endpin have proven to create a more optimal cello posture
for particular body types.

The proportions of the cellist’s torso,
arms, and legs play a central role in
unlocking the answers to a comfortable
sitting position with the cello. Cellists
with longer torsos and average to shortleg
length will find that when the cello is po-
sitioned in front, resting on the sternum,
with the inside of the knees contacting
the cello, the C peg hits the side of the
head or face.

There a few ways to get around this:

1. TurntheAstring towards the bowarm
tomove the C peg away from the head.

2. Pullthe endpin farther out toraise the
height of the pegbox.

3. Sit higher or lower to position the C
peg away from the head.

4. Ideally, we would position the cello in
exactly the right place and at the
right angle as to facilitate the natural
opening and closing of the arms to
accommodate shifting as well as string |
changes.

The Keypeg

The Stringvision Keypeg, invented by Los Angeles-based cellist
John Krovoza, substitutes a regular string peg with a shortened
peg that has no head protruding out of the pegbox. The Keypegis
turned with a “key” that fits any Keypeg snugly and is removable
(and without care, losable!) It would be wise to keep a key handy
in the teaching studio and at institutes and workshops.

The Keypeg (formerly known as the “Posture Peg”) is custom-fitted
to the cello and should be installed by a professional luthier. It can
be fitted on cellos as small as one-eighth size. Installation does not
take long, but some rental shops will not install Keypegs. Since the
fit is customized, either by enlarging the peg hole or shaving down
the Keypeg, it is best to not remove it once installed, though it is
possible. An option for very young cellists would be to remove the
C peg and string until needed.

The implications for the improved position of the head, neck
and shoulders using the Keypeg are enormous. A short-legged
cellist with along torso will be able to support the cello with his/her
knees and will not need to move the head forwards or sideways or
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By Carey Cheney, Pam Devenport, and Nancy Yomagata

scrunch up the neck and shoulders to escape pesky peg stabbing.
The cellist will now be able to maintain a more perpendicular
string position to the floor, which will aid in fast runs up and down
the strings and eliminate elbow adjustments to accommodate an
angled string. Finally, cellists will have a wonderful sensation of
freedom when they realize that the C peg (the most commonly
replaced peg) is gone. Some teachers suggest the installation of a
second Keypeg for the G string in order
to remove all obstacles on that side of the
pegbox.

The Bent Endpin

The bent endpin, first introduced by
Tortelier and popularized by Rostropo-
vich, has many advantages. By lifting the
lower bout up from the floor and project-
ing the sound towards the ceiling, this
angled endpin enhances the cello’s sound.
Thisaugmented projectionisagreat asset
in performing concertos with an orches-
tra. Additionally, the flatter angle of the
cello to the cellist allows the bow arm
to rest on the string with more gravita-
tional weight, resulting in a fuller sound.

Since the cello is farther from the body,
the bent endpin helps very long-limbed
cellists feel less cramped. The heightened
level allows more room for the legs to be
positioned without interfering with the
bow path. There is also more space for the
bow arm to fold easily when approaching
the frog. Many cellists have expressed how much easier it is to
play in thumb position because of the angle to the floor. The bent
endpin is most beneficial to exceptionally tall and long-limbed
cellists, such as those six feet and above. A small or average-sized
cellist would have trouble reaching the A string with the cello at
this angle.

There are many points to consider before switching to the bent
endpin. The bow arm will be higher, which could put extra stress
on the right shoulder, particularly the rotator cuff and deltoid
muscles. The A string will be a great reach forward, especially at
the tip of the bow. This may lead to dislocating the right shoulder
joint. Due to the angle changes, the cellist will need to work out new
bow paths for each string. With conscientious practice, however,
all of these points can be reconciled.

If you are thinking of switching to a bent endpin, it is best to
consult a person who uses one. Ask about their experiences and
techniques—their answers will help you make a more informed
decision. You can also simulate a bent endpin by placing an object
under an attached rock stop strap to give the rock stop holder more
height (preferably two inches).
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Do No Harm

remember one late afternoon walking across the colorfuliconic

draw bridge from Seattle to Freemont at the Japan/Seattle Suzuki
Institute after an exciting day working with the students. Freemont
is a hip town and with lots of craft shops, quaint restaurants,
bookstores, and of course in Seattle, coffee shops. As my friend
and I were walking past a small café there was a man sitting there
eatingwhom Iinstantly recognized as Simon James, the guest artist
teacher for that year’s Institute’s Advanced violin program. My
friend introduced me to him and we all chatted for a short while.
While I really don’t remember much of what we said, one point
that Mr. James made that day has stayed with me. When asked
what the most important thing a student or teacher can do when
practicing or teaching he said, “Do no harm.”

While that was a somewhat surprising statement, it was not
unlike what many consider to be a primary goal of a physician, to
dono harm to the patient. I have often, over my 40 years of teach-
ing experience, wondered whether that should be the primary
goal of any student when they begin to practice: not to come
out of a practice session in worse
shape than before they started the
session. I have seen a good number
of students who seem to practice
inattentively, often unsupervised,
who do seem to end up in worse
shape at their next lesson and
sometimes over a span of lessons.
Additionally,  have seen a far greater number of students who just
don’t seem to improve like one would expect over a significant span
of time in spite of a fair amount of regular practice. While some of
them could be fibbing on their practice time, I suspect that most
of them are just not listening critically to their playing when they
practice, so much so that they are actually allowing their playing
to stagnate, or even decline.

After receiving my master’s degree in performance with a
Suzuki emphasis, I started my first full time job the next fall,
teachingin Chicago. Whenyou first start teaching you are at areal
disadvantage. For one, nobody knows you or knows what you can
do. You don’t have any successful previous examples of students
you have taught to give parents the confidence to believe what
you have to say is important. You are generally very young and
the young are often not taken seriously. If you are not a parent,
students’ parents can always dismiss what you are asking for as
“unreasonable,” since you have noidea how harditis to be a parent.
In short, novice teachers start out with four strikes against them.
Because of this, you are willing to put up with meager cooperation
from the parents as you need time to build your program to the
standard you desire, and you also need to do everything in your
powers just to keep your students.

I remember back in Chicago I had a couple of students, Edwin
and Eric, who didn’t put in very much practice time at home. I
asked them if they had “practiced hard” and their mom interjected,
“You mean hardly practiced.” Week after week their only practice
seemed to be in the actual lesson. To be honest, it was very slow
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Each weekly lesson is a controlled practice
environment which can either validate

one’s home practice or show the need for

improvement in the daily practice routine.

By Joseph Kaminsky

progress, but I began to notice something interesting about those
boys: when they played on the solo recital each year, they had
beautiful, relaxed postures and actually sounded quite nice. They
might have only reached the beginning of Book Two after four
or five years of lessons, but I certainly had other students who
regularly practiced 45 minutes and more each day who did not
have the setup that these boys had. That started me thinking that
practice time is overvalued while practice quality is undervalued.

‘We all are familiar with the fable of the tortoise and the hare:
the slow and steady tortoise wins the race over the much faster
hare. I use that analogy in my studio with students who seem to
take detours rather than heading towards the finish line when they
practice. I try to get them to realize if you start practicing with the
wrong notes or rhythms or the incorrect posture, you are heading
in the opposite direction from the finish line and will need to put
in considerable effort just to get back to where you started. Many
students and especially parents have the mistaken impression
that the number of pieces you learn in a year is the definition of
progress. In reality, the pieces are
only like vehicles used to drive you
towards your ultimate destination.
Success is measured in how close
you are to Disney World, not how
many cars you need to get there.
Not to belittle the importance of
traversing the sequential order of
the Suzuki literature and using the number of pieces learned as
one measure of success, but the other measurements of Dr. Suzuki’s
hierarchy of progress are much more important as measurements
of success, though they are less tangible yardsticks: 1. Improving
posture; 2. Improving tone; 3. Improving intonation; 4. Improving
dynamics; and, 5. Improving musical expression and sensitivity.

Perfection in practice is nonexistent, and younger students are
obviously farless efficient in their practice sessions than more ex-
perienced students. As students learn from their mistakes, they can
begin torealize what they need to do at home to be better prepared
for the next lesson. Each weekly lesson is a controlled practice
environment which can either validate one’s home practice or
show the need for improvement in the daily practice routine.

If the primary focus during the home practice sessions is to “do
no harm,” then the primary concentration should be on playing
the pieces correctly, rather than just getting through as many
pieces as possible or fulfilling the required time commitment.

Inmedicine, in spite of a physician’s best efforts there sometimes
comes a time when something they do to try to heal a patient will
actually backfire and harm the patient. Many safeguards have
to be set up in medicine to minimize these unfortunate circum-
stances. Similarly, we can set up safeguards in music education
to minimize the number of times our practice sessions backfire
against progress. Below is a list of suggested safeguards which
won't necessarily prevent faulty practice, but if followed should
limit the damage when it occurs and vastly reduce the occurrences
of negative practice.



Practice time is overvalued while

practice quality is undervalued.

Consider each lesson a model of how to practice at home.
What the teacher does in a lesson should be the ideal of
how to practice at home. Too often home practice sessions
deviate greatly from the “practice session” of the lesson.

. Listen daily to your recording and watch a video of your
teacher playing your piece so you can groom your con-
sciousness and better catch your mistakes before you make
them at the lesson. The more you listen to the model, the
better equipped you will be to catch when your playing
doesn’t measure up to the model. As the SAA teacher train-
er Moshe Neumann says, “Work less, make more money.”
Those who do regular listening will reap the benefits of
this philosophy.

“Never play it faster than you can play it accurately and
perfectly in tune.” Those salient words of Almita Vamos
are so often not heeded, as students like to be speed de-
mons. I often ask a student what happens if their parents
drive home a little slower than the maximum they can
safely drive; obviously nothing happens. Then I ask them
what happens if their parents drive home a little faster
than they can safely drive. The same philosophy goes for
practice speed at home.

. Be your own recording. As the recording is the perfect
model for you to aspire to, it is perfectly fine to create your
own model, too. This way you can create a model that is
perfectly tailored and attainable in the near term, as play-
ing at the recording quality and tempo is very much a
long-term goal. Creating your own model is simple. It can
be done by singing the phrase first, then playing it imme-
diately afterward in a similar fashion. It also can be done
by playing each phrase one time slowly, accurately, and
perfectly in tune, then playing it up to tempo immediately
afterwards. It is amazing how helpful creating your own
model can be to your practice.

Divide and conquer. When working on a piece, the prob-
ability of success is enhanced when you work on small sec-
tions rather than play the entire piece at once. You need
to have a manageable amount of material to work with to
have the capacity to digest it, much like eating an entire
cow. Eating a cow over the course of a year is feasible by
digesting small parts of it each day; eating the cow in one
day, not so feasible.

. Have your teacher make a slow video of your piece and do
daily “active listening” of it. Active listening in my studio
involves the student turning the bow upside down and
bowing the piece in their left elbow joint while watching
the video. If they are far enough along on their piece, then
they can silently finger the piece too. This way the student
is going through all the motions of playing the piece, but
the sound that comes out is superior to what the student
can currently produce, thus elevating the standard the
student can realize. If the piece is slow enough for the stu-
dent to play along with the teacher’s video, that is helpful
to do sometimes too.

7. Your metronome is your second best friend. To emphasize
this point, I ask students who their best friend is. After I lis-
ten to their answer, I tell them that their second best friend
must be their metronome. Passages that are in a steady
tempo really benefit from practice with a metronome, but
not faster than you can play them accurately and in tune.
Passages with more variable expressive tempos can be
practiced while COL (counting out loud). This way you can
keep the integrity of the rhythm while still being musically
expressive.

8. The vast majority of one’s practice time should be spent
practicing, not performing. Too often the reverse is true:
students just play straight through pieces at tempo with-
out stopping for problem spots or aberrant postures. The
main times you should play straight through your piece
without stopping should be at the beginning of your prac-
tice for diagnostic reasons, at the end of your practice for
summative reasons, or when you are preparing for a per-
formance or audition.

9. While recording yourself, play a small, difficult passage
of your piece that may need improvement. Play back the
recording and listen to it critically in isolation without
having to be concentrating on the other factors of play-
ing—straight bow, correct posture, etc. Figure out what
needs improvement and practice it. Then record yourself

Continued on p.34
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Harm, continued from p. 33

10

11.

12.

13.

14.

again, and play it back, listening critically again. Do this
as often as needed. I once observed my daughter-in-law
(an assistant concertmaster with the St. Louis Symphony)
practicing for about 40 minutes without her noticing me.
She did this type of practice repeatedly with just one pas-
sage of Rimsky-Korsakov for the entire 40 minutes. I was
impressed how deeply she went into the passage and her
tenacity for detail and repetition.

. Train the brain first with slow practice and listening;

then train the muscles to execute with unit practice at
tempo. The brain is the supervisor of the muscle team and
needs to know exactly what to do. Once it does, the brain
supervises the muscles’ execution of the passage until it
becomes automatic habit and the muscles don’t need con-
stant supervision from the brain every time. Slow practice
will deeply train the brain and the awareness. Practicing
in small segments at tempo trains the muscles to perform.
This at-tempo unit practice also trains the brain to catch
things even during fast passages, a very valuable skill.
Never forget the power of vision. “Strong eyes” should not
be overlooked when practicing. Students get in the bad
habit of staring at the music just because it is on the stand.
At other times they stare at the teacher, apparently wait-
ing for comments. This precludes them from focusing on
their bows to keep them straight and to get to the frog. It
also hampers watching the left hand during shifts. My stu-
dents know to mostly watch their bows when playing, but
shift their vision to the left hand when shifting. Also, while
in playing fifths and sixths or other intervals, strong eyes
focused on the whole and half steps on the fingerboard
greatly improve accuracy, as the fingerboard is much like
a chess board. In shifting, the most important thing to
know is what position you are shifting to and what con-
stitutes a good hand position for the destination position.
Remember that vibrato is an ornament. It is good to prac-
tice vibrated passages without vibrato to improve both tone
and intonation. It is important when doing slow practice
not to use vibrato on passages that will not use vibrato when
played eventually at tempo, such as with 16th notes. Also
because of this, scales and arpeggios should to a large ex-
tent be practiced without vibrato to facilitate fast passages.
Every day’s practice should include some tonalization. You
may use Dr. Suzuki’s Tonalization exercises in the Suzuki
books, Chorus from Judas Maccabaeus, or even the cur-
rent piece or review pieces played with full bows and no
rhythm so that attention to ringing resonant tone can be
your focus. Just as your instrument needs tuning every
day, so does your ear.

Don'’t be a “one and done” practicer. If you play something
incorrectly, you need not only to fix the mistake, but play it
at least twice correctly to just undo the damage. I have my
students play something five times correctly for every time
they miss that spot. I call it the Rule of Five Plus. If they
play it incorrectly on any repetition, they need to subtract
one repetition. Students who try to repeat haphazardly of-
ten end up in the negative numbers and occasionally take
five minutes just to get back to zero. Having a penalty for
playing the passage incorrectly is a very important tool to
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16.

get students to listen critically and pay attention to their
own playing.

Set realistic short-term goals for each practice week and
even each practice session. Have an idea of a section of a
piece that can be played in tune at a faster tempo by the
end of the practice week. Make a goal of having all the
wrong bowings in a movement corrected by the end of the
practice. Less is more: being stuck from having too much
to do can only be dealt with by limiting the scope of what
needs to be accomplished.

Remember that if you have to make a choice between play-
ing correct notes/rhythms or having good relaxed pos-
ture, choose good posture. If you really mess up the notes
to a piece, when you eventually start the next piece you
get a fresh set of new notes. If you practice with bad pos-
ture, you carry those bad habits directly to the next piece
and all subsequent pieces. Relaxed posture should be the
number one emphasis. On the positive side, good posture
habits will follow you to the next piece and eventually be-
come automatic. Cultivate good, relaxed posture habits in
your review pieces, as it is those “easy” pieces where your
mind is free enough to focus on building good fundamen-
tals. The most overlooked problem students have when
practicing is not remembering this advice: “Always start
with quality ingredients.” If you start with proper posture
every time you begin to play, you will experience success.

It may sound trite, but I remember my father often quoting to

me, “Ajobworth doing is worth doing well.” As we all practice, we
need to make sure every minute counts. Inattentive practice that
diverts us away from our end goal only serves to perpetuate the
drudgery of practice. Setting a goal for the practice session and
knowing that you accomplished it is very rewarding. It just feels
good to know that you are heading in the right direction. o’

Joseph Kaminsky has been teaching violin for
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Suzuki Teacher Trainer since 1984. He is a
frequent workshop and institute clinician and
has taught at more than 350 such events, as
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with John Kendall, Roland/Amita Vamos, and
Shinichi Suzuki. Formerly adjunct professor of
violin at Webster University and the University
of Missouri-St. Louis, he currently has taught
twenty years for the Kirkwood School District.

