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Our Mission

The Suzuki Association of the Americas aspires to improve
the quality of life in the Americas through Suzuki education.
We seek to create a learning community which embraces
excellence and nurtures the human spirit.
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n looking back at my carcer as a
Suzuki teacher. 1 am struck by the
fact that T have experienced many

different teaching situations that have

helped me to grow as a person in was 1

could never have imagined. Atfirst ran

my own program in Corning. NY, which
had been originally started by Lorraine

Fink. I made my own rules, kept track of

the finances as those who run their own

programs need 1o do. Itwas there also that

I met my late husband, David. After that

I moved to Birmingham. AL, for a year

(o play in the Birmingham Symphony

I ught in the Symphony Community

Music School as a very part-time teacher

with 1o ties and very litde involvement

with the administration. After that, T

worked at Ithaca Talent Education and at

the same time, David and 1 ran our own

NY. Then | taught

for a year at The Cleveland Institute of

school in Corning

Music. Currently T teach at the University
of Hartford's Hartt School of Music,
Theater and Dance. The combination
of all these eclectic simations created
monumental opportunities for learming
how to adapt from an environment
hly 40 students and their

involving rot
parents, 1o the present day which involves
decision-making that may affect, give or
Lake, 2,500 students and their parents
What was interesting was that 1 had 10
become much more flexible, while at
(he same time adhering o and enforcing
much more structure

Most people probably do not realize
that 1 have been teaching ar The Harn

School now for 22 years. My hoss at Hartg

for 18 of the 22 years was an extremely
wise and global thinker, He raised the
level of the Harte Conmmunity Division
1o portray excellence atall levels, habies
through adulis. For the first five years o
50, he was extremely rustrated with the

way David and 1 thought about things

Coming from our own program where
we decided all the rules. and from
ITE where we were consulied all along
but still towards the single purpose
of Suzuki education, we had no clue
how 1o function as part of an eclectic,
diverse educational institntion. Suddenly
budgets were integrated, concert dates
negotiated, rooms shared. checks written
with a minimum of two weeks' notice, and
the list goes on. Our new boss worked
hard to mold our way of thinking so that
we could remain individuals, yet work
wellwith others by the use of compromise
and understanding of what others do
within our institution

Being partof a larger sum always makes
ittrickier. SAA now hasa membership of

over 7,500 people. What 1 am learnir

from being chair is staggering. Whenever
a pebble is thrown in the water, we, as
owners of the SAA, have no idea how
the ripples created from this linde stone
affect all other aspects of what good
the organization is trving 1o achicve
The organization is vast, supporting
two continents with many different
instruments as well as ECE. The SAA
is recognized and respecied by many
outside professional organizations and by
individuals highly involved in the field of
cducation. We have accomplished so many
wonderful things, including a sequential,
detailed teacher taining pedagogy
program. We lave developed new courses
and new opportunities for weachers o be
recognized for their accomplishments
Our website is outstanding, with many
helpul links 10 lead us o information
atmany levels. We are proud that we are
adynamic organization in which change
Iy occiring to meet the needs of the

teachers of the 21 century
The members of the SAA are the
ownens of the SAX. Iis important 1o think
Continued on p. 7
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SAA OrJganizational News

Suzuki Association of the Americas 2010
A I Meeting: a
g Y
Bu.vul( hair Teri Einfeldtopened the SAA'S 2010 Annual General
Mecting, welcoming and thanking everyone who came.

Marilvn Kesler talked about this summer’s institutes. With 67
instines planned, tiere are 10 more than in 2009 and 4 more
han the average number over the past six years! 32 states are to
hold one or more institutes, and the cight (o be held in Canada
will take place in six different provinces. In addition to the North
American Summer Institutes, Festivals, which are the Latin
\merican equivalent of lnstitutes, were held in Mexico, Peru, El
Salvador and Costa Rica. A few of the additional sites where teacher
trining was held included Argentina, Brazil and Paraguay.
Marilyn also announced the establishment of a new scholarship
fund. the John and Catherine Kendall Teacher Training Fund. The
Board is very pleased to be able to honor the Kendalls through this

special endeavor. Further details are to be announced in the fall.

Marihn O'Boyle treated the group with some encouraging
statistics about SAA's growth and accomplishments. The average
membership during the previous year (June, 2009 to May, 2010)
Was 7.500. 84% of the membership is in the US; 9% in Canada and
10 cach in Argentina and Brazil. 47 additional countries are also

tepresented within the membership.
Betsy Stuen-Walker, Board Secretary, thanked outgoing Board
members: Carol Ourada and Ruth

gle Larner are finishing
three-vear terms in July. As part of her Board service, Carol has
chaired the Audit and the CLC Award Committees. Ruth has
served as Chair of the Development Steering Committee. Both

will e gready missed.

Mark George, Chair-Elect and Chair of the Nominating
Committee, introduced and welcomed four new Board members
who will begin service this August.

« Dan Browning s the founder and President of DB Consulting,
Inc.. where he provides business services (o corporate clients

nd his wife Kirsten

and consulting services to nonprofits. Ie
(a Suzuki violin instructor and the Director of the Atlanta
Suzuki Institute) live in the Adanta area.

Sarah Bylander Montzka teaches viola and musicia
Music Institute of Chicago, where she founded and directs

shipat the

the annual Violapalooza! workshop, now in its seventh year.
Sarah is also the Associate Director of the Colorado Suzuki
Institute.

« Patricia Purcell teaches in a unique Suzuki in the Schools

Calendar of Events

(fax date, email date or postmark date)

June 1 Summer AS/deadline
July 31 SAA fiscal year end
September 1 Fall AS] deadline
September 25 2011 Institute Preliminary Information
Scptember 2426 SAA Board Mccting
October 15 2011 Institute Applications
December 31 Winter AS] deadline

Last date for 2010 charitable gifts
January 68,2011 SAA Board Mecting
Save the Dates:
May 2630, 2011 SAA Leadenhip Retreat
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program in the HurstEuless-Bedford School District, As

a member of the North Texas Suzuki Association, she has

organized teacher development workshops and

ed
in establishing teacher training at the DFW WOW Suzuki
Institute.

* MaryLou Roberts teaches Suzuki Guitar in Michigan and is
coordinator of the Ann Arbor Suzuki Institute. Since becoming
a Teacher Trainer in 2006, MaryLou has conducted courses in
South America, Australia, United States and Ireland.

Sue Baer gave an overview of the SAA's new program, the

lertificate of Achievement, Level I, which was launched during

the Virtual Leaders

hip Retreat one year ago. This Gertificate is
available by application (o teachers who have met the criteria for
experience and membership, completed the required courses
(Units through 4, plus SPA or Practicum) and whose essay and
video material are approved. Beautiful certificates were presented
10 these recipicnts:

Cello recipi Piano recipir Violin

Blake Brasch, IL Malgosia Lis, CT
Sheryl Loyd, CA

Sally Gross, IL
J.B. Taylor, KY

Charles D. Krigbaum, TX
Meg Lanfear, IL
Beth Novak, IL
Daina Volodka Staggs, IL.

Webmaster Jenny Ferenc described some highlights of the SAA
website, including:

« Teacher Scarch

* Upcoming Events

* Your Account Information

« Online Newsletter

Ellen Berry presented the official certificate of affiliation to SAA’s

new Chapter Affiliate, the Suzuki Association of Ontario. Vicki

Blechta, Chair, accepted the aff
Affiliat
“The
Association of Ontario, which celebrated its 20th anniversary in 2008.
The SAO is the largest organization of Suzuki teachers in Canada. It
represents the entire province covering 415,000 square miles.

iation certificate. SAO is the 10th
and our first Canadian affiliate. Ellen stated:

SAAis pleased 1o award Chapter Affiliate status to the Suzuki

Carol Ourada gave an update on the €

uzuki Principles in Action
course (SPA). It has now been given

times and 60 people have
participated so  far. More sessions are being scheduled for the fall
month

PA is a coun

e designed to help teachers incorporate
‘s principles effectively in their teaching, Ifyou would like SAA
10 set up a course in your local area during the 20102011 academic

Suzul

year, please contact Pam Brasch: pam@suzuikiassociation.org
To end the meeting on a fun, interactive note, the board involved
the membership in an informal survey. Several hoard members acted

as baschall pitcher, batter and catcher. The batters went through many

contortions trying 1o hit the ball out into the audience, but failed
every time. Fortunately, our catcher had an excellent arm, and on
catching cach pitch, was able to throw the ball 1o various audicnce
members. The lucky member who caught the ball was awarded a

am Suzuki” ball cap, and was asked (o read a rivia question aloud

1o the audience. Those who could answer “yes™ 1o the question stood

for congratulatory applausc.
These were the questions:
© Who lias given 10 the SAA Annual Fund drive?

o Who has been to an International Suzuki
Conference?

« Who does social networking (Twirter,
Facehook, ete)?

o Who has visited the SAA website?

« Who has volunteered with the SAA (hoard
members, committee members, eic)?

« Who has met Dr. Suzukiz

« Who has heard the Suzuki tour group
perform?

« Who has taken SAA training beyond Book
17

* Who was a Suzuki kid?

« Who has children who are/were Suzuki
kil

* Who is hel

e for their first SAA Conference

experience?

Sue Baer and Mark George win one for Team Suzuki.

Continued from p. 2

in terms of the organization as a team. We
are the SAA.

When asked what I would like to be
remembered for as Board Chair, 1 had
the following answer. 1t is my dream to
mitke the SAA an important part of each
owner's daily life by having them become

more involved and encouraging them
1o be a positive spokesperson for the
organization.

We will be celebrating the 40" anniver-
sary of the SAA in 2012, What a wonder(ul
present we could give ourselves i we
wound up celebrating our achievements
and improvements that have come about
through respecting each other and having
an open approach o problem solving. By
working together o assure the success ol
our leaders of tomorrow, we will continue
o 1ulfill the dreams of Shinichi Suzuki far
into the futire, of
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New Active Members

_Geo ia
Alaska B

Havley ] Baksis, Fairbanks
Franz Felkl, Juncau

Beth Grimes, Fairbanks
Laurie Long, Fairbanks
Thomas McLean, Fairbanks
Benjamin T Morgan.

Erica Ransbottom, Dallas
Sarah Schenkman, Savannah
Leslie Turmer, Loganville

Hawaii

Fairbanks Jeffrey Hamano, Honolulu
Megan T]1(’“1]"50“- Bonnie Muni Heung,
Fairbanks Honolulu
Alexandra Wong, Anchorage | 1daho
Alabama

Say Jay Hynes, Boise
Sophie Spreier, Pocatello
Tlinois

Trov K Bast. Birmingham
Hannah Sheder. Mobile

Suzuki Academy of
Kalamazoo, Kalamazoo

Lyndra M Tingley, East
Lansing

Minnesota

Aurora ] Adamson, St Paul

Geoffrey Anderson,
Minneapolis

Stella Anderson, Minneapolis

Jennifer Berg, Minncapolis

Margaret E Bogue-Harper,
Minncapolis

Jean De Vere, Orono

Susan HofI, Saint Paul

Yelena Martinez, Maple Grove

John McLaird, Duluth

Rachel L McLaird, Duluth

Jean Allison Olson, Saint Paul

Rachel Osterhouse,
Minneapolis

Leil Petersen, Minncapolis

Arkansas Bethany Jean Bayer, Troy
Mike Burkepile. Conway ‘ Susan Breimer-Hurm. DeKalb
Curts Goolsby, Little Rock Jeanine Dallimore, Aurora
Michael Monigomen. ’ Andra M Durham. Glenview
Rogers Tox River Academy of Music
Wendy Parham, Leslie ‘ & Art. Oswego
Rebecca E Schibler. Rachel A King. Monticello
Jacksonville ‘ Seonsook Lee, Naperville
Hope N Smith, Jonesboro Madeline Morris, Flossmoor
Arizona Violet Muser, Chicago

Diane Zelickman. Tempe
California
Emilv Chiet Fremont

Sarah Beck. Greenfield
Jolie Devries, Evansville
Amanda Eichenberger,

Marit Chrislock-Lauterbach.  Indianapolis
Carlsbad Sally Eichenberger. New
Paurick Clavpool. Albany
Sacramento Diana Hummel, Bloomington
Gabriel ] Deutsch. Pasadena | Syrah Murray, Valparaiso
George England. Cameron Reed, Evansville
Sacramento Alissa Sauder, Grabill
Grace A Hsu. Los Angeles Amanda L Whitmer, New
Amie Jan. San Jose Albany
Kenneth Kihlthau. Stockton | Kansas -

Amber Pena. Ceres
\anessa Ramirez. Los

Irene Diaz Gill, Pittsburg
Elizabeth Lewis, Ottawa

Angeles | Beth MacLeod, Overland
Laune Rasmussen. Santa Park

Barbara Jennifer M Maddox, Olathe
Andrea Sanderson. Santa Angela Meyers, Manhatan

Monica Ramiro Miranda, Piusburg
Rebecca Shaffer. Palmdale Christopher Smith, Wichita
Sarah Shasberger, Goleta Kentucky

Julie Ann Smith. San Diego Judy Higgins, Lexington

Ben Thomason, Los Angeles  Massachusetts
Michelle H Wnight. Inine Luciana Arraes, Amherst

Colorado Karen Eve Boluax,
Hannah Emilv Barton. Northampton
Denver Melissa M Bull, Essex
Carol Carson, Highlands Erin Caplan. Cambridge
Ranch Alicia L Casey, Amherst
Ida Findiku, Denver Asha Clavton-Niederman,
Rachael S Gibson. Boulder Boston

Elissa R Greene, Steamboal | jenifer Gelineau, Holyoke

Springs 1 Chen Lu, Watertown
Donan Kincaid, Denver | Rahflety Maxwell, Waltham
Karen Lauffer, Boulder Christina Mitchell, Belmont

Matsuoka Maki, Denver
Marie Powers Ellis, Boulder
Julie Wiggins, Colorado City

Sylvia Schwartz, Somerville
Hillary Marie Tanaka,
Amberst

Sarah Wood, Boulder Peace Twesigye, Amherst
Connecticut Hannal Van der Swaagh,
Emmen Drake, West Belcherown

Hardord Carolyn Ashley Walker,
Veronica Kiss. Bethany Levereu

Urszula Sielska. Branford | Maryland
Kum Joung You. Harord | Bomi Lim, Balumore
Florida Keri | Mau, Elkwon

Gables | Sarah York, M1 Airy
Alda S Hilsinger, Brandon | Michi
Douglas I Meyers, Gainesville | Releca Garcia Ardis, Lansing
Violeta Morejon, Miami ’ Nancy S Conley, Lansing
Kaitlin | Moreno, Wesley ‘Juy:ph Deller, Dearborn

Chapel Anna E Draper, Taylor
Lauren Van Dyke, Alice M Greminger, A
Clearwater Arbor

|

Chrisd Elie. Chandler Meredith Peacock. | Sophia Pitcher, Saint Paul
Verrona Grandil. Gilbert Libertville Kiya Pressman, Excelsior
Rachel Therese Jurkowski. Noretta ] Singley. Wheaton } William Schoenburg, Saint
Mesa Jessica Slater. Evanston | Paul
Charlette Schwepker. Bethany Smith, Bolingbrook | Missouri
Flagstaff Julia Wen. Barrington Lily A Ehlebracht,
Knisten Tourville. Flagstafi ‘Indiana Independence

Chloe Min Koth, Kansas City

‘ Michelle Nagy, Kansas City

Audrey K Newberry, Branson

| Beverly B Plat, St Louis
| St Louis Metro Violin Educ

Assoc, St Louis

Mississippi

Jamie & Natalie Gunnells,
Ripley

Delsi L Villasmil, Wiggins

Montana

Sylvia Petersen, Great Falls

North Carolina

Michael Chamis, Winston
Salem

Kara G Eaton, Raleigh

Payton Harkins, Winston-
Salem

Szee-won Lee, Cary

DaNece Anne Lyman, Cary

| Judy Meister, Monroe

Tamrah Spiegel, Raleigh
Mark Stiles, Raleigh

Susan | Soehner. Alameda Sarah M Kehrberg, Lexington | Dayton Antho Vesper,

Greenville
Dasa York, Raleigh
| Melanie Zwan, Cleveland
North Dakota
| Rachel N Burckhard, Bismark
New Hampshire
Rebecca B Carle, New Boston
‘ Angela Gong, Madbury
Carolyn D Renaud, Chester
Rebecca A Yaday, Concord
New Jersey
Amy Beshara, Montclair
Renae Block, Marlton
‘ Lillian Bouchey, Princeton
Sara D'Sa, Edison
| Elizabet S Hostetter, Union
Keiko Ishibashi, Bayonne
Princeton String Academy,
| Princeton Junction
Swets Inforimaton Services
BV, Runnemede
Michael D Szeles, North
Brunswick
New Mexico

Margarita Backimeyer, Cordl | Alexandra Mikhlin, Annapolis | Elizabeth Hackney,

Albuquerque

Jesse N McAdoo |,
Albuquerque

Chantee Nebblet, Quemado

Rachel Shamburger,
Albuguerque

;Timolhyj Ball, Ithaca

Jennifer Ann Bearup,
Liverpool

James Berezney, Williamsville

Julia Bruskin, New York

Anna Callner, Brooklyn

Lutomia N Chilungu, Buffalo

Nina Dryer, LaGrangeville

Gulrukh Gurevich, New York

Sarah Helmers, Webster

Linda Hoddy, Saratoga
Springs

Myra Kelly, New York

Antoinette Koram, Brooklyn

Joanne Lowe, Rochester

| Christopher P Mohnacky,
New York

| Kristin Sawyer Nikaj, Flushing

Sokol Nikaj, Flushing

|Jenny Pham, New York

[Tan Salmon, Ithaca

| Deirdre Savino, Centerport

| Ghislaine Stewart, Endwell

Suzanne Wagor, New York

James H Waldo, New York

| ChiaYing Wu, BulTalo

Ohio

Ashley Allison, Cleveland

Tammantha Ashworth,
Lakeview

Jennifer Burns, Toledo

Nicole Marie Charles,
Worthington

Ann ] Cirvencic, Cleveland

Kelly Corder, Newark

Erica Donahoe, Hilliard

David Dyer, Toledo

Megan E Emberton, Oberlin

Alie Joyner, Columbus

Sarah Kim, Cincinnat

Steffani Kitayama, Cincinnati

 Joanna Klett, Oxford

Sherry McGahie-Mulla,
Cincinnat

Mark A Roth, Grove City

Zachary M Sander, Lancaster

Megan ScharfT, Cincinnati

Nancy A Storhaug, Plain City

Adam L Wheeler, Oxford

Oklahoma

Gena Alexander, Edmond

Jennifer Bounds, Oklahoma
City

Oregon

Tricia Buzzard, Brownsville

Justin Lader, Eugene

Amanda Lawrence,
Woodburn

Kate O’Brien-Clarke, Pordand

Lauren E Rausch, Eugene

Jannie Ting-Yu Wei, Eugene

Pennsylvania

Michele Allen, Marietta

Ingnid Beute, Slippery Rock

Kathleen C Caballero,
Sewickley

|Jocelyn Crosby, Pottstown

| Janet S Hackett, Murrysville

‘Ra]ph T Jackson, Lansdale

| Gina Ah Lim, Havertown

| Parkway Cenural Library,
Philadelphia

‘(llu‘ibluplwr M Wenger, Camp
Hill

|Puerto Rico

|Miryana C( ulking, Gurabo

Rhode Island

Fmily M Coluedi, Fast
Greenwich

Pamela L Lowell, Warwick

South Carolina

Auny Baus, Simpsonville

Meredith Britingham,

| Lexington

| Lauren Hansen, East Lansing | Nevada Elslmbeth]A Cook,
Dan Browning, Decatnu Sarah Hill, Kalamazoo ‘M;\ry Gunnell, North Las lj'[:‘yl:[?; ,)-;“E-l -
Yeqji Lee, Fort Oglethorpe Karen Jenks, Ypsilant Vegas Ju l‘l oo Collone Musi
Terry Moore, Savannah Suzanne Smith, Ann Arbor ‘:\my Player, Las Vegas Presby terian College Music
| New York Dept, Clinton

Emily E M True, Woodruff

Marcia Yaffe, Fort Mill

Rebekah Yaffe, Fort Mill

Tennessee

Hilary Barlow, Chattanooga

Sara Dudley, Nashville

Natalie Marie Morgan,
Oakland

Heather N Thompson,
Collienville

David Wasilko, Oak Ridge

Texas

Sheryl Badoni, Spring

Kevin P Behlmann, Katy

Amy Buescher, Elgin

Candace P Casey, Dallas

Molly C Cook, The
Woodllands

Mabio R Duarte, Lubbock

Rachacl Fischer, Temple

Amy Leigh Frazier, Round
Rock

Christian Garcia, El Paso

Hailey Hatcher, Lubbock

David Huntsman, Houston

Julia C Immel, Houston

Susan Keen, Conroe

Kristin Mills, Euless

Samantha Neal, Austin

Timothy Peters, Houston

Christine Rewolinski, Dallas

Abi Rhoades, Lubbock

Susan Robin, Austin

B Carol Smith, Huntsville

Mikum Sung, The Woodlands

YuJeng Wang, Austin

Utah

Victoria Andrus, Santa Clara

Linnea Barnett, Springville

Rebecca Bierwolf Goeckeritz,
Bountiful

Elizabeth Halbrook, Highland

Elizabeth Hoggan, Salt Lake
City

Amberly Jeppson, Farmington

Sandy Jex, American Fork

Aisha Johnson, Salt Lake City

Melissa Keller, Draper

Carita B Kenney, Sandy

Holly Morgan, Logan

Janene Petersen, Providence

Natalie Reed, Salt Lake City

Breanne Richins, Alpine

Rebecca Romney, Salt Lake
City

Kristiana Mathes Sandberg,
Holladay

Scott Tanner, Layton

Carolyn W Taylor, Delta

Claire Terry, Salt Lake City

Breanne Thomas, Hunsville

Heather Torres, Farmington

Andrea Astle Waite, Salt
Lake Ciay

Nicole Wauts, Salt Lake City

Catherine Anne Willey,
Pleasant Grove

Kuristina Willey, Pleasant Grove

Virginia

Jessica Brewer, Vienna

Amy Bybee, Arlington

Anna Michael M Duncan,
Blacksbury

Timothy Judd, Glen Allen

Linn Kezer, Gainesville

Catherine Mikelson,
Springficld

| Amanda Scheetz, Anmandale
Leslie Whelan, Charlottesville
JoAnne Whidow,
Michanicsville
| Washington
| Beverly Ferguson, Aubuim
‘ Mauhew Hopper, Seaule

Se hee Min, Edmonds

Harry Nathaniel Richardson,
Issaquah

Wisconsin

Jessica Kalember, Onalaska

Marie Loefller, Waukesha

Eric Miller, Madison

Jennifer Paulson, Madison

Jessica L Williamson, River
Falls

Wyoming

Jill Laping, Cheyenne

Alberta

Brooklyn Kaye Bicgel,
Grovedale

Mark S Eeles, Edmonton

Heather Lane, Calgary

Laurie I Maetche, Lacombe

Rhonda McEachen,
Edmonton

British Columbia

Margaretha Elizabeth
Thatcher, Surrey

Manitoba

Kirsten Bunge, Winnipeg

Ontario

Natalie Burton, Burlington

Allison F Cooke, Guelph

Tami Lee Cooper, Edmonton

Veronika S Davy, Toronto

Joseph Fazakas, Hamilton

Gloria Fox, Ottawa

Megan Graham, Ottawa

Geoffrey A Headland, Ottawa

Nigel Hull, Brantford

Janice Y Mah, Ottawa

Rachel Reimer, London

Corey Walden, Burlington

Rebecca K Zimmer-Payne.
Toronto

Quebec

Erika Donald, Montreal

Inigo Aguilar, Mexico City

Claudia Castro Guerrero,
Mexico City

| Maria Teresa Castro Madero,
Mexico City

Beatriz Carlota Ibarra,
Guanajuato

Victor Martinez Gardoqui,
Juarez

Santiago Tonatiuh Mireles
Larios, Las Conchas

Lidia Munoz, Monterrey

Miriam Rangel Paniagua,
Tlanepantla

OTHER COUNTRIES
| Angela Vaughn, St George,
Barbados
Bethany Dixon, Monteverde,
Costa Rica
Efrain Chavez Huaman,
Santago Cusco, Peru
Rosalinda Ines Rojas Perez,
Piura, Peru
Victoria Pastrone, Central,
Paraguay
Pei-lsun Lee, Pin-Jen Ciry,
‘ Taiwan
i Sharon Wang, Casa Esperanza,
Singapore
| Zohara Rotemy, Sunshine
Coast, Australia
Ignacio Buqueras Moutiel,
Macdlnid, Spain
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| By Andrew LaFreniere

The Virtue

hroughout my career as a guitar and piano teacher. one
of the most common things that have been said about
my teaching by the parents in my studio is that I am
extremely patient. I often find this humorous because of the fact

thatin general I don’t think of myself as an exceedingly patient
guy. Considering the work that I do, patience would seem to be
a crucial component in the successful outcome of my teaching,

and it most certainly is. The very nature of a Suzuki teacher would

seem to have patience as a pre-requisite 10 ensure success.

v 1o me, and [

Patience is not something that has come casi
have had to work on it constantly. I think it important o mention
this as I feel that many parents often struggle with finding the
patience 1o be effective home teachers. I believe that in order
to develop the patience required 1o have successtul practice at
uzuki's work. When he said that

home, one must review Dr.
all children learn at their own pace, I believe he was asking us
1o allow the time for cach child to develop according 1o their
ability. There are many reasons why we lose patience, and if we

can anticipate the causes, we will have much more pleasant and

consequently productive lessons.