Mr.. Kaminsky is also Principal 2nd violinist with the Metropolitan Orchestra
of St. Louis and a member of the Cardinal String Quartet. Joseph Kaminsky
was named MoASTA "Artist String Teacher of the Year" in 2014 and “Private
Teacher of the Year” in 1999. He also is a regular contributor to the American
Suzuki Journal.
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Reflections on Life-Long Learning and SECE

t was during an SAA Board of Directors meeting in Connecticut

in 2006 when I first got to observe Suzuki Early Childhood
Education in action. The board observed a class of 12 children, ages
three months to three years, led by Lynn McCall and Laura Speno.
It amazed me to see these children so focused on the singing and
choreography to the point that they didn’t know or care we were
there, and the three year olds were leading some of the activities.
Ididn't see a single child lose concentration. At the time I thought,
if I were younger I would definitely take this training and get a
program started.

It was ten years later when I decided to take training with Lynn
and Laura this past spring semester. There were five of us in the
course with Lynn. We got to watch and eventually lead a class that
took place over a ten-week period. Seeing the evolution of this class
only strengthened my appreciation of SECE. One of our assignments
was to reread Ability Development from Age Zero and write a paper
on Dr. Suzuki’s philosophy and SECE. That assignment was the
inspiration for this article.

We know from our training
that ability development is
based on a strong Suzuki
triangle. While all the sides
of the triangle are of equal
importance, it is primarily
the parent and the teacher
that create the environment
that will allow the student to
develop into an equal partner
in the process.

When the environment is
rich with exposure to beautiful
music, includes supportive parents and teacher, and brings children
togetheryounger and older in the same activities, a child’s ability will
develop from what Dr. Suzuki describes as a child’s incredible “life
force.” When a child is engaged in the moment, time has nomeaning,
and ability development happens effortlessly. It is the polar opposite
of my music learning experience, where I had a teacher who would
threaten me if Iwasn't successful, did not provide me with examples
of excellence, and provided no peer group and parents who would
put on a timer and leave me to practice on my own, listening to the
timer and waiting for the ding.

Rereading Ability Development from Age Zero and participating
in this SECE training made me realize that  have been starting my
students at an older age than the ideal time. Dr. Suzuki’s references
in the book comparing children to seedlings have a whole new
relevance for me as a result of this training:

Talent is
not inborn,

everyone
has a sprout
1
of talent.

“Setting aside a child until elementary school age and then
saying that now education begins is like taking a withered
or withering sprout and suddenly giving it large amounts of
fertilizer, putting it in sunlight and flooding it with water. It
is too late for the withered sprout.”?
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By David Madsen

About developing ability,
he wrote:

“Knowing
that children
have such a

“If a child speaks his lan-
guage fluently, he has
developmental possi-
bilities. Other abilities
should therefore develop
accordingto the way he is
raised.”3

wonderful
life force, it is
inexcusable not

Musical and character
training should start at the
same time as the mother
tongue process. It all adds
up to the fact that I have been beginning teaching my students
years too late!

IThave always thought of my Pre-Twinkle classes, bot h the private
and group lessons, as the vehicle for teaching the three to five year
olds the protocol of having alesson. In those classes, I build focus and
concentration, help the children develop musical skills, and make it
enjoyable so the children look forward to coming to class each week.

Over time, the children develop the ability to participate fully
in my classes. This is also a training period for the parents to
appreciate their own child’s abilities and how to best help them
develop their musical skills and, more importantly, their character.

One of the big challenges is building the child’s sense of pulse.
Suzuki students are great at hearing rhythms because they listen
to recordings. Providing the foundation of a beat to support
those rhythms has always been one of the main long-term goals
of my Pre-Twinkle and Book One classes. Another challenge is
having the children settle down, take a bow, and stay present in
the class throughout.

Observing the children in the SECE class has made me realize
that starting an SECE class will give the Pre-Twinkle class a whole
new set of skills to work from. The sense of pulse will be ingrained,
developed by the drum and dancing activities. Focus will also be
much more developed in the three-year-olds who start an instru-
ment. The SECE class starts calmly with Mozart playing and a gentle
ball rolling activity. Seeing the
effect this has on the children has
already helped me to change the
environment of my Pre-Twinkle
and Book One classes. I used to
let them run around and play
before class, and then I would
wonder why my students had a
hard time getting focused. Now I
have classical guitar music playing
when they enter and ask them to
be quiet enough so everyone can
hearit. They have beensittingand
talking much more quietly and

to develop it.” 4

“Children

learn
abilities best
when they

are having
795
fun.
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that provides a much smoother transition
to class.

The respect that is taught in the SECE
class is also a powerful element for the
students. The patience for the younger
students in the ball rolling activity, the
folding of the scarves, and the return of
the books to the basket are just a few of the
teaching points for respect in this class.
This is a small but important start towards
helping children have “exceptional talent
and exceptional heart,” as illustrated by
Dr. Suzuki’s story about the open window
and his student Yamamoto.

The joy of accomplishment shared by the
class and especially by the parent and child
over whatever success, large or small, is
great training for the parents in celebrating
each age-appropriate improvement, and
provides the model of “repetitions = success”
for the child. The joy of the celebratory hugs

David Madsen founded what is now the Hartt Suzuki Guitar Program in
*90. He is the Chair of the Guitar and Harp Dept. of the Community Division
at the Hartt School of Music. He became a registered Teacher Trainer with
the Suzuki Association of the Americas in 2000, and has conducted training
courses throughout North America and in Peru and Argentina. Mr. Madsen
is @ member of the SAA Guitar Committee and also is presently a member
of the Teacher Development Advisory Committee.

is a delight to see, and it can
only serve to deepen the par-
ent/child relationship.

The seamless transitions
from one activity to the
next build the child’s con-
centration and focus. When
a child is having fun with
an activity, he is learning
without knowing it and is
totally immersed.

I am very excited about
starting the SECE classes at
Hartt. There is a part of me
that wishes we were in a posi-
tion to make it arequirement
forbeginning Suzukiinstruc-
tion at Hartt, ashavinga class
of SECE-trained students and
non-trained students will be
a challenge. We shouldn’t
penalize any family who
wants to use Dr. Suzuki’s
philosophy, however, and 1
believe the students who are
SECE-trained will be great
role models in our classes.

As we gain new experience in our field,
we gain new perspectives on what we
know and what we study. Taking the SECE
training has given me a whole new level of
understanding of Ability Development from
Age Zero. Now, more than ever, lam amazed
that Dr. Suzuki had the wisdom and insight
to point out to the world what was always
right in front of us. o

1. Shinichi Suzuki, Ability Development from
Age Zero, trans. Mary Louise Nagata
(Athens, OH: Ability Development
Associates, 1981), 3.

2. 1bid., 12.
3.1bid,, b.

4.1bid., 12.
5. 1bid., 20.
6.1bid., 59.
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Hristo Todorov, Cremona 2016
® Vincenzo Cavanl, Modena
1940.....and many more.

ww.brobstviolins.com

5584 General Washington Dr.
Alexandria, Virginia 22312
Toll-Free (800) 886-3554
inquire@brobstviolins.com
Interesting info on Facebook
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Celebrating 30 years of Suzuki Voice

A report on the first International Songs for Sharing
Suzuki Voice Conference held in the United States, July 4-9, 2016

he mood was festive and expectantly upbeat as we began our
international conference together on that most historic of
United States holidays, July 4. Our location was also historical—the
firstimmigrants to the Hudson River Valley National Heritage Area
arrived more than 300 years ago. A happy circumstance paired
our Suzuki Voice 30th Anniversary with our venue host’s 300th
Anniversary of continuous worship as a religious congregation:
The Reformed Dutch Church of Poughkeepsie, NY-1716-2016. It
was a special week of sharing our music and US history with our
foreign guests. It was also the first time this international event
had been held in the United States.
Our teacher and student participants (ages three years and up)
attended from the countries of Finland, Japan, Mexico and the
United States, including the States of Alaska, Arizona, Connecticut,
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By Amelia Seyssel

Massachusetts, and New York. Our foreign guests from Japan and
Finland began their experience in the US by viewing a local July
4 parade in historic Hyde Park, home of the presidential library
of Franklin D. Roosevelt and the former residence/museum of
Eleanor Roosevelt.

Our official opening ceremonies followed that same afternoon
at our venue, a building on the United States National Register
of Historic Places, the space generously donated by our host. Dr.
Paivi Kukkamiki (ESA, SAA), founder of Suzuki Voice, presented
a Powerpoint lecture: “Keep On Teaching Singing the Happy
Suzuki Way: Dr. Shinichi and Mrs. Waltraud Suzuki’s last wish.”
Participants provided periodic live demonstrations throughout
the presentation, singing together pieces from our Suzuki Voice
repertoire in multiple languages and from multiple countries
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Our youngest Suzuki Voice students: from Connecticut, Massachusetts and
New York.

and cultures. Our Volume One students happily sang Twinkle,
Twinkle, Little Star while more advanced students sang above
them a descant of Alle Vogel from Volume Two. We sang Pat-a-cake
from Volume Two in both English and Finnish, and celebrated the
blooming season with Tempus adest floridum from Volume Three.
Later on in the program we added Japanese to our international
celebration: Dr. Suzuki’s own Onegai.

Throughout the following week both students and teachers
worked on improving their pertinent skills within the caring
environment of our Suzuki Voice community. Teachers learned
along with the students, providing a concrete example to all
students of Dr. Suzuki’s directive to continually strive towards
excellence by making step-by-step improvements to our skills as
well as to our appreciation of everyday beauty in all that surrounds
us. All were supportive of each other’s unique and special learn-
ing curves. Our Suzuki method enjoins us to teach and learn by
listening, imitation, and repetition. Every Songs for Sharing event
creates that optimal learning environment in full measure. One
of the end results of such a joyful encounter is an intense week-
long “lesson” in how to live more fully our
Suzuki philosophy. The other end result is
our wonderful concerts, brought to joyful
and resounding completion by the intermin-
gling of teachers and students and alearning
environment steeped in the principles of the
Suzuki method.

Just as for all other instruments included
in the Suzuki method, our Suzuki Voicep
grounds itself in a classical approach to
repertoire and technique. This constitutes
our core repertoire—the repertoire that is
specifically designed to grow and build the
technical expertise in our instrument up
to the highest level possible. As with other
Suzuki instruments, Suzuki Voice teachers
also occasionally and happily add additional
styles to our core body of repertoire in order
both to expand the individual student’s
musical horizons and to assist in motivating
the student through particularly difficult
learning plateaus. The Suzuki Voice program

focuses on a step-by-step development aimed toward the ability
to sing advanced solo and ensemble repertoire in the classical
tradition, the highest level of difficulty being opera. Hence, our
concerts during our Songs for Sharing events showcase both solo
and ensemble music from our core repertoire as well as whatever
extra pieces our students’ teachers have selected to help students
along their unique developmental way.

At our 2016 Songs for Sharing, this happy confluence of core
repertoire and enrichment learning translated into an evening
Solos Concert on Friday, July 8, and an afternoon Gala Concert on
Saturday, July 9, both accompanied by our superb pianist Maria
Rivera White. Our Solos Concert included as many participating
students as came to the conference with a prepared solo. The
youngest soloist was three years old and sang Cuckoo from Suzuki
Voice Volume One. Our oldest soloist was 19 and sang La Capinera
by Julius Benedict, accompanied by flute performed by Kristen
Vinson. Between those youngest and oldest ages we enjoyed a
variety of solos by different ages, at different levels, and including
avariety of styles: folk song, musical theater, and art songs by Amy
Beach and Samuel Barber.

The week culminated in an outstandingly and movingly per-
formed Gala Concert. Our Gala Concert focused on group singing
and a heavy dose of Suzuki Voice core repertoire selections. Our
ensembles varied from all-inclusive to small groups, depending on
the repertoire, and included singing in English, Spanish, Finnish,
Japanese, German, Latin, and Italian.

As with our opening ceremonies, we began our Gala concert
with Twinkle, Twinkle, Little Star, this time in as many differ-
ent languages as countries attending. Then we joyfully stepped
through some core repertoire selections from all levels of dif-
ficulty, beginning to more advanced, and also from our special
Songs for Sharing core repertoire list. We joined our voices to sing
An die Freude by Beethoven, Wir gehn nun by JS Bach, Onegai, by
S. Suzuki, and Avvezzo a vivere, by N. Vaccaj. Some later concert
highlights included some higher level songs by Sibelius and
Ruotsala from Finland, a song called Morning Tide by S. Leek

Continued on p. 40

After the final GALA Concert: teachers, students, pianist and flautist.
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Suzuki Voice, continued from p. 39

from Australia, Franck’s beautiful Panis Angelicus in Latin and A.
Copland’s Simple Gifts. Our boys had their own special moment
singing Diggi, daggi from Mozart’s opera Bastien und Bastienne. As
a special tribute to our host country, we ended our concert with
a piece chosen especially for this 2016 US Songs for Sharing debut
titled Songs of the Earth: two Native American circle songs arranged
by Jill Gallina, accompanied by Maria Rivera White on piano,
Kristen Vinson on flute, and Kari Weldon on drum.

Earlier in the week, directly following our opening ceremonies
program, American participants gave their USA Country Presenta-
tion, an extravaganza of students and teachers from many parts
of the country sharing some iconic American songs with our
international audience. Sporting red, white and blue decor, we
marched to the tune of Yankee Doodle, an American marching song
from the Revolutionary War and Connecticut’s state song. Then
we celebrated American Musical Theater by singing and staging
two songs by George M. Cohen: I'm a Yankee Doodle Dandy and
You're a Grand Old Flag. Two Connecticut students dressed as Uncle
Sam highlighted our celebratory revue. Then we happily shared
a traditional outdoor hot dog cook-out with our foreign guests,
complete with corn on the cob and s’'mores!

On the second day of our conference, our foreign guests also
offered their own Country Presentations, which encourage exu-
berant audience participation. Teacher Masayo Okano (TERI, ESA),
dressed in traditional kimono, represented Japan and was assisted
by alocal Suzuki Piano family of Japanese origins in demonstrating
atraditional Japanese hand and singing game. They were addition-
allyjoined by two advanced level American Suzuki Voice to assist in
singing the beloved Japanese song Sakura. Teacher Aldo Guerrero
Moreno (SAA, ESA), representing Mexico, was also assisted by a
local family of Mexican origins whose daughter, a Suzuki Voice
student, danced La Negra, a traditional Mexican dance, in full,
vibrantly colorful costume. Mr. Guerrero Moreno was joined by
Suzuki Voice students from Massachusetts and New York to as-
sist in singing the song Cielito Lindo. Our Finnish contingent, in
traditional Finnish costume and led by Dr. Paivi Kukkaméki (ESA,

SAA) and occasionally joined by other Suzuki Voice singers from
the US, presented a slide-show presentation, traditional dance
and songs, including Souda, souda sinisorsa by Sibelius. All three
countries also shared with us a sampling of their country’s food,
a delicious addition to our evening entertainment!

After such a busy and active week of singing, music, and joyful
community, our final Gala Concert left us feeling emotionally
and musically replete. Our visceral response found verbal form
in the universally expressed exclamation, “See you in Finland in
2018!"—our next Songs for Sharing event. Friendships were made
across distances and cultures, among both students and teach-
ers. Students badgered their parents to “commit” to Finland in
2018—when else would they see their newly-made friends again?
Teachers returned to their studios with larger hearts and arenewed
commitment to the Suzuki way.

There was one piece in our Gala concert that amply represents
the spirit of all our Songs for Sharing events, an ensemble piece by
Jerry Estes which even our youngest was able to perform: “Peace
neverending, Joy overflowing, Love everlasting and true—this is
our Gift for you!” Suzuki Voice teachers everywhere joyfully pass
this wish to all in our Suzuki family: across all distances, across all
instruments, across all borders! o

Suzuki Voice teacher Amelia Seyssel is an
ESA-accredited and SAA-registered Suzuki
Voice teacher and holds a master of fine artsin
vocal performance and literature from Mills Col-
lege, CA. She is the first Suzuki Voice teacher
from the United States to have earned an ESA
Diploma (highest level possible) for Suzuki
Voice instruction (equivalent to SAA Units One
through Ten plus extensive Practicum and
Certificate Examinations at each of five levels).
She trained most extensively at the Talent Edu-
cation Institute of Singing in Vantaa, Finland,
with Suzuki Voice Founder Dr. Paivi Kukkamaki.
In the course of her Suzuki Voice teacher training studies, Ms. Seyssel has
acquired training and teaching experience in Finland, Australia, Japan, Mexico,
and the US; and been faculty at two international Suzuki Voice conferences
focused on student and teacher development. More information about her
Music Studioiis available at: http://www.ameliaseyssel.com/musicstudio.html
Photos available at: https://www.facebook.com/ameliaseyssel

Chamber Music, continued from p. 21

and expressing musical ideas so we could
be more sophisticated and thoughtful
players.”