Parents often lose patience during the numerous repetitions
required for the proper musical and physical development of
the child. This is especially true when the parent has had no

nce. Parents often do not understand

prior musical exper

that itis the repetition of familiar material which develops the

ability for the student. Patience will only come afier the parent
gains an understanding of the process involved in developing
skill on the instrument. When they become aware of the small
successes that occur with daily repetition, insight will be gained
and patience will increase. I spend time discussing this process
es. We make sure 1o discuss the

during parent education clas
jons and the benefits they

importance of the Twinkle var
sation 1o have,

provide to the child. This is an important conve
as Twinkles will be a part of their lives for quite some time. If
not properly prepared, impatience with the Twinkles and other
assignments could develop.

Distractions and scheduling issues sap the patience from just
lesson time he considered

about everyone, Itis most crucial
as sacred (ime. This must e one of the unalerable events of the

day. Parents need o climinate distractions o the lesson, When

there are other siblings in the house this can be difficult. Try 1o
establish special activities for the children not having a lesson,
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of Patience

Distractions such as telephones. televisions and pets can be easily
avoided. Make sure to schedule social activities around the lesson
time and be sure that interruptions are kept to a minimum. It
takes just of bit of planning ahead.

Scheduling issues can be quite tricky. In tod: world, it is
r for most of the

afternoon, driving her children from one activity to the next.

not uncommon for a mother to be in the ca

When uying o squeeze in a lesson at one precise time, with no
room for error. this makes for a tense and anxiety filled lesson.
The pressure of having to accomplish the goals we have set for
ourselves in a limited amount of time creates impatience. A
voung child may not be ready to jump on their guitar stool at the
prescribed time. We must allow for some breathing room. When
establishing your daily routine, be sure to leave ample time for
astressfree lesson. Impatience is not necessarily directed to the
childin this case but due to the pressures created by scheduling
issues. Siill, young children will often perceive the impatience
as being directed towards them. Make sure to establish your
daily routine by first prioritizing the events in the day. Once you
have done thi

setup your schedule (o offer the optimum time
is

for your child 10 have his/her lesson. If you find that there
not enough time, then something must be removed from the
schedul

Iknow that we often feel that this is not possible, but

my

experience has shown that those who simplify their schedules
sful experiences. An
added bonus is that we have removed some stress from our lives,

have much more productive and sucee

which in wrn allows us 1o be more patient.
I Ability Development from Age Zero, Dr. Suzuki mentions that

il parents spoke to all of their children ir ant voice, they

aple:

would “be sure 1o raise brighter and more obedient children.”
This thought is expressed in the chapter where he discusses
the idea that parents can be haughty. He mentions that parents
often have a sense of ownership with regards to their children.
This will, actimes, make them react impatiendy, especially when
they perceive that the child is not reacting the way that they feel
he/she should. When this oceurs during a lesson, it is usially
hecause the child balks ata particular assignment. The impatient
voice isnormally nota pleasant one, Sarcasin is often part of the
inpaticnce which is felt, and this needs 10 be avoided. This is
whenthe parents need o reflect on the canse of their impaticnce
anddetermine e bestsolution, As is the case [or iy parents,
the display of impaticnce is often an atempt 1o correct or avoid

a mistake by the ehildl T over time, we

can learn 1o speak in a pleasant™ soice

and avoid the trap of over-reacting (o
the mistakes which are a natieal part of
{he learmning process, we can move a step
closer 10 developing the level of patience
we would like to have,

As we grow as parents and teachers.
the knowledge we gain from our various
experiences allows us the opportunity to
reflect on those things which allowed us
to succeed and the things that hindered
our development.

As T look back. T see that the
development of my own paticnce. with
regards to teaching children. is due to
a larger understanding of the way in
which they learn and develop. We can
see that children will react more readily
(o the pleasant voices of their parents and
teachers. They will respond when they are
not pressured, and they will learn at their
own pace. With patience, we can be sure
that our musical experience will be a rich
and rewarding one. @

Andrew Lafreniere camud
an ML in classical guitar
performance in 1983
from the Hartt School of
Music. He has studied
with Alexander Bellow
Richard Provost, Alan
Spriestersbach and Oscar
Ghighlia. He has studied
Suzuki pedagogy with
Frank Longay, Bill Kossler

and Jeanne Luedke.

From 1987 to the present, Mr. Latreniere has
been the director of the Suzuki Talent Education
School of Sandy Hook, CT. The schoal viters
guitar, piano and early childhood programs.
e is a member of the Suzuki Association of the

Americas guitar development committee. Andrew
is a frequent guest clinician at Suzuki Institutes
held throughot the U.S. He is currently a member
of the guitar faculty at Western Connecticut State
University, a post he has held since 1998,

Errata:

The 2010 Membership Directory does not
include a separate listing for the Canadian
province of Newfoundland. Please note the
following members from Newfoundland
appear incorrectly in other provincial listings:

Johnson, Jennifer ................ 709-579- 1160
19 Garrison Hill, St John's NL, CAN AIC 3Y7
Landy, RAchel ANNG ...

4 Nunnery Hill, St John's NL, CAN AIC 1L6
Osborne, Evelyn, Ms.............. 709-726-7258  VE
14 Howley Ave Ext, St John's NL, CANAIC 2T4 ¢
Smith, Christing, Ms ............. 709-570-0359  VC
16 Maxse Straet, St John's NL, CANAIC 287t
e

From starting students to accomplished musicians,
string players rely on The Potter Violin Company.

INSTRUMENT MAINTENANCE

HIGHEST QUALITY STRING INSTRUMENTS
FOR PURCHASE AND RENT

ACCESSORIES

EXCEPTIONAL CUSTOMER CARE

The Potter Violin Company.
helping vour students sound their best.

= he
LC& = \,%“‘[:umpg’ﬁu_.

e 19907 * —

301.652.7070 / 1.800.317.9452

www.pottersviolins.com

mailus@pottersviolins.com / Bethesda, Maryland

INSTRUMENTS » SHEET MUSIC « APPRAISALS « RENTALS « REPAIRS




By Sally Gross

International Trainers Share
Thoughts on Tone

ast October. twenty-one cello
teacher trainers from all over
the world met in Boston at

the Interna

ional Suzuki Association
Teacher Trainers Conference. After many
presentations on philosophy and on the
teacher training approaches in the various
regions, it was wonderful 1o sit down with
the eellists. geta couple of instruments out
and talk about—what else?—TONE. We all
spend many hours in our teaching studios

discussing various aspects of tone with our
1d also with teacher

students, parents
development participants. T know that I
have a certain presentation and vocabulary
that T use in my teaching to make a point. I
wasvery refreshing (o hear what other cello
teachers do. [ felt as if I was atan institute,
justabsorbing information.

M. Nakajima from Japan shared with
us that he uses the first eight bars from
Chorus from “Judas Maccabeaus™ as his
[onalization exercise. He teaches it as
printed in C Major, but also uses it in G
Major. beginning on the D on the A string,
asking the students to come up with their
own fingerings. He asks for the melody
1 be plaved in many different positons.

Once the student progresses (o Book Four.
they are then asked to play the phrase
beginning on the G suing and then on the
C string. Mr. Nakajiima asks the student
10 have the same tone quality on all notes.

regardless of what string they are on or
what position they are in.

Mr. Nakajiima also shared with us a

bow hold exercise in which the bow is

held horizontally with the tip of the bow

touching the tip of the left index finger

This helps to develop a controlled bow

hold (without being floppy and out of

control)

Ruben Rivera from Lyon, France, had a
approach o TONE. *S
ancientand modern religions as well as New
Agersdescribe the world as VIBRATION. As

musicians we have a unique opportunity (o

very persona

ientists,

experience the world as sound vibration.
Your tone is a manifestation or reflection
of who you are,

Working on tone is working on the
self. Working on the sclf is a scarch for

seliknowledge.

Scli-knowledge or Gnos
is how we conneet o the divine. This

the work of the Alchemist .. the sea

for gold!

Cello Teacher Trainers at the International Trainers Conference
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Many of us are familiar with alchemical
symbolism but few of us knowabout the use
of sound and vibration in the Alchemists
endeavors. A secret word game (using
sound viby

wion) known as "the language of

the birds” gave these alchemists insight into

commonly used words, revealing deeper
levels of meaning and intention. I used
this game (o give some interesting insight
into the word “tone.” Notice that “tone”
contains the word One. T-One can be casily
transcribed by adding an A becoming At

One, which by extension can bring to mind
At-One-Ment or even Atonement, both
of these terms ring of a sort of healing
effect. Using “a tone” as a start we can be
reminded of Aton the Egyptian concept
of the one god. This concept was first
introduced by the Pharaoh Akenaton
which suspiciously sounds to my ears like
Oc-Noten or the eight notes of an Octave
scale. Completion! The “Atom” is also one

of the building blocks for all creation.

These added meanings bring us back to
the question at hand, 1o create a beautiful
sound requires the letting go of who you
think you are and becoming true and
pure vibration, coming into alignment
with T(he)-ONE. Creating a beautiful
tone is the WORK of the “Alchemist” (a
seeker of spiritual enlightenment) and a
tool one can use 1o achieve the ultimate
Philosophers' Tone!™

Aswe wentaround the room sharing our
approaches o Tone and Tonalization, many
of the same points came up expressed in
different ways. Tone exists in all things we
do on the cello; however the tonalization
exercise we create or the Book Two version
weuseisonlya

chicletoc ¢ amindlul

awareness of tone production.”

¢ Tone and intonation are partners. With

beautiful centered wne it is possible o
have pitches that ring true. Without one
thereisnotrue pitch. The ringing sound
tonalization in Book One gives a simple

focus o hear the deep ringing sound
and wake the cello sound up.

“Less

More.” Using a lot of bow does
not necessarily make a tone better, One
teacher puts their hands between the
student’s frog and tip to keep the taka
taka tc te rhythm the correct length.

Keep the Tonalization excrcise simple
and appropriate o student’s level, so
that the student can focus on their
highway, a straight bow or their arm
weight. Do not make it cumber:
with difficult to find left hand note:
The add

vari

ome

note scale is a wonderful

ation on tonalization. The student
begins with the tonic, then does a
shoulder releasing circle bow and plays
the first two notes on the same bow,
then the first three notes on the same
bow, ete. Do as many keys and octaves
as appropriate o level. This is a great
combination of left and right hand
tonalization.

Use imagery to connect to a child. What
aboul colors? Food? Fabric? Weather?
We cach have our own learning styles
and certain imagery will also have more
meaning than another. Beth Cantrell
shared a crayon drawing she uses for
the student to see the tone.

Bring beautiful tone into view by making
a bad tone on purpose.

We can certainly hear good tone. We
can seegood tone by watching the string
spin. We should also teach our students
(0 fiel good tone. We teach this by not
squeezing the bow, but letting the string
spin through the bow hand. One can
also feel the vibration of the swing in
the left hand if there is the rightamount
ol weight in the fingers—unot too hard,
not too soft. Margaret Rowell said the
proper left arm weight is when a picce
pulled from
underneath the arm/hand/ fingers as
string

The teacher can reach around the

of paper can be easily

the arm s resting on the

student’s body and play their cello,
thereby teaching the student's body
1o feel the vibration. This is also a
wonderful way o “sell” the cello sound
10 a potential new student.

Encourage the student o become

inquisitive about their one. Explore
and discover, like w chel in a kitchen,
or like @ master gardener: Tone s like

a recipe: many ingredients have w0 be

present to have a tasty outcome; however
il any onc ingredient dominates the
others it will be distasteful.

.

Use the analogy of a toolbox in teaching
ownership of tone. The teacher fills the
100l box with such things as straight
bows, heavy arms, bent bow thumbs.
and the student must open the box
and pull out the wol. If it is the wrong
tool, put it back in and try another. Or
perhaps more than one tool is needed
10 complete the job.

Use the voice to teach the sound— sing

while playing
Using the traditional 4-1-4-2--2-+1-4
tonalization, play itin 12, 3, and 4"
positions at which point continue with
the intermediate position fingerings.

« In the winter months. playing a lot of
ringing tones actually helps to loosen
up the cello! - Gilda Barston

The inner singing voice determines the
tone. Ifa light humming voice is inside.
that is the sound from the cello. It is
not always the “natural” voice that we
imagine inside that creates a deep tone.
We can pretend to have a Pavarotti voice.
To determine the sound inside, ask the
cellist to sing the sound which is inside
them. This will give a cluc to the sound
they are hearing. Focusing on the inner
voice is a swrong learning tool. which
I find quicker and more satisfactory
than ouside manipulation (*use more
weight”, “closer to the bridge”, etc.) -
Tanya Carey

Finally Barbara Wampner reminded
us all of Dr. Suzuki
spider, hippopotamus, goldfis

drawing of the water
and wna

fish. Tuna tone should prevail. 3

2 A native of the Chicago
‘1 area, Sally Gross is cur-
| rently Cello Director at the
| Western Springs School
= of Talent Education. She
holds a Bachelor of Music
degree trom Northern llli-
nois University where she
Studied with Mare Johnson
and a Masters of Music
in Suzuki Pedagogy from
lthaca College where she completed her training
with Carey Beth Hockett and Sanford and Joan
Reuning, Before recently returning to the Chicago
area, Sally taught at the Suzuki String Schaol of
Guelph in Ontario for 23 years where she was also
Artistie Covrdlinator. She is currently celebrating
her 26th year as Cello Dircetor of the Southyestern
Ontario Suzuki Institute. As a dual citizen of both
the US and Canada, she was also the 2008 Conter-
enee Coordinatar

—
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| By Mary Hofer

1989 to Present:

My Experiences as a
Suzuki Voice Teacher
in Central Wisconsin

realize how much my life has been affected by all of the
wonderful people I have met while learning and teaching
Suzuki Voice, and I am very grateful. One day my former
students Daniel and Anna called me to have lunch with them
while they were home from college on their holiday breaks. They
live an hour away but still they wanted to visit with me and I felt
honored. When I returned from lunch, there was a card in my
mail from the parents of Karl, a Suzuki voice student of mine who
¢ for

graduated three years ago. Recently I went 1o a birthday party
the father of another one of mystudents, Johanna, who graduated
five years ago. That evening, I had coffec with Sheila, one of my
students who graduated two years ago. She was (o leave soon 10
spend a semester in India!

Ithas always scemed so natral o combine the teaching of voice
with the ideals of the Suzuki philosophy. Singing is an extension
of speech and a natural (o almost every human being.

My longtime voice teacher and mentor Marjoric Kampenga
loved all of the different voices she was teaching. She always
worked hard to find music that suited cach of those unique voices
and personalities. Her approach—her love of the human voice
and the art of music—continues o inspire me daily. From Mrs.
Kampenga, I inherited my belief that all children have the ability
and the right to learn (o sing well. Later, the fact that this very belief
is embedded in the Suzuki philosophy has continucd to impress
me profoundly. While we are not all blessed with a Stradivarius
instrument, we have all been endowed with a voice which can

be a means of communication and self-expression. In his book
Nurtured by Love, the parents bring their child to Dr. Suzuki and ask
him if the child will amount to anything. “No, but he will become

something ... ,” replied Dr. Suzuki.
person through his violin playing.” (Suzuki, 1969

All of my former students are fine human being
believe the Suzuki philosophy played an important part in their
development. As a Suzuki voice teacher and parent T have learned
much and continue to marvel at the wonders of such asimple yet

.. he will become a noble
p. 25).

demanding method.

16 AMERICAN SUZUKI JOURNAL Spring, 2010

The first prenatal class in 1991

My History with Suzuki Method

I was first atracted to the Suzuki program in 1985. T was
teaching clementary music (preschool through grade eight), and
I had students who took Suzuki violin lessons and also excelled
in academic studies. I found this very interesting. Then my sister
started her son in Suzuki Violin lessons when he was three years old.
I began 1o hear about what was happening in his weekly lessons.
Soon I met my school children’s Suzuki violin instructor Patricia
D Ercole, who encouraged me 1o create a Suzuki voice program.
Ms. D'Ercole went to Finland and observed Dr. Piivi Kukkamaki's
voice program and brought back a video of it for me.

Then 1 went to see Margery Aber, the founder of the
University of Wisconsin-Stevens Point Suzuki program. Ms. Aber
encouraged me 10 hegin a voice program and introduced me
to Dee Martz, the director of the UWSP Suzuki Program. Mrs.
Martz encouraged me (0 audit Ms. D'Ercole’s Suzuki teacher
training and observe several Suzuki instructors at the American
Suzuki Institute—Kyoko Fuller, Alice Joy Lewis, Kay Sloan and
several others. As a result of these observations, my bachelor’s

degree in music, my experiences teaching music to elementary
school children, my experiences teaching private lessons, plus
my background in performance and the private voice lessons 1
continued 10 take, I felt ready to begin a Suzuki Voice program.

Professor Emeritus Marjorie Kampenga, my voice instructor and
long-time mentor, also encouraged me o begin the program.
In 1989, two year

Finland, she sent me a copy of her Suzuki Voice program with

after Dr. Kukkamiiki hegan her program in

ten young children ranging in age from three years 1 nine years.
Students auended individual and group lessons. Parents auended
the lessons and practiced with their children at home. Students
also atended a monthly Satrday morning group class.

Some of my goals were and continue (0 be:

* To use the Suzuki philosophy as a means of (caching
voice. The need o express one’s sell using the human
voice instrument is rooted in basic primal sounds. The
singing voice is an extension of the speaking voice, and,

as aresult, itis very natural 1o begin voice lessons at a very

carly age—prenatal, if possible, [
strongly helieve every child can learn
10 sing well,

+ To help children use natural
vocal production. This includes
encouraging children and parents (o
feel comfortable singing and 1o nse

heir singing voice as 4 means of self-
c

pression. We do this by providing
children and their families with
models of healthy vocal use.

To expose children to the world of
classical and folk vocal music. As
with the other areas of student study,
children learn and perform a wealth
of literature thereby keeping both
repertoires alive. Voice students are
exposed o the poetry of the texts, and
they are also given the opportunity
to communicate the written text and
develop an understanding of many
cultures. Students learn to translate
songs and to sing in a variety of
Janguages. Currently my students have
learned to sing Twinkle, Twinkle Lite
Star in Japanese, Korean, German.
Hindi, Italian, Finnish and Chinese.
By November of 1989, L had 15 students.
A booklet and audiotape of folk songs
provided the first repertoire. A copy of
the booklet and a tape were given to
each family. Dr. Kukkamiki generously
shared Suzuki Voice Books One, Two
and Three with me. The books contained
many folk songs known throughout the
United Stat well as Finnish and other
international folk songs. While Book One
had been wanslated into English, Book
Two was primarily in Finnish. Forunately,
sko Hyvonen, a Suzuki Violin long-term

teacher training student from Finland, was

studying at the University of Wisconsin-
Stevens Point, and she helped me translate
some of the songs in Book Two [rom
Finnish to English. [n addition, with Dr.
Kukkamiki’s encouragement, 1 selected
American folk songs thatare an important
partof our American heritage. Book Three
is comprised of simple art songs (rom
Baroque and Classical composers. As with
the first three books, the developments
ol Levels Four and Five have benelited
gready from the collaborative assistanee
of teachers from around the world. Tam
uly grateful for this multicalwral wam
approach o selecting repertoire for the

Voice program

Due to the unique inflections
and pronunciation of cach country’s
langiige. every Suzuki voice instructor
must record their own lisiening tapes of
1he songs. This process can be difficult.

time-consuming. and costly: Fortunatels.

[have an excellent. technically advanced
set of parents that help me with this
process—Kay and Dasid Holz

My first prenatal Suzuki Voice students
began in 1991, Two families participated—
moms, dads. a seven-vear-old sibling.
and a grandmother. The o families
came together once a week 1o work on
songs they would sing to their babies sull
developing in uteri. Another focus of
the lessons was to help the entire famils
feel comfortable using their own singing
voices. Once the babies were born. the

families came back 1o weekly classes and

also joined the monthly Saturdiv moming
Suzuki

. There were then 2

group classe
Voice students.

I began the second baby chass in 1994
with five infants ranging in age from three
o five months. At this point, there were

a total of 35 students ranging in age from
three months to 17 vears of age.

With time, the older students’
advancement and changing voices were
important considerations that needed

to be addressed. It is crucial for a voice

teacher to understand students’ vocal

and emotional needs. Students need to feel
comforiable with the words and ideas that
they will perform. As a result. for Books IV
and V. Dr. Kukkamiki. Mette Heikkinen
and Suzuki Voice Teachers from around
the world. have developed an extensive
repertoire from which each instructor can
choose songs most appropriate for their
individual students’ needs and interests.

[n 1990, [was invited to speak at the 1990
SAA convention in San Francisco. where
I met Dr. Kukkamaki for the first time. [
obsered her teaching, attended all of her
presentations and spent tme speaking with
her about ber program. In 1994 1 met Dr.
Kukkamiki again in Chicago where I did
4 presentation and brought several of my
udents 1o perform. In 1997, through the
generous help and support of the Aber
Suzuki Center. [ organized and presented a
workshop and insited Dr. Kukkamaki to be a
presenter. She brought several of her students
10 Stevens Point to work and perform with all
18 of my students. We had two davs of master
classes and rehearsals. and then we began
touring schools and performing concerts
in Stevens Point. Marshfield. and Junction
Citv. Wisconsin. In the summer of 1998, Dr.
Kukkamiki returmned to Stevens Point o
teach my students at the American Suzuki
Institute and continue my wacher training
In 1999, 20 of mv students and their parents
went to Finknd for tvo weeks. My students

Dr. Kukkaméki teacher training Book 1, 2006




American and Finnish students performing in Finland, 1999

and Dr. Kukkamiki's students prepared individual solos and group music before
assoloists

gathering in Finland where cach of our students performed in concert
and in ensemble. In 2001, Dr. Kukkamaki again returned o Stevens Point with
some of her students and our combined students performed concerts together
in Madison, Wisconsin Rapids, Marshfield, and Stevens Point, Wisconsin. This
xchange of music, langu:

ge, culture and friendship has been extreme
rewarding and valuable (o all of the students—truly an example of Dr. Suzukis
belief that the sl

ring of cultures and music can promote worldwide peace.
In October 2003, the International Suzuki Association approved the study
of Suzuki Voice.
The summer of 2007 marked the 18" year of our Suzuki Voice Program at the
Aber Suzuki Center of the University of Wisconsin-Stevens Point.
My Suzuki Voice students enjoy the following opportunities:

Monthly recitals combine violin, viola, cello, piano and voice students.
Students perform whenever they have polished their songs. The combination
of instruments at these recitals gives my voice students and their parents the
opportunity Lo experience a varie

¢ of Suzuki program instrumental and
classical music. The Aber Suzuki Center has a fine staff of cello, piano, viola
andviolin teachers., They and their students provide supportand inspiration
for the Suzuki Voice program.

Musical theatre is a very important part of American culture. Almost all of
our high schools and community theaters do musical productions yearly. As

aresult, each year my students pick out a musical theatre song appropriate
(o their age and voice. They research the character and the story and they

act out their songs during the performance.

At monthly marathons, we review music from the Suzuki repertoire and
supplementary group songs. Students are encouraged 1o sing solos they may
be working on during an informal recital included in the marathon,

ach year there are two important events combining all of the disciplines
in the Aber Suzuki Center: Music of the Masters and the spring Festival
Concert.

Voice students also perform at community

and charity events.
Almost all voice students in grades 6 through 12 compete in local, disirict,

and state school solo and ensemble contests. Each student chooses music

from a list of repertoire. Students in grades 4 through 12 also compete in
Wisconsin Music Teachers Association local, district, and state contests where
students are required to sing three songs, cach from a different time period,

and take a music theory test.
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My Students’ Achievements

o A 12:vearold student was one of six

o A 12year-old student was ch

for the Chicago Opera Idol contest,
sen 1o perform
as a soloist with the Milwaukee Symphony,

Wisconsin's premiere professional orchestra

and chorus.

o In 1998, three of my students performed in

the first senior recital of our program. As

of 2007, 20 of my students have performed

senior recitals.

of my students have performed leading
and/or supporting roles in high school and
community theatre productions.

« Four students auditioned and were selected
1o participate in local adult and community

choirs.
¢ Two students auditioned and were selected
sing in the Milwaukee (WI) Children’s
Choir.
+ One sudent auditioned and was selected o sing
in the Appleton Wisconsin Children’s Choir.

* Five students auditioned and were chosen for
the Wisconsin State Honors Choir.

* One student was awarded a vocal music
scholarship to the University of Minnesota—
Duluth.

¢ Two students auditioned and performed the

role of Amahlin the Univers

ty of Wisconsin—
Marshfield/Wood County production of
Gian Carlo Menotti's famous opera Amahl
and the Night Visitors

* Eight students have placed first at the
Wisconsin Music Teachers Association state-
level contest.

* Three students placed second at the

Wisconsin Music Teachers Association state-

level contest.

Senior high school students often choose

ital 1o celebrate the
culmination of their Suzuki ¢
avery big commitment for each senior student

1 perform a Senior Re
perience, This is

as they are often members of their high school
choirsand participate in the school musical and

other extracurricular activities.

Some of the most important lessons I have learned
and cherish about the Suzuki method include:

The importance of the parents attending each
lesson is immeasurable. When a student does
asmall sk well, the priceless look of pride in
theiraccomplishment passes between the child
and the parent

Camaraderie develops bewveen parentand child
when they have practiced and accomplished

Mary Hofer directing during the monthly marathon, 2009.

a task together. The look of joy is so wonderful 1o witness,
and the sense of confidence both the student and parent
feel is important.

The naturalness of learning music by ear and repetition is
incorporated into the Suzuki method and is particularly well
Suzuki
Voice, I have been amazed at how quickly my students learn

suited to learning to sing. Over my vears of teachit

different languages, analyze tone quality. and catch musical
nuances. I love mystudents’ enthusiasm for going 1o You Tube
or iTunes and listening to classical music
o The
re also very important Suzuki principles. Sometimes we

ignificance of repetition and of taking time to learn

are in such a hurry to get things completed that we forget
1o value of the process of learning—that daily practice and
repetition are the bestway to learn not just music but to also
learn how to learn. The Suzuki philosophy reminds me in
my teaching and in my family life to slow down and enjoy the
process of learning. Suzuki is notjusta method for teaching
my children. 3

my students, but also w way of parentis

Mary Hofer is the tirst Suzuhi Voice Teacher Trainer
officially recognized by the SAA. Mary also serves
as the SAA representative to the International Voice
Committee, working with that Committee to guide
the overall development of Suzuki Voice. In addition
to being recognized in 2009 as an SAA Vowce Teacher
Trainer, Mary has camed certification through Level
IV (2001-2000) in the European Suzuki Association
training sy stem
In the summer of 2009 Mary taught Unit 2 Teacher
Training in at the American Suzuks lnstitute. She helped organize and assisted
with teacher training courses at the Institute in 2005, 2006 and 2008 She has
been a presenter at several SAA Conlerences over the past 20 years.

Mary has developed the Suzuki Voice Program at the University ot
Wiscansin-Stevens Point Aber Suzuki Center over the past twenty vears. Prioe
10 teaching Suzuki Voice, Mary taught pre-schoul through Grade § General
Music, Junior High Chorus and private voice lessons for ten years. A lvric
Soprana, Mary has attended seminars led by the eanent vocal pedagogue
Oren Brown, and participated in opera workshops at Oglebay Pack, West
Virginia, and American University, Washington, DC. She holds a Bachelor ot
Music degree from the University of Wisconsin-Stevens Point.

NMury and her husband Paul Tive in Stevens Fotnt with their two children.
Elizabeth and Timathy

Students with Mary Hofer 2na Dr. Kuxxamaxi, 2006 Teacner-

Dr. Kukkamaki and Mary Hofer, 1997,

Taining.
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By Kelly Williamson

The Flutes Are Flying!

iterally and figuratively, Suzuki flute students and

teachers are sending their instruments to the skies!

Following a fall fund-raiser for the Argentinean Flute
Orchestra (directed by Fernando Formigo of San Martin de
los Andes), donated flutes from Colorado, Manitoba, Guelph,
and Taiwan were flown to Patagonia to find new homes with
hard-working flute students.

Money raised by ten Suzuki studios also enabled the
purchase of an alto flute for Fernando's group. Mr. Di Zhao
of Di Zhao flutes offered us an alto and a bass (lute both at the
dealer price. The alto was purchased during the International
Teacher Trainers’ conference in Massachusetts, and it joined
the previously-loved flutes (donated) for the trip down to
Argentina. We had enough money to buy the bass flute in late
November. [twas delivered promptly and was traveled down (o
the Lima festival in January, where Fernando and I
Martin attended classes. All of the teachers and students who
were present during the first week of the festival had a chance

udent

1o play both instruments—and also have their pictures taken
playing the bass! It was a marvelous opportunity for all ...
I am hopeful that money can be collected 10 buy a second
bass flute for the Suzuki Association of Peru, so that teacher
members can borrow it for their students’ use. Winivere
Roman, a fine teacher in Arequipa who has a large group
of students, explained that there isn't even an instrument
available for rental in Lima, let alone in Arequipa. Fernando
is making good use of both lower flutes in his orchestra; it
would be wonderful if more students in other regions were
able to have access to such opportunities.
Here is the story of one of the other donated flutes.

Diary of a Donated Flute
September 21, 2009

Hello! Please let me introduce myself. I am a Yamaha flute.
I have heard that some flutes are given names by their owners,
but it so happens that my owner never gave me a personal
name. (Since I'm a flute, [ wouldn't necessarily have expected
they would—but I mention it just in case you wondered.)

I was made in the Yamaha factory, and in 1995, 1 was bought
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by her parents for Miss Ivy Huang, who lived in Taiwan at that
time. In 1996 I went to North York (Toronto), Canada with Ivy
and her family. The family lived North York for three years,
during which time we had lessons every week and practiced
consistently. Together we passed the audition and entered
North York Honor Band, and we also played in North York
Flute Ensemble. Ivy even played me in university auditions,
even though by that time, her artistry had developed consider-
ably, and she might have expected to be playing a professional
instrument. I think we sounded well together, though, and
I'did my best to help her to shine. When we auditioned at
McMaster University, we met David Gerry for the first time.
David would be Ivy’s teacher at university, and also her teacher
in her Suzuki pedagogy study. (By the way, I put a lot of air
miles in with Ivy—from 1996 101999, we raveled back and
forth hetween Canada and Taiwan each year for summer
vacation. I consider myself fortunate Lo be a flute with a wide
world view.)

In the summer of 1999, T went back o Taiwan permanently.
Ivy had been accepted at the university, and her parents took
her 1o choose a new Nagahara flute. After that, T enjoyed a
few quict years in retirement until Ivy came back to Taiwan
lastyear and started her own Suzuki studio. I then returned to
active duty as a loaner instrument, and have enjoyed making
music once again,

One day, and 1o my great surprise, I received some amazing
news. I'learned that T would be going on a long journey to
South America, some 20,000 kilometers from Taiwan. More
exciting still: b

use the shipping would be so costly by air, |
would be going by sea instcad! I had never been on the ocean
before ... it would be a real adventure. 1 certainly hoped I
would not be seasick.

The day to leave Ivy finally came. OF course 1 was sad, but
T'was very pleased 10 be seeing new sights and learning new
things at this stage in my career. My journey took me first
to Canada, via Hong Kong, Tacoma and Vancouver, Once |
arrived in London, Ontario, Ijoined two other donated flutes
who had come from Manitoba and the United States. All of us
were then taken 1o Lima, Peru, by plane, 1o find new home:
among the teachers who attend the Suzuki festival. We traveled
together in a suitcase, well packed among clothes so that we

3

wouldn't bang around and get bruised. We took advantage of
the long trip 1o get lots of rest—at my age, I appreciate that,
cven though the brand-new bass flute was itching to get out
of the case and start making some music!

To make a long and exciting story somewhat shorter, I met
my new owner, Martin, who came all the way from Patagonia
to attend master classes in Lima. He is a hard-working
student, just like Ivy. In addition to playing with the student
orchestra in the big concerts that took place, he also had the
opportunity to be soloist with a teacher orchestra, playing
Vivaldi's Il Gardellino concerto. I was very proud to watch
and listen from the sidelines while he played his faithful old
flute in its final concert with him. I appreciated his attention
to the feelings of his instrument, in choosing to make their
goodbye performance such a splendid one. I knew that [ had
enjoyed care and respect in Ivy’s hands for so many years. I
was very glad to be going o a new owner who had the same
ideas about a flute.

Martin generously donated his old flute to a program in
Huancavelica, Peru. Their teacher's flute had been stolen
when they first arrived in Lima, so the gift was most sincerely
appreciated. I hear that those students and teachers in Huan-
cavelica are very hard-working, indeed. I wished my colleague
instrument many joys and successes in his new home, as I go

on to great adventures myself, with Martin in Patagonia! ©8

*If any teachers are interested in donating flutes, having a
fund-raiser in support of students in Latin America who need
instruments, or in partnering with a Latin American program
to share ideas, stories, and inspiration, please write me at kelly@
amaryllis.ca.

Many thanks to the following teachers and their students
for making the Argentinean Flute Orchestra fund-raiser a
success: Vicki Blechta (Ontario, Canada). Honor Gouriluk
(Manitoba, Canada), Noelle Perrin (New Jersey, USA), Ivy
Huang (Taiwan), David Gerry (Ontario, Canada). Kenichi
Ueda (Ontario. Canada), Sasha Garver (New Mexico), and
several other supporters who were inspired by our efforts and
wished to participate.

Kelly Wi holds a BMus (p
with Distinction from McGill University, and a
MMus from | Universite de Montréal. Influential
teachers include Tim Hutchins, Denis Bluteau,
Toshio Takahashi, Geoffrey Gilbert and Peter
Lloyd. She was a freelance musician in Montreal
for many years, maintaining a studio of twenty-
five private students, and was also Suzuki Flute
Coordinator at the McGill Conservatory, before relocating to London,
Ontario. Kelly has been a frequent clinician and festival adjudicator, and is
invited to teach at workshops in Canada, the US, South America and Tan-
zania. She was appointed as a Teacher Trainer in May 2006, and contributes
regularly to the AS]

INCORPORATED
Established 1971

e Valuations and Certificates of Authenticity

cate based on 49 of the instrument value ¢ Verbal Consultation is Free / Written Appraisal

e Largest Inventory in the Country

FAX (505) 889-7790
.. NE Albuquerque
©w.robertsonviolins.,
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¢ has been a long journey but the

dreams of its founders have become

a reality. Coming together within a
community of diversity that spans great
distances, but united by strong Suzuki
bonds, the Suzuki Talent Education
Association of Ontario (SAO) has
grown in leadership and membership,
becoming a thriving and prominent
Suzuki organization in castern Canada.
This spring, after the Suzuki Association
of Ontario completed a thorough
application process, the SAA is pleased
and proud 1o announce that the SAO
will be joining our family of Chapter
Affiliates as our first Canadian Chapter.

A Little Background

The SAO celebrated its 20" anniversary
in 2009, but its roots extend even further
back 1o the 1970s. The Suzuki Method
first appeared in Ontario within small
pockets of teachers primarily centered in
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London, Guelph, Hamilton, Toronto and
Kingston. These teachers hegan meeting
together with teachers from the United
States in the Northeastern Festivals which
soon inspired the formation of institutes,
the Southwestern Ontario Suzuki Piano
Teachers’ Association, the Toronto
Suzuki Association, and the first Ontario
Suzuki Newsletter,

In 1989, SAA President Dorothy
Jones challenged Suzuki communitics
to have a celebration and conference
honoring Dr. Suzuki in November of that
year. In response, the Toronto Suzuki
Association organized a conference
for all Suzuki teachers and families
in Ontario, an event that marked the
genesis of the Ontario Suzuki Association,
By the next conference in 1990, (he
OSA was officially created, becoming
incorporated and renamed as the Suzuki
Talent Education Association of Ontario
(or Suzuki Association of Ontario for

short) in 1994. With this step, the SAO
became and remains the only provincial
organization of Suzuki teachers in Canada.

‘What SAO Offers

As the SAO has grown throughout the
past few decades, the opportunities and
resources it offers have also expanded. From
its very formation, the SAO has annually
hosted a major conference including guest
speakers, instrument and non-instrument
specific sessions, workshops for students
and parents, as well as a final concert
accompanied by a faculty orchestra. In
carlier years, SAO invited such Suzuki
pioneers as John Kendall, Bill Starr, SAnd)’
Reuning and Bill Preucil as guest spe:
Each
differentarea, rotating among Toronto, the
southwest, eastern and northern regions
ast and

ar the conference is hosted in

of the province. Both in the
continuing today, the SAO conference has
remained a centralized event in the SAO.

To encourage participation in SAA events
and training, the SAO offers several types of
scholarships for members. The Association has
initiated financial awards for students participating
in the SAA conference orchestras and ensembles,
as well as scholarships for teachers pursuing further
SAA training. In addition, in memory of one of the
founding members of the Toronto Suzuki Association.
the Sheila Hall van Gijn scholarships are given to
help families attend summer institutes for the first
time. These scholarships have continued to provide
invaluable opportunities and experiences for Suzuki

students since 1983.

Other valuable resources are available to everyonc
through the SAO website (www.suzukiontario.org),
cher directory and location ser

including a te
links to member schools, a listing of workshop
clinicians and institutes, an clectronic copy of the
newsletter, downloadable forms for the annual
1 Ontario, professional development

conference
opportunities, and further information about the
O. Furthermore, the SAO
a group medical, dental

Suzuki method and the 8-
offers quarterly newslette
and disability insurance, and promotional options
(hrough their website, teacher directory and flyers.

Future Goals

Covering a larger region than any other
Affiliate, the SAO must continually work to breach
the gap of distance among their members. While
(his remains a constant challenge, SAO board

aptet

members are working to create asystem o utilize
SKYPE or other online event participation for their
events. Also in the works is the possibility of travel
(o enable participants from opposite ends
) hosted events. With
AO not only offers further

bu;

of the province to attend

these developments, the
cducation and opportunities for their members but

Top to bottom: Group tour at Seneca in the early '80s; Dr. Suzuki with students;
SAO Board meeting in 2008. Facing page: Cello class at 2008 Conference.
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Teacher Workshops, June 10-19th
Juan Diego High School, Draper, Utah

Featuring
Violin, Viola, Cello, Bass and the Advanced String Camp
& Advanced Chamber Camp with the Fry Street Quartet

Teacher Workshops courses
for
in, Viola, and Cello

. ck website for more information:
www. intermountainsuzukistringinstitute.com

is also able 1o facilitate the expansion of an
interactive commumity devored to sharing in e
Suzuki experience.

Another exciting developmentis a mentorship
and networking program designed for new
teachers, offering support and guidance in the
siart of their studios and continmance of Suziki

waining. And similarly, the SAO plans to deelop

aseriesof eventsand articles de 1ed 1o educate,
connect, and enconrage the role of parcnts and
families in Suzuki training. Members of the
SAO are excited about what has alreads been
accomplished and look forward to sec the great
things that will occur in the vears 1o come!

At the SAN'S 2010 Annual General Meeting,
Ellen Berry recognized the SAO on behall of the
SAA Board of Dircctors. The SAO s the newest
and tenth SAA Chapter Affiliate and the first
Canadian group o be recognized. Vieki Blechta,
SAO Cha
Ellen stated: “The SAA is pleased to award

. accepted the affiliadon certificate.

Chapter Affiliate status to the Suzuki Association
of Ontario, which celebrated its 20th anniversary
in 2008. The SAO is the largest organization of
Suzuki teachers in Canada, and represents the
entire province covering 13,000 square miles.
which is about the combined area of Texas and
California.”

Congratulatons to the SAO for completing this
step of Chapter Affiliation with the SAA! 0%

SAA wishes to thank the Suzuki Association
ol Ontario for its service to the SAN for many
vears and in numerous ways. Thanks to the SAO
for building and nurwuring leadership on the
provincial level and sharing the skills and tlents
of its leaders with the entire Suzuki communin!

For more information about the SAO
or for contacts, please visit their website at

hup://wwiwsuzukiontario.org

Many thianks (0 SAO Chair Vieki Blecha and
other board members for providing information
as well as the SAO's archivist, Wendy Servalle-

Smith, for compiling historical background.

Fun Facts

e The SAO currently includes 133 members and 10 member
schools.

« Dr. Suzuki visited London. Ontario in 1975, a tip that sparked
stronger bonds and undersianding of the Suzuki Method for teachers
in Ontario at the fime. (The Japanese tour group subsequently
sisited Ontario twice, sponsored by the Seneca College program. )

*  Numerous members of SAO provided valuable advice and assistance
(o the SAA for the 2007 Leadership Retreat at Nottawasaza Resort
in Ontario—SAN's first lar: ent to ke place in Canada.

*  The SAO's first Chair was Linda Judiesch. followed by David Gerry.

Dorothy Jones, Gail Langze. Susan Gibbon. Elavne Ras. and its current
Chair. Vicki Blechta.

SAO Member Schools
These e among the many studios, programs
and schools who are members ol the SAO
and the SAX

Frobicoke Suzuki School

Guelph School ol Music

Lamilton Suzuki School ol Music

North York Suzuki School of Music

Oakville Suzuki Association

Toronto Flute Schaol

S A O members, past and present, have a long hi
of involvement in and support for the SA A

hood Education founder

* Former SA\ president and Early CF
Onta;

Dorothy Jones is from Londo 1ong many honors she

was awarded Mav a SAA “Cre:

; Community” award

for her service to Early Childhoc

For many vears, Daphne Hughes was the director of the Guelph Suzuki

Institute which became the Sou Intario Suzuki Institute.

She was a kev member of the SAN Te Development Teams which

developed the Teacher Trainer Application process and the Every

Child Can! course. (Now in western Canada, Daphne continues her

contributions as a member of the

uki Principles in Action course

development team.) Daph s also senved on the SAA Board.

David Gernv is the SAA representative 1o the ISA Flute Committee.
He is currenty conducting research at McMaster University with
Dr. Laurel Trai
Childhood ed

or. which is providing evidence that Suzuki Early

won improves babies” development in numerous

areas.

Gail Lange is 2 recent past Board member and Conference Piano
Coordinator. She currenty senves on the Suzuki Principles in Action

Commitiee and the Teacher Development Committee.

Ellen Berty is a curtent SAN Board member.

Susan Gagnon just completed avery busy term on the SAA Conference
Team as Chamber Music Covrdinator. Margot Jewell also completed
Jtermas SAA Conterence Violin Coordinator at the same tme, Both
did stellar work!

Vicki Blechta has jomed the S\ Conterence Team in the Flute area
22014
Current Ontario-based SAO members who senve as S\ Teacher

tor

Drainers include Paule Barsalou, David Evenchick,
David Gerry, Sally Gross (also 2008 SAN Conterence Coordinator!),
Karen Kimmett (S Violin Committee), Gail Lange and Dorothy
Jones, Elavae Ras and Valery Llovd-Waus.
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Sharing the Love of My

By Malgosia Lis

car 2010 marks the bicentennial anniversary of
Chopin , as | am, a person of
Polish origin, this anniy

Birthday. If you are
ary is something to behold.

To celebrate I would like to share my Chopin and his Poland

with my fellow teachers.
Iw:

s born and educated in Poland; I came to United States
at the age of 23. While I have been living here for almost 20
years now, the country of my birth still looms large within me.

As the old saying goes: “You can take a Pole out of Poland but

you can’t take Poland out of a Pole.”

Chopin is and always has been a very celebrated figure
in Polish culture. Living in Poland one does not have to be
a musician or a music lover to be intimately familiar with
his music; Chopin and his art are a constant presence. The
examples are endless:

Chopin's music is used in movics,
especially in documentaries; the first two measures of his
Polonaise in A major op. 40 no. 1 mark the beginning of
daily news announcements on Polish Radio. Here are some
more examples:

When Poland was invaded by Nazi forces on September 1st,
1939, the Polish Radio played an important role in hoosting
public morale. Chopin music was omnipresent during those

terrible weeks. In fact, the last live broadcast on Polis
radio, on September 23, 1939, was Chopin’s Nocturne in
C sharp Minor, played by a young pianist named Wiadyslaw
Szpilman', until his playing was interrupted by German
bombing. The same picce, played by the same pianist, was
aired when broadcasting resumed s

X years later, when the
war was over.