—Natalie Wong

“Christopher had awonderful time being
coached by Erin Keefe. He knew she was a
former student of the Hartt School Com-
munity Division and is now playing with
one of the country’s best orchestras, so he
was very excited to meet (and hear) her in
Minnesota. He was very proud to be able to
travelto the conference with his quartet, and
can’t wait for the next one!” —Barbara Hill

The second group to perform was
the Lucca Quintet from the Preucil
School in Iowa, coached by Linda
Judiesch. Performers were Ananth
and Divya Shyamal, violins; Marylee
Brown, viola; Meleah Chang, cello; and
Ethan Buck, piano. The ensemble per-
formed the Boccherini Quintet No. 4
in d minor, G. 416, Final-Allegro assai.

The groups performed on stage
before a large, appreciative audience.
Thanks to our Chamber Music Coor-
dinator, Sarah Smale, and Assistant,
Sherry Cadow for their work. We hope
to grow the chamber music area of
the conference; plan for your group to
apply in October, 2017—less than a year
from now!
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Conference students with Erin Keefe at the reception following
her performance in Orchestra Hall
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Proud to be a Member of Southeast Texas
Suzuki Association in Houston, Texas

s president of Southeast Texas Suzuki Association, I've had the
onor and privilege of getting to know the many talented Su-
zuki teachers here in Houston. I was asked to write about Southeast
Texas SuzukiAssociation and how we became to be an SAA Chapter
Affiliate. Because I have been a resident of Houston for only two-
and-a-half years, I have asked members of our organization to
help recap our organizational history. I will be quoting from our
general membership and sharing examples of changes over the
years to show how we got to where we are today.

In 1991 the Suzuki violin teachers in Houston had a vision to
provide Suzuki education to children and families and to provide
support to local Suzuki teachers. Pam Reit and violin teacher
trainer Judy Offman founded “Houston Suzuki Violin Teachers.”
In1993 the name changed to “Houston Area Suzuki String Associa-
tion” (HASSA) to include viola, cello, guitar and harp. With the
help of Terri Matchett and Darbi Green, the organization’s name
changed in 2015 to Southeast Texas Suzuki Association (STXSA,
or “Stick-sa”) to include piano with the existing string association
membership and started the process of applying for SAA Chapter
Affiliate status.

Teri Einfeldt’s quote of Max DePree in her September 2009
American SuzukiJournal Chair’s Column sumsup ourorganization’s

By Darbi Green

growth and development through the years: “We cannot become
what we need to be by remaining what we are.” In 2016, Southeast
Texas Suzuki Association officially became a chapter affiliate of
the SAA and was presented with an official certificate at the 2016
SAA Conference. We are proud of this accomplishment because
this gives us the ability to have more widespread communication
and promote Suzuki through educational events for students,
parents, and teachers.

Becoming a Chapter Affiliate benefits and offers more support
to local teachers and students. “Before STXSA became an SAA
Chapter Affiliate and accepted all instruments, my students who
learn both violin and piano needed to attend events held individu-
ally from local Suzuki string or piano organizations with extra
effort, time and travel. Now they get to attend one event for both
of their instruments,” said Shaochin Chien, STXSA Suzuki piano
and violin teacher. As teachers, we need emotional support as
well as professional support. Through STXSA, teachers have the
opportunity to come to several general meetings where Suzuki
topics are discussed and everyone is updated on yearly events.
Book club was introduced several years ago and is a fun reason
to get together to chat about life and the book of the month while
eating snacks with friends.

2016 STXSA Workshop Concert
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This year, we focused on
addressing the challenges
of geographic growth and

updating our lines of com-

munication. Our goal was
to excite the younger gen-
eration to participate while
keeping the integrity of the
original foundation. “Older
wisdom and newer wisdom
need to listen to each other and
think creatively together,” said
Holly Carpenter at the 2016

SAA Conference. Providing

“opportunities to promote the

Suzuki philosophy” (STXSA

mission statement) is a chal-
lenge geographically, as the
city of Houston population
doubled in size between 1991
and 2016.

The main way we addressed
expansion this year was to of-

fer opportunities for teachers

to provide local events in the
form of themed play-ins, holiday
concerts, all-instrument recitals,
group classes and ribbon festivals.
‘We coupled the local events with
STXSA large events such as our

e winter workshop, mu-
sicalesand

graduation. In pastyears, we have had the
privilege of John Kendall, Dorothy Jones, Susan Kempter, Barbara
Barber, Doris Preucil and James Hutchins, toname a few, coming to
Houston to teach at our winter or spring workshops, masterclasses,
teacher enrichment classes and/or parent education classes.

This year we had some significant changes—changing the
organizational name, offering local events, and becoming an
SAA Chapter Affiliate. But change was happening through the
preceding years in small but significant ways. Andrea Cannon,
guitar teacher trainer, recounts, “I remember the fall workshop
planning meeting where then president Rosemary Jodeit declared,
‘We are going to have guitar at this fall workshop!’ There were only
two of us guitar teacher-members at the time. [ realized right away
that this meant our president was committing some of the funds
from the violin attendance to give our guitar students an equal
opportunity. I felt very grateful as this was not something the two
guitar members could afford on our own.”

Graduation is an honor and highlight for both teachers and
students each year. From personal experience, helping my
students prepare their Book One performances was an amazing
process. I've seen each student go through a personal growing
process as he or she perfects technique and strives to produce
a beautiful tone consistently. This process produces growing
confidence and a feeling of pride. Through STXSA, we also try to

offer a way for all students to attend an institute if they so desire.
Student families who may need financial assistance have the
opportunity to apply for a student scholarship to help their child
attend a summer institute.

Similar to Dr. Suzuki embracing technology by listening to taped
recordings of students, we embraced technology by updating our
website to offer online registration of events and membership and
by using social media through Twitter, Facebook, and smartphone
apps to keep members informed about community events and
opportunities. Last year, we used social media as a theme for our
workshop “Musical Tweets.” Social media was used to promote the
excitement of practicing by having students post a short, mastered
four-to-eight-measure video of anything they are working on in
the weeks and months prior to the workshop date. The criteria
for submitting or posting a video was that they were to have good
posture, intonation, correct bowing or hand position, and a
smile. This was positive in many ways. It attracted more traffic to
our STXSA Facebook group, students were motivated to practice
because theywanted to look their best online and local businesses
were willing to donate because they would be advertised online.

Our organization embraces Dr. Suzuki’s vision to “make Suzuki
education available to more children and families, train more
teachers in the Suzuki method, bring children together and play
together,” as Winifred Crock said at the 2016 SAA Conference.
Embracing change throughout the years reflects how much we
love the Suzuki method. We grew from a Suzuki violin group
to an SAA Chapter Affiliate offering more events to all stringed
instruments, harp, guitar, and piano. We are fortunate to have two
teacher trainers, Judy Offman, violin teacher trainer, and Andrea
Cannon, Guitar teacher trainer, as well as a leading Suzuki Early
Childhood Education instructor Danette Schuh, all of whom share
their knowledge to teachers.

Thank you to all those faithful teachers who were pioneers in
making changes through the years in order to make the Suzuki
method more available in the wonderful city of Houston. o

History by Andrea Cannon, Claire Eary, Darbi Green, Kathy Larsen and Julie
Richards

Darbi Green is a graduate of the University of
Puget Sound. She currently teaches weekly
private and group classes. She is certified
with the Suzukimethod up through book 7 and
Music Mind Games a music theory method.
Director and founder of the Wasatch Youth
Ensemble. Young violinists ages 6-18 perform
current and popular music on the violin along
with professional hip hop choreography. For
more information about this group, please visit
our website www.wasatchyouthensemble.org
or friend us on Facebook.
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Artistry, Inspiration, and Suzuki Parenting:
An Interview with Rachel Barton Pine

l&cclaimed concert violinist Rachel Barton Pine had her profes-
ional debut at the age of seven with the Chicago String
Ensemble. She has recorded more than 30 albums (of both clas-
sical and historic music) and is the winner of many national and
international violin competitions including a gold medal at the
1992 JS Bach International Competition in Leipzig, Germany. She
actively performs all over the United States and the world, bring-
ing her great ability to connect and communicate with audiences
through music.

Ifirstlearned about Rachel Barton Pine through her podcast Vio-
lin Adventures (which can be found on iTunes) and have admired
her ever since: not only for her accomplishments as a violinist
but for the deep historical knowledge she brings to the music she
plays, her passion for bringing classical music to new audiences,
and her commitment to music education.

‘When Rachel Barton Pine was in Portland, Oregon, earlier this
year, she generously agreed to sit down with me to talk about
artistry, staying inspired, her early years as a musician (she is a
former Suzuki student) and her new adventure as a Suzuki mom.
She was equally passionate about each of these topics and has
some wonderful insights to share. I hope this interview is one
you will come back to read again and again, just as I have since
talking with her.

Since our interview began right after amasterclass, Iwas curious
if there was one thing Pine likes to focus on with the students. She
says she is never sure what she will work on until she hears each
student but tries to keep the audience in mind as well as the student
she isworkingwith. She requires that they all stay and listen to each
other so that she can address something different with each one
but refer back to another student to make similar points. “I also
try to say things in a way that’s specific to the person playing for
me, but universal enough that everyone listening can understand
something about the concept behind it. It’s not that I'm giving
the person on stage a lesson and everyone is observing behind
a glass wall. I'm teaching to the room as much as I'm teaching to
the individual, and so it’s a really different animal than giving a
lesson. This is probably going back to the Suzuki philosophy, but
Talways make sure that I start by saying something nice and then
launch right in!”

Mastery

Christine Goodner: Sometimes as teachers we have students who think,
“Well, I've learned the notes and the bowing and the rhythm and so now
it’s time to move on.” I would love to hear your thoughts about why it is
good to keep coming back to a piece and refining it once you've learned it.

Rachel Barton Pine: If we were athletes and we executed our
routine and learned it accurately—then it would be time to move
on to the next thing. If we were doing math and figured out that
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Interviewed by Christine Goodner

7+5=12, then you can’t get more perfect than that. In music, the
reason we love it so much is that it’s an art. Getting everything
right is the point at which we actually start working. That’s the
beginning, not the end.

Our journey never does end... I'm still playing pieces that I
learned when [ was in the single digits [of age] and finding new
thingsin them: refining my understanding and further clarifying
what it is that I want to bring to every moment of emotion.

And then there is experimentation—that’s when it really gets
fun! We get to try out different characters, explore our personality
in the music and just bring it to life. I think it’s really great when
students do things that they suspect won’t work but they just try
it out anyway—not just doing the interpretation that the teacher
gives them. It's great to have a teacher who is flexible and will say
“Let’s try this—maybe take a little time over here, or maybe take
time over here—which do you like better?”

I think that it’s a good idea to find a way to let the performer,
even a very young one, have some degree of agency in their
repertoire. That way, they are not only “obeying” and doing their
best to get it “right,” but they are making it specific to themselves.
Personalizing their music gets them so excited!

Christine: How do you approach playing pieces that you have per-
formed many times before?

Rachel: I have made a promise to myself and to my audiences
thatif I'm not feeling inspired about the repertoire or I ever start to
feellike something is stale, then it doesn’'t matter how prestigious
the orchestra or conductor is or how much money I am being
offered to play the gig, I will have the integrity to turn it down.
Thankfully, that has not yet happened!

Let’s take the Mendelssohn Concerto. I'm not sure statistically
ifThave played it the most total number of times (maybe that would
be the Tchaikovsky or maybe the Brahms), but certainly I've been
playing it for more years than almost any other concerto, and yet
somehow there is always a freshness to that piece. I go back to it
each time and it’s just such a joy, it’s like eating your favorite meal.
You couldn’t eat it every day, but every time you eat it you go, “Oh,
that’s so delicious!” That’s what defines a great piece, I think, the
fact that you can'’t ever get sick of it.

Practice

Rachel: I really believe in planning out your practice sessions
and also building in artificial yet meaningful rewards.

Ultimately music becomes its own reward, but we can learn to
reward ourselves with music (it doesn’t always have to be some-
thing unrelated like a piece of chocolate or a shiny penny). Just tell
yourself “Okay, if I really do 10 more minutes of working on this
annoying passage of thirds, I'm going to let myself play that piece
I'loved last month and really nailed at my recital, and I'm going to



really rip into it and let loose and have fun,” or “I'm going
to jam along to my favorite song on the radio, or improvise
my own composition that I'm never going to let anyone
else hear because it's too embarrassing but it’s really fun
to make up.” So do something creative or do something
you're already successful at as your musical reward for
doing the less fun parts of your practicing.

Reviewing Repertoire

Rachel: I feel like I still hark back to the Suzuki philoso-
phy with what I do with my own practice routine and what
I advise advanced students to do with review repertoire.
Of course, we're not going to be studying the Brahms
Concerto and still practicing our Twinkles every day . .
. but I see so many students who practice three or four
hours a day, playing only music that they don'’t play well.

What I mean is, a student is usually doing new things
that they haven't yet mastered, and that means that all
day every day they are only practicing things that they
don’t yet play well. That'’s so unhealthy! And then you say
to somebody, “Play something for me,” and they don't re-
ally have anything. How can any musician who has been
studying their instrument for 12 years say, “Oh, I don't
have anything I can play for you”?

In those cases, it’s clear that that person never really
does review repertoire. Your teacher is no longer going
to ask you for an old piece—you're not going to get to your
lesson and have them say, “Okay, let’s hear the Mendels-
sohn,” before they work on your Brahms.

But for yourself, even if it’s just 10 minutes a day, you
need to work on something you've already mastered. You
need to keep some polished music going in your life so you
can play expressively every day. Sometimes people turn to
alternative styles for that purpose, folk or fiddle music, or
jazz or rock. Whatever you can do in your life, whether it’s review
pieces or alternative styles, do it—so that every day has artistry!
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Listening to Music

Christine: When you were younger, how much did you listen to music
asyou were learning a piece?

Rachel: What I always advise [students to do] is to listen to a
variety of recordings. Even with my daughter, I have three dif-
ferent versions of Suzuki Book One, plus sometimes I play it for
her myself and sometimes we spend a couple weeks just singing
it. We mix it up.

When you're learning more advanced repertoire, it’s really
dangerous to buy
just one recording.
‘When ayoung player
has downloaded only
one performer’s ver-
sion, he or she can
fall into the danger
of imitating someone
too closely.

“Getting everything
right is the point at

which we actually start
working. That’s the
beginning, not the end.”

It’s important to listen to enough quantity of people that you
can get a sense of where everyone seems to do the same thing,
and where they are really very different from one another. You
can do some basic listening so you just get a feel for what the piece
sounds like at avery macro level, and then you want to do conscious
listening for details, like where exactly do they take time, how
much do they vibrate on different notes, where do they put their
slides, what fingerings are they using (if you're at a stage in your
development where you are starting to experiment rather than
just copying your teachers), what kind of articulations do they use?

The macro level might be, what tempo are they taking or what
mood are they creating for the different sections? The microis all
the little details, and as you start to realize what all the different
possibilities are, it really fires up your imagination.

Early on, when I was about six years old, my mom would take
me to our local Chicago public library where there was a shelf
of children’s books about great composers. Every library may
not have that, but all of these things are online now. Reading a
really great biography will help bring your music to life in a more
colorful way.

Continued on p. 46
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Rachel Barton Pine, continued from p. 45

“Even if it’s just ten minutes a day,
you need to work on something you've

already mastered. You need to keep
some polished music going in your life
so you can play expressively every day.”

If the composer wasn't a violinist himself but he wrote his piece
for a particular violinist, then you need to read about that violin-
ist’slife and personality. When I'm studying the Brahms Concerto
Iwant to know who Joachim was and all about him, because that
influences how I'm going to approach the concerto written for him.
I love getting in deep, reading about the life of Brahms, reading
books about what life was like in Germany during that particular
time, and learning about the performing traditions and musical
style of that era.

Even for really young kids: read a biography about your com-
poser, read a basic essay about the piece you're learning, and listen
to other works by your composer. If you haven’'t done that, then
you haven't truly learned your piece.