If you ever travel to Poland by the way of Polish Airlines
LOT, you will experience the presence of Chopin first
hand. As you enter the plane, Chopin's music plays in the
background—Dbeautiful mazurkas, preludes, and walizes.

On board you will find the LOT Magazine, Kaleidoscope,
which lists many attractions available to you in Poland. One

of them is the famous Chopin Summer Concert series in
Warsaw’s beautiful Lazienki Park® (Royal Baths), where avid
concerigoers and Chopin fans have a chance to listen to
piano recitals every Sunday at 12 and 4 p.m. The audience
sits on park benches or simply on the grass, and listens to

music coming from under the Chopin monument. The
concerts take place rain or shine.
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You will also read about recitals taking place in Zelazowa
Wola?, Chopin’s birthplace. While the Lazienki concerts
feature well-known artists as well as new raising stars, the
Zelazowa Wola concerts are reserved for only the most famous
and established pianists.

While you relax on the plane and read about the concerts
you might be served a shot of vodka on ice. The name of the
vodka? Chopin Vodka, of course!

When the flightattendant brings your ear phones you might
want to consider listening to all-Chopin Channel!!! When
you finally land in Warsaw eight hours later you will land at
the Chopin Airport. You might even exit the plane through
Terminal 1 called.... Etude!

Chopin Competitions, taking place in Warsaw every four
years, are transmitted live on Polish TV and Radio, starting
with the first round. The first Competition I remember vividly
1975 when young 17-year-old Polish pianist Krystian
Zimmerman took the first prize. Overnight, he became a
national hero. In 1980 Poland was just as divided as the Chopin
Competition Jury over the young pianist Ivo Pogorelich®.
Those who did not know much about music heatedly discussed
his autire and habit of chewing gum on stage.

Itis only natural that Chopin’s music is a constant presence:
in my studio. I wail, often impatiently, for my little students to
grow and reach the level at which they are ready to play and
discover the richness and the beauty of his music, and the joys,
and challenges that come with playing Chopin.

Itis my strong belief that gelting to know a composer as
a person and to know the world he lived in, are the keys o
true understanding of that composer’s music. This can’t be
truer with Chopin, or with any of the big romantic composers.
for that matter. In general the music, poetry and art of that
period had everything to do with feelings, expression and
love of one’s country,

_ Those of us who would like to get to know Chopin more
intimately are very fortunate. He left numerous letters to his
family and friends which were scrupulously saved by them.

Ve arealso fortunate in the fact that Chopin was a very gifted
writerand loved to write. While it is impossible to go in great
detail through Chopin’s whole life I will try to show Chopin
through his own words and the words of his closest friends
and acquaintances,

Left: Royal Baths Palace and Park

GNU Free Documentation License
ikipediz i { Warsaw. denki_Palace./pg.

Below: Royal Baths in summer 1863,
painted by Marcin Zaleski (1796-1877)

Public domain image 7 .
~htup:/en. wikipedia.org/wiki/File-idok_palacu_v._ Lazienkach_latem jpg\
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Mikolsj (Nicolas) Chopin, 1771-1844

Frcderyk Chopin was born in the vilage
of Zelzowa Wola in Poland in 181, ¢,
Mikolaj (Nicolas) and Justyna Chopin, 1
was the second of four children and (he
only bo: Chopin's father, who was French,
immigrated to Poland at the age of sixteen
in 1787 and had served in Poland’s Nagong]
Guard during the Kosciuszko? Uprising,
The question of the date on which Fr)'deryk
Franciszek Chopin entered the world has
ctorily resolved; according
(o his own written testimony it was March
Ist; according to the official enury in the
baptismal register of parish church, it was
22" of February. The place of his birth,
however, is beyond dispute: P elazowa Wola,
a Mavovian village Iying on the River Urata,
51 kilometers west of W

never been satisfa

w, belonging at
that time 1o the family of Count Skarbek
o whom Chopin’s mother was related and
by whom she was brought up. Mikolaj and
Jusyna married in 1806. In October 1810
Mikolaj Chopin was awarded a_ position at
the Warsaw Liceum (secondary school), and
moved with his family (o Warsaw. Chopin was
onlya few months old. The Chopin family's
first apartment was located in the Saxon
Palace, in the right wing. Soon after Chopin's

father was appointed as a headmaster of a
prestigious boarding school.

Itscems thatall of Chopin’s family was
musical. Chopin’s father played the flute
and violin and his mother played the
piano. His earliest teacher was his older
sister Ludwika (Louise), herself a alented
pianist and writer. Chopin’s childhood
was a very happy one. He was adored by
his sisters and parents and admired by
1\l gift. Franz Lisz relates

all for his musi
in 1852

The environment in which Chopin entered
the world and developed as if in a snug
and secue little nest was suffused with an
atmosphere of accord, preace and industry; s0
those examples of simplicity, picty and delicacy
always yemained for him the sweetest and
dearest.

Much later, in his Parisian years,
n always one foot at

hopin avowed:

home with you.”

Leuter to Father, on his name day’
December 6™ 1817:

(In Polish) Kochany Papo! Lubo by mi
faiwicj bylo wynur=yé uezucia moje, gdvby Jj¢

MUV RV tonami wyrazic mozna, gdy jednak

Woyciech Zywny
Images on this page courtesy of www. chopin.pl

Jozef Elsner

zowz/éﬁmf//‘
/S <
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In early 1818 Warsaw Journal published the first review of the edition of the Polonaise in G minor.

nia mego ku Tobic,

i najlepszy koncert praywiaz
Kochany Papo, objaé nie potrafi.

prostyeh wyrazéw serca mego, aby Ci najezulej

Lziy ci i praywiqzania sy o hold
zlozvé. F. Chopin. Dnia 6 grudnia 1818

(Translation) Dear Papa, 1 could express
my feelings more easily if they conld be put
into notes of music, but as the very best
concert would not begin to cover my affection
Jor you, dear Daddy, 1 must wse the simple
words of my heart, to lay before you my
utmost gratitude and affection. 1 Chopin.
On the 6th day of December 1818,

Very Iy, the Tamily realized that

dunusual musical

young Frydenk possess
wilts. By the age of six, the boy was

composing original pieces that showed
prodigious ability. His parents arranged
for him to take piano instruction from

Wojciech Zywny, a great and eccentric

musician (who was really a violinist lirst

and a pianist second), who wore stained,
mismatched clothing and whose big nose,

in Chopin's words, “always seem to come
into the room belore its owner.” Zywny
taught the boy the works of the classical
composers, Bach, Mozartand Beethoven,
but with an car open o new ideas and
impressions—beauty, imagination and
emotion. Emphasis was placed on color,
tone and dynamics. Also learning under
Zywnyat the same tme was Ludwika, with
whom Fryderyk played four-hands

Chopin’s first works were published in
ars old.

1817, when he was only seven y
His Polonaise in A Flat, published when
Chopin was cleven, was dedicated o his
teacher, Zywny.

In carly 1818 Warsaw Journal published
(he first review of the edition of the

Polonaise in G minor:

The composer of this Polish dance, a
young boy only eight years of age [..] a
true musical genius: not only does he play
the most difficult pieces on the pianoforte,
with the greatest ease and exceptional tastr,
but he is also the composer of several dances
and variations, by which musical experts
are constantly amazed, above all given the
childish age of their writer. Had that young
boy been born in Germany or France, he would
doubtless have already attracted the altention
of all social spheres; may this mention serve as
an indication that geniuses also arise on our
soil, it is just that the lack of broad publicity
conceals them from the public.

He was often invited to play at
aristocratic parties and at charitable
events. After one such event Warsaw
Journal wrote: “performing on the piano
was the young Chopin, a child of vight
years, who promises, so the experts claim, to

replace Mozart!

In 1822, at the age of 12 Chopin ended
music lessons under Zywny and began
to perfect his musical training privately:
he took counterpoint and composition
lessons [rom Jozef Elsner, he also learned
to play the organ from Viclav Wirfel.
svery fortunate having Elsner

Chopin w

as his teacher. Elsner was at that time

one of the most prodigious composers.
His works included

and operas yet he somehow understood

nphonies, masses

Chopin's exclusive love for piano.
Interestingly, Chopin's piano lessons
ended with Zywny; he never again tok
formal piano lessons, yet at the age of
19 he was a fully formed pianist, writing

his Etudes Op. 10, picces that g

Ve every

pianist 180 years later plenty technical
problems to solve.

Chopin spent his childhood summers
in the Polish countyside in the village

of Szafarnia, where he absorbed lolk

music of the Polish region of Mazovia.
He possessed keen intelligence and a
true literary ability as well as @ tlent
for mimicry. He wrote and performed
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Fowveey Scafurshiy parodving the
Warsanw Coutict huer Warccamml) Theme
el deluge of s hoollboy gagy

Jeope ol hae e

Failliness with et s few more sensibfe
eme i them

Vit ANbamswcal gatherimg im Seafarng

doen o s persons and half prrsons, @ stay

was g Iy A Pchon esquire; he played
Poadvih Kalldwenner conierto, which made

wpnession. particularly on the smatl

vomages, th the Zxdel (Lattle Jew, a folk
ong oved Iy the same My, Pachon

Vipn \Obvoar a havoest festral way

I T cnton willage pathered in fromt of the

" nesed themselies tvuly, particularly aftey

i, and the gols, i a squealy, false semitone

o xang *Priade duworem hacida w blocee, nasse
prani w samym oo (AL the maner ducks i
Do e ouy dady all v prold attove )

He cnjpoved copyving folk tunes into

s music notehook . The folk music of
Mazovia staved with i all hus life and he
Kept contact with that peviod through his
Mazurkas and Polonaises
FETTER FROM MAZOWSZ)
st I8 0 Wilhielm Kolberg

Dear Wilus

19 of

Phanks for vemembering me;
but on the other hand T am avuoyed with you,
that you are such a mean and hornd, elcetevd,
clectera and only wride such a sovap to me. Weee
vou short of paper and pens or did vou begrudge
ihe vl

11y and you

Lam cnpoving myself in the o

are ot the ondy one that vides a horse because 1
can stk on one too. Don’t ask how well; but I
can, cuough for the horse to go slowly whenever
o prefers whale 1 sit fearfully on his back; like @
Lull wono 1 haven't had any
Jalls because the horse hasn't thown we offe
but-if coer he should want me to tumble off-1

may do casily!

monhey on a bear

Lawon 't bather you with my affairs, because
D lwow they won't intevest you. The flies often
alight on my lofty nose but that’s unimportasnt
because it's vather a custom of these importunate
beasties. The guats bite me; but that doesn’t
mater, becawse s not on the nose. (...) I end wy
letter therefore without compliments but amicably.
Ieeprawell, dear Witus, and please do write to we.
Weshall meet 1 4 weeks. 1 embrace you heartily.
Your sincere friend I, Chopin

In Warsiw together with hissiater Ennli,
he wiote and staged on his Lather's name

ashortcomedy Omytka, eyl Mniemany

da
ptut (The Exvor, or the Presumed Joker)
e also Tounded” the children’s Literary
Eatertainment Sociery, madeled on the
Warsaw Society for the Advancement of

the Arts

ind Sciences: he became the

president’. while the boarders in his

father's school were the members. His
aeter Emilia was the secretany. Aecording

o family friend. Jozela Koscielska (Liter

the fact that hitle Freddie way
1t

m less apf

Vodzinska).

e the best pranist in

peal in our eves than

[ the huys wis so eager to joke

n than he
I vearonnd his 13" birthday that
posed the Varwations in L major on
D dedicated to K nna
Aa of the legendary Polish
aothe st sersons of the Mazurka

\ wor Op. 7 No. band A
‘ Secband the Polonase m G
dedhicated to Ludwika
) ith s b often played
s duers and Polonaise in G
M Teatedd to s chaldhood
Rotheryg Ao composed
were a mber ob mazarkas,
sives and marches Many
 woitten o the album ol
Leatmba Grabermsha, which was lostin St
1 2 A tew can be tound in the
cd Polish National Edition of all
Chop s available trom Theodore

v npany

At the age of 16 Chopin enrolled
he Music Con toire of Warsaw
University and now otficially continued

his music studies under the direction

of Jozet Elsner. Elsner became not only
Chopin’s teacher and mentor but a dear
They maintained regular
th

iriend as well

correspondence until Chopin’s ¢
The fruits of his studies under Elsner
included the Variations on 4 theme from
Mozarts “Don Giovanni’ ('L i darem
la mano’) in B flat major Op. 2, with
a dedication to Tytus Woyciechowski,
oted

one of Chopin closest and most de
friends. Chopin’s other close friend
from that period was Jan Bialoblocki.
The wealth of correspondence between
them reveals Chopin as a mischievous
boy, full of life and of humor tinged with

some irony

Letter to Jan Bialoblocki, January 8
IN27

Resperted M. Jan'

Youu are nat worthy, you seoundrel! Forgive
e for beingg compelledd to wse i my indiguation
You are not

a title o pustly belonging to you
svorthy that T should extend to you a hand with
a pen in at! Thiy iy your gratitiade for the body
saveat 1 endured i buying Muckiewtes, or thise
tichets? Thiy iy respanse to my New Year wishes?
Ves, panise; and confess that T am rght o saveng
youare not worthy that [ should extend a hand
toyou! The only motive which onpels me to write
to vt today i to acquat myself of the suspucion
ar pudgment which might fall on me on account
of the money you left with me. Perhapy you think
that spent it during the carnival at ome friends"
ittle ball, or that 1 have converted the rites of
Hach(us") into something worthy of a son of

Emlia, 18121827
\pll? Mistaken noteon! Low thoughts! 1 have

Bongght you two airs from Freoschutz”, with which
youe ought to be pleased. 16 i trae that they are

wice, but as 1 know, or at least can

Jor a female
smagine, how squeakily you must ving, my dear
Uife, when your leg hurts ou—they are just the
hings for you! (..) The sledyging is fairly good;
they have been running about Warsaw with little
bells for four days; there have been a few accidents,
siehas wswally accompany these moments. For
anstance: a shaft hit some lady on the head and
Jalled her; harses have bolted, sledges have been
sinashed and soon. (.M. Symanowshed gives
aconcert thisweek. 1015 to be on Friday, and prices
are saised. | shall be there for sure and will tell
you about her reception and playing. Write to me!

Cve me a kiss, Dear Life!

o
Ludwika, 1807-1855

Tothe same, March L, 1827,

Belwved Jusiu!

Vre you alive? Or not 7 Glory be to God; it's
more than three months since you wrole a word
to me. This appears to confirm the tale that is
told about you in Warsaw with mourning and
tears. And do you know what they say? They
say that you are dead! We all had cried and
Jedrzejewicz” had written a panegyric'” for the
courier and suddenly came the thunderclap that
you are alive! So, having dried my tear-swollen
yelids [ take up my pen to inquire of you, are
you alive or did you die? If you are dead, please
let me know, and I will tell the cook, for cver
since she heard about it, she has been saying
her prayers. It may be a case of cupid’s dart;

Jor though she is an aged dame, our fozefowa

is, when you were in Warsaw, you impressed  jzapela, 1811- 1881

her so that on hearing of your death she kept  1mages on this page courtesy of waw chopin ol

on repeating for a long while: “what a young
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Tl swan [817 and ININ were ndden with pers

Pist Chogin s vounges sister, Bt died of wberculosis
Loss thas o awar Later hus dear friend Jan Bialoblocki died
A\l & Fovdiok wok the losses hard o help him out of
+ that descended upon him his parents urged

Bertin with the triend of the family Professor

[
LELTER FROM BERLIN Scptember 12, 1828

My derent Buremts wnd sosters [ am s,

d stnce Tuesday

oy griow semuthing mew in g thestrr ecery day, as if on purpose

v huerd mury cperas but Handel's Oratorio

€ music. (...)

i professor, Herr
o hands to break
mr dowman s Ae crwshad Ris witk Ras one pase. Then he talked
he d his fi
crumbs. [ sat theve on thorns
ards had to wipe it off

msy wose as well. (...)

Luhomien. § encoond im his fingers? I hisd to wse ¢

R O 30 e
A

1

Lid ek strrmed o o

S N ek ug my P

wohomy vuzdin Mo had o

Vs vund sans Beriix women are beautiful but he hasn't a
arthing b ot semse’ They doess, thal’s true but it’s pitiful

v ity gorge ixs o yuch dowdy images. | have seen
«df cher You. Your sincerely

Tytus Wojciechowski, Image courtesy of www. chopin.pl.

On his return to Warsaw, Chopin continued his studies

under Elsner. Probably composed at this time was the Grand

Fantasy on Polish Airs Op. 13. The main theme of this piece is

a tavorite folk song of Chopin's mother'?,

At the same time Chopin actively participated in Warsaw
musical life, In a letter 1o his friend Tytus he wrote:

Lrush from place to place, and today I am at Wincengerodowa's
for a soirée, whence | shall make my way to a second at Miss Kicki's.
You know how comfortable it is when you want to sleep and they
are asking you to improvise. In effect, 1 have written nothing
Jor a week, for neither man nor God. (..)'Rondo a la Krakowiak
finished “w partyqi™ [in part]. The introduction is original, more

Laura and Filon

Traditional Polish Folk Song

Scurce: Colsn Hume's websiie. www colinhume.com — chords can also be printed below the stave.
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so than myself enclosed in a baize frack-coat. But the trio is not y

finished. (...) I am to veccive at home a new, convenient place o
myselfe Already being prepared upstairs is a room which is to serve

my comfort, with steps leading up to it from the dressing-room.
I am to have an old piano and an old bureaw; it is to be my own

place of refuge.

In 1819 Chopin met through his sister Ludwika, young voice
student at the Warsaw Conservatoire Konstancja Gladkowska.
Chopin immedi
new emotion with the he:

ately fell in love and threw himsell into this
rt and spirit of a true romantic. The
s inspired

second movement of his F Minor Concerto Op. 21 wa

10 a considerable extent by the composer's feclings towards the
young soprano.
In October of 1829 he wrote to his fii
Perhaps unfortunately, I have my own ideal, which I have served
Jaithfully, though silently, for half a year; of which I dream, to
thoughts of which the adagio of my concerto belongs.

nd:

Li
Waltz in D flat major'™:

(...) my ideal, whom [ faithfully serve, without having spoken
10 her for half a year already, of whom I dream, in remembrance of

er he writes about the same concerto, as well as the

whom was created the adagio of my concerto, who inspired me towrite
that little waltz this morning, the one that I sent you. Be careful in
one place marked +. No one knows about this apart from you. How
sweel it would be for me to play it to you, dearest Tytus. In the Trio
the left-hand song should dominate until the upper I flat in the right
hand in the 5* bar, which I need not explain since you feel.

new about

It is very possible that young Konst
the magnitude of feelings she inspired in Chopin as he
She certainly never openly

admired her silently and from a
acknowledged them
of ninet

Atthe age

en Chopin finished his musical studics.
ion paper:

min

as “a musical

genius.” At the same time, Chopin said of his te: chers: “Under
Zywny s (donkey) could learn.”

In July 1829, prodded by his friends, he made a short tour
to Vienna. Wilhelm (Vaclay) Wiirfel , Chopin's former organ
for three years, introduced
He also enabled

and Elsner, even asillie

teacher who had been staying th

him to the musical society of Vienr
Chopin to give two performances in the Kirtnertorth:
ymphony made its debut

er,

a theatre where Beethoven'’s 9th Sy
only five years before! Accompanied by an orchestra, Chopin
Mozart theme and the Rondo

played Variations, op. 2 on
i la Krakowiak, op. 14. He also improvised. He enjoyed
tremendous success with the public, and although the critics
med

censured his performance for its small sound, they ace
ised his compositions.

him as a genius of the piano and p
Later, the Viennese publisher Tobias Haslinger printed the
Variations on a Theme from Mozart (1830). This was the first
publication of a Chopin composition abroad, for up until
then, his works had only been published in Warsaw.

Letter o parents from Vienna, August 8th, 1929,

I am well and happy. I don’t know why but [ appear to astonish

Konstancja Gladkowska,
Images on this page courtesy of www. chopin.pl

Chopin at the age of 19

the Germans and I am astonished at their finding anything to be
astonished at. Thanks to Elsner letter Haslinger doesn't know what
to do with me. He told his son to play for me, showed me everything
of musical interest that he has, and apologized for not introducing
me lo his wife as she was not at home. With all that, he has not yet
printed my things. [ did not ask him about them; but while showing
me his finest editions, he informed me that my variations will probably
appear in a week’s time in the Odeon. I didn't expect that.

He wants me to play in public. They tell me here that it would
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be a great loss for Vienna if 1 were to leave without being heard. All

this is incomprehensible o me. (...)Wiirfel declaves that if I want to
shaw something new and to make a sensation, | must play in public,
without fail; as I am now in Vienna and my things are (o appear
(publish} at once, I certainly must play becawse atherwise | should only
have to come back specially. They assure me now is the most favorable
time, because the Viennese are hungry for mew music. A young artist
should not throw away such opportunity. (...) Stein wanted at once
to send one of his instruments to my lodgings and then 1o the concert
if 1 give one. Graff, who, by the way, makes better instruments, made
the same offer. Wiirfel wants me to play first the Vaviations, then the
Krakowiak Rondo, as a striking novelty, and finally to improvise.
Will it come to that? I don’t know yel. (...) P.S. I have decided. They
say that I shall cause a furore, that I am a virtuoso of the first vank,
that I count with Moscheles, Gallenberg and Kalkrenner. Wiirfel today
introduced me to Kapellmeister Seyfried and Count Gallenberg, as the
young man he was persuading to give a concerl (nota bene without
any pay!), which greatly pleased Count Gallenberg, as it is a question
of his pocket. The journalist all stave at me with vound eyes, the
members of the orchestra bow deeply because director of ltalian opera
man walks arm in arm with me. Wiirfel veally is making coerything
casy for me: he will come (o the vehearsal himself and is genuinely
taking trouble over my debu.
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Letter to Parents from Vienna, Wednesday, August 12, 1929.

You know from my last letter that I have been persuaded to give
a concert, so yesterday evening at 7PM in the Imperial Opera house
L made my entry into the world. As soon as 1 appeared on stage the
bravos began. After cach variation the applause was so lowd that I
couldn’t hear the orchestra! When 1 fimished they clapped so much that
Ihad to come out to bow a second time. The slage manager was very
hind and amiable to me. Hewas so encouraging with his assurances
before Lwent on the stage and kept my thoughts off it so well that [
was not very nervous. My friends and colleagues spread themselves
over the hall to listen for opinions and criticism. Some lady said 'a
pity the boys has so little style'. The journalists have taken fancy to
me but all the same it is being said that [ played too softly or rather
{oo delicately, for people here are used to the piano pounding. 1 expect
to find this reproach in the paper especially as the editor’s daughter
Dounds frightfully! It doesn't matter; I should rather prefer that people
say 1 played too soft then that 1 Played too loud.

Upon hisrewrn 1o Warsaw, Chopin, already free from student
duties, devoted himself 1 composition and wrote, among other
Preces, o Concertos for piano and orchestra: in /- minorand E
o, mazurkas from op. 6 and 7, nocturnes from op. 9 and 15
(no- 2), ctudes from op. 10 (10, 5 and 6), and songs 10 words
by Stefan Witwicki

Imperial Opera house in Vienna today GnU

« 1/File: Warszawa_Teatr_Wielki_2009.jpg
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Chopin enjoyed playing at salons and private parties but was
not fond of big concerts. Warsaw’s audiences waited in vain to
hear him to perform in large public places. In December of 1829
the Polish Courier wrote:

Owr Countryman, ardently received abroad. has et o be
publicly heard in his Homeland. His modesty. although the
mast precious object of his talent, in this respect is considered
less laudable. Is the talent of Mr. Chopin not the property of his
Homeland? Is Poland not capable of duly appraising it? The
works of Mr. Chopin indisputably bear the stamp of great genius:
among his new works is to be @ Concerto in F minor, worthy of
Laking its place alongside the works of the leading musicians of
Europe. And: One hears that M. Chopin is leaving for Italy.
but will doubtless not undertake this journey without grving
a public concert in the capital of Poland... (Polish Gazette.
February 12, 1830)

In February 1830 Chopin finished work on his Concerto in
F minor. He decided to perform it for just family and closest
friends. So it happened that on February 17 he played the F
minor concerto in his home with the accompaniment of a small
string orchestra. Encouraged by reactions the concerto received.
he decided to premier the piece on a large stage. But betore that
the first rehearsal ook place, again, in Chopin's home. A few
s were invited and later they related:

journalists

National Daily, 3vd ol March: In the Chopin family salon,
a rehearsal of the K minor Concerto and the Grand Fantasy in A
major. Among the listeners of both sexes were experts and amatewrs
and artists, there was also Kwpiiski and Elsner. [...] His old piano
teacher (Zywny) sat moved to tewrs. Elsner beamed all over with joy
L] Kunpisiski in the end even diected the orchestra for the young

artist himsel)

One day Laer, the Warsawe Courier wroter The young vivtuose
played his concerto and « potpourre on various themes, particularly
(0 music from the national song i mivsiqe saszedt 10 and from a
Krakowiak by Kwipushi, ete
The yowng Szopen sw passes all the pranists

yeiterate the opinion of the most

illustrions individuals:
that we have heard heve. e is the Paganine of the pranoforte...”

On March 17 in the National Thearre the first public concert
given by Chopin alone took place. On the program: the Concerto
in Fminorand the Fantasia in A major with the orchestra conducted
by most famous Polish conductor of the time. Karol Kurpinski .
The next day the newspapers reported:

adagio in the concerto
of Mr. Chopin is an onginal work of an exceptional musical genius.

Veratably! anyone who thus hegins at an early age will spread his

name far and wide: his modesty is equal to the enormity of his
talent.” (Gazete of the Warsaw Correspondent).

Maurver Mochnacki. famous Polish musician and publicist
wrote in The Polish Courier:

After a long wat. the day before vesterday Mr. Chopin could be
heard in a public concert. The large assembled audience greeted the
voung artist with thunderous applavse. .| No one will suspect us
of nationalistic partiality or vainglory if we place Chopin in the elite

group of the foremost fortepranists: | It os difficuldt to say what was

uppermost in 1t [the F minor Concorto]—compositional talent or
masterly execution. As well as originality, beautiful melody. bold and
magnificent passages suited to the natwre of the instrument. bedecked
in vivid colows of ire and of passion. and the well-judged blending
of all this into a single whole—such are the salient features of this
work. (.. The land which gave him life with its song acted on his
musical disposition and at times penetrates this artist’s works: more
than one sound of his tones seems to be like a happy veflection of owr
native harmony. Under his hands, a simple mazur willingly gives
iself up o changes and modulations, whilst retaining the proper
expression and accentuation. In order to combine elegant playing
and brilliant composing with such a beautiful simplicity of homespun
song. as Chopin has imbibed it, one must have the vequisite feeling.
become familiar with the echoes of owr fields and forests, hear the song
of the Polish peasant

Chopin himsell was less enthusiastic:
1o Tywus Wovciechowski:

Somy first concert, although it was full
and thiee davs before neither box nor seat was to be had. did not create
the impression on the masses that 1 had apprehended. The opening
Allegro, accessible to only a small number, received an ovation, but it
seems to be becanse they had to wonder what it was! = and seemingly
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pretend to be connoissewrs! The Adagio and
Rondo cvoked the greatest effect, here one
could hear sincere cries — but the Potpury
on Polish themes'" utterly failed, (o my
mind, (o achieve its aim. [...] Elsner rued
that my pantaleon’ was muted and that
the left-hand passages could not be heard
That evening, whilst the gallery and those
who stood in the orchestra were content, the
parterre complained about soft playing — and
I would like to be at ‘Kopciuszek'* to hear
the debate that must have been carried on
over my person.

On 22 March the second concert in
the National Theatre wok place. Chopin
having learned from the experience
2 After the
Jirst concert, even Mochnacki, having praised

me o the heavens, and especially the Adagio,

decided o change the pian

ended by advising more energy. I realised where
that energy lay and |[....] played not on my own

but on a Viennese instrument. Diakov, the

Russian general, was kind enough to grve me his
instrument —better than that of Hummel — and
only then [....] applause, praises that cach note
was struck like a pearl, and that in the second
1 played better than in the first.

Encouraged by the enthusiastic reviews
of this F minor concerto Chopin started
the work on the next one, in the key of
E minor.

From a letter to Tytus Woyciechowski
on the work on the Concerto E minor
op. 11:

The Adagio for the new concerto is in I
major. Tt is not intended to be powerful, it is
more romance-like, calm, melancholic, it should
give the impression of a pleasant glance al a
place where a thousand fond memories come (o
one’s mind. — It is a kind of meditation on the

beautiful springtime, yel lo moonlight. That is
hat is violins

why I accompany it with sordini,
muffled by a sort of comb, which spans the
strings and imparts to them a new, silvery tone

Perhaps itis poor, but why be ashamed of oriting
poorty in spite of one’s knaxuledge - only the wsilt
In this You will doubtless
uncover my tendeney to do ill involuntarily

Just like when something involuntarily pops
into my head and 1 like to cherish it. perhaps

will reveal the error.

most erringly

Itis now the spring of 1830 and in April
Chopin's Variations op. 2 are published
in Vienna by Haslinger. Now came the
time for Chopin to make decisions about
his carrier. He knew that to be truly
known and to have his works published
he needed to embark on a tour through
the musical capitols of Europe. Dresden.
Berlin. Vienna. and of course, Italy. The
first plans about the tour were made in
the carly months of 1830. Chopin however
couldn't decide on the date: it was to be
spring. then carly summer, then carly fall.
Plagued by indecision and tormented by
the romantic love for Konstancja he kept
changing his mind and postponing dates
of the planned trip.
ki

As for my journey, I no longer know what will

May 15", to Tytus Woyciechow:

happen. I think that instead of travelling abroad
this year, I shall end up in a fever, and that
will be that. I shall stay through June, through
July, I shall not cven want to leave for, I expect
You_alweady lnow, that for nothing, save for
the heat; the Italian opera does not begin until
September; so there is no need to hurry, all the
mone so since the Rondo for the new concerto is
nat finished — and for that 1 need inspiration;
Tam not even yushing with i, since | have the
Jirst Allegro 1 do not woryy about the rest.

Other conference inqui

New Zealand Suzuki Institute’s fourth
| Teachers’ Conference 2010

0pm, Friday October Ist to
Convention Centre, Grand Tiara Hotel
Rotorua, New Zealand

An opportunity 1o enhance your teaching and playing skills, and explore issues of
common interest with other Suzuki teachers in a relaxing and friendly environment, |

For more information about the conference and to download a registration
form please visit: hup://www.suzuki.org.nz/pdfs/2010TeachersConference. pf

s may be directed 1o Felicity Wooding, Conference
Coordinator, Phone: 09 530 8582 or email: admin@suzuki.org.nz

0pm, Monday October 4th
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August, 1830, again 10 Woycicchowski;

Me, what am I domg? Next month, on the
10 T depart. though 1must fost iy ouy my
Coneerto in I minor, as the Rondo is already

complte. {...] Hamlet o, 1 shall be going,

4th of September, 10 Woyciechowski:
Fits of madness befall me now stronger than
wsnally. = Lam still sitting here =1 do not haye
the stength to decide on the day, I think thay |
am leaving to forget about home for cver; I thing
that Iam leaving to die.

18th of September. to the same: 7 shall
leave. but where to, swhen somehow nothing
draws me anywhere. Yet, I do not intend to
stay here n Warsaie, and should You have any
suspicions of love, as do many people in Warsaw,
discard them, and yest asswred that I would be
capable of emaining above everything wheve my
self is concerned, and were Iin love, Iwould still
be able for a couple more years of concealing the
miserable and pernicious fervowr:

Finally the date of departure was set.
Chopin and his friend Tytus were to
leave at the beginning of November to
Vienna.

On 11 October 1830, he gave a
ceremonial farewell concertin the National
Theatre in Warsaw, during which he played
the Concerto in E minor, and Konstancja
Gladkowsk:
evening in the leuer to Tytus:

sang. He recounted the

A full house. [...] resounding ovations.
(...) in the second part of the programme,
after the William Tell Overture — Konstancja
Gladkowska. White, with yoses in her hain,
her attive exquisitely suiting her face (...) she
sang cavatinas from La donna del lago with
recitative as she had never sung anything, except
for the ara in Agnese, before. You know that ol
quante lagrime per te versai. She uitered (wlto
desto to the lower B in such a way that Zieliiski
maintaned that single 1 to be worth a thousand
ducats. [...] After leading Miss Gladkowska
Jrom the stage, we got down to the Potpuri on
Ksizyca (Fantasy on Polish Airs) co zeszedl,
e, This time 1 knew what 1 was doing, and
the orchestra knew what it was doing, and the
pavterre appreciated. [...] They called oul to
me—= ot once did anyone hiss.

Even though Ms. Konstancja Gladkowska
might not have known about Chopin’s

feclings towards her she was preseatinall

last™ celebrations taking place in honor

of young pianists. Some sources claim (hat
she presented him with a ring. We know
forsure that on October 25th she wrote in
his journal the following poem

Meet You fate objectionable.

To what is needed yield You must

Remember, wnforgetiable.

That heye in Poland are You loved

That the lawrels of yenein might never come
1o wilt,

Leave you nowo Your closest friends and
dearest family

Strangers may esteem You more. repard you
to the hlt.

But they surely cannot love You stronger
than do we.

Underneath in Chopin’s hand writing
added a bitter: “they can. they can.”

Finally on November 2nd Chopin left
Warsaw, heading for Vienna. He was bade
farewell by friend:
ones in the tavern in the Wola district

professors and loved

of the city—with a cantata composed by
Elsner for male voices and guitar. That
same day, before his departure. he placed

ript of his first
wo Etudes from the future opus 10: in C
major and A minor.
riends gave him asilver goblet., filled with
il. He kept it with him for the rest
of his life. Chopin traveled o the city of
Kali

the date on the man

As a farewell gift, his

Polish s

2, where he met his [ellow traveler and

dear friend, Tyts. Armed with letters of

recommendation o friends embarked
on the longest journey of their lives, in
every sense of the word. Chopin did not
know it then but he was never to return to
his beloved Poland. &3
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Gems for Violin Ensembles
By Helen Butterworth

A collection of entrancing, original pieces
designed for young violinists in either a reading-
based or Suzuki group lesson environment.
Players of different levels can perform together
successfully in different combinations. The CD
includes a full performance of each piece as.
well as piano accompaniment tracks. Includes
reproducible violin parts.

Book & CD (00-35171), .$29.99

Quartets for Guitar:

Three Intermediate Works

By David Crittenden

These ensemble pieces are wonderfully original,
with depth and musical sophistication. They
were composed for Suzuki students at the level
of Book 5 or beyond.

Book (00-35012),

-$19.99

Fingerboard Geography for Viola

By Barbara Barber

The latest in the Fingerboard Geography

series teaches the layout of the fingerboard by
establishing the 1st finger “home base” note on
all four strings, while Finger Pattern Exercises
develop quick, precise action in the left hand.
Also includes dozens of Practice Suggestions for
pieces in the Suzuki® Viola School, Volumes 1-4.
Book (00-29123).

ALSO AVAILABLE

Singing Voém
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Fingerboard Geography for the S(rmg Class

Book (00- 29120) ..

Fingerboard Geography for Violin, Volume 1

Book (00-29121)....... $21.95

Want to win a FREE Suzuki Volume 1 book
for the instrument of your choice?

Emzil customerservice@alfred.com with“Suzuki”in the subject line
by October 31,2010 for a chance to be one of 5 lucky winners!

Follow Us Online:

Prices ore i USS and subpec 1o change without nolice:

Ready to buy? Visit alfred.com/Suzuki today!
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Singing Violins: Popular Classics for
Ensemble or Solo Performance
Arranged by Doris Preucil

Encourage expressive playing with this

collection of well-loved “salon” type music of
the 19th century, arranged for violin ensemble
performance and also edited for violin solo

with piano. In a group setting, teach the unity

of intonation, phrasing, and ensemble that one
hears in the violin section of a fine orchestra,
Includes reproducible parts.

Book & CD (00-33611,

Beautiful Operatic Melodies

for Violin

By William Starr

This collection is ideal for both newcomers and
those already acquainted with the world of
opera. It contains a piano accompaniment and

a violin solo part. The music on the included CD
was recorded by violinist Judith Starr and pianist
Jarle Rotevatn, both of the Bergen Philharmonic
Orchestra in Norway.

Book & CD (00-35251) ... .. $16.99

Learning Together:

Sequential Repertoire for Solo
Strings or String Ensemble

By Winifred Crock, William Dick, and Laurie Scott

This versatile new collection includes sequential
unison repertoire with harmony parts and bass
lines. Books can be grouped with any mixed

or lik Eachii

book comes with a CD that includes solo
performances, string ensemble performances,
and piano accompaniment tracks of the featured
repertoire.
Piano/Score (00-34507)
Violin Book & CD (00-34508)
Viola Book & CD (00-3451
Cello Book & CD (00-3451:
Bass Book & CD (00-34517]

$14.99
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Tips for Parents for Successful
Practising with Children

By Yoko Shibata and Jenny Macmillan

ractising a musical instrument with
one's own children is a huge skill.
Even with plenty of support from

Suzuki teachers, practising will often be
a challenge for parents. This article is
based on the results of a questionnaire
devised and analysed by Yoko Shibata with
responses from Suzuki families learning
piano, cello and double bass with Jenny
Macmillan and her daughter Pippa.
Responses show that, on average, parents
are satisfied with practices two times out
of three. However, even the parents of
more advanced children, and a parent/
child pair who seem to work efficiently
together, have days when child and/or
parent end practise nearly in tears. So
whataffects the success or otherwise of a
practice? What can we improve? We hope
that the ideas and suggestions generated
will help other parents when practising
with their children.

Father and son practising

Unsuccessful practice
Let us first define common factors
which can lead (o unsuccessful practices:
* Child is tired.
« Child cries or argues.
« Parent is impatient or frustrated
(often when parent is tired. too).

Time is limited—parent is rushed.

Parent is trying to do too much.

Child needs to relearn repertoire
pieces which have been forgotten.

Parentand child are in conflictovera
matter separate from practice.

Often we can predict when the practice
is going to be bad before we start. The child
is tired after school. it is geting late and s

heis hungry. The parentis tired from along
day at work or caring for young children
and has a long st of things to cover before
the next lesson, which is only a few days

away. There are only a couple of hours

before bedtime in which to practise. eat.
do homework. bathe and go through the
bedtime routine. The parent may need
to insist that the child come away from
a favourite television programme. which
puts the child in a bad mood.

In addition to those common
factors, there are other contributors to
unsuccessful practices:

® Parent has a fixed idea of what to

achieve: s, 'he is not flexible enough
with the child and the situation.

Parent made poor notes in lesson.
« Practice is poorly planned and not
structured.

Practice takes place outside normal
routine time slot.

Other children in the house disturb
the practice.

« Parent cannot persuade child to
practise atall!

Successful practice
Now let us see what contributes to a
succy

stul practice. Here are the common
replies:
* Child is not tired,
* Parentis calm.
* Nointerruptions from other children,
pets, phone

alls, ete.

Parent allowed more time than
necessary W cover the materials.

Parent is not interrupting child while
s/he is playing.

No conflict or argument between
parentand child outside of practice.
Ihe lesson [ocused on small, clear

points to practise.

.

Parent turns tasks into enjoyable
games and challenges for the young
child.

Practice has clear trget, e.g., a new
piece 10 learn, concert w aim for.
* Child enjoys the practice—has an
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audience of soft toys, feels s/he is playing games rather
than doing tasks, is offered edible rewards or stickers for
achievement. Practise ends on a high note with a favourite
piece or playing a duet.

Child is satisfied with achievement, having coloured or

ticked several boxes on chart.
° P . praise, praise the child!

rent remembers to prais

Here are some children’s views of what is a successful
practice:

* I'm notshouted at.

* I've had some food first—I feel irritable when I am
hungry.

* I'm so bored that practising is the best option.

* I get a reward like a chocolate bar at the end of the
practice.

* I have some control or choices.

* There is a structure.

* There is some agreement with my mum wha to practise.

For a successful practice, both parent and child need 1o be
well rested and fed; they are not arguing with cach other; the
parent is prepared for the practice (equipped with well-written
notes from lessons, having figured out in advance how 10 wrn
tasks into manageable chunks or into games or challenges, and
with charts or rewards to hand); and parent s staying calm and
remembering to praise the child.
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It is important for parents to be in the right frame of
mind. - identifying what may
polemialh‘ go wrong, and trying to c‘ minate those factors,
This includes, for example, not practising during their child's
favourite television programme. On the other hand, this can be
used positively—try to finish the practice before the favoured
television programme (or other acti ity) so the reward is 1o
atch the favourite programme. Itis also helpful to practise in
ather than after school

. anticipating their child’s needs

\he morning when children are fresh,
when they and parents are often tired.

Parents can use their imagination to find new ways of
practising so it is not the same every day. Variety prevents
boredom from setting in. All children are different, as has been
noted by parents who have more than one child. What suits
one child may not suit a sibling. Ideally, parents provide both
flexibility and focus in the practice. Itis up to the parents to
make practices successful and enjoyable. The good news is that
each parent is not alone with this challenge—and even Suzuki
teachers have the same problems with their own children.

Here is a description of how Jenny used to practise with
her three children when they were young. This shows the
importance of regularity. of allowing more time than necessary,
and having some fun time so that children will want to practise
the next day too:

The critical point is that we always did two piano practices a day
(except on those few occasions when we went out for the day, when I felt
we were (00 tired and it would be counter-productive (o (ry to practise
in the evening). While the children were at primary school (age five to
1)1 allowed 40 minutes for each child for a 30-minute piano practice
before school (starting at 6:30 a.m., 7:10 a.m. and 7:50 a.m.). In
the evening they would each do a good 10 minute practice (which was
more relaxed, and often extended to 15 minutes)—just scales, once
through newest picce, plus duets or jazzy piece. I was delighted if two

out of three of our 30-minute practices were “good.”

Strategies to make practice more successful
Strategies vary according to the age of the child. However,
some strategics work for all ages of children:
¢ Charts o tick, 1o add stickers to, or to colour
* Immediate rewards—ticks in boxes, stickers, paper chain
or chocolate buttons, awarded according to length of
practice or for each completed task
* Collective rewards—stickers and ticks turn into bigger
rewards—small toys, family outing, pocket money
¢ Lighta candle for the duration of the practice—a reward
when the candle has burnt down.
¢ Child knows what is to be covered during the practice
session.

Targets/incentives—concert, wanting to surprise or
impress the teacher

Praise, praise, praise—everyone responds more positively
(0 a suggestion for improvement after receiving praise.
Encourage child: “Do you remember two weeks ago you
couldn’t play this bit at all? Now it sounds lovely!
Make child laugh—from a silly intentional mistake by
parent, a joke, stuffed animal, spontancous cuddle,
followed by tickles,

what to practis

« At heginning of practice, tell child
some good news—grandparents
coming tovisit, an exciting project,
plans for birthday celebration or
family outing, etc

Play duets with child

With younger children, practices

need to be presented as fun activities
which children want to come back
to. Focus during a practice is more
important than the length of a

actice.

* Tasks arc presented as games or
challenges.

Use of props such as cuddly toy
puzzles, dice, even a timer

Add a picce 1o ajjigsaw, colour part
of a picture or do a dot-to-dot for
cvery ten repetitions ol a small
assignment.

Count down towards zero for
repetitions; this heightens
concentration.

Child plays to audience (favourite
toys, siblings, visiting friends or

relatives).

Parent plays piece badly and child
teaches parent.

Invent and sing silly words to the

piece.
Child is involved in story line or
role play—child plays music while

parent tells the story, or child
pretends to be his/her favourite
character playing a piece.

With older children, it is not so

much a question of whether the child
practises so much as when, how and

« Offer some choices in practice,
covered,

not necessarily what
but the order in which things are
covered, or how theyare practised,
for review

or lucky dip boy
Record lessons. Then review and

assess them.
Play games such as swapping
hands, improvising.

Triangle chart |

Helpful ideas from
Suzuki Families

Here is a list of ideas and suggestions
from Suzuki families. Perhaps you could
ity one when you need variety for the next

practice session.

Charts

Your teacher may have a selection of

charts for parents and children w use

Practice chart to indicate what is to be
covered and what has been covered
Practice chart to indicate child hus
done the practice (for collective
rewards)

Review chart for past repertoire
Auitude chart—a sticker or tick for a

cheerful practice

* Triangle chart for each practice point
(see illustration). On first day, practise
assignment until successful once, then
colour circle at top of triangle. On
second day, practise assignment until
successful twice, and then colour
the two circles on second row of
triangle. Continue daily for seven days.
The assignment should be very short
and verv specific. e.g.. play Twinkle
Variation One with finger four stroking
well. or play the two notes of a slur

strong-soft.

See www.jennymacmillan.co.uk for a

selection of practice charts.

Recordings

In addition to dailv listening to Suzuki

repertoire:

Practice Triangle
Name:

Assignment: _
Date:
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Pippa teaching Lisa with Yoko taking notes

« Play along with recordings of the
Suzuki repertoire, sometimes one
hand alone, sometimes hands
together.

« Listen to a piece played by different
performers.

® Listen to the original music from
which the piece was adapted o the
instrument.

o Listen 10 the piece played on other

insuuments.

* Parent shows child how much s/
he enjoys listening to the picce, or
playing or singing it, especially if child
is reluctant to practise it.

Fun playing/practising

These ideas are good for well-known
repertoire pieces:

« Play blindfolded or with eyes closed

or in a darkened room.

o Play with crossed hands.

« Play in the style of an animal or a

favourite character.

« Parent and child play together in
different ways: each play onc hand
of a piece; child plays hands together
and parent ‘accompanies’ with
one hand; play duet arrangement,
parent accompanies on another
instrument.

“Funny dip” - cards describing how

10 play a picce, such as slow as a snail,
fast as a cheetah, loud as an elephant
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stomping, quict as a liule mouse

« Playa piece in different keys.
* Play

a minor key

wune written in a major key in

Tools and ideas

Further suggestions to aid practice:
« Muli
with the music in order to feel

ensory learning—dancing

the beat, visualising music with an
appropriate picturc or photo

Colour note heads on score to show
different dynamics.