Ihave lots of positive things to say about the Suzuki Method, but
one of my concerns is that the book still says A. Vivaldi—it doesn’t
give you his first name and what part of history he is from by list-
ing his dates. Of course, the book can’t tell his whole life story, but
any printed sheet music should at least show the normal basics.

With my daughter’s music, I cut and pasted each Suzuki song
onto a piece of paper on which I re-did the title to actually say
the name of the work correctly. For example, Minuet 3 doesn't
say Minuet 3, it says Minuet, BWV etc. from the Anna Magdalena
notebook, Johann Sebastian Bach and his dates. Then above that I
put Baroque Period, so that she can start to associate certain pieces
with certain periods just intuitively. Over The Happy FarmerI put
Romantic Period, Robert Schumann, etc.

I'think that you have to be teaching them these things from the
very beginning. It can feel like, why are we even worrying about
this stuff? We have enough to do to make sure that you have your
feet in the right place and a good bow hand, that you're playing
in tune, and looking at your violin and all of those very, very basic
things for beginners. But why shouldn’t abeginner know that they
are playing something from the Baroque period? They absolutely
should, because it gives them more meaning and sets them up
better for their future understanding of music.

Newest Release

Rachel Barton Pine’s new CD, Testament: Bach’s Complete Sonatas
and Partitas for Solo Violin (Avie Records) was released on April 1,
2016, shortly after our interview.

Christine: I saw thatyou have a new CD coming out and  wondered if
you would talk a little bit about it. I was able to hear a preview of it and it
was just beautiful.

Rachel: Normally, when I record Baroque music, I do it on a
Baroque violin, but with the Bach Sonatas and Partitas, I usually

46 AMERICAN SUZUKIJOURNAL Fall, 2016

perform them in mixed programs. Because I'm not bringing two
violins with me, I just switch bows and use a Baroque bow with
my modern violin [the “ex-Bazzini ex-Soldat” 1742 Guarneri “del
Gesu,” on lifetime loan from an anonymous patron].

On my recording, I offer a very historically informed interpre-
tation with a modern violin [tuned] at A=440. That’s the artistic
statement I wanted to leave to the world, but pedagogically speak-
ing, I'm actually really thrilled that that’s the Bach that I have
out there.

If I did another period instrument recording, it would be like,
“Well, okay, that’s how you play it on Baroque violin, but my kid isn’t
learning Baroque violin.” By doing it on a modern violin, it shows
that you can include certain elements of historically-informed
style which are going to actually enhance the music—and do it
on a modern violin with a Baroque bow. These days, you can get
a decent Baroque bow online for as little as $50, but be sure that
it’s made out of snakewood, not permanbuco, or it won’t function
correctly.

My printed edition of the (Bach) Sonatas and Partitas is going
to be published by Carl Fischer simultaneously with the CD. I'm
hoping that it will be another useful resource for people who are
interested in playing and teaching Bach in a more Baroque way.

My edition will be the first that gives completely historically-
informed bowings and fingerings for use on a modern violin,
ideally paired with a Baroque bow (though you could certainly
try to execute it with a modern bow). Also, unlike most editions
that just give bowings and fingerings, I indicate polyphonically
where to hold the notes and where not to, using Ysaye’s funny little
circle with a slash through it. I also have dynamic gradations and
hairpins to show chord intensities and phrasings. It’s very heavily
edited, but I figured if I'm going to edit it, why not go all the way?

After all, I don't need to worry about leaving the page clean—if
you want to see what Bach wrote, then get an urtext! No matter
what edited edition you own, you also need an urtext in your life
for comparison. So I just decided to go all out with my edition
and put all of the dynamics in there—not that I expect or want
anyone to copy me exactly, but hopefully it will inspire people to
understand the emphases in the dance movement, to listen for
minor key chords versus major key chords, or unresolved versus
resolved, and they will start to get the idea of how to approach the
music with a more stylistically Baroque perspective.

Christine: I understand that you were able to record your new CD in
the church where you were inspired to play as a child.

Rachel: Absolutely—I was very lucky. When I was three years
old, there were some middle school aged girls playing in my
church, St. Pauls UCC in Chicago, and I just fell in love with the
sound of the violin. I was very lucky to grow up in a congregation
with a very strong music ministry focused on classical music and
the old favorite hymns by Mendelssohn, Handel, etc. The organ-
ist would play Bach Toccatas and Fugues just for the prelude in
a worship service, and we even have a stained glass window of
Bach in the sanctuary. It was just a wonderful place to grow up
surrounded by that music.

Growingup with musicin this way, Ilearned that classical music
isn't just on stage in concert halls, it is part of life. Whatever one’s
religious beliefs are, we can all have a sense of music coming from
something greater than ourselves and that our purpose as musi-
ciansisto be a conduit to share that music with those listening. It’s
not just about a pleasant diversion or yet another entertainment



option. What we do has greater meaning:
great music, especially great classical mu-
sic, uplifts the spirit and nurtures the soul.

That’s one of the reasons I never get
nervous when I perform, because I feel that
being on stage is no different than being at
the altar and playing as part of a worship
service—I'm there to join together with
the listeners in this experience. There is
no threat to the self because it’s not about
the self. Of course, being very prepared is
another necessaryrequirement to prevent
nervousness!

Rachel Barton Pine
as a Student

Christine: What kind of student were you as
a child?

Rachel: I was a total geek. For example,
when I was about to go to the Meadow-
mount School at age 10, the original plan
was for me to stay in the dorms. They have
a five-hour-a-day practice rule, and they
actually patrol the halls and listen to make
sure you're really doing it. So my teacher
was explaining to me about thisboot camp
kind of scenario.

In those days, Meadowmount was eight
weekslong, soit wasreally intense. I started
crying, and Mrs. Vamos said, “Rachel, 1
knowyou can do it, it won't be a problem—
you can do your five hours a day. All of my
students have managed,” and I said, “Mrs.
Vamos, why are they going to make me
stop after only five hours? What if I want
to do more!” I was so upset thinking that I
would only be allowed to do five hours. She
told me, “Rachel, if you want to get along
socially with the other kids, don’t let them
know you feel that way!”

The second time she said something
similar to this was over my enthusiasm for

“It’s not just about a
pleasant diversion or yet
another entertainment
option. What we do

has greater meaning:
great music, especially
great classical music,
uplifts the spirit and
nurtures the soul.”

etudes. I would play my etude
for Mr. Vamos every week and
get the next one. Coming out of
my lessons, I would say, “Yay, I
just got Mazas Number 23!” and
at a certain point, Mrs. Vamos
said, “Rachel, you might want to
cutthat outifyouwant tofitin.”

My particular personality
when growing up as a music
student has not been very use-
ful to me as a teacher, because I
didn’t experience certain types
of angst that many students
have. I got excited about seeing
things get gradually better and
better, even if it was pains-
taking. My up-bow staccato
took three years before it was
even vaguely mediocre, so not
everything came easily, but
somehow I derived a great deal
of enjoyment from the process
and [ had a very intense atten-
tion span.

However, there were cer-
tainly other things in life that
I did not enjoy doing - whether
it was a chore or my grammar
homework. So in teaching, I
try to apply what I learned about making
myself do those things when working with
a kid who might not be quite as excited to
get Mazas No. 23.
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Suzuki Parenting

Christine: You mentioned that your own
daughter has started Suzukiviolin lessons. How
has this changed your perspective?

Rachel: First of all, I just have so much
admiration for teachers of beginners, like
my daughter’s teacher, Isabelle Rozendaal.
Watching her has made me realize how
much the foundation and the fundamentals
areinstilled fromthe veryearliest moments.
Somehow in your biography, it tends to be
your final artist teacher who gets all the
credit—I'm guilty in my own biography
(there’s not room to list everything), but
I'm now realizing just how much I owe to
my first teacher. Her name is Christine
Due. She got me started really well, and
I'm realizing that with my own daughter,
her earliest lessons are going to set her up
for better or worse for the rest of her life.
Isabelle is doing a magnificent job and I just
have so much admiration for her and for

all of her colleagues out there doing that
important work.

T also have such a newfound respect for
practicing parents! What a commitment
and sacrifice it is to practice with your kid
every day and focus on everything. Wow!
I almost took it for granted with my own
mom (as many of us probably do), but even
as a teacher, when I work with students at
the concerto level, if they are still young
enough for their parents to be part of the
scenario, those parents take notes and
work with their kids every day. I used to
think, “Well, of course they’re doing that,”
but now that I'm doing it myself, I'm like,
“Oh my gosh, thisis a major job!” I thought
that when I'was finished breastfeeding my
daughter, my most time-consuming com-
mitment was over for the rest of her life,
but now I thinkit’s sort of a tie between the
violin practice and the nursing.

Christine: Regardless of what your daughter
ends up doing with the violin, what is one thing
you hope to teach her about music?

Rachel: My goal for my daughter is that
she will understand music and that she
will love music. I think that the more

Continued on p. 48
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Rachel Barton Pine, continued from p. 47

you are able to under-
stand music, the more
you are able to enjoy
it. Whatever she does
for her profession, or
to make a living, I want
her to be able to play
well enough that she
can really appreciate
concerts as a listener
and do fun things as a
player—whether it’s go-
ingin afiddle direction
or playing with other
people in chamber

“My parents were
surprised by who they
got... | am still learning
about who | got. I'm

going to discover who
my daughter is at some
point and have to adjust

my life accordingly.”

groups and orchestra.

I want her to have specifically classical music in her life and
hopefully also enjoy other music as well. To be a fan of music and to
live a life in music —I think that’s really important for every child.

The lesson I learned from my own childhood is that you can’t
predict what your kid is going to want or need. My parents—neither
played an instrument—were both math majors and expected me
to be on the math and science track. I was very advanced in math,
but that was not where my passions lay.  was lucky that they were
willing to sacrifice and help me follow my dream. They had no clue
that their kid would want to be a musician! They certainly didn’t
have their own ambition for me to be a violinist—it was more like
“Don’t youwant to put that thing down and go ride your bike?” “Do
you really need to go to all these rehearsals?” “Are you absolutely
sure?” The fact that my parents were surprised by who they got...
and well, I am still learning about who I got. I'm going to discover
who my daughter is at some point and
have to adjust my life accordingly. It will
be interesting!

Performing

Christine: Whatimpact doyou hopeyour
music has on your audience?

Rachel: I always hope thatIcan attract n T

the classical connoisseurs who come y
with a very knowledgeable perspective i % ‘*—“—"\\_Q.
as well as total novices—people who 5 3 _\Q\‘\\

might have been turned on to classical =
because of some of the outreach I do '
like playing Paganini on a rock radio
station or just having an interview in a
mainstream newspaper.

My goal is to perform with a level of
sophistication that engages the diehard
classical music fans and yet to also
play viscerally enough to connect with
someone whoisjustlistening to the pure
emotionsonagutlevel, eveniftheydon't
know the music’s history or structure.
To do both simultaneously is always my
goal, so that I can reach everybody in
the crowd.
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Rachel with her daughter Sylvia catching a ride with
Marilyn Kesler at the Blue Lake Suzuki Institute.

Music should be an emotional journey for everyone. I hope that
the connoisseur thinking, “I wonder how she’s going to interpret
this particular spot?” or “Isn't it interesting that over here there
is a countermelody that is inverted in the second recapitulation?”
will get so caught up in what he or she is feeling that they stop all
that thinking.

Meanwhile, hopefully the novice who may be thinking things
like, “What is going on? What'’s that wind instrument over there
called? Why is she doing that with her bow?” will also stop thinking
and start feeling.

That’s not to say that I don't want my interpretations to be very
intellectual. After all, I spend countless hours researching and
crafting my interpretations, but in the end, I want the study and
analysis to be at the service of the story I am telling—ultimately, it
is all about the story. But the stories can only be effective if they
are grounded in something real—which is where the study comes
in ahead of time.

The last thing I want anyone to think is, “Oh look, she played
that set of octaves in tune,” because I'm not just an athlete. I have
to be athletic for my art to be effective, but I'm not there to show
off my technique for its own sake—because that would be an
artistic failure.

Final Thoughts

Christine: Is there anything else you'd like to add?

Rachel: There are alot of different methods out there—there are
some important historic ones that we can still learn something
from, and there are various interesting contemporary ones.

There are teachers whom you might call pedagogical funda-
mentalists who think that there is
only one right way for every student,
but I don’t think that any method is
ever going to be absolutely perfect for
everyone. The best teachers find out
what works for them, and then might
even customize it further based on the
individual student. They have their
beliefs but can also be flexible.

I think that the Suzuki method has
so much to offer. The repertoire is
limited, so it’s important to supple-
ment, butI don’t think that’s a knock on
Suzuki. Some people say that, because
it’s mostly music from the Baroque and
Classical eras, something iswrongwith
it—absolutely not! These are some of the
greatest composers and some of the
melodies that were actually performed
by professionals in the nineteenth
century (in fancier concert versions).
I think it’s still very important to be
grounded in this repertoire. Also,
the fact that so many kids around the
world know these pieces and that it’s a
shared language is another motivation
for continuing to use the Suzuki books.



There isliterally not a single method that
has everything and doesn’t need to be
supplemented. Besides exploring music
from different countries and centuries, you
may also want to supplement regionally—
we live in Chicago, so I have my daughter
learning the 12-bar blues because that is our
indigenous music and she ought to know
it. If we lived in Virginia, I might be more
focused on Appalachian fiddling, and if we
lived in Texas, I might do some Mariachi,
etc. Then, of course, you need to add scales
and etudes, music by women compos-
ers and black composers, etc. And every
child should be encouraged to improvise
and write their own music from the very
beginning.

Most of us get guidance about morals and
ethics from more than one source: religious
texts, parents, teachers, and faith leaders.
Similarly, you don'’t get all of your informa-
tion about music from just your primary
method book—you get other ideas from
elsewhere too, and it doesn’t mean that
there is anything wrong with the book.

In our family, I think of the Suzuki
repertoire as the main course. With my
daughter, we're doing the appetizers—the
preparatory exercises, and the side dishes—
like Ode to Joy while learning Lightly Row
(it fits in so well and who wants to wait to
play Beethoven!), and then dessert... that
would be her 12-bar blues. It’s not a knock
on the main course if you also want to have
some appetizers, side dishes and desserts!

o°

To find out more about Rachel Barton Pine, visit www.
RachelBartonPine.com, and find her podcast “Violin Ad-
ventures” oniTunes. She also has available the Wohlfahrt
etude books with DVDs (so students can visually see the
bowings) and musical ideas marked on the page. You can
read more about her foundation to support young artists
at http://www.rbpf.org/.

Christine Goodner
is a Suzuki Violin,
Viola & Suzuki Early
Childhood Education
teacher in Hillsboro,
OR. She started Su-
zuki violin at the age
of three, has a 4 year
degreein Education &
has extensive teach-
er training through
the SAA. Christine
runs an active studio in Oregon and is currently
serving as the President of the Oregon Suzuki As-
sociation. You can read more of her writing on her
blog: www.SuzukiTriangle.com and she is also the
author of an upcoming book on the mindset of
successful Suzuki families.
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Teaching &, Learning

Repetition Revisited: How Recent Research on
Learning Might Inform Our Teaching Strategies

Thoughts on the Book Make It Stick: The Science of Successful Learning

It’s exciting when new research comes along to make us re-
examine some of our longstanding beliefs about how to teach.
Since many of us have been at it for years and have enjoyed seeing
our students flourish, it’s fair to say, “We must be doing something
right.” While that’s true, there may be aspects of our teaching that
canbe improved if we're willing to consider what current research
is telling us about how students learn best.

That’s the aim of a recent book titled Make It Stick: The Science
of Successful Learning by two distinguished Washington University
psychology professors and researchers, Henry L. Roediger IIland
Mark A. McDaniel, along with writer Peter Brown. It’s a study of
some of the major keys to learning, and many of those keys are
contrary to commonly-held beliefs. Right up front, the authors
assert that most of us hold outdated myths about how to acquire
knowledge and skills (which, of course, affects how we teach), and
those old ways are deeply engrained, making it hard to accept
new research. They're the first to admit that the results of some
of their studies may seem counterintuitive and difficult to accept.

To drill or not to drill?

Afeatured “common myth” discussed in Make it Stickis familiar
to most of us: Doing multiple repetitions (assuming they are
correct ones) is the best way to learn and retain a skill. Most of
us believe that repetitions have the power to “drill in” the skills
we're pursuing—and the more correct reps the better! Dr. Suzuki'’s
aphorism, “Knowledge is not a skill; knowledge plus 10,000 times
isaskill,” comes quickly to mind. My own childhood piano teacher
had a made-up verb for drilling a tough spot
in the score: “to oscar.” To this day I don’t
know where she got the term, but  knew what
it meant: “drill it!”

Scientists now tell us, though, that practice
consisting of multiple repetitions of a single
skill, called “massed practice,” is not the best
way to master it and make it stick. According
to the research, in the case of motor skill
practice, repetitive drill does not allow the
mind and body to learn from comparing one
action or motion to another. If we're doing just
one thing—for example playing the same scale
25 times in a row—during that time, we have
no other action to compare it to, and as it turns
out, that’s precisely what we need in order to
improve that skill. When we drill practice we
do show what the scientists call “momentary
strength,” but we do not gain “underlying
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Peter C. Brown

Henry L. Roediger 1t
Mark A, MeDanicl

By Katharine Austin

habit strength,” which is what we really need. Apparently, massed
practice is just a way to spin our wheels (or, to translate a French
phrase, “pedal in the sauerkraut”). Thus, in this example, it would
be better to mix up the practice by playing different scales, in dif-
ferent ways, while mixing in, say, arpeggios, chord progressions,
etc. In this way, we gain more motor skill from experiencing the
differences, similarities, and relationships among the exercises.
Though the authors of Make It Stick do not discuss musical
instrument practice specifically, I believe the experiments on mo-
tor skill practice are relevant—and the results are surprising! For
example, when students were given practice regimens with the goal
to learn how to throw a beanbag into a container three feet away,
those whose practice consisted only of throwing multiple times
into the three-feet-away container acquired less skill than those
who practiced throwing into containers placed at several different
distances—none of which was actually three feet away! Those latter
students did better because they had the advantage of practice that
compared one distance to another, which improved theirlearning
and gave them better precision when it came to the target distance.

Another of many examples addresses “interleaved” practice
(mixing up the skills practice) and is from baseball: when working
on batting, a player gains more skill if he practices hitting, say, 60
balls of several different types (for example, fastballs, curveballs
and changeups) thrown in random order, as opposed to 20 of
just one type, followed by 20 of the next, and 20 of the last type.
Better results were achieved when the batter “interleaved” his skill
practice, rather than drilled on one thing at a time.

We often assume that the batter (and our own students) should
keep working on one skill until it’s mastered (or greatly improved)
before moving on to the next, but the authors of
Make It Stick counter that assumption. Instead
they insist, “Research shows unequivocally that
mastery and long-term retention are much
better if you interleave practice than if you

mass it.”! Interleaving “improves your ability to

transfer learning from one situation and apply it
successfully to another... You develop a broader

understanding of the relationships between
different conditions and the movements re-
quired to succeed in them; you discern context
better and develop a more flexible movement
vocabulary—different movements for different
situations.”?

Though interleaved practice leads to greater
mastery, it’s a challenge to implement it. The
authors caution that doing interleaved practice
will sometimes feel more difficult and confus-
ing than just doing one thing over and over

Continued on p. 52
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Teaching &, Learning

Repitition, continued from p. 50

gain. Progress may seem slower, not faster. While drilling on a
single skill, it may seem to be working, and because that is so, we
may develop a false sense of accomplishment that only leads us
further down the wrong path. The benefits of mixed skill practice
are not readily apparent during the process, and in some cases it
may seem pointless to be moving on to a new (or different) skill
before mastering the previous skill.

Ibelieve teachers might partially solve these problems by bring-
ing focus to lessons and practice assignments using Suzuki’s
“single point” strategy in teaching repertoire. The “single point”
idea is an excellent one because the student works on that one
issue (wWhether it be dynamics, or balance, or steady tempo, or any
other aspect) in many different repertoire contexts. As the student
focuses on one issue in different pieces, he is experiencing vary-
ing conditions, and transferring learning (motor skills and other
aspects of learning) from one piece to another. With a focal point,
I think the student can avoid drilling, interleave the material he
practices, and still have a way of organizing the practice session.

What about repeated listening to
recordings of repertoire prior to learning
to play those pieces by ear?

Shouldn’t the recorded repertoire be played hundreds of times
for students before they start lessons?

While “music in the environment” is not specifically addressed
in Make It Stick, 1 conclude from reading the book that unless a
student is attentive and engaged with the music while the record-
ings are playing, mere “multiple exposures” to the repertoire
would not be an effective learning strategy.

Many interesting examples of the limitations and ineffectiveness
of “multiple exposure” learning are given in the book. As a little
self-quiz, the authors suggest you go online to one of several sites
that test your “penny memory.” Despite countless exposures to
pennies you, like most people, may fail to pick out the real penny
from a set of imposters. If we come to know one thing from cur-
rent research, it’s that the brain must be actively engaged with
the material, whatever it may be, in order to learn and retain it.

In teaching music, when we ask parents to play recordings for
beginning students, it is in the hope that the students will learn
to audiate (hear the music in their minds and keep it in memory
when it is not playing), so that eventually they will be able to play
the music by ear. To be sure, some of our young students will be
highly attuned to music in the environment, will grasp onto it
quickly, and might be able to hear the melodies in their minds
after only a few plays. At the other end of the spectrum, some
children may be more or less oblivious to the recorded music no
matter how many times it plays in the background.

Either way, to give all beginning students the best chance, and as
away to help them experience the music more fully, and from dif-
ferent angles, we (and parents) would do well to engage them with
activities such as humming, singing, clapping, dancing, marching,
guided listening activities and games, etc. Just aslearning one’s na-
tive language involves the child’s active attention and participation
in making sounds, followed by words, as well as ongoing interaction
with parents and others in expressing needs, wants and feelings
through sounds and words, likewise, active engagement would be
most effective during the first stages of learning music.

What about retaining repertoire in
memory? Doesn’t that require a lot of
ongoing repetition?

According to McDaniel and Roediger, in order for one to retain
somethinginlong-term memory, in this case a mastered repertoire
piece, one must review it in such a way that the review practices are
spaced further and further apart in time. These reviews are called
“retrievals” or “self-quizzes.” At first, one might play the newly-
polished piece once every day, then perhaps once or twice a week,
then once per month, and so on, each time re-studying any places
that had mistakes, were poorly executed, or contained memory slips.

Why space out the retrieval practices? Though this may be
contrary to what many of us have believed, the point is to let the
memory start to fade and allow the piece to get rusty. That willbe a
goodthing, according to the scientists. As one puts ever-increasing
time intervals between retrieval practices, it will take effort to
dredge the piece back up again. When the brain works hard to
retrieve something, the material goes deeper into long-term
memory, where eventually it will stick more
securely and permanently. On the other
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hand, if one does not space out the retrieval
practices, there is little or no effort involved
inretrieving the material, and the piece just
loops around in short-term memory, never
reaching the long-term storage areas of the
brain. So yes, we might eventually repeat a
piece many times, but not in close succes-
sion, and not when we know it will take zero
effort. Make the brain work for it!

All the above seems to be good news for
Suzuki teachers. Since we want our students’
repertoire to accumulate and stick in
long-term memory, the research gives us a
general guideline on how to help students
accomplish that. On the downsside, however,
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once again we are faced with the fact that learning takes effort.
Students may need encouragement and help to avoid frustration
when they do review their older repertoire. They will need us
to let them know it’s okay when they make mistakes in trying to
recall their rusty piece. By spacing their reviews, they have actually
strengthened their memory “muscles,” and they deserve praise
for having put in the effort (as long as they correct their mistakes).

In summary, the authors of Make It Stick give us unexpected
strategies for effective learning and much to ponder as to how
these strategies might be incorporated into our teaching. When
we revisit the concept of repetition through the authors’ eyes,
we conclude we should avoid repeating the same thing over and
over during skill practice (even if they are correct repetitions), but
instead, mix up the activities we do in any given practice session;
don’t expect “repeated exposures” to be an effective learning
strategy, instead engage with, pay close attention to, and approach
from different angles whatever needs to be learned; and when
memorizing music (or any material), retrieve the learned material
from memory at spaced intervals.

Despite the difficulties of learning, the tone of Make it Stick is
upbeat and encouraging. The authors, who are teachers them-
selves, care deeply about their students’ ability to learn and feel
badly, a s we do, when students perform poorly due to ineffective
study or practice strategies. I especially like the way they sum-
marize their thoughts, by asking students and teachers to embrace
the fact that learning is difficult. “You will experience setbacks.

Session | June 14-17 Piano Only
Session 2 June 18-21 Piano and Strings
Session 3 June 22-25 Strings Only

Teacher Training Courses available

These are signs of effort, not of failure. Effortful learning changes
your brain, making new connections, building mental models,
and increasing your capability,”? they write. As music teachers,
hopefully we can help our students experience the joy of making
music through the use of the most effective learning strategies.

Notes
1. Peter C. Brown, Henry L. Roediger Ill, Mark A. McDaniel, Make It Stick, The
Science of Successful Learning, (Cambridge, Massachusetts and London,

England: The Belknap Press of Harvard University Press, 2014),50
2. lbid., 51

3. 1bid., 201
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Balancing from the Center:

Clearing the Path to Fluid Left Hand Technique for Violinists and Violists

Introduction

eft hand balance, or the natural and efficient distribution of
eight among the fingers, is an important element of string play-
ing. It contributes to comfort, facility, and consistency of intonation.
It is also essential to proper form for extensions and double-stops,
which occur throughout the Suzuki violin and viola repertoire.
Ibecame interested in left hand balance several years ago in my
own lessons. I had a habit of squeezing the neck with my left
thumb, making it difficult to adjust the intonation of double-stops.
My teacher, Denise Lupien, taught me to redistribute weight
toward the second and third fingers, or center of the hand. This
took pressure off the first finger and allowed my thumb to relax,
freeing up my hand to make necessary intonation adjustments. I
was impressed by this change, and looked for ways to apply it in
my teaching.

Figure 1: Excess first finger weight. Note the compaction of the
space between first and second finger.

First Finger Weight
It is very common for violin and viola students to load the
majority of left hand weight onto the first finger. This compacts
the space between the first and second fingers [Figure 1], causing
avariety of problems, including:
1. Limited range of motion of all fingers
2. Squeezing of the thumb on the neck, in an effort to counterbal-
ance the excess weight of the first finger
3. Tight vibrato
Difficulty reaching up with the fourth finger
5. Difficulty extending the first finger up and down because it is
locked into one position

-

Underlying Causes

Why is left hand imbalance so common? Perhaps because as
violinists and violists, we are very oriented toward the first finger,
both physically and mentally. Beginners typically learn to place the
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fingers in consecutive order, “building” them starting with first
finger. Later, we identify positions based on the location of the
first finger, and use it as the primary guide finger when shifting.
While these are generally good habits, they may lead some players
to become overly reliant on the first finger.

Posture also plays a role. If a student is using a shoulder rest
properly, the weight of the head will fully, or almost fully, support
the violin. The body, head, and instrument will counterbalance
one another so that the left hand does not have to actively hold
the instrument in place. When there is an imbalance of any one
of these elements, the left arm and hand will feel the need to
compensate and create stability by gripping.

Another explanation for left-hand imbalance is offered by
Hungarian pedagogue Kat6 Havas in Stage Fright: Causes and Cures,
who suggests that an underlying fear of dropping the instrument
may contribute to left hand tension. This can be addressed by
rebalancing posture and with exercises such as dropping the
hand while practicing.

The Center Model

In the center model, the second and third fingers serve as
anchors, bearing part of the weight of the left hand and arm
[Figure 2]. They act as a core around which the first and fourth
fingers pivot. The first and fourth fingers have a lighter and more
flexible touch, so they can extend up and back when needed. This
distribution of weight:

1. Frees up space in the left hand
2. Eliminates the need for excess thumb counterpressure

Figure 2: Balancing from the center. Note that each finger has
access to its full range of motion.



Figure 3: Hanging exercise with a student.

3. Allows for varied widths of vibrato
4. Allows the fourth finger to reach up easily (and therefore play
more consistently in tune)

To get a feel for balancing from the center, rest your scroll on a
shelf at chin-level. Set your second and third fingers on the fin-
gerboard in first position and allow your arm to hang from the
fingerboard for a few seconds. Feel the weight of your left arm
in your fingertips. Then tap your first and fourth fingers lightly,
one at a time. Note the different pressures of the core versus the
“accessory” fingers. Now, try extending first and fourth finger back
and up without disturbing the shape of the center of the hand.
Do you notice a difference in terms of their ease of movement?
You can try this with a student by holding the scroll in place with
your hand [Figure 3].

It is interesting to note that the center model mirrors finger
function on the bow. A well-formed bow hold is based around a
core of second finger, third finger, and thumb. In general, the first
and fourth fingers are complementary to that center. They have
a more variable repertoire of pressures that enable different bow
strokes, and, in the case of the first finger, allow us to sustain tone
in the upper half. Pointing out symmetry between the hands may
help the center model click better for some students.

The center model is described in various ways in traditional
pedagogy textbooks. In Principles of Violin Playing and Teaching,
Ivan Galamian discusses the pitfalls of thumb clenching and the
importance of maintaining the octave frame in the left hand. He
offers an exercise for shifting balance away from the first finger,
in which the player sets the fingers consecutively in relation to
the fourth. See the exercise for maintaining the octave frame on
page 21 of Galamian.

Similarly in Basics, Simon Fisher presents exercises that he
classifies under “reaching back from the fourth finger” [Figure 4/.
He advocates widening at the base joints rather than compacting
the hand, and illustrates a hand position for thirds that is based on
the third finger (p. 102). Furthermore, he recommends setting the
third finger prior to the first, taking care not to disturb its shape.
Fisher also advocates different centers of balance based on hand
size: first or second finger for large hands, and second finger for
small hands. Indeed, the center model may be particularly useful
for younger students and those with smaller hands.
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p.100. (Used with permission.)

It is important to acknowledge that the center model respects
the design of the hand. It gives each finger, particularly first
and fourth, room to separate from its bottom (or metacarpal-
phalangeal) joint. Furthermore, the center model allows for more
freedom within the palm. As violinists and violists, we move our
fingers mostly from the bottom joints, but it is also important to
have a feeling of openness in the palm, where the finger bones
meet the wrist bones (at the carpo-metacarpal joints). This gives
each finger its full range of motion [Figure 5]

Many students are new to the idea that finger bones extend into
the palm, so it may be helpful to post a diagram of hand anatomy
in your studio, as recommended by Jennifer Johnson in What
Every Violinist Needs to Know About the Body (p. 4). It
can also be helpful to mark the metacarpal
joints in marker on students’ hands,
or tap either side of the metacarpal
joint as a student plays a simple pas-
sage. When students can envision the
location of these joints, they will have a
better understanding of why
releasing weight from the
firstfinger is advantageous.

Figure 5: Bones of the left hand in
Barbara Conable, What Every
Musician Needs to Know About
the Body: The Practical Application
of Body Mapping to Making Music.
(Used with permission.)

The Center Model in the Repertoire

Inthe Suzukiviolin repertoire, we first encounter an extension
in Book Two, with The Two Grenadiers by Robert Schumann
[Figure 6]. According to the center model, the third finger will
serve as an anchor throughout the first measure. It will maintain a
natural shape and contact the string on its inside corner. The first
finger, in contrast, will extend back and contact the string more
on its side [Figure 7a, 7b]. It will be lighter than the third finger.

v
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Figure 6: Opening of The Two Grenadiers in Suzuki Violin School Volume 2
Revised Edition, 19.

Continued on p. 56
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Balancing, continued from p. 53

Figure 7a and 7b: Balance of left hand for opening of Two
Grenadiers. Note how the third finger serves as an anchor while
first finger extends back.

In my teaching, I call third finger the “rock” and first finger the
“feather” to emphasize their different roles. I make sure students
understand that weight distribution is all relative: the second and
third fingers need only enough weight to press the string to the
fingerboard and produce clear tone. These fingers should anchor
the hand without squeezing.

It may be helpful to use the following D minor Tonalization as
apreview to Two Grenadiers. This exercise allows students to focus
their attention on left hand balance and tone production. Listen
for the ringing tone on D both times that it is played. Note that
if a student shifts weight to the F-natural, rather than keeping it
light, the intonation of the final D will usually be flat, as a result
of it being “pulled back” towards first finger.

If we fast-forward in the violin repertoire to Corelli’s La Folia
in Book Six, the same D and F-natural occur as a double-stop at
measures 85 and 161. Of course, the same hand configuration
and distribution of weight should apply here. The above D minor
Tonalization is applicable here, as well.

56 AMERICAN SUZUKIJOURNAL Fall, 2016

extend back
with light pressure
I~ - - > S
— - = X
- T _* _r

Figure 8: D minor Tonalization exercise.