« Treasure hunt—Find a raisin or
chocolate bution for cach task
completed.

Abacus for number of repetitions
« Play with different thythms: dotted,
triplets, in the rhythm of a Twinkle
variation.

Playwith differenta
a legato phrase siaccato or double

ticulations—play

staccato.
* Competition 1o complete three
(or other number) consecutive
repetitions of a study point. Child
always starts {irst, so s/he has a
chance 1o win without cheatin,

s/he makes a mistake, parent needs
to make a smudge, so both start
counting [rom one again.

.

Parent challenges child to make
bigger or softer sound (child nearly
always wins)

* Follow child’s interes

. Foothall
Suzuki —il the task is to play a phrase
with perfect legato, child has (o play it

legato for his team to score a goal, but
il there is a gap
in the legato. 1t helps il the parent

parent’s leam score

can do this in a very lively manner,
imitating a sports commentator!

Other useful comments

« Notes from lessons: Write down
clearly how many repetitions child
promised teacher to do.

Keep up with review. If child needs
(o redearn an old repertoire piece,
(he practice tends to be unsuccessful
and/or unhappy.

I practice time is limited for any
reason, focus only on the points made
in the lesson.

Children get frustrated when asked to
stop in the middle of a piece. Agree
in advance cither to repeat short
assignments or to play through the

piece. or one [ollowed by the other.

If dealing with many pieces hands
separately, don't try to do entire
picces—better to do, for example,
left hand only for one particular
line or even only one or two bars of

Alberti bass (but really well); or right
hand only of one or two phrases, but
with very good singing sound and
beautifully shaped dynamics.

Video child playing a concert
piece and watch it together; both
make comments. Praise one good

point, then suggest one point
for improvement. It is especially
important for child to say what s/
he wants Lo improve; the point for
improvement is written on a flash
card and applied next time the picce
is played.

Parents take lessons from the teacher
on the Suzuki repertoire and/or
know each piece of music in advance
of child's learning it (child's study
points, difficult fingering, new
techniques, etc.).

Cover the mostimportant picce lirst;
il you don't get to the end of the list,

not to feel bad about it. There is

ur
always tomorrow; remember next

day 1o start with the picce thatdidn’t

get done.
* No need always 1o start with a scale

or sight-reading (though do warm up with cither Twinkle
variations orvariations on a scale): i a practice starts bacly,
ittends to drag.

« Finish practice with something specii

|l—a lavorite picce, a
concert picce, something jaszy. or a duct.

Distinguish between play and practice. Children play for
pleasure, for emotional satisfaction: they practise in order

to progress, both musically and technically: both are
important aspects of children’s development

Read about the composer; Use hmprove Your Practice hooks
by Paul Harris; children feel closer to the composer and
the repertoire when they know something interesting about
the compose
Attend a Suzuki workshop.

* Learn from other parents through observing other

children’s lessons and discussing the issues together.
* Email your teacher with problems.

What to do when your child is trying, but plays a piece
poorly, or not as well as previously

Your child is probably aware that the piece didn’t go well and
is probably disappointed. So empathise and agree with your

child, “Isn't it annoying that it wasn't so good today?” Ask vour
child what s/he thinks it needs (hands separate or slow work or
attention to one particular bar, etc.), and agree either to do that
immediately, or to add it to the list for the next practice.

But also try to find something to praise about the playing.
Start with the basics, posture, hand position. finger movements.
Even if children are quite advanced, there is no harm in
reminding them what progress has been made over the years:
they probably remember these things were problematic in
the early stages. And the fact that these basics are good even
when challenged to play a newer piece shows that these have
now become automatic and are done subconsciously. which
is just what we are aiming for. Or praise beautiful tone on
onc particular note, or good rhythm in an awkward bar. good
balance between the hands, good speed (at opening. or atend,

even if not all the way through!), good contrasts of dynami
d character,/ mood of piece.

well-shaped phrases, well expres
I nothing was good (unlikely,
him/her for trying hard, or for persevering and keeping going
through to the end.

If the child is not trying, that is a difterent matter, of course,

hild was uying), then praise

and care and encouragement are required to help them putin
the effort, Perhaps that calls for re-thinking about the time of day
for practising. Perhaps your child needs to be put to bed carlier
in order to feel resh in the morning for a relaxed practice
Perhaps the parent is tired and not able t guide the practice

in a relaxed frame ol mind. More incentives may be vrequired:

child play two own choice picces for visiting grandparents:

parent promise Lo video cach repertoire picee alter the teacher
hias heard itin lesson; a small reward Lor learning the left hand

of the next piece perfectly; ete.

Conclusion
Practising with young

Children is @ challenge Tor parents.
The more parents are able o think about practices, preparing

Jenny teaching a piano lesson
for them. planning the outline within which there will be
flexibilit according to the mood and needs of the child, the
more successful practices will be. Every child is different, so the
differently with each one. At the s

parent will have to wor
time. children do like to feel firmly guided. They can tell when
their parents don't really know what they are doing, such as when
parents are vaguely ruminating, “Shall we do this or shall we do
that” as opposed to clearly giving the child a choice: "Would
vou like to do this first or that firstZ™ The child knows the other
will be done afterwards. or the next das.

Huge pleasure can be derived from supervising productive
music practices. Regular good-natured work should offer a
wonderful opportunity for bonding between parent and child,

not to mention the musical progress that s possible when parent

and child are working well together. ¢8

Yoko Shibata is 2 scientific researcher. She devised the
questionnaire and analysed the results on which this
article is based. She has one daughter, Lisa, age 8, who
learns Suzuki piano with Jenny Macmillan and Suzuki
double bass with Pippa Macmillan.

Jenny Macmillan is an ESA piano teacher trainer.
She teaches in Cambridye. England. Her own three
children all learned piana by the Suzuki approach.
Her daughter, Pippa, who is studying at the Royal
ademy of Music in London, was also a Suzuki
cellist and now teaches Suzuki cello and double
bass. Jenny has written extensively about the Suzuki
approach, Her articles feature on her website: wivaw.
jenaymacmillan.co.uk.
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Why is it So Hard to Play an

Instrument?

By Mary Anne Fairlie

s playing an instrument *hard”? Any Twinkle parent would
tell you that the Twinkle Variations are very difficult to master.
Parents wonder if their child will ever get through them. And
“Do we have to play

then the day comes when each student say
Twinkle? IUs oo easy!” The realization that this metamorphosis
can happen with every Suzu
sy, then why is it considered so hard to play?

i piece is mind-boggling. If every
picce can be so ca
It sure looks easy to see them playing on stage! And notice the
contradiction that they don’t like it too hard or oo casy. Itis no
wonder it’s hard to please them!

It is my job as a teacher to break the learning into small
enough steps that the student will always find success. When 1
hear something is t0o hard my stock answer is this: *P
. 1 will tell them that there is a magic number

racticing
makes it cas
that even I don't know, as (o how many (imes a practice spot
has to be played for it to become casy. I will tell them my guess.
and then have them count their repetitions at home to see if 1
was close. Though I will often try to guide them away from the
hard,” to be honest with myself, I too

attitude that something is
will look at a new piece of orchestra music to see how “hard” it
lates into how much time or work I need to allow

is—which trar
myself to learn the part. A mind-set of being “hard” can color
their attitude toward their practice or their instruments, and a
mind-set of “too hard” can stop them in their tracks. Itis worth
reasons students consider it “hard” 1o

delving into the various
play, and separating these from the music and the instrument
itself; otherwise we incorrectly suspect that they don'tlike their
instrument.

Practicing often does not give immediate gratification. It can
sometimes take days of good repetitious practice to finally master
a new practice spot. Consider how many weeks or months of
e unfold before one feels the satislaction of being

good prac
comfortable using vibrato. If repetition turns a new fingering or
technique into something “easy,” then once upon a time it must
have felt “hard.” Students can get lost in the lag time between
the desire to master a concept and the mastery itsell. 1tis as il
urying to capture time progression by watching the minute hand
or sometimes the hour hand. There is often not a definitive
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moment in time that reflects the finish line. Students can get
stuck on the thought that it is hard, il not reminded of the
sier. Itdoesn’t

continual progress and the fact thatitis getting ez
help when the ambiguous finish line is often pushed out further
as the new technique is refined. How many times do we hear
students say with a sigh, “I really thought T had this picce finished
this week.” This is where we start the dialogue about the pros
and cons of giving rewards for doing the 20 repetitions and the
necessity of providing those virwal finish lines for students who
need an objective way to measure progress. Though we prefer
1o measure quality instead of quantity, moving (o a new picce
or book can be the biggest objective measure of progress and
cause for celebration. It also points to the difficulty that younger
students have in the longer pieces that can take months without

the satisfaction of finishing and being able to move on.
New skills are hard before they are casy. Continually working
on new pieces which are inherently “hard” can take its toll. One

begins to have this fecling that it is always hard and always will
be. Spending time each day on what has become easy can change

one’s mind about how hard it is to play a musical instrument.

Spending enough time on review pieces can dispel the myth that
iis always hard. Having a book recital as a virtual finish line can

cation and a reason (o celebrate as well as give
one a reason to spend time on review. Review is the necessary
g them

provide grati

component to reinforce the good habits and skills, maki
even easier. A Bach Minuet can be tough to get through, but
playing it again when you have learned all of the pieces in Book
One alizing how

y they are is a big confidence boost

s a hreeze. Going back to the old pieces and

Students are asked 10 push aside their predominant mode
of learning and access dormant learning styles. Consider the
student with the remarkable ear who can play anything he hears,
but is barely aware of which finger is playing the note. When
ly see the brain

he starts to read printed music, 1 can practi
scarching for the sound cue instead of the visual cue. 1 the brain
connects 1o the sound of the new passage before the visual cue
is fully inputied, he can ignore the new signals, and his learning

is slowed. The pull away from a predominant learmning siyle

can be 2

¢

gonizing. 1t takes extraordinary
discipline and patience 10 accomplish this

process, This can feel “hard!” [cis the same

with the visnal learner asked o “hea

pitch; the aural learner asked 1o be aware
of the body (whatangle the pinky hits the
string:) the kinesthetic learner asked 1o
hear and see; the big picture person asked
to work on detail and visa versa; the left
by
mastery of difficult pa

n learner that feels satisfaction with

ges and playing
them as fast as technically possible being
asked to slow down 1o find the musical
phrasing; the right brain learner who
hears a musical phrase in everything but
doesn’twant to stop to correct technique:
the distractible student asked to focus; the
perfectionist asked to accept mistakes;
the hyperactive student asked to stand
still; and all students who are asked o
accept patient repetition, which is the
least exciting but most important part
of developing any new skill. P
instrument demands skills in each of
these areas. Students are asked to shift
their learning styles continually and are

aying an

usually asked to focus on the styles that
are the most difficult for them be:
those are the areas that need the most

ause

work. The brain resists the new orientation
and the result can be emotional. The
willingness to accept some tears as part
of a normal reaction to resistance, and
the ability to push
address the challenge is the hard part of
playing an instrument. No doubt about
. Meeting this challenge

t the resistance to

it. I's hard worl
strengthens discipline, resolve, character,
and maturity.

There are other aspects of Suzuki
instrument study that really have nothing
to do with music itsell, but are often
the cause of the most emotion and can
be mistakenly thought of as reasons
for students not liking the instrument.
Aily routine, where

Practice as part ol a d
schedules are shultled, promises ave made
and broken, arguments ensue, and yes,
more tears are spilled—until the routine
is as accepted as bed time—is often a big
issue. 101 hear there have been tears, this
is the obvious question: “Is your child
practicing when she is tired or hungry?”
Thie less obvious question s *Could you be
focusing on more thin one pointata time

or pushing the length of the practice?
AMany times the root of the ditticulty lies in

the parent’s feeling inadequate as a home
teacher. This is one of the easiest issues (o

resolves a parent can ask 10 have her own

lesson. Then there are the psyehological
distress and the power struggles that
often go with parent/child refationships
There isa feeling of being interrupted and
corrected over and over. Wouldn't we all
rather play at anyihing without someone
standing over our shoulder telling us.

‘ou can do this better.” [t is a lot to ask

of parents to motivaie their voungsters.
initiate and lead practice and make it fun.
Whoa! Make it fun? This is hard work.
Do hard work and fun go together? I
can be fun. It sure makes it easier when
it's fun, and when itis. it is lagniappe (a
bonus gilt).

When teachers and parents are faced
with the black cloud attitude of instrument
study being hard. itis our mission to analvze
the difficulties to understand which issues
need attention. Understanding can point
one in the direction to finding strategies
and answers. Sunlight can dispel the
black cloud. Many of our difficulties are
resolved and we make the transformation
to “easv.” Acceptance of challenge is a
necessary part of learning, and working
hard to bring about the greatest results is
also essential.

So, with all of these difficulties and
its being so hard, why do we do itz Why
do we put ourselves through this> It is
more than the knowledge that it is good
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for them, that they are developing their
brains in ways unimaginable. that they
are developing self-confidence and are
learning to be appreciative of beaury
in its purest form. If you are ever lucky
enough (o see your child dance with his
instrument. you will know why. When
vou see her sway with the music. vou will
know why. When vou see the pride with
which he gets out his instrument to show
his friends or he asks to play for show and
tell. vou'll know why. When she
with the world and vou hear it spill from
the instrument. vou'll know why. When

angry

vou hear vour child play a piece and it's
not the notes vou hear but vour child’s
spirit. vou will have no question as to why
vou accept such hard work. o8
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By Cecilia Calvelo-Hopkins

ave you ever moved to another city, state, province,
or country? If you have, you know how hard it is to
It akes
a long time for a Suzuki teacher to get settled in, establish

start a Suzuki music studio all over again.

a reputation, have cnough students to offer group lessons,
get 1o know the new Suzuki community, find out about the
performance scene (gigs), meet a pianist who can be your
studio’s accompanist, find the perfect place for your group
lessons, and so on.

In the last twelve years, due mostly to my hushand's job,
we moved from Houston, TX, to San Francisco, CA, then
overseas to Madrid, Spain, then within Madrid we moved

from downtown (0 a commuter city nearh

nd finally Jast
July we moved from Spain o Austin, TX. 1 am originally from
Argentina, so everywhere we moved I was a forcigner. This

T w:

made it particularly hard for me because s an outsider
in all these places. In Spain for example, this was especially
challenging because T was a teacher outside of the ESA
Association, and I was both a foreigner to the expatriate
American community and to the local Spanish community,

Hopefully this will not be your case, but if itis, do not despair,
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It is possible 10 gain respect and trust from parents and
Over
rs I have tried many different approaches during this
process and different tactics have worked better in different
places. 1d do not plan to do so
cither, my experiences could still be of value to you if you

colleagues, and 1o eventually build up a new practice

the ye.

If you have not moved

¢ beginning your teaching career or i you want to expand
your existing studio.

So, here

re some tips based on my experiences:
1. Nework with your fellow Suzuki teachers, Through the SAA
dircctory, you can look up who is teaching in town. Call or
email them s

i send them your current resume. Tell them
you just moved, and if they have a full studio and are not
taking any new students, you would appreciate if they can
refer 1o you any calls from parents who are looking for a
teacher in the arca,

ne with the SAA “Suzuki Teacher Location
i the music stores near yourarea, Most of the time
those music stores have a referral list they hand out  customers

whoaskabout teachers (which should be free).

Register your
Service”

'

i1

Above top to bottom: Students in group class; Students pose with Cecilia.
Facing page: Cecilia with student

Call the Teacher Trainers in your area and find out if there are any
courses or worl
belong to the Suzuki Association of the area o which you move.
Remember dl AN,
you may be required (o be a part of the Suzuki Regional Association
(ESA, TERI, ASA, or PPSA) to take any training. However, it vou move
within the SAA, being in touch with the local Teacher Trainers can be

shops being held. This is especially of help if you

i you move o a country that is nota part of the

very meaningful; and, in my experience, American Teacher Teainers

are welcoming of new teachers and will be glad to work with you.

Get the names ol the middle school and high school orchesuwa

BN

teachers in your area and send them an email with your vesume.
Tell them you are willing to come in the mornings o teach private

lessons during orchestra time. This works well in Texas public

schools; check with the sehool distrietin your area to explore this
possibility.

5. Find out the requirements to become a Substitute Teacher for the

).

local school district and sign up, so that if
any orchestra middle school or high-school
conductor takes a day off, they can call you in
as a sub. Working in middle school and high
school orchestras (most of the time outside of
the Suzuki method) makes you appreciate so
much the way we do things in the Suzuki world!
This idea works well in the U.S.

If you speak another language. research the
private bilingual schools in your area. If your
language skills match their curriculum. they
may be willing to hire you to teach in their
after school program. or you may even be
fortunate enough that they may want you to
starta curricular Suzuki Project! Remember we
teach music in the same way a child acquires
language. so our approach to education
should go along with the school's objectives of
educating children in a “foreign language.”
Give free concerts at Day Care and Elementary
Schools in your area to introduce the students
to the instrument vou play. Most of the time,
teachers are glad to receive a guest artist and
to have the youngsters do something out of the
ordinary (this worked very wellin Sp..u_n) Thi.
Make
sure the schools vou visit are close enough to

e

may spark an interest in some fami

vour home studio that people will not rule you
out due to distance

Practice being a better wacher and doing those
things you normally would not have time to do.
Organize all programs from vour old concerts,
editold videos so that vou have taped material
o ke a Practicum course. or get vour old
edition books and sit down with the new ones
Carefully ransfer all the information you have
on the book vou took a Unit with and write
it on vour new book. It looks better o open
those new editions and see something written
in them. Also. write down any questions you
may have about those new editions (bowings.
fingerings. suggested exercises, ete); then go
online and, if vou haven't, watch Mr. Lieb speak
about the process of reediting the books.
Teach Toddler Music and Movement cla

es.
L did this in Madrid for several vears and it
w

s ahuge success for parents and students,

as well as for myself. You will be surprised
and enchanted by the freedom and immense
creativity that those classes bring to you. I had
taught general music, was Orfl wrained, my
first son was a 14 month old at the time (1 had
tied all this with him first), and had a long

repertoire of childrer

s songs in my music
library. AlLLhad to do was develop a program
that would address the essential elements of
wsic that young children and parents should
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life as a wholistic teacher. Teaching
with an Open Heart will inform and
inspire others who teach the violin,
The truths he shares, however, go far
beyond the instrument, mirroring the
teachings of Dr. Suzuki, that we are
“educating for life through music.”
Kay Collier McLaughlin, PhD
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Music and Movement

be familiar with before they take
formal Suzuki instrumental lessons.
Since I had not taken the ECE
courses that the SAA offers now, I
had to create my own curriculum
of work. My main objectives were to
develop the inner ear rhythmically
and melodically, to develop good
listening habits (presence/ absence
of sound, listening for repeating
patterns and changes in timbers,
high and low pitches, short and
long sounds, etc), and to improve
physical coordination. By playing
with simple rhym

singing.
doing lots of rhythmic echoes and
body percussion, working with
claves, dancing to simple duple
meter pieces, etc, the children
and their parents develop a clear
sense of beat, a sense of counting
and knowing when to come in,
identification ol simple ostinato
patterns, improvement of their
car/eye/hands coordination, etc.
Not ouly did this allow me (o grow
tremendously as a musician (1

had to start playing piano again
Lo accompany my singing, make
my own CDs the parents took
home o listen o like we do in the
Suzuki method, became a sore of
ctomusicologist searching lov
world music that addressed the
different musical objectives 1 was
working on, ete), butalso through
these classes 1 tained some goad
musical habits in families who in

only one and a hall or o years

were ready to take Suzuki Violin

Lessons. Those parents, who came
from my Toddler Classes. were
the best educated Suzuki Parents
Lever had.

10.1f you do not wish to teach Music

11 the
ECE trained teachers in vour

and Movement classe:

area and find out if thev have a
board to display a flier with vour
information. Those parents and
their children are great potential
Suzuki families.

11.Regarding group lessons (this is a

tough one because it does take a
while until you have a nice group
going), do not despair about
having an eclectic mix of three
voung Pre-Twinkle students, one in
mid Book One. one in Book Two,
and an older wansfer student who
needs lots of lixing in Book Three
or Four. You will be surprised at
how much can be done with these
Kids and how many ideas vou come
up with in order w teach a group
lesson with them! Call other Suzuki
teachers in the area who mav be
willing o shave group lessons with
vou. Thisisa wondertul expericnce.
You both bring together vour
students ina chureh or whatever
space you use for the group lessons
and ke turns accompanying and
leading: you have the opportunity
1 sit down with the other person
W plan lessons, both sharing your
strengths, Notonly do yvour lew kids

et o be wpart of a bigger group,

but you grow a lotas a teacher and
a person after working in a team
with another Suzuki teacher.

2 Do notdiscard sending your resume

to the existing Suzuki Schools or
Academies in vour town. You may
get a job working for someone
else. which is in some ways easier
than starting your own studio. Also.
remember that in some countries
having a “home studio™ is not too
common. For example. in Spain
and other parts of Europe (where
the “conservatory™ originates).
children are more familiar with
zoing to a “school” or “institution™
for music instruction rather than a
teacher’s home. After my first six
vears in Spain [ decided to send my
resume to the local Suzuki schools.
Thev called me. and I ended up
teaching for one of the oldest and
best established Suzuki schools in
Madrid. “Cuatro Cuerdas.” This
urned out to be a very enriching
experience for me since 1 finally
could see the way Spanish Suzuki
teachers teach and the way they
are trained. and I could then
understand how we are similar and
how we are different even though
we all teach using the same Suzuki
method.

SIMPLIFIED
CONCERTO
ACCOMPANIMENTS

Your solution to those
impossible piano parts.

Now families and friends
can make music together.

Check out our string concerto
reductions at

(920) 858-5766
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FLReep in touch with vour old
students: Askhow the new “student
teacher” sitmation isworking. Those
families thatyou left probably were
of much support to vou when vou
were theres Keep up with those
relationships of the past (hoth
with the familics you tiught and
the colleagues you became friends
with). You never know, one day
you can invite them to a Summer
Institute, plan 10 take vour “new
students™ 1o your town for a tour,
or build whatever Suzuki bridges
you can imagine! It makes me feel
so good when I hear that my old
students miss me and that they are
continuing with their Suzuki work,
building upon what we created
together. That is the best pay a
teacher can receive!

.Set aside time for practice. Now
that you are not teaching evers
afternoon, you should have a bit
of extra time to devote to your own
playing. This will help you find a
calm center within yourself, and it

can be very inspiring and relaxing

to work on something you have not
played for a long time or always
wished to play but never did.
5.Keep your expectations realistic
Iis very hard to get the Book Five
or Six student:
love to get. New studios are usually

ouwould probably

formed upon the three, four, five
and six-year olds. Do not teel stuck
or down about it. Be positive and
think of what an expert you are

at setting beginners, One cannot

have it all in life; the experiences
of living in so many places and
a studio with your back row full
ol thirteen or fourteen-year olds
playing Book Seven are nat very
compatible

G.Write an article for the SAA!
Definitely this is something there
is never tme lor when you are
busy teaching. Now is the time o
do some selt-evaluation and find
outwhat are your strong and weak
traits. You may have something
ol value o share widh the Suzuki
Community. L am finding out this

i very helplul

Sa. there itis. Those are some of the
most important settling strategies ['ve
used to getstarted. Know that during the
process you will feel Tonely [rustrated
and lost. 1is normal. Moving is a “state
of mind” that takes a long tme to
overcome. [ hope my words facilitate
things for someone: it is my contribution
to the Suzuki community and my
contribution to Dr. Suzuki's dream for
a better world, where we can help one
another to grow and where we can be
in harmony with all the beauty that
surrounds us. So now. take the Suzuki
) o8

Spirit with you everywhere vou ¢

CenluCnlvel(»Hupkus

entinean
Jolinist and student
of Symsia Bajour, who
came o the US n anuary
993 ¢ d

BA in Music |
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Houston, and in 2000
an MA in Renaissance Music from San Francisco
State University.