A student with good left hand balance will be able to tune this
minor third in this measure by adjusting the first finger only (as-
sumingthe D is aringing tone to begin with). A student whose left
hand is off-balance will try to tune both notes of the double-stop
simultaneously. This is, of course, a poorly-conceived strategy. I
think that tuning a double-stop is a lot like searching for a friend
in the woods; it is best when one person searches while the other
stays put! Therefore, one finger should remain constant while
the other adjusts to it. Most of the time, one of the anchor fingers
will be the constant to which one of the accessory fingers adjusts.
Students can encourage the first finger to adjust independently of
the third by raising then lowering the upper pitch by a quartertone
(orin terms of pitch frequency, 50 “cents”). They can find their way
back to the original pitch each time by listening for the purity of
the interval.

listen for ring, extend back
i maintain shape f with light pressure
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Figure 9: Measure 161 from Corelli's La Folia in Shinichi Suzuki, Suzuki Violin
School Volume 6, 9.

. listen for Tartini tones

Figure 10: Double-stop tuning exercise for La Folia.

By Book Six, students should be able to recognize the difference
(or “Tartini”) tones that occur when the notes of a third or sixth
are played perfectly in tune, as well as the unique sonorities of
perfect fourths, fifths, and octaves.” They should be able to make
the adjustments that are needed to create perfectly-tuned intervals
by balancing from the center of the hand. Outside of the Suzuki
repertoire, Josaphine Trott’s two volumes of Melodious Double Stops
are excellent for reinforcing these skills.

* This can be trained by playing scales and Book One repertoire in

double-stops, first as duets with the teacher, then alone.



The above examples illustrate the hand position for one par-
ticular interval, D and F-natural, played melodically and
harmonically. The center model, however, can be applied
throughout violin Books Two and Three, especially in pieces like
Witches’ Dance by Paganini and Gavotte in G minor by |S Bach, as
well as in Concerto in G minor by Vivaldi in Book Five. If we are
careful about left-hand balance in this early repertoire, students
will have a clear path in front of them as they progress to more
advanced pieces.

Beginner Students

Books Two and Three are great places to start applying the center
model, butideally teachers should set students up with proper left
hand balance from the beginning. Some teachers may want to
explore a new order of finger placement in Twinkle, for example,
starting with second and third when building fingers.” Another
valid approach would be to teach a piece like French Folk Song,
which emphasizes the second and third fingers, before Song of
the Wind in Book One. Teachers can experiment and share their
own ideas about this with one another.

Balance Exercises

It can be very helpful to play two-octaves scales on the second
and third fingers only. These can be played in any key and they
help recalibrate the left hand toward the center. Two examples are
illustrated below [Figure 11].
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Figure 11: Two-octave scales on second and third finger in B-flat Major and
E minor.

Of course, these fingerings require advanced shifting skills. For
younger students who do not yet shift, the exercise on the fol-
lowing page may be more suitable. Parts I and II of this exercise
establish the centrality of second and third fingers through
isolation and repetition. Part III encourages the fourth finger to
balance off of the center through various four-note patterns. The
33 patterns shown utilize the second, third and fourth fingers at
least once each; other patterns are certainly possible.  have found
this exercise to be effective both for “remedial” students with left
hand balance issues, as well as for new students learning to set
fourth finger for the first time.

Summary
Many violin and viola students put excess weight on the first
finger. This limits the range of motion of the left hand and causes

avariety technical problems, including difficulty reaching fourth
finger. Balancing from the center, or second and third fingers,
corrects these issues and clears the path to more fluid left-hand
technique. The “center model” is alluded to in various violin peda-
gogy textbooks, and it applies to many pieces in the Suzuki violin
andviola literature, starting with The Two Grenadiers. In the first
measure of this piece, students can practice balancing on the third
finger while extending the first finger back. This principle applies
to extensions and double-stops in the later Suzuki repertoire and
more advanced supplemental repertoire. Students can recalibrate
left-hand balance through scales on second and third finger, and
through the Balance Etude provided. Teachers may also want to
experiment with teaching finger placement in a different order
at the Pre-Twinkle level, in order to encourage good balance early
on in students’ development.
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Instructions: play parts I and II, then
one pattern in part 11,
Always repeat parts I and II before

going on to another pattern in part 111

Balance Etude

Ellen Kogut

Part I Part II
ViOIin N T | - |- | - I_JI I_JI I_J I_J=I= iﬁl — | — — — — — — :
Q) — T— — T— T— — “— T— — T— T— — T— — — T—
Part I1I
H (il) 2 3 4 Eb)z 43 ©) 3 2 4 (‘d)s 3 4 (?) 3 4 2 (‘f) 3 4 3 (‘g)‘i 2 3
G e et eler e lieeef s M | o
‘Q—)" — | — : ; [ : — = : ;
(h)4 3 2 (i)24 i 3 (J) 4 3 4 I(k)4 4 3 (I) 2 2 4 1(m)1 34 (n)l 4 2
1 11 14 it o e 1 g2
\é_)v ! ! I |  — 1 — 1 - ! ! ! ! 1
(?) 2 3 (\p)s 2 4 .Sq)a 2 (I;) 2 2 (\S ) 4 2 (‘t) 4 2 (‘u)4 4 (V)
Gttt tue ﬂ e e
A3 I I — I —1 I I — I 1
Q) 1 ]
(W) (%) ) (2) (al) (b1)
O 4 > 3 4 2 3 3 4 5 3 4 4 2 5 3 4 3 2 2 4 32 3
AN I 1 lrlIl lI.[I ‘nl T[% | 1'1%
cl fl 1
0 (;_)1 2 4 4(dl)\ 4(61)‘ (4) 4 2 3 (‘% ) 4 3 2
& e e i m——
') ] ]

58 AMERICAN SUZUKI JOURNAL Fall, 2016

© Kogut 2015




Confessions of a Suzuki Mother

grew up in a Suzuki family, as did my husband, and we are now

both Suzuki teachers. I have absolutely no doubt of the benefits
and joys of becoming proficient at an instrument. [ understand the
value of discipline that comes along with the field of instrumental
study. I have experienced and seen the impact of the relationships
that are nurtured and developed through this field. I am also a
mother who deeply desires all of the wonderful things that come
along with learning an instrument for my
son. But I have a confession: I find myself
fearful to officially begin lessons with my
four year old boy.

Before sharing my fears in regards to
starting official violin lessons with my
son, I believe it is important to preface
them with the following. Often times
when I find myself hesitating or nervous
about what I am about to embark on—big
or small—there is a reason behind it.
That reason is linked to my confidence
and willingness to grow in any given
area. When I choose to wrestle through
challenges I am faced with, I find myself
examining my heart and discovering
what is really going on internally. Rather
than being held back by an attitude of
doubt, working through obstacles gives
me an opportunity to put that fear in my
rear view mirror, and what I end up withis
aricher understanding of myself and my
capacity to grow and develop.  have a deep
desire for my son to face life head on and
develop the confidence to try, regardless
of what might be holding him back. One
way I hope to model this is by taking my
fears about music lessons and turning them into challenges that
we can work together to overcome.

It will be a challenge for us to practice every day and figure
out how to practically fit a practice plan into our lives. In a day
and age when lots of families have two working parents, and a
plethora of scheduled activities are offered to children, I wonder
how Dr. Suzuki would navigate this culture. According to an
interview with Laurie MacKinnon (published therapist and psy-
chologist) and Bruce Perry (clinician and researcher in children’s
mental health and the neurosciences) published by the Australian
and New Zealand Journal of Family Therapy, “We know that to
change any neural network in the brain we need to provide some
form of patterned, repetitive activity. One of the fundamentals of
neural change is activity—or use-dependence. Any neural network
that is activated in a repetitive way will change.” This is a charge
for careful practice to be part of our family life, rather than being
considered an extra. What great evidence Dr. Perry has given us
to support Dr. Suzuki’s quote, “Practice only on the days you eat.”
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By Kirby Kay

Another quote by Dr. Suzuki that has further been supported
by recent evidence is “knowledge plus ten thousand times is skill.”
Daniel Coyle, author of The Little Book of Talent and The Talent Code,
discusses this idea when he writes, “Repetition is the single most
powerful lever we have to improve our skills, because it uses the
built-in mechanism for making the wires of our brains faster and
more accurate.”?> He presents the facts of a substance called myelin
in our brains that gets thicker the more
circuits fire in our brain. The thicker the
myelin, the faster and more accurate we
are able to execute a task; such as balanc-
ingbody posture, setting a finger, pulling
a bow stroke, or preparing the lungs or
embouchure.

Itwill be a challenge to stick with our
practice plan week after week. The re-
lationship that happens between parent,
child, and teacher is an intense one. On
a weekly basis, my son and I will be held
accountable for our assignments. I want
both my son and I to own our respon-
sibility in this triangle. While he and I
will work as a team, I want to maintain
his separate-ness from me. In order to
do this, I must model and carry out my
responsibilities wisely. I do not want to
disappoint my son’s teacher or my son
on weeks when practicing does not look
the way we want it to. This could look
different on any given day and I believe
the problem is two-fold.

Firstly, I have the most fantastic fami-
lies in my studio—some of whom practice
extremely regularly, and some for whom
this discipline is much more of a struggle. For the latter, I under-
stand this can be a rather complex situation. We are living in a
culture of over-scheduled children, and it takes intentionality to
maintain free time. Every family’s idea of discipline can look very
different in day-to-day life—and I find discipline to be one of the
hardest elements of lessons. While we can predict many elements
of our day, often things creep in that can alter the course of a
practice plan, regardless of the best intentions. Maybe there is a
big transition the child is working through, the family dog gets
fleas, there is an extra event at school, grandpa or grandma come
tovisit, or any number of everyday occurrences that must be dealt
with as they arise. What if, for instance, when practice time rolls
around, an incident from the child’s school erupts in the child’s
mind that leaves them with big feelings that they might need help
processing. Sometimes children are able to interpret and articulate
what they are feeling, and sometimes not. I hope I am a teacher
and practice parent who will prioritize the needs of the child in

Continued on p. 60
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Confessions, continued from p. 59

front of me while balancing standards of discipline and flexibility
and understanding.

Secondly, there is also the issue of what happens once practice
begins. My father is an orchestra conductor and taught me this
lesson overyears of talking about rehearsals. He would often plan
a certain amount of time for passages in a symphony he deemed
difficult, according to technical demands or previous experi-
ence. | remember him reflecting on how sometimes the things
he deemed harder breezed by in rehearsal and the easier things
took way more time than he originally anticipated. I hope that I
can be sensitive to the level of difficulty my son is experiencing
and not my idea of what I think should be easy or hard for him.

I'want to approach practicing as a time to teach my son how to
problem solve—not for us to always end up with a finished
product, rather to work together to learn how to work. In re-
membering that my son is an individual, Iwant his shortcomings
and my own shortcomings to be handled with grace and kind-
ness - and without judgement and labels. I already feel a great
responsibility to my son’s teacher each week and I hope he can
develop his own sense of responsibility to her that is long-lasting
and self-motivated.

It will be an ever-changing challenge and balance to match
my son’s ability with his new challenges. Mihaly Csikszent-
mihalyi, a Hungarian psychologist, named the concept of flow.
According to his book The Psychology of Optimal Performance,
flow occurs when a task is not too hard and not too easy.? It
is important for children to stay within optimal frustration to
create a positive learning environment and breed motivation. I
need to discover how to be an expert on what my son needs to
maintain motivation from week to week, month to month, and
year to year.

It will be a challenge for me to listen to the Suzuki CDs at least
once a day. [ have heard the music on the Suzuki CDs every year
of my life. Sometimes I cannot stand the monotony. I have quite
a variety of musical interests, but I have to work hard to help my
son internalize the music over a long period of time. Parents
often share this sentiment with me when I express my tendency
to become bored with the same music over and over again—but
it is completely worth every moment of internal strife to create a
no-fail environment for my son.

It will be a challenge for me to go the extra step to find and
create enrichment opportunities for my son—both in the time
it takes to plan and schedule these events and the extra cost
that goes into supporting them. There is no debating the value
of symphony concerts, alternative genre concerts, narrated stories
or movies with beautiful music, opportunities to talk with and
meet live artists who are performing and sharing today. I do
know, however, maintaining enrichment opportunities does take
intentionality and effort.

It will be a challenge for me to know how to support my son
as he becomes proficient at his instrument. [ have no plans for my
son to become a professional musician. I see an incredible amount
of character development possibilities through the journey that
lies ahead of us. I find it thrilling that the level of musicianship
in our country is so high there are not even jobs for all who are
interested.  know from experience and observation, however, that
children often enjoy most what they are good at. Children have
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Second and third generations of a Suzuki family enjoy the play-in at the
American Suzuki Institute, 2015.

a gift to trust what they know, feel, and experience, rather than
false praise—and for this reason I want my son to feel a true sense
of accomplishment and pride in his work with his instrument. This
will look different through different stages, and I hope to attune
myself to needs as they come.

It will be a challenge for me to sit and be with my son when
he inevitably faces great disappointments. Perhaps these dis-
appointments will come in little ways from week to week with
learning a new technique or finger pattern, or perhaps they will
come with facing the disappointment of not making it into an
orchestra he worked hard to audition for. I want to be able to be
with my son while his feelings are big or overwhelming and and
help him to process them. I want to help him either come up with
aplan for next time or reallylet his thoughts and feelings be heard.

Ibelieve one of my biggest challenges in developing character
in my son through music and beyond will be to maintain a posi-
tive relationship with my son. When my child has a feeling that is
important to him, I want to acknowledge his feeling, rather than
pushing past it in order to reach a desired outcome. I hope to find
the right times to say, “It’s fine for you to feel that way, but certain
things have to happen even though you feel that way.” I see great
power in perseverance and developing a strong work ethic that can
withstand extreme circumstances. I want to maintain a healthy
balance, however, of what I am asking and what my son’s emotional
needs.  must ask myself what I am really asking, what that means
tomy son, and how that affects our relationship and time together.

In a presentation given by Nancy Lokken at the 2016 Suzuki
Association of the Americas Conference titled, “Creating an Ef-
fective At Home Practice Plan,” a mother enrolled in the school
Nancy directs said, “My practicing with my children reflects the
temperature of our relationship.” I found this simple statement



extremely profound. As my son’s home practice
teacher, it is my job to create an environment
that fosters learning. Dr. Suzuki says, “Man
is son of his environment.” Without joy there
can be no learning, and that joy comes from us
working together in a respectful, efficient way.

Inanarticle titled “Toddler Play: Some Com-
ments on Its Functions in the Developmental
Process,” author Jan Drucker explains psy-
chologist Jean Piaget’s perspective: “He is not
interested so much in what the child thinks
about as in how he thinks.”* This is meaningful
to me as a parent because in order for me to respect and reach my
child, I have to take the time in mundane, everyday moments of
crazylife to understand the meaning behind what might be making
our tasks dissonant. Iwant to hold my son to a place of high integrity
and expectation, but never without consideration of his needs.

It will be a challenge for me to be flexible as a Suzuki parent.
Certainly not meaning to make excuses for any obstacles that
might come our way, Alice Joy Lewis said so beautifully in my
teacher training course, “Life is what happens when we make
other plans.” I want this principle to permeate my thinking and
allow for flexibility alongside my drive and desire for my son to
grow and progress.

I'tryto put all of these fears and challenges into words—because
I'have spent years of my adult life thinking about them in relation
tomyself, my students and now my son. I also believe most teachers
who decide to pursue the field of nurturing young minds and bod-
ies share at least some of my fears and hopes for their students as
well. Students who have won leadership positions in prestigious lo-
cal orchestras or their all-state orchestras, made it into competitive
camps, or who have gone on to hold professional musician positions
and careers, cannot hold these accomplishmentsin avacuum. They
become meaningful through the process of achieving something
of that caliber. Yet, somehow, as teachers, parents and students, we
are left with hurts that seem particularly excruciating—considering
the nature and intensity of our relational dynamics.

It will be a challenge for me to thoughtfully consider how I
am communicating with my son and his teacher. I will have to
continually evaluate what my intent is and what I am hoping to
say as well as evaluate what may have been interpreted. Misunder-
standing and miscommunication are quite acommon occurrence,
and have the potential to cause hurt—depending on the severity
of the disconnect.

I often see this when interacting with my son. For example, on
a day when I have plans to stop by a friend’s house for a play date,
he might say something to the effect of he doesn’'t want to visit
someone’s house, and I might hear him as being contrary. We can
find ourselves butting heads, rather than me stopping to wonder
why he doesn’t want to visit. Perhaps he could just have easily (or
not so easily) said he was scared of the dog that is in that house, but
his choice of words led me to misinterpret the deeper meaning of
what he was trying to communicate. This is a small example of a
day-to-day event, but imagine how intricate communication can
be with the parent of a student. Parents come to conversations
with their teacher with all of their hopes, dreams, fears, confusion,
clarity and own interpretation and set of ideas about their child.

When communicating, aiming for a reciprocal desire to work
together in creating shared outcomes isimportant. It is impossible

I hope that I can be
sensitive to the level
of difficulty my son

is experiencing and
not my idea of what |
think should be easy
or hard for him.

to always know why parents in our studios
respond positively or negatively, and dangerous
to assume their reasons. Often, misunder-
standings are based in wanting the best for
children and anxiety that arises from that
desire. I would argue, more often than not,
responses that seem hurtful or damaging to
a relationship are not personal and have little
to do with the person feeling the offense. It is
helpful to dig deeper, ask another clarifying
question, and pursue the heart of what is really
beingsaid. Sometimes these hurts can be from
cultural differences (global or familial), but most of the time I be-
lieve they are based in misunderstanding or missed expectations.
I'have firsthand experience with the vast and deep gratification
that comes with the transforming feeling of sitting in or leading a
section through the richness of a Brahms Symphony, the exhilara-
tion of a Beethoven fugue intimately dancing through a quartet,
the intricate writing and brilliance of Tchaikovsky Souvenier de
Florence or Mendelssohn Octet while managing one part that is so
delicately connected to others, the thrill of practicing sight-reading
and applying that skill through the beginning gigs, the art of
collaborating and soloing with orchestra, or having time with my
instrument alone in a room to experience my music for myself.
I have seen more of our world, grown and stretched myself and
developed relationships that have taught me how to truly value,
respect, and love others as a result of my time with my instru-
ment. For all of these many reasons and lots more, I know that it
is absolutely necessary to push through my fears and confidently
approach my challenges as a parent and teacher in order to provide
the best possible environment that I am able to provide. o’

Notes

1. Laurie MacKinnon, “The Neurosequential Model of Therapeutics: An
Interview with Bruce Perry,” The Australian and New Zealand Journal
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3. Mihaly Csikszentmihalyi, Flow: The Psychology of Optimal Experience
(New York: HarperCollins, 1990), 74.
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Kirby Kay grew up with music education as
an integral part of her family life. She gradu-
ated from the University of Illinois with her
Bachelor's of Music in Violin Performance in
2008 and found her true passion for teaching
upon graduation. She has pursued training
with such teachers as Doris Preucil, Alice Joy
Lewis, Carol Dallinger, Vera McCoy-Sulentic,
Nancy Jackson and Edmund Sprunger.

Kirby co-founded West County Strings (St. Louis) with her husband, Brad,
in 2013 where they enjoy a thriving Suzuki program for violin and viola, after
holding a position at the STL School of Music from 2008-2013. Her students
holdleadership positionsin the STL Youth Orchestra, and the Missouri All-State
Orchestra. Kirby especially enjoys her time on faculty at summer Suzuki
Institutes an Chamber Music Camps. She is a recurring featured soloist for
the Town and Country Symphony, St. Charles Symphony, Kankakee Valley
Symphony.
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Teaching &, Learning

88+ Ideas for Your Studio
(more than the keys on a piano)

very summer, at every institute, teachers from all instrument

backgrounds and experience levels have the opportunity to
gather at an SAA Focus Group meeting. At these vibrant, collabora-
tive meetings, current questions and ideas are discussed. The SAA
board and staff appreciate receiving the ideas and suggestions
from all who attend these summer focus meetings. You are sure to
find many of these ideas—whether new or recycled—both interest-
ing and helpful. By no means is this an exhaustive list of solutions
to these studio challenges, but we hope that you will feel supported
and inspired by seeing what is working in other teachers’ studios.

Plan now to attend an institute in 2017,
and be sure to lend your voice to the
discussions at the Institute Focus
Group meeting!

What are some challenges you find that are unique to

a Suzuki music studio, and what solutions seem to be
working well?

A. Strategies for ensuring Group Class attendance
& Explain to parents the development of ensemble skills in
group.

5 Give more parent education about children learning
from each other.

& Assign every parent a job.

J Schedule social mingling time.

Y Give incentives. Provide snacks.

‘5 Track attendance with a sign-in sheet.

Y puta parent in charge of attendance. Follow up with each
student who didn’t attend .

¥ Build into the program the expectation that group is
mandatory.

 Require pre-payment for groups.

4 Announce a few weeks before class the a list of pieces to
prepare for an upcoming concert.

& Assign specific homework to bring to group.

Y Go over everything that happened in group at the private
lesson, so they know it was important.

& Combine with another studio to increase numbers in
each age group.

5 Observe a teacher experienced in leading dynamic
classrooms to build your group teaching confidence.
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Y Create community when students are young to support
older group class attendance.

<y :
¥ Form same-instrument ensembles for younger students.

&4 Form cross-instrument chamber groups for older
students.

& Group students by age instead of by book level (adjust
time and level accordingly).

o Organize class field trips for older students.

‘¥ Reach outside the repertoire for exciting music for more
advanced students.

& Instill the sense in older students that it is their role to
come to class to “give back.”

B. Review

P

" Start with review in home practice and in lessons.

=

L Set expectation of review during lesson.

=

/" Establish a clear, specific, technical purpose of review.

L
) Clarify with parents and students that review is not
regression, but progress.

P
L Preview techniques in new pieces by reviewing the
techniques in old pieces.

57 Hold a fall Halloween concert for review.

& Host an “oldies” concert.

5 Choose review with cards, popsicle sticks, or dice.
T Involve kids in choosing their own pieces to review.
& Set a specific amount of time for review.

57 Put a review chart online.

P
5% Play a detective game: how do we make this review piece
better?

@ Pretend the student is the teacher—Have the student
explain the points of the piece.

& Challenge students to polish pieces 2, 3, or even 8 books
before their current piece.

& Choose a strong “dessert” piece to end the lesson with
strength and confidence.

C. Parent Education & Involvement

2 Start with lots of observation.
2 Encourage reading Nurtured by Love.

2 Communicate frequently.



LLLLLLLH

Feature parent information on studio website so that it
will is always be available.

Design a chart for parents to write on so they can follow a
format.

Create a “ready” list of specific skills that will help parents
understand when children are ready to move on.

Communicate frequently about being process driven not
goal driven.

Create a parent conference within studio to discuss issues
and solutions.

Encourage institute involvement.

Utilize SAA’s Parents as Partners Online.

. Creating a strong Pre-Twinkle start

Attend recitals, group class, and lessons to observe
students’ technique and the patterns of interaction
between teacher and student.

Build a culture of listening at home.

Give lots of parent communication before the start of
lessons to prepare for a gentle and slow beginning.

Encourage videoing of lesson to supplement note-taking
and to allow parents to be more present during the
lesson.

Suggest that parents learn from the beginning on a full-
size instrument.

Create posture games, and give parent a game list.

Capitalize on SAA website information about Suzuki
teaching.

Overlap lessons to encourage community and a sense of
pride to play in front of another student.

. Regular Practice

Create practice charts.

100 “wow’s” on one practice technique gets a prize.
Implement recognition of practice accomplishments.
Sponsor a whole studio 100-day challenge.
Emphasize daily deliberate practice.

Add paper to a practice chain each day of practice.

Check in daily with teacher by text, email, etc. (helpful for
independent teens).

Include a lesson on how to practice for parent and
student.

Together create a practice contract/understanding/goal
setting at the start of the year.

F. Listening:
¢ Hold a 30-day listening party.
$ Attach listening to a daily activity or habit.

¢ Talk with older students about the “why” and the
possibilities that can come from listening.

¢¢ Ask families to create a culture of classical music.

¢ Give recommended listening lists to explore repertoire
beyond Suzuki when ready.

¢ Emphasize that listening also has benefits for adults.

§ Check for internalization of music by asking students to
clap and sing a piece before they play it.

‘What is your studio doing to bring Suzuki education
to a higher level of recognition and understanding
within your community?

& Participating in cross-discipline festivals

& Being involved with other music associations

& Starting programs in schools, locally and internationally
& Hosting a Suzuki education class

& Traveling and performing internationally in concert halls

& Showcasing younger children in public concerts to
increase awareness of the benefits of starting early

& Promoting participation in school orchestras
& Wearing institute t-shirts

& Encouraging solos at public performances to show that
the individual is just as strong as the whole group

@ Publishing stories and events in local paper

& Holding local Suzuki concerts on Suzuki birthday week

Within your community, what aspects of Suzuki
education are recognized and understood when you
or your students appear in public?

<2 Good posture

<% Clear intonation

<% Beautiful tone

< Ensemble skills

&% Stage presence

<2 Memorization

<% Concentration

<% Young age of students
<% Deportment

<% Parent presence
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Latin Amevica

4th International Vive la Musica Suzuki Festival

The Power of Music Education

W'hen I'started organizing the 4th International Vive la Musica
Suzuki Festival I thought about one thing: In Mexico there is
agreat necessity for a better quality of education with more oppor-
tunities for more people, especially regarding musical education,
where there is so much to be done.

It seems quite obvious to me that an education of a better quality
is a direct consequence of well-prepared and trained teachers.
It is us who can plant the seed of excellence in the students with
love and respect, taking into account their individual needs. Every
child can learn to play a musical instrument and everyone should
have the right to enjoy the ample benefits of high quality music
education. I'm convinced that adding together the work and effort
of all of us, we will expand our scope and reach more states of the
Mexican Republic and more and more children, thus promoting
a significant change in education in our country.

Following that compass, we set out to create the best possible
conditions for teacher training in different instruments, putting
special emphasis in the selection of some of the most internation-
ally-renowned Suzuki teacher trainers, aiming for a high-level
learning experience in the art of teaching. In addition to the eleven
Suzuki training courses, there was a Kodaly training course, an
excellent complement to the trainees’ education.

For music students we provided a space for growth and
motivation where everyone learned and enjoyed a rich musical
and social experience, with the special feeling of being part of this
community. Some orchestras and musical ensembles, as well as

By Leslie Mizrahi

piano students coming from different Suzuki schools and studios
throughout the country, had the chance to play and inspire us all
with beautiful music in concerts and recitals.

The festival took place from April 27 to May 8, 2016, at the Uni-
versidad Panamericana, campus Santa Fe, and the Novotel hotel
of Mexico City Santa Fe, located next to the university. A special
closing event was held at the Santa Fe’s JW Marriot, only a few steps
from Novotel.

A massive attendance exceeded our expectations—l105 teachers
coming from Brazil, Paraguay, Guatemala, and at least twelve states
of the Mexican Republic took the training in a variety of courses,
some of them as beginners and others moving ahead to new levels
of training. We had also 250 music students, with ages ranging from
three months to 18 years old, who came from different cities in the
country to take individual masterclasses in various instruments as
well as Kodaly and choir practice; the younger children participated
in group lessons in the Suzuki Early Childhood Education courses.

The faculty was integrated by a fantastic group of trainers who
motivated us with their knowledge and great enthusiasm. I'm so
grateful to all of them for putting aside their busy schedules to
come to Mexico and for constantly supporting the Mexican Suzuki
Association programs. Caroline Fraser (Peru), Suzuki Philosophy,
Piano Books One and Four; Nancy Lokken (US), Violin Book Two;
MaryLou Roberts (US), Guitar Book Two; Carey Cheney (US), Cello
Book One; Kelly Williamson (Canada), Flute Book One; Flor Canelo

Continued on p. 66

Festival Faculty
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Latin Amevrica

Vive la Musica, continued from p. 64

N i b

Suzuki-Ollin guitars, directed by Joaquin Olivares and Victor Gardoqui

(Peru), Piano Book Three; Maria Luisa
Labarthe (Peru), Suzuki Early Childhood
Education levels One and Two; Lydia Mills
(Chile), Kodaly Level One; Ernesto Garcia
“Tato” Velasco (Mexico), choir for all par-
ticipants; Lidia Blanco (Costa Rica), Gabriel
Pliego (Mexico), and Laura Jauregui (US
and Mexico), violin masterclasses; Naomi
Kusano (US), piano master classes.

Artists, teachers, and students filled the
festival with music at every moment. The
Mexican Suzuki Voice teacher Eugenia
Ramirez offered a beautiful recital as part
of the inauguration event and welcome
cocktail. I congratulate and thank her,
as well as the orchestras and ensembles
that performed during the 12 days of the
festival, such as Ensamble de guitarras
Suzuki-Ollin of Mexico City, directed by
Joaquin Olivares and Victor Gardoqui;
Orquesta Moderna del Instituto Dante,
from Cordoba, Veracruz, and its musical
director Dante Santos; Orquesta del Centro
de Iniciacion Musical Ahuehuetes and their

-

Welcoming Nancy Lokken

directors Aimé Mendoza and Elias Flores;
the piano and violin soloists from Instituto
Suzuki Vive la Musica and their teachers,
Carlos Ramirez and Leslie Mizrahi. A very
special thanks to Pamela Bonilla for the
piano accompaniments.

More than 60 piano students played on
the general recital that was held the last
morning of the Festival. The Instituto Vive
la Musica presented two pianists, ten-year-
old Maria Hanneman, who played a piece
from Book Six, and three-year-old Isabel
Itzkowich, playing a Twinkle, Twinkle,
Little Star variation, representing with both
performances the path of the Suzuki piano
student, from the first steps to an advanced
level. Both girls took masterclasses with
Caroline Fraser and proudly played the
grand concert piano at the closing event.

A testament to the reach of musical
education through the socioeconomic
spectrum was the presentation of twowon-
derful orchestras: the Orquesta Cedros-UP,
conducted by Gabriel Pliego, and the
Orquesta Mabela, a guest
orchestra from a very poor
area of the city, which of-
fered abeautiful and moving
performance under the ba-
ton of Venezuelan conductor
Luis Ibarra.

The whole event closed
with a touching expres-
sion of integration and
universality through music
as a great choir, formed
by all the music students
who participated in the
festival and conducted by
the choir teacher Ernesto
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“Tato” Garcia, sang together five beautiful
pieces they learned during the four days
of children’s courses, including the song
“Wishing” by Shinichi Suzuki and a song
from the film The Choir Singers (Les Cho-
ristes). It was a breathtaking performance
that brought an audience of 600 people
to tears.

I wish to thank our sponsors for their
generous support, which allowed us to
grant partial scholarships to many teachers
and students, aswell as free meals for many
participants, especially those who made a
great effort to come from other countries
and other Mexican cities.

One of our greatest satisfactions was to
be able to grant full scholarships to three
teachers coming from Guatemala, where
they offer a music education program to
a very poor community of their country,
walking two hours from their homes
every day to teach music to 200 children.
The experience became a lovely cultural
exchange when the teachers presented me
with a fine handmade table cloth, crafted
by them. A gift and amoment that made me
remember in a special way the very essence
of our festival.

So many miracles occurred as many
hands came together to help and contribute
in different ways, startingwith the amazing
staff: Diamari, Edgar, Doris, and Elias, who
joined Gladys and me as volunteers, giving
their time with passion. Vive la Musica’s
families and friends also lent their time and
talents for the organization and production
of the event: Claudia Hanneman and her ad
firm was in charge of design and marketing;
translators Karla Keren, Emil Russ, Itzia
Mora and Mariana Braun rendered their
services with no charge. José Raygadas pro-
vided 13 new pianos for our use, including
the concert piano for the recitals and the
closing event. Parents also helped in every
way they could—the Itzkowich family, Sylvie
Troillet, and Alejandra Robles—I cannot
thank them enough.

I'm deeply grateful to the Universidad
Panamericana, forlending us their facilities
so generously. It was a privilege for all of us
to have such an extraordinary main venue.
Many thanks to Gabriel Pliego and Caroline
Fraser for their wonderful words of praise
and encouragement, for the support and
teachings. Also to the SAA for their excep-
tional support to bring some of the teacher

Continued on p. 71



In Memriam

Suzuki Serendipity”

A Memorial Tribute to Miss Sheila Keats

By Caroline S. Clauss-Ehlers and Linda Kahn, with Alexander Yudkovsky

O n February12, 2016, we interviewed Miss Sheila Keats, pianist
and cofounder of The School for Strings, about her life in
music—Suzuki style. Because Miss Keats was known as aluminary
in the field who dedicated her life to a love of music, children, and
beautiful performances, we wanted to ensure that future genera-
tions would learn from her experiences. Talking with Miss Keats in
her apartment that Friday afternoon, we had no way of knowing
how critical it was to have the conversation. On March 8, just 25
days later, Miss Keats passed. This article is a tribute to her life in
music. We are grateful to be able to preserve her legacy in this way.
Six key themes emerged from our interview with Miss Keats:
her lifelong commitment to music and music education, Suzuki
style; her innovative idea for maintaining a cultural appreciation
of classical music; her strong advocacy for
children; her focus on parent involvement
through the Suzuki method; her perspective
on music as a way to promote independent
thinking and thinkers; and her encourage-
ment of allowing for mistakes and choices.