Besides teaching Suzuki Violin and Music and

nguages, speaks

Spanish, English, and Italian fluently, has worked
in the latest Spanish translation of Nurtu
Love printed by Summy-Birchard in
has helped translating various materials for the
Latin American Suzuki Associ
in Madrid, Cecilia became very
Interested in tango music, becoming : memoer
of the Sexteto Portefio and playing under the
direction of Bandoneonist Fabian Carbone. Sine
then, Cecilia has become serious about the tango
and continues to perform and dedicate hersels
to the study of the music of her nanve counery
Currently, Cecilia lives in Austin and has 3 small
Violin Suzuki studio which she plans to grow
Last, but not least, Cecilia 1s the proud Suzuki
parent of her two children, Henry and Clara
who play Suzuki cello and viokn respectively
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As [ write, I am sitting near the duck pond on the beautiful

mory and Henry College Campus, near Abingdon.
. Another Summer Suzuki Institute has come to a close.
leaving me with wonderful memories—gifts 100 precious 1o be

forgouen.

As I think back over the years, I realize how meaningful the
institute experience is (o both my family and me. For some twenty
years, I have attended an institute: as a Suzuki mom with children
in tow, as a teacher trainee, and in recent years, as a member of
the faculty. Each experience is among the richest of my life

My son Tim, now a violin performance major at the Brigham
Young University School of Music, began attending Institute at
the age of seven. He, like every child I've ever known to attend
an institute, always felt wonderfully nurtured and esteemed.
" place, where a child is free o learn, 1o

An institute is a
grow, o be creative, and to simply be him/herself. Parents, oo,
thrive in this atmosphere. At first experience, they may feel a
litde apprehensive, even skeptical, but within hours (minutes?)
are drawn into this wonderfully nurturing environment we call
“Institute.” There is a noticeable lack of worldly influence—
people [rom all walks of life come together to study and 1o make
music with their children. And the children thrive! Oh, if only
every child could have this opportunity every year!

My colleagues who teach and serve on the faculty of the
Virginia Suzuki Institute (like the faculty of any Suzuki Institute!)
are fine and caring musicians. They come from all over the
country, cach highly respected in their field, and each there for
the sole purpose of making a difference in a child's life. I fecl
proud, honored, and mostly humbled to be with them, a small
part of this peaceful, yet powerful, Suzuki movement

My mind wanders over the events of the past week, the litle
things that make the Institute experience what it is:

s of kindness, such as a young man,

* Numerous untold ac
violin strapped (o his back, holding the clevator door open

for a mom juggling a small cello in one hand and a toddler
in the othe
o Teenagers, whose playing skills range from rudimentary

beginning to sophisticaied artistry, together enjoying a
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Thoughts on the
Institute Experience

By Jan McClure

rousing game of ultimate frisbee. (Their artist teachers
joined them as well!) Later these same students gleefully
(and uncharacteristically) participated in a watermelon
fight (no rinds, of course!).

Older children helping younger children put their dishes

on the cafeteria conveyor belt.

« Listening to a former student perform Kreisler’s Preludium
and Allegro with the heart of an artist. (I grew a litde teary
at that!)

« Sicaling a few quiet moments just to walk around campus—

good for body and soul.

Teens accepling, supporting, and encouraging one another,

regardless of their playing level.

¢ Performing a Mozart Duo with my son during the faculty
recital. It was an opportunity to reassure parents thatindeed,
itis all worth it!

Thursday hugs from my Pre-Twinklers, who on Monday
would not even look at me.

Feeling reassured that the world is not such a bad place: there
are good, caring, nurturing parents, and loving, respectful,
happy children and teachers dedicated to Dr. Suzuki's dream
of creating a beuter world for our children ... and their

children ...
Tmust put pen away, pack up, and return home to my waiting
ting by the pond, a cool breeze

family. This moment of quiet—s
blowing, watching the ducks and squirrels within a few feet of me,
and hearing an occasional violin in the distance, is yet another
gilt of the Institure experience. And 1 am grateful. ¢8

Jan McClure is originally from Des Moines, lowa, where she began violin
studies with James Brauninger. She holds a Bachelor of Music degree in violin
perlormance and string pedagogy from Brigham Young University, where
she studicd with David Dallon and Henri Temianka. She has had Suzuki
teacher training from well-known pedagogues John Kendall, Hiroko Driver
William Starr, and Linda Fiore and additional training from Mimi Zweig. Jan
fmaintains a private studio in Tazewell, Virginia, and for the past five years:
she has served on the faculty of the Virginia Suzuki Institute, held on the
€ampus of Emory and Henry Colleye

Jan and her husband, Mike, ae the parents of cight children; all of whom
have studied violin, viola, and/or piano

teachingrgﬂ lear}}ingL

Alleviating Frustration

By Dr. Susan Baer

s there a musician in the history of the universe who has
not experienced [rustration during practice. at least on oc-
casion? Let's face i
is challenging, and practicing is hard work! Because musicians

—learning to play a musical instrument

are generally passionate people and because we value excel-
lence, it is only natural that tears or a mild tantrum might
disrupt the occasional practice session. In his book. Tulent is
Overrated, GeolT Colvin shares an enlightening perspective on
the practice proce:

“Instead of doing what we're good at, we insistently seek out
what we're not good at. Then we identiy the painful. difficult
activities that will make us better and do those things over and
over. Alter each repetition, we force ourselves to see—or o get
others to tell us—exactly what still isn't right so we can repeat
the most painful and difficult parts of what we've just done. We
until we're mentally exhausted.”"

continue that process

Is it any wonder that frustration is a byproduct of effective
practice?

Most exhibitions of frustration occur when expectations
exceed results on the part of the student. the parent, or even the
teacher. We can strive to keep frustration at bay by maintaining
a healthy balance of challenge and satistaction.

Maximum Efficiency

First of all, it is important that basic human needs are
fulfilled. A tired, hungry, thirsty individual is not equipped
o make the most ol a practice session. We mustapproach the
task with a body that is primed and ready. Recent research
socicty for Neuroscience | indicates that deep

[reported by the
ential for processing new information and securing

sleep is ¢
procedural or skill-building types ol memory. What this means
is that we can’treally expect to see the fraits ol our labors undil
U days ol organized repetitions. In

the next day or alter sev
@ 1992 German study ol conservitary musicians, tesearchers
Lest achievers not only spent more

concluded that the hig
time practicing, but they did most ol their praciice o the
Lute morning or carly afternoon while they weve sull fresh

Lhey got more sleep, both at night and by tking alternoon

naps.? Perhaps this explainy why Lite-nightand lstminue

Practicing is not very productive or cnjuyable!

Frustration arises because the brain understands
the task many repetitions before the muscles
have had a chance to file it into the kcouldn’t

possibly-do-it-any-other-way category.

Consistency

The alorementioned research suppo
important to maintin a daily routine of practicing in order to
produce this ideal sequence of <kill-building (practicing) and
< of exsavs tided Practicing

the idea that it is

memory integration (sleep). In a sei
for Artistic Success, Burton Kaplan states:

“To develop consistent control, vou
tive davs. Skipping a dav increases the possibiliny of forgetting

usl practice on consecu-

When vou achieve vour first success. vour experience is stored
in what psvehologisis refer 1o as shortterm memony. It akes
three 10 five consecutive davs of repetition for what is stored
s shortterm memon to be tansterred o long-term memon
When vou have the teeling that vour control is automatic, that
itseems o occur without vour ving, vour control is stored in
long-term memory. Your confidence and consistency of control
will not be at an optimum level if vou leave dailv gaps in vour
practice schedule.”

Tt can be very frustrating t lose the skills vou practiced so hard
1 auain only because vou lost a dav or wo of practice. On the
subject of consistency, Dr. Suzuki simply said, “You don’t have

W practice every day, only on the davs vou eat’™

Do It Again
I order torany task to become easy and stored in long-term
memory, itis important for each specific skill w be repeated in a

desttable manner. n order forvour muscles w perform any given

task consistenthy, they must pracuee doing it the same way many,
many umes, Frustratdon anses because the brain understands the

cles have had a chance to

task iy cepetitions betore the mu
file it it the Leouldn'tpossibl-de-ianv-other:
s a constant struggle bewween the quick-witted brain and the
recalciant muscles! Repetition is the key to excellent muscle
memory. D Suzuki said, “SKill is knowledge plus 10,000 times,”
Uhere are wany amusing ways of accomplishing repetitions such

way category.
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as rolling dice, drawing from a deck of
cards, counting marbles, ctc

Verbal Applause

There are several basic principles
rooted in the Suzuki philosophy that
will help curb frustration. One of the
mostimportant of these principles
idea of maintaining a positive pr

s the

clice

and lesson environment. Parents and
teachers alike are encouraged to follow
cach performance with verbal applause
giving a positive comment regarding a
specilic aspect of what we've heard and
seen. We can help orchestrate success
by guiding the student to make sure
that posture and position are secure
before the firstnote is played. If posture
and position are not established at the
outset, itis unlikely things will improve
during the course of performance. And
it saves the teacher or practice partner
from having to make corrections dur-
ing or after the performance. It is also
helpful to encourage the child to focus
on one particular aspect of technique or
musicianship before he/she begins o
play. A person, especially a child. is only
ablc to focus on one thing ata time, and
il asked to think
thing, the likelihood of success is slim

about more than onc

Simplify
Another source ol frustration is
choosing a task that is o difficult. If

Bow Hold Buddies"" For violiniviola

- @ .

CelloPhant™
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you carefully analyze any given rouble
e

Spot. you might find that there
several problems. 1t is agood idea to
Lackle only one problem ata time. For
example, il you encounter intonation
issues. eliminate thythm, bowings and
articulations. and play the passage in
even legato notes, focusing solely on
playing cach note in tunc 1 siring
crossings are a problem, climinaie the
fingers and play the passage on open
strings. 1 rhythm is the problem. count
and clap the passage. then play iton @
single pitch many times before adding
the written pitches and articulations,
Make cach small o simplified step casy
cnough that the probability of successis
very high. Repeat cach step many times.
With cach new day., rather than starting
from where vou left off the day before
repeat the sequence of preparatory
steps. but with fewer repetitions

A second way to approach a problem
\potis to reduce the practice segment
to the minimum number of notes
required 1o solve the problem. 1t may
involve only two notes il the struggle
involves something like an awkward
interval or a tricky shift. After this unit
is mastered through repetition, the
next step is o incorporate it into the
phrase by making a new practice unit
which includes notes preceding and

following the original unit

“Finally,
an Instant
Bow Hold!™

w
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=
B
4Strings

Introductory Offer:
Get 1 Free with order of 2 or
more. Use Promo SA10*

Universal-Fit Bow Accessories
quldwlde Shipping
www.Things4Strings.com

For Cello *Limited Time Offer To

lew Customers

Listen

Iy experience, insulficient lisiening
Lo the repertoire is the number one source
of hrustration. Listening is actually more
important than practicing in terms of
Jearning a picee i a relatively effortles
and timely manner The sident needs 1o
listen enongh that the sound of the picce
ismemorized. The melody, harmony, tone
quality thythms, form. articulations, and
expressive devices are intermalized before
the lingersatiempt 1o coax notes from the
instrument. In order 1o alleviate future
[rustration. begin listening mpirrminup
coming volumes well in advance, and get
a heavy dose of the most imminent ones,
Keep listening 10 recent picces as well
because the car deciphers more details as
the picce hecomes more familiar,

Critical listening is a habit and a skill
thatwill serve a person in many capacities.
This skill might allow a future mother to
recognize a breathing abnormality in her
infant or it might help a future physician
to detectan anomaly in a heartbeat. Asan
orchestral musician, listening is the first
thing 1 do when 1 start to practice music
for an upcoming concert. Why? Because
it substantially reduces the amount of
time 1 will have to practice, and time is a
commodity that 1 value highly.

Mistakes Are Good

Often times, musicians are disap-
pointed when they make mistakes. In his
book, Iutelligent Music Teaching, Robert
Duke writes, “All intelligent, skillful
professionals recognize that error is an
inevituble, necessary, and even produc
tive part of thinking and learning."* As
developing musicians, we would do well
1o embrace this idea: mistakes are good
They point out 10 us those things that still
need work. Every failure elucidates the

path 10 success.

For the Joy of It

Sometimes it can be [rustrating always
10 be struggling and working and repeat-
ing. When do we get to experience the
joy? Will the first time we play a piece
uninterrupted be when we get up on siage
to performz 1tis important that opportis
nities be designed 1o play for enjoyment
times when o child knows there will be
no corrective [eedback, no repetitions

of @ phrase (il times, no reminders

Bout that recurring posture problem
Ihere shonld also he opportunities
pracice performing. Arcange concerts
or triends and family or for an audience
ot stuffed animals.or plan a program for
retirement home. Choose only polished
review picces. Follow with enthisiastic
pplanse!

This list ot ideas certainly won't rid
vour practice sessions of frustration, hut
perhaps it will suggest that this sensation i«
10 he expected and that it's okay o feel
degree ol frustration. Daniel Covle writes
n his hook The Talent Code

Deep practice is built on a paradis

cnggling in

ed ways—
operating at the edges of vour abilits
where vou make mistakes—makes vou
smarter.”

Tt takes ot of hard work to bl

strong brain and a beautiful heart! os
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Never Too Old To Twinkle!

By Debbie Meece

Kay, Suzuki community, I'm
coming out of the closet
concerning my memorization
skills, or should I say, the lack of them!
Before you turn the page, shaking your
head and muttering, “And she is a

Suzuki teacher?” please, hear me out.

I am 57 years young and a latecomer
to the Suzuki philosophy. After
teaching violin and viola to children
in a traditional manner for many ycars,
and even using the Suzuki repertoire
as the foundation of my teaching, 1
found myself burned out. Too many
students were not progressing as I
hoped they would. Coupling that with
the frustration of not knowing how
else to “say it” to a student struggling
to play better, my burnout finally came
toa head. I decided 1 had to change my
approach o teaching or stop teaching
altogether; hence, my investigation into
the “Suzuki Approach.”

Skeptical at best, I atended my first
Suzuki Institute in Atanta, Georg
in June, 2006, with Carric Reuning-
Hummel as my Book One Teacher
Trainer. I was amazed and [ascinated
with her depth in teaching us how
(o present the “Twinkles” and “Pre-
Twinkles” 10 a young child. I had never
heard such a well thought-out approach
(0 starting a beginning student. From
bowhold o posture to setting the
left hand correctly over the strings 10
tonalization, 1 was floored. Humbly, |

realized how much I had been omitting
from my teaching, and after bricfly
considering an entirely different line of
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work. 1 made up my mind 10 apply the
Suzuki principles 10 my own teaching.
How could I not incorporate them into
my teaching when I saw them applicd so
successfully? As part of the requirement
to register the Book One Teacher-
Training with the Suzuki Association of
the Americas, 1 spent hours observing
Carric, and other fine Suzuki teachers,
working with violin students at all levels
and resolving their individual playing
problems, step-by-step.

Here is where the memorization issue
begins. As I learned more about the
Suzuki philosophy, the Suzuki Triangle
of Parent-Teacher-Child, the “Mother-
Tongue” reasoning behind bathing a
child in beautiful music from birth and

starting children as young as three or
four on violin and other instruments, 1
realized how deficient my own training
had been in regard 1o lisiening and
experiencing the music within my soul. |
had always had a picce of music in front
of me when 1|

d, since the age of
five, when I'started aking piano lessons.
1 remember vividly how confused 1 was
about reading the notes on the page.
I'ook back and realize that it was like
trying 1o learn a different language,
when I could barely read English!

My initial experience with
memorization was a disaster. At my first
recital, T could not remember any more
of my solo picce than (he introductory
“Oompah-pahs.” I was told 10 play
them again, and yet again, and then (o
curtsy and sit down in my sear among
the other piano students. | re

member

the tears streaming down my checks
as | shivered with failure, knowing 1
would have to face my parents alter my
musical fiasco. It was at that moment
that I unconsciously made up my mind
never to let such a thing happen again.
mantr:

It became my

“Never ever again
will I play without the music.” Surprising
as it sounds, 1 never had to memorize
a piece again. Somehow I managed to
graduate from a fine music conservatory
as a Music Education and Viola major
without having to memorize a piece
of music.

Now, fast-forward 1o my first Suzuki
Institute in Adanta, 2006. None of the
children whom I observed used printed
music. None of the teachers I observed
used printed music. Everyone around
me was playing from memory. It seemed
that the music was a part of them, that it
flowed so naturally from their beings. I
knew that I could not do this. Worse yet,
Ifeared that I could never learn to do it.
Sure, 1 could play many of the Book One
pieces without the music from having
played them so many times in the past,
but I knew that I could not play from
memory the picces toward the end of
Book One. What about the pieces in
Book Two, Three and Four? How could
Ibecome a Suzuki teacher without being
able to memorize? Help!

Toward the end of the week-long
session in Atlanta, Carrie Reuning:
Hummel gave cach of us a 10-minute
private consultation to ask one question
concerning the Suzuki philosophy: |
knew what I wanted 1o ask, but could |

p—

actually form the words and utier the
truth about my deep dark seeret of
not being able (0 memorizer Would [
cry? Would she dismiss me as a Suzuki

Flunkie? Would T be branded forever

with an “MF” on my forchead for
‘Memorization Failure”?

My turn to meet with Carrie finally
came. With hands wet with perspiration
and an uncomfortably dry throat. |
entered the room and sat down in the
designated chair across from her. My
mind raced: could I actually utter the
words to her, a former student of Dr.
Suzuki, that I cannot memorize?

Her gentle eyes met mine, as she
asked if I had a question. Shamefully,
I recounted my first piano recital
memory-failure. I glanced toward her to
see if she was going to pronounce me a
Suzuki Flunkie and ask me to leave. My

eyes caught a glimpse of reassurance
that caused me to look at her and
listen (0 what she had to say about my
memory issues. She kindly reassured
me that as I developed my
Suzuki teacher I would also develop the
skill of memorization. She emphasized
that I listen over and over to the CDs of
the pieces in the Suzuki books. Carrie
assured me that through listening and
repetition I could memorize, and that
this deficiency in my background would
resolve over time.

I have been fortunate to have had
Teri Einfeldt as my Book Two Teacher
Trainer and Kimberly Meier-Sims as
my Book Three Teacher Trainer, both
of whom continued to encourage me

skills as a

toward successfully conquering my
wemorization frontier, Teri answered,

with a personal poignancy when 1
confessed my memorization problems
to her: “You're not the only Suzuki
teacher 1o have memory problems,
mysell included; especially among
those who have been traditionally
trained.” In fact, one of the most
cncouraging statements made o
me concerning my memorization
skills was trom Kimberly Meier-Sims
when she reminded me with a wink
that there was nothing wrong with
my memory: “You learned to speak
Euglish just fine!”

L am forever gratelul w Carric
Reuning-Lummel for inidally embracing

me. Lam now studying Suzuki Book Four
Teacher Training with another fine
master Suzuki teacher. Carol Smith, at
the Blair Sch

I conlessed my memory deficiencies

ol ol Music in Nashville

and Carol gently encouraged me 1o
keep listening and allow mvself the
freedom to use trial and error as [ pick
out the notes of a piece. She suggested
memorizing only one picce ata ime and
singing it from memory in an attempt to
decide whether the challenge is in the
melody. rhythm or bowing

[ think a big part of never having
developed the skill of memorization
came from the false notion that if [
couldn’t play it from memory on my
very first try then I could not plav it
by memory period. I needed to allow
mysell the freedom to find the notes
of a piece without the selt-imposed.
crippling expectation that I must do
it right the verv first time. Technical
dilliculties, when looked upon as skills
in need of further development. often
become our greatest successes. Slowl.
but surely, I am memorizing the Suzuki

repertoi

So.a reminder to the Suzuki teachers
of the world: Along with the fourvear-
olds in your studio learning to “Twinkle.”
there may be a 57 vear old who has also
embraced the philosophy that you are
“Never Too Old to Twinkle!™ *

“\cknowleduement goes 1 Dr. Kay Collier
Mac Laughlin for the excerpt from the utle of

her welkknuwn book. T e Rarely Tio Young and
Never T Ol to

wnkle.
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body, Debbre studied
iola with the world
renowned violst, Karen
Tuttle. Deboie ¢
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Harpeth Strings & Piano in Franklin, TN. Debbie
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Develop math skills with
more than 50 fun games!

Math Vitamins is a two-part
book of fun activities for
Suzuki parents to enjoy with

their kids.

Created by Andy J. Felt & George Kung
(Note: This publication is in no way connected with
Univensity Child Developuent School, Seatdle, WA.)

Available for purchase now on the SAA website at
http://suzukiassociation.org/store/
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Meet
Rose
Taylor

By Ann Grabe

ose Tavlor, a student of mine, is a special person in
my life who has helped me learn so much. These
excerpts are from an interview held in my kitchen
Easter alternoon, 2010.

Ann: Hi, Rose. I've been wanting (o write an article about you for
so many years. You have been such an inspiration to me. How
long have you played cello?

Rose: I have played cello for 14 years. I started at 3 ' * years and
will be 18 years old in May
Ann: Tell me about why you are in a wheelchair and how that
affects your life.

Rose: I was born with a disability. I didn’t have a choice. I se
things from a different perspective. T am trying to adjust to my
own way 1o play the cello. My disability is called spina bifida. I
was born with my spine looking like an unzipped zipper. When
I was younger, I could actually move my legs a litle bit. I could
walk with crutches until a bike accident five years ago when 1
broke my lower back. I'm now in a wheelchair.

Ann to Lisa (Rose’s mother): Do you remember approaching
me about lessons for Rose?

Lisa: I approached you backstage after an orchestra concert. |
was amazed you started children at 3 % years old. My original
goal was 1o have Rose 10 be able (o do something special that
would set her apart from her peers in high school when she
reached that age. We reached that goal this last year and have

gone beyond that now
Ann: Rose. do you remember a time in your life when you didn't
play cello?

Rose: No. My first memories of cello are of leurning how 10 set
up. You would move my foot, and then your dog Courgette would
actually come and sit on my other fooL. 1 really liked that.
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Ann: What do you like and find the most challenging about cello?
Rose: I like learning how to memorize things. Music helped me
10 do fractions in elementary school. I T replaced numbers with
notes, it helped me to figure out answers to problems.

I find reading music the most challenging aspect about
learning the cello. 1am more of an auditory learner. For example,
in English class, I can learn easier if I watch a movie or listen to
an audiotape. Also, right hand doesn'tlike being in the bowhold
position. I just hold it in my fist. I find I have more control this
way. I'm glad you have allowed me (o do what works so that we
can continue with the music. I do notice how you and my institute
teachers keep revisiting my bowhold.

Ann: What are your challenges in reading music?

Rose: I find it difficult to figure out how long to hold a note. I feel
itis the opposite of math. I need to put the notes into numbers
and then add them up.

Ann: So what is this contraption attached to your wheelchair? It
looks really neat. Who made it, how does it work?

Rose: It looks like a football helmet, doesn't itz People ask
sometimes what sport I'm in. My dad made it. There’s a clip on
the back of my cello which attaches 1o a square rod. The rod is
attached to the frame of my wheelchair. In this way my cello is
directly auached 10 my wheelchair. I don't need an endpin.
Ann: What groups do you perform with?

Rose: [ play in both the Corvallis Youth Symphony (the honors
orchestra for high school students; entrance is by audition only)
and the Willamette Valley Community Orchestra. My mom plays
clarinetin the community orchestra and is also the orchestra
manager. This is the first ime Mom and 1 get 1o play in the
same orchestra,

Iplayed in several other groups before this. My favorite
concertofall tme was "The Brandenberg Bash.” We played the

Brandenberg Concerto No. 6, where I got
1o play with you. I remember that concert
alot. T remember watching the conductor
sometimes, but watching you a lot because
!'Thad so much fun,

Ann to Lisa: How has your role changed

I was so los

over these fourteen years?

Lisa: At first I learned with Rose how to
play the cello. Every week we knew exactly
what to practice. We learned Books 1-10 two
measures at a time. That is what I tell all the
parents. Anybody can learn it two measures
ata time.

At about Book Nine, I felt I was holding
her back because she was able to learn the
technique faster than I could. She became
a much more agile learner. Finally on the
third movement of the Boccherini Concerto
in B} I backed off quite a bit. I'still help her
with the basics of thythm, pitches, bowings,
etc. Rose remembers really well the musical
ideas presented in her lessons. I help her
now on the piano instead of on cello. Tenor
clefis still a challenge for me.

Ann: Do you go to lots of concerts?

Rose: Yes. It's kind of not a choice! Every day it feels like I'm
cither ata rehearsal or concert, whether I'm participating or
not. We are always traveling somewhere to a concert

Ann: Tell me about the support you receive from your
extended famil
Rose: People from my family often come over for dinner

in the week before a concert and I will play for them. My
whole family is musical. They say I am doing a good job.
but they especially like to give me pointers when they
can. My mom and 1 currently play duets on a regular
basis at a local restaurant and at the library. It's a family
cvent—everyone comes.

Ann: What piece are you currently working on? What
projects do you have in the future?

Rose: I'm working on the third movement of the J. C. Bach
Concerto in C minor. [ love the candenza. Next weekend
I'll be performing “Kol Nidre™ at my church and then again
in Detroit next August because 1 just won the National
Competition with the Oregon Network Fine Arts Festival.
Ann: Do you go to Suzuki institutes in the summer?

Rose: | personally think Suzuki institute is the happiest place
on carth. I like 10 go 1o classes that 1 actually enjoy. [ can't
Wit 10 go (o them. 1 think I've only missed one summer since
I began playing cello. [ especially remember David Holmes
and M. Littrell, T would come every day with a new joke to
tell M. Littrell 1like 1o learn new things and to play all the
old pieces that | know like in group class at home.

Ann: You are a senior in high school this year, so what are
your plans lor the future?

Rose: I plan 1o either go 1o Western Oregon University
or Linn Benton Community College. [ want o do sound

Left: Rose at age four
Above: Rose today

recording for either the movie or music industry. I really like
working with computers.

Ann: How did you come to acquire an electric cello in addition
to your regular cello?

Rose: We first bought it for a cross<ountry trip in the car. Then
later I discovered I could plug it in and instandy play very loudly
for assemblies at school!

Ann: What do you think about the Suzuki Method?

Rose: It's the only thing I know. I like listening to all my
picces. and now I especially like listening to all the different
interpretatons on YouTube. I like that Mom takes such good
notesatmy lessons. My favorite pieces are Tarantella and Vivaldi's
Double Concerto in G minor. At all my orchestra rehearsals,
several of us just start spontancously plaving the Vivaldi and
others love to join in. I'm glad I started at such an early age. 1
feel that I was born with music.

Ann: Thank vou, Rose. ¢8

Ann Grabe is principal cellist of the Oregon Mozart
Players. the OSU Corvallis Symphony and plays
< with the Eugene Symphony. She currently has an
active Suzuki cello program in Corvallis, Oregon,
and also teaches string techniques and cello at
Oregon State University
i \- Ann received a Musikerziehung and Autbaustu-
dium Diplom trom the Musikhochschule in Stuttgart,
[8  Germany. and a BA specializing in performance and
Suzuhi education from Ithaca College in New York.
During her five years of studies in Germany she taught cello at two music
schools and performed etensively
Annlived in Lyon, France, for seven vears. She taught at 'Institut Musical
Suzuki de Lyon, which was housed in a centuries-old silk factory on the banks
of the Rhane. While there she hecame the first recognized Teacher Trainer of
Suzuki Cello in France. She tounded their cello program. Ann taught teachers in
France, Spain, Finland, Sweden, Scotland and England. She is also a recognized
Teacher Trainer by the Suzuki Association of the Americas. N
Ann plays a cella built betore the signing of the Declaration of Independence
by Jean Louvet, a renowned maker of lutes and hurdy-gurdies.
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By Theresa Phillips

hen I began my Suzuki Teacher Training to vears o, my
thoughts blossomed with new ideas and the excitement of my
y acquired knowledge. I brimmed with the idealism of teaching
children how to enjoy the violin and play tery i 1 hegan this new
journey reacquainting myself with the precept that “every child can.”
Throughout my life as a Suzuki student. T withessed many peers
with instructors who were patient. challenging. encouraging, and

ne

thoughtful mentors. Role models provide such suong examples 10
follow, and I had observed many.

Thus, I thought the biggest challenge for me asa teacherwould be
the business aspect of having a violin studio, powibly communicating
effectively with pa
family’s thythm. Our child
would soon find an even bigger challenge.

When El
She was three at the time and began on her box violin.

ents or working a teaching schedule into my own

en were seven. six and three veans old. 1

ena announced her intention to play violin, Twas ccstatic

Afewmonths later, my sevensyear-old son, having watched hissister
delightin leaming to play, decided that he wanted to play violin, wo.

Twrestled with the idea, having heard thata sibling playing the same
d

instrument can ¢ Xtra competiion and neg: amics. | ook

him to see cellists in action, symphony concerts where I pointed out

the greatvariety of
him identify the woodwinds—he wanted to play violin
Our son Loren was bom six weeks early and spent the first week of

stuments. the 4% of July parade where helped

hislife in the Neonatal Intensive Care Unit. He came home ascrmwny
and seemingly weak infant. Within three months his body developed
robust strength and his personality was absolutely pleasani—e called
him M Jolly! During his kindergarten year, we began occupational
therapy. Early into his therapy, it became apparent that Loren was
unable (o cross his midline, a developmental skill acquired naturally
by three year olds. In addition he was challenged by small motor
skil
challenging for Loren. And he was frustrated and self<conscious about
his body’
ers could. This frustration permeated his life and our family life for

3 tasks that are simple and natural for most children were very

cemingly “inability” o do things in the same manner oth-
months,
our children and the rea
factors was at imes overwhelming.

As parents, the tension of wanting 10 provide the “maost” for

lization that we were not in control of miany

We began violin lessons, practicing a liule bit every day and tying
10 build music into our family’s way of life so that it is something we
simply do. Our eldest son, Luke, and my hushand pursucd Suzuki
guitar, with weekly group lessons and quarterly recitals, Lwas teaching
sixteen students and music hecame woven into our family Libric.
What I thought most about was whether Loren really could learn 1
play violin. How can you play violin when your hands have trouble
writing with a pencil? Would his inability 1o cateh a ball aflect o his
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A Four-Year Journey
To Lightly Row

Body could feel tvilim? Butthe goals behind teaching him 1o play an

fstrumentwere much roader than his simply |

ning the specifics
of violin techmique. ki s cerebrally, bt T eonld nor fully grag,
it One dav Topened amotebook 1o D Suzaki's words,

“Toaching music is not my main purpose. Tsant to meake good citizens. If
childnnt hevar fine misic fom the day of theiy birth and learn to play i, they
devwlop sensitivits, discipline and endurance. They gt a beautifud heart,” [,

Nhintchi Suzuki

Taped these wordswhere Teould see them cach day. Thisiswhat we
wanted for our child—a heautiful heart. Every child can! Tt has urged
me forward—sometimes on davs when Thad to rely on someone ele’s
wisdon it was notahwans part of v heing, My other students would
come in each week, sometimes having made incredible strides, With
1y own son, we practiced the same things many times overs months
of strengthening exercises when incremental sieps were successes,
Allalong there was frustiation and at times, conflict, He learned the
Twinkles and Lightly Row. his mind very much ahead of his body's
abiliiy.

This week myson plaved inagroup for the first time on astage. For

months he has been saying that he would not play in front of anyone.
Formonths, we have been moving forward every day; in incremental
steps. Six weeks ago he played his violin for Grandma and Grandpa.
Two weeks

190 he got out his instrument when a Gamily friend asked
1 hear him play. My mother told me that Loren would gain many
things from an institite experience if al e did was walk around with
his casc in his hand and arvive at each class, Since the first day here he
has heen a ease, comfortable with where hisabili level is, comforable
in his own body, appreciating stong mentorship and smiling in the
company of other musicians!

Asamotherand ateacher, ave experienced extraordinary owner-
ship of “Every Child Can!” And 1 know that Iwill hold this knowledge
forever inameaningful light. My heart feels more heautiful. o8

—Written at the conclusion uf the familvs sinmer instinie experience

Theresa Phillips has been involy ed i the Suzuhi community since she was nine years
Old. She received a Bachelor of Scienae degree in Biological Scences with Hanons,
from Stanford University and a Master of Science degnas in Marine Biology trom e
University of Oregon. After continuing 1o play for various orchestias, she netumed
formally o Suzubs education and teacher training atter her chddin were bam She
has enjoyed teaher traming courses with Pat D Lrcole. Kathdoen Sprng, Julia Hardie:
Ann Montzka-Smclser and Nancy Jackson,

. Theresa curiently teaches 20 Private students aat of her ome studio, Tnlakes
Violin Studio, and is active in her local Suzuhi community, whese she senves a>
Presicent of the Pikes Teak Suaui Music Association. She epecially enjoys being
aSuzuki parent. Onginally from Montana, Theresa and her husband carently e

an Manurment, Coluorado, where they alu cnjo : iking and shitng with their
e, ey alsu enjoy hiking biking and shitng w
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Compiled by Caroline Fraser

From the Suzuki Association of Peru:
Caroline Fraser and Roberta Centurion

1 Encuentro de Alumnos Suzuki de América Latina
(The First Latin American Suzuki students “Cet-together )
January 9 through the 12th, 2010, Lima, Peru

his was an historic occsion tor Suzuki programs i the

Americas and the result of a longetime dieam ot the Lan
American Suzuki teachers. An “Encucnto™is literally wmeetny
together” Children trom TE Latin: Aernican countries trom
divense cultures and backgrounds taveled o Luna, Peru, o
share their music and experiences and w o the Fist Latn
American Suzuki Studens” Orchestia,

The idea ol having anall Ladn Amencan Suzuks Orchesua
was born during our Latin American Teachens” Contercaces
and was further motivated by the success ot the Latin \inerican
EFuoscinble at the 2008 SAA Minncapolis Conlerence. Duning the
2009 Suzuki Association ol Peru annual festival ieprosentatives
trom cach participating country cnthusiastically proposed the
projectas away t help eclebrate the 230 Tniemational Festival
10 be hield by the Suzuki Assaciation ot Peru.

Without any idea of ow much work e would entul, what
would costand all that would be involved, we charged ahead. Each

Count entusanurngement ol e tadiional music which was

then sent out o
L process for eles

he Chuldre

urangements. [here

e Uatnsposedd and sotne pants, s g AAUCOr S ore, were
iy Pl wou kv O il CReCInG PRI, OF g

m the chour and

. Each country woul

stovide the pra

st was seoted or g

wchain rec percusson: the Peruvian

prece ncluded the ch

ol panpipes.

Flor Canelo rom Cusco and Caroline

Lima

ut the v with

covrdinated these intal vages throu

unconditional support rom a4 local team of teachers (including

Charo Rong, Lindsey Pres Mans Lusa Libarthe, Nimena Marks.

Luctana Casullo, Crisuna Pinto) and our invaluable Association

sectetan. Denw Corte

4 Thev helped take care of the logistics
WTnging 4 concert i public place requires endless paperwork
i Ladin America “ Mmost trannc” phone calls were made across
the conunent ithank vou SRYPE 1 “How many fintvohing doyvou
e Canvou continm how many children are coming:”
Children i partcipaung countries reheaned their parts,
somcames ontheir own someumes i ensemble. Teachers
volunteerad thew ume o help. We had asked that the music be
memonzed. Paens made the commiunent o el and cach
countny deaded onaoadinonal dress tor the Gala Concers. In
Pert it was decded that the childven would wear the taditional
diess ot the tiee main regions of the counn: the jungle, the

mounms and the coast
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Top: Huancavelica boys smiling
Above: Scarlet
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Many of the children also registered
Lo participate in the festivals surrounding
the Encuenwro. The decision was made
(0 start rehearsing these children in a
Iworkshop during the festival. Dario
Dominguez from Buenos Aires, Argentina,
agreed to conduct and teachers were
asked (o lead the sectionals, including a

vocal teacher to work with the choir, and
Kike Pinto from Cusco to work with the
children on panpipes.

We were anxious to see how this
orchestra of 170 children, including some
young book two students, would sound.
The youngest participant was fouryear-
old Catalina who had traveled with her
mother from Patagonia, Argentinal At
the first rehearsal, Dario was surprised
athow well the children were prepared,
Many had come with all cleven picces
memorized! The children rehearsed with
discipline and perseverance,

Alteronly one d

o full rehearsal with
all children present, we took the children
10 perform in Comas, an cconomically
disadvantaged district in Lina where (he
public does not have access 1o concerts
and music lessons. This was an emotiona]

experience for everyone, The church was

packed with people standing around the
sides and at the back. The doors at the
entrance were left open so that the public
standing outside could also hear. The
audience clapped with the music, sang
and wouldn'tlet us go. They cheered when
Dario dipped into his briefcase to search
for a score for yet another encore. The
performers were moved to be received
with such warmth and passion.

The following day was the Gala Concert
in the Auditorium Santa Ursula in San
Isidro. The children looked radiant and
colorful as they came on-stage by country
in their national dress accompanied by
their flag. The sole representative of the
United States, David Morales Borofl,
borrowed a flag from the U.S. Embassy
and took a bow with his mother, Silvia.
The orchestra delighted th
the Suzuki Association of Peru received
an award from the Peruvian Ministry of
Education.

idienceand

The Encuentro was far more than
children coming together 1o play in
an orchestra: for many children it was
their first time in a foreign country; for
many Peruvians it was their first time in
the capital city; and for all children it

was their first time 1o be with so many

children from so many different countries.

Music brought everyone together. As

the
exchanging parts of their traditional dres

children bade each other goodbye,

we were made aware of the friendships

and bonds which had been formed. The

children demonstrated a pride in their

national and regional identities and

yet

were united through music. Surely

this was Dr Suzuki's dream: universal
understanding through music.

XXV Festival International, Lima,
Peru, January 4-30, 2009
Celebrating 25 Suzuki
International Festivals!

Courses with official ition from

the Peruvian Ministry of Education:
Peruvian educators have to continue
their professional enrichment
accumulating “credits.” The
courses offered through the Suzuki
Association of Peru can now count
for this official credit.
Participation from the Peruvian
jungle for the first time:

Thanksin parttoascholarshipagreement
with the Ministry of Education, and an
agreement with the National System of
Youth Orchestras, four teachers from
the jungle city of Iquitos were able to
uavel and take teacher uraining courses.

The only way 1o travel to Lima from

Iquitos is by river and road, which takes

afewdays, or by plane which is expensive
for local people. The participants ook
s in Early Childhood Eclu
recorder, violinand double bass. Thanks
1o a generous donation [rom a Suzuki
P

cours ion,

10 teacher in California, Gretchen
Klein, Daniel Manrique awended on
a (ull schokuship with his airfare paid.
He wasso enthusiastic about his courses

that he returned o Iquitos determined

10 host the Suzuki Association of Peru’s
next National Workshop in his city. This
would be the fivstsuch workshop in the

jungle region of the counu

Dalcroze workshop for teachers and
students for the first time:

lises Mulauid from Brazil taught
introductory course o more than

G0 teachers. This demonstrates the

level of interest in music education

Top: Huancavelica performers Above: Children helping children

in Ladn America and the scarcity of
opportunities to learn,

Participation from the USA, Canada,
Europe, 12 Latin American countries
and many parts of Peru:

Participants trawelled from Argentina,
Bolivia, Brasil, Chile, Colombia, Costa
Rica, Ecuador, México, Paraguay,
Uruguay, Venezuela, U
and Canada. In Perti the
Ancash, Apurimac, Arequipa, Ayacucho,

otland

Cajamarca, Cusco, Huancavelica,

ns ol

Hudnuco, Iea, Junin, La Libertad,
Lambayeque, Loreto, Piura, Puno,
Tacnaand Lima were represented.

OF the 300 teacher participants more
than a third attended on scholarships
thanks to our donors.

The Suzuki Association of Peru believes
thatits events mustbe a ible toall. In
acountry where 50% of the population
lives in poverty this necessitates a viable
scholarship prograum.

* Of the 400 student participants




more than a quarter attended on
scholarships.

I'hie British Peravian Cultural
\ssociation made a generous
donation 1o our scholarship fund in
order o help disadvantaged families
attend the festival

Many teachers were enrolled in
neral education courses such as
Early Childhood Education, Talent
Education, Kodaly and Dalcroze.

These courses are for teachers who
do not necessarily have a musical
background but who want o enrich
their own experiences and those of
the children they teach.

Kodaly 2 workshop was offered in
addition to Kodaly 1.

More than 60 teachers were enrolled

in cach course. The teacher trainer.
Lydia Mills from California,

delighted the participants with
an ample repertoire of songs and
games in Spanish, demonstrating
how to introduce music literacy in
the classroom

More than 80 participants were

enrolled in philosophy.

Codz DLow

The Suzuki philosophy is for
everyone!

Guitar Book 9 and flute Book 12
were taught.

Eugenia Aizaga travelled from
Ecuador to study Flute Book 12
with Kellv, and MaryLou offered
Guitar Book 9 1o participants from
Argentina and Peru,

Tanya Carey traveled with her
daughter Trina and grandchildren
Tatum and Logan.

They gave an inspiring family
concert (3 generations of cellists!)
and Logan performed a Book Seven
Graduation Concert.

Doris Kopelman traveled with her
student David and his mother Sulvia.
David
plaved solos on all the dailv student

ave a wonderful solo concert,

recitals and plaved with the Latin
American students” orchestra
Amongst the participants were self-
taught musicians from remote areas
of Peru.

Ifyou live in a place where there are no
music teachers and vou want to leam,

what can vou do? Participants from

Play the Best in Class
Play a

Features include:

Precision Graphite Weave
Blended Keviar Core

Meal Alloy Tip Plate
Engineered Xebony™ Frog
Available for Violin, Viola, and Cello
3/4 and Full size from $295

Proudy crofied in
Winona, Minnesata

PROVER WEBER

Huancavelicain the Andes and the city
oflquitosin thejungle told me that they
had learnt 1o play their in\|runwnl;
with the help of the internet and

occasional tourists. Th

¢ are now
determined to share their knowledge
with theirlocal communities and build
music programs.

Practice teaching component
continues to be an obligatory part of
every unit beyond Book One.

Every participant beyond Book One
has welcomed the opportunity to give
alesson and receive feedback on her
teaching from the teacher tminer.
Check our videos and photos on:
Facebook: Asociacion Suzuki del Peni

Youtube: AsociacionSuzukiPeru
Thanks to our dedicated SAA Teacher
Trainers:

Tanva Carcy. Virginia Dixon,
Caroline Fraser. Doris Koppelman,
Naney Lokken, Eduardo Luduena,
Marilyn O'Boyle, Fernando Pifero,
\MarvLou Roberts, Mary Halverson
Waldo and Kelly Williamson for

their professional expertise and

generosity of spirit.

PRODIGY"

Office teamwork

+ Thanks to our main sponsors:
This festival would not have been
possible without the generous
sponsorship from the Suzuki Asociation
of the Americas. Thanks also to Newton
College, the US Embassy in Peru, the
British Peruvian Cultural Association
and Latin American Scholarship
Fund donors from the United States,

Canada, England, Scotland, Germany

and Norway. In addition, a special
thank you to our dedicated teachers,
office stall, Suzuki friends and Lunilies
in Peru who continue to support
our festival. As Dr Suzuki always
emphasized, working together we can

help ereate abeter world!

Anunciamose XXV Fostival lenacional,
Lima, Pery, Enero 7-31, 2011

\

EIV Encuentro para Profesores Suzuki
de América Latina

Nos vemos alki!

wwwsuzukinusicaeontpe

Cursos planeados en América Latina

2010

Junio 16 al 24

Festival Suzuki, Bogota, Colombia

http: www.asociacionsuzukicolombia.com.co
Contactar: suzukicolombia@ gmail.com

Setiembre 30 al Octubre 4

Excelencia libro 1, Lectura Musical: Monterrey, México
Octubre 6 al 15

Filosofia Suzuki, Piano 1, Violin 1: Guadalajara, Meéxico
Noviembre 10 al 13

Filosofia Suzuki: Puebla, Meéxico

Noviembre 14l 18

Filosofia Suzuki: Lectura, Meéxico DF

hup: wwwasuzukimexico.org

Contactar: Ricardo Salinas
ricardo_salinas@cedros.edu.mx

201
Enero 7 al 31
XV1 Festival Internacional Suzuki, Lima, Peru

v
Enero 14al 16

V Encuentro Suzuki para Profesores de América Latina
hup: wwwatzukimusica.com.pe

Contactur: informes@ suzukimusica.com.pe
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The Peru 2010 Adventure:
AMoms Reflection

by Sylvia Morales

v son David and Trecenty had the wonderful opportunits
o attend e 25 annual Suzuki Music Festival in Lima

Perucwhere David had 2 172 weeks ol intense, exciun;

beautitul and emotional experiences making music, making
fricnds and celebrating with Suzuki students, parents. teachers
and communiy trom all over Latin America. The months leading
up o our New Year's Day departure o Peru included planning
and preparing several fundraising recitals in community and
lowse coneertsettings, with enthusiastic and generous guidance

and support by David's piano teacher, Doris Koppelman

Last summer Caroline Fraser, the director of the Lima

Festival invited David to the upcoming 25th annual festival of
January, 2010, She suggested he perform a piano recital as an
invited guest for one of the many evening concerts during the
ecaeck festival. David also was scheduled to demonstraie
@ swdent of advanced piano repertoire being coached by
Doris Koppelman in her teacher waining classes which were

attended by many teachers from all over Latin America. Ihad the

unique opportunity o tanslate for Doris” classes, and 1 found
that what really helped me were my 10 years of observing and
taking notes at David’s weekly piano lessons back home in San
Dicgo. California. Being a teacher mysell, | ily appreciate the
complex and subile issues involved in communicating