A lifelong commitment to music and music
education, Suzukistyle. Miss Keats took us back
to her early life in music and the serendipitous
events that influenced her career. “Getting involved in music
education was very simple. Teaching is what young pianists do
who are not aspiring to a career as one of the top touring soloists.
Istarted teaching not long after I graduated from Juilliard. I had
a few private students. I also had a job at Juilliard, so that paid
the rent, but I kept my hand in performance and music making
by doing some teaching. It’s what all young pianists did and still
do. So, again, there was nothing particularly unusual about that.”

True to Miss Keats, this was only the beginning of her story—the
Suzuki part was yet to come. “Now, how I became involved in the
Suzuki method is something else again. And that was serendipity.
Ttold you that I'was a friend of [violinist] Louise Behrend for many
years before she got involved in the Suzuki affair. I went about my
business and she went about hers, but we exchanged gossip about
what each of us was doing and we accompanied each other to the
other one’s interests. So when Suzuki came to this country with a
group of children who performed at a convention, I think it was
the Music Teachers National Association in Philadelphia, Juilliard
invited him to come and do a presentation there as long as he was
so close. I went with her to listen to the presentation. When it was
all over (and these little children were really something special) .
.. when it was all over she looked at me and she said, “You know,
I'm a pretty good teacher of children, but this man is doing a much

Title suggested by Miss Keats

She had a vision for
her students—that they

could spend their time
committing to something
larger than themselves.

better job. I want to find
out more about it.” That was
in1964.”

Miss Keats shared how Miss
Behrend, founder/director of The
School for Strings, was influenced
by Suzuki and sought more information
about his method and approach. “The next summer she did a Far
Eastern tour that I helped arrange. She had been invited to play
with the Manila Symphony and her tour ended with a two week
stint in Japan that was arranged by an ex-student of hers who was
a teaching nun.” Near the end of this tour, Miss Behrend spent a
week or two observing Dr. Suzuki teach. “She watched lessons all
day long and at the end of the day they had a
discussion. Why was he doing this? How did he
arrive at that conclusion? They talked about it
in detail.” Miss Behrend started to experiment
with his method of instruction upon her re-
turn to the US, calling it the Suzuki program.
The program grew and by the second year,
there were requests from 50 families.

The serendipitous nature of Miss Keats’
involvement in adapting the Suzuki approach
for US students showed us how sometimes life can just happen,
pointing us in a direction that we are meant to follow, even
if it wasn't a path previously recognized. At the time, she was
supplementing her teaching income as a freelance book editor. “I
went away with [Miss Behrend] for two summers, and the second
summer was the one before [the Suzuki program’s] second year.
That was the summer I lost my best freelance client. It was not
only the best client but it was the best paying. There I was in the
kitchen with 15 children and wondering, ‘What am I going to do
next year?’ When I told Louise about it she said, “You know, we
need somebody to help run this program. We can’t teach and run
it. We don’t have time. Would you like to run the program for us?’
So I'said, ‘Sure.” That’s how I got involved, which had nothing to
do with saving the world, a great deal to do with giving me a little
bit of income. So as I say, it was serendipity. I lost a client at just
the time she needed somebody. And then, of course, I got more
and more involved.”

Aninnovative ideafor maintaining a cultural appreciation of classical
music. Miss Keats” participation in what turned into The School
for Strings grew into a lifetime commitment to honor music
and make it accessible. She had a vision for her students—that
they could spend their time committing to something larger

Continued on p. 68
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Keats, continued from p. 65

than themselves. Miss Keats also had a
vision for society—that people could be
thoughtful consumers of what they hear
aiming to listen to quality sounds rather
than settle for those presented. She even
envisioned a campaign: Equal Time for
Beethoven. “... Every place you go you hear
music, including on the telephone where
they play music endlessly while you're on
hold, and it’s usually garbage. My idea is
that you substitute some classical music
for what they're currently playing in the
grocery store, in the bank. I don’'t know
about department stores. I haven’'t been
in one recently. The listener is trapped.
He doesn’t know any better and he doesn’t
choose it, so he'll listen to anything they
give him. That’s why I say Equal Time for
Beethoven—but so far nobody has picked
itup.”

A strong advocate for children. Miss Keats’
plans for her students extended far beyond
their piano instruction. “The teacher who
is a maverick, like me, is thinking about
what happens in the future. In other
words, I'm starting at the end. So where
doThope tobring these children and what
do I hope they're going to do once they've
graduated The School for Strings, once
they’'ve gone off to college, once they've
gotten involved in real life?”

A focus on parent involvement through the
Suzuki method. One of the keys to Suzuki
success is parent involve-
ment, though as Miss Keats
explained, parent involve-
ment typically meant
something very different
in Japan than in the US.
“The mother of the family
is totally responsible for
her child’s education, and
she takes this very seri-
ously. If her child is sick
she will go to school and
sit at his desk and she’ll
take notes on everything
that’s being taught that
day. She goes home and
she tutors the child until
he’s well enough to go to
school again so that he
never gets behind. So the
idea of the mother being
involved in the child’s

Without thinking through
why we do what we
do—and just following
instructions—we can
find ourselves making
careless choices about

leadership. If you have
a whole country that
just follows what it’s told
to do that’s dangerous.
A whole country starts
with individual people.

music education was perfectly normal to
these Japanese mothers.” By contrast, “In
this country, traditionally parents have
figured the teacher is supposed to teach
the children. The mother mothers them
and the teacher teaches them.”

Earlyon, Miss Behrend realized that her
students’ mothers (as the parent partners
were all mothers at the time) felt intimi-
dated by the prospect of being the home
teacher. She started a parent class to sup-
port parents in this endeavor. The parent
class ran the entire first year of the child’s
instruction and encouraged parents to
learn the basics of their child’s chosen in-
strument. “One after another, the mothers
began coming into the office looking for
[Miss Behrend] to thank her. They said to
her, ‘We signed up because we thought this
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Sheila with her student, Emma Huang.
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would be so good for our children, but we
were scared because we don’'t know how
to play the violin. We didn’t know how we
were going to manage!””

Beyond providing basic competency, the
class enabled parents to empathize with
their children’s struggles and through that
empathy, develop patience and compas-
sion. “We still don’t turn you out loose and
say, ‘Okay folks, now you know all about it.
Goahead and teach your child!” But at least
we give you some idea of what we want the
child to do and we give you some idea of
how the child feels by asking you to play
the way he’s playing.” The parent class was
an integral part of The School for Strings
piano program from its inception, and
until her death, Miss Keats was its exclusive
instructor, in later years hosting it in her
plant-filled apartment.

A view of music as a way to promote
independent thinking and thinkers. Despite
Miss Keats’ emphasis on parental involve-
ment in their children’s music education,
a primary goal was to cultivate children’s
independence—both as musicians and as
citizens of the world. “It can be difficult
with some children who are very depen-
dent and who don’t want to be weaned,
who don't want to be left on their own,” she
explained, “but they still have to be guided,
because otherwise they're in trouble. . . If
you take it even further, the world could
be in trouble. Without thinking through
why we do what we do—and just follow-
ing instructions—we can find ourselves
making careless choices
about leadership. If you
have a whole country that
just follows what it’s told
to do that’s dangerous. A
whole country starts with
individual people.”

Miss Keats’ own fierce
sense of independence
stemmed from her child-
hood in Binghamton,
New York. “My mother
was convinced that all
children should be inde-
pendent and able to take
care of themselves by the
age of four. . . My father
never answered a factual
question. If you asked him
how he was, he would tell
you. But if I said to him,
‘What time isit?” he taught



Louise Behrend, Sheila Keats, Constance Starr

me how to read a clock. Every question
was answered by either, ‘Let’slook it up, or
‘Let’s tryit,’ or ‘Let’s figure it out.”

Miss Keats cultivated her students’ self-
sufficiency the same way. “I give them
reasons why we're doing things... Asimple
example on the piano is that when they
play the thumb, they have a tendency to go
down onit. SoIexplain to them that when
you're going very fast, if you take the time
to go down and then back up you've added
two motions that are interrupting the flow
of the passage and you won't be able to play
asfastasyouwant to. I don’tjust tell them,
‘Don’t go down on the thumb.’ I give them
reasons because I'm hoping the children
are going to start applying what I've told
them to do and going farther than that by

Caroline Clauss-
Ehlers (CC) is
a parent at the
School for Strings
whose 11 and 13
year old daughters
play cello and pia-
no, respectively.
Her 8 month old
son's future in-
strument remains
undecided at the
moment.

themselves in their own thinking... I'm
trying to prepare them for the day when
they don’t have a teacher and they want to
learn a new piece. They should have some
equipment for understanding how tolearn
it and for digginginto the piece to find out
what is it saying.”

Courage to allow for mistakes and choices.
An astute observer of human nature, Miss
Keats noted many parents’ ambivalence
toward their children’s growing indepen-
dence and their natural urge to shield their
children from misadventure. “You have to
be brave enough to let the kid go his own
way, even if you think it’s wrong. Let him
make his own mistakes. He'll learn. He'll
find out. But it does take courage. There are

Linda Kahn lives
with her husband
and children in New
York City. Her two
daughters play
violin and piano,and
her son is a lapsed
cellist.

alot of parents who don’'t have the courage
to let the child be himself.” Nevertheless,
she encouraged parents to loosen their
grip. “It seems to me that a good parent is
training his child or her child to think in-
dependently and not to keep coming home
to mother. If your 35-year-old child is
bringing laundry home to you still, there’s
something wrong with both of you, and if
I'were you Il wouldn’t take the laundry. I'd
tell the kid to take it down the block.” As in
agood children’s book that can be read on
two levels, there was as much wisdom to
be gained from Miss Keats’ piano lessons
by the parent as by the child.

‘What Miss Keats modestly described as
“Suzuki serendipity” led her on a path of
making quality music education accessible
to children and families for more than
five decades. Just as she instructed her
students, Miss Keats’ own life epitomized
acommitment to taking risks to persevere.
Herwords and example encouraged young
people to make mistakes and learn from
them, intrinsically understanding that
the lessons learned promote confidence
and independence.

We remembered Miss Keats talking
about how to practice at one of our own
parent classes. She said how someone
might practice the wrong notes, finger-
ings, or rhythm all week. The person has
practiced—but they have learned the piece
incorrectly. Now the person has to go back
and practice again, to unlearn the mistakes
made and relearn the correct way to play
the piece. Miss Keats remains a role model
for all of us, as she truly lived a life com-
mitted to good practice. L 2

Alexander
Yudkovsky
(sasha) per-
formed exten-
sively as soloist
and chamber mu-
sician throughout
the United States
and Europe. Since
1994, he has been
serving as the
executive director
of The School for
Strings in New
York City.
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In Memriam

In Memoriam: Sara Benites

Sara Benites was born in Trujillo, Peru, on June 30, 1949. She
died on September 7, 2016. Sara earned degrees from universities
in Trujillo, Peru, and Santiago, Chile. In March 1989, she arrived
in Chile and began her work with the Suzuki method at Chilean
Eagles and Santiago College, where she worked for more than 27
years.

She was a founder of Los Ninos Violinista del Peru (The Violin
Children of Peru). She was one of the founders of the Suzuki
Association of Chile, training hundreds of students with Suzuki
method. She has been a guest teacher in Argentina, México, USA
and Brazil.

Sara Benites, defines her studio, Escuela de Musica Shinichi
Suzuki: “Twenty-two years ago I began a school that for itself has
been defined as a school where children began developing their
talents without knowing that they had that gift. Years have passed,
I've seen many children grow with their violin under their arm,
happy, confident, secure, and with self-esteem that with no doubt
has helped them a lot on their life path.”

Remembrances

Ilived in Lima, Peru, from 1982-1984. During that time, Caroline
Fraser and I introduced the Suzuki method to Peru. After a few
months, I started a weekly pedagogy class for six interested music
teachers. Two teachers from Trujillo had heard about the Suzuki
method and traveled by bus overnight for eight hours to attend
the Friday class in Lima, returning that night to teach in Trujillo on
Saturday! We covered six violin units in those two years, and those
six teachers became active leaders in their countries. In January of
1983, we had the first Suzuki Festival in Peru, first in Trujillo and
then the following week in Lima. When I moved to Santiago, Chile
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in 1986, Sara was looking for another job, and I suggested she apply
for a position at Santiago College, a private Pre-K-12 grade school
in Santiago. She won the position and taught there until she passed
away. I will always remember Sara’s winning smile and positive,
enthusiastic teaching style. Iheard many of her students at Festivals
and they were always so well prepared and loved their teacher and
their music.

-Marilyn O’Boyle

Sarita,

How to say goodbye... How to accept your departure...

Remembering all of our Suzuki adventures, everything we lived
through together back in the nineties. I remember when we stayed
up all night working to develop the International Suzuki Festivals.

I feel so sad. We always had the idea of visiting each another, but
then the work that we deeply love left us little space or time, and
we shared this centimeter by centimeter with our little ones.

Oh Sarita, I always, always admired you for your humanity,
always so cheerful, so friendly, with a sublime wisdom;, a master.
Ithink so far  have not met anyone like that, always so optimistic,
and with a very special sense of humor.

Our dress rehearsals with students, with your tempo indications,
were almost a spiritual experience for me, your piano accompanist.
There were so many conversations and opportunities to work with
you because of the Suzuki Association of Chile. You were a fun-
damental part of the development of the Suzuki method in Chile.

We will miss you. Farewell dear friend.

-Blancamaria Montecinos
o
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Vive la Musica, continued from p. 66

trainers and for being always available to
advise and guide us in the best possible way.
To conclude, I want to share one of my
favorite memories of the festival. One
day, 70 teachers were invited to eat lunch
together. Suddenly, a flute player started
to play and everyone clapped and cheered.
The next day the guitarists brought their
instruments and also played, and from
then on, our meals turned into unforget-
table spontaneous reunions with music,
laughter, and a sense of community.
Altogether the 4th International Vive la
Musica Suzuki Festival was a powerful ex-
perience, full of emotion, fun and learning,
abeautiful opportunity to give and receive,
to keep growing and mutually enriching
our lives. This way we want our teachers
to have more and better professional and
emotional tools to offer their students a
musical education of the best quality, based
onrespect and love, guiding them through
the path of becoming better human beings
through music. o
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SAA: NEARLY 50 YEARS OF ACCUMULATED
SUZUKI EDUCATIONAL KNOWLEDGE

Your membership in the Suzuki Association of the Americas opens up a familiar
wealth of information and resources such as...

American Suzuki Journal and its online archives % Membership Directory online and in print X Historical and current issues of monthly
e-newsletter ShortScore % Teacher Development Unit courses ¥ Institutes ¥ Weekend workshops ¥ Conferences ¥ Retreats

...but did you know it also:

Provides current, unique, and dynamic opportunities for personal involvement,

Participate in surveys and polls JHold leadership positions in the organization o Obtain membership in Chapter Affiliate organizations d
Present sessions at conferences, retreats and SAA’s online educational events J Submit articles to the American Suzuki Journal J Earn
Certificates of Achievement & Enroll in Teacher Location Service online  Obtain official record of individual training and achievement d
Utilize Instrument Insurance programs o Engage in SAA online discussion forums

Supp()rts the expansion and growth of ongoing programs,

Teacher Development Scholarship program d Expansion of training in Latin American

countries d SAA web-based resources for teachers, parents, and the public d The

International Suzuki Association and its essential responsibilities o SAA website general

discussion forums & Endorsement and support for institutes and chapters o Teacher course
registration system & Ongoing leadership training for Teacher Trainers, the Board,
Chapter officers, Conference Team, Institute and program leaders

Enables progress in designing and bringing new and
evolving initiatives to life,

2 *?3% : Continuing Development of Suzuki Early Childhood Education and Suzuki in

HLAS the Schools, Voice, Organ, and other newer instrument areas d Development
of Suzuki Trumpet J Committee support for further development of

materials and resources in all instrument areas ¢ Parent education programs

N JA mentoring program for teachers and parents d Expansion of the body of knowledge

> about reaching special needs students J Exploration of use of technology in teaching
and learning d Bringing universal recognition to Suzuki education using the ever-growing
variety of communication tools

And creates community.

As a member, you are affiliated with the International Suzuki Association, the
organization entrusted with the protection of the Suzukiname and trademarks.
Together, we further the ongoing, worldwide growth of Suzuki ideals. Through
the Suzuki community—a concept Dr. Suzuki endorsed—we are inspired
and nurtured.

Your individual talents strengthen the
Suzuki community. You are vital to the
SAA’s success!
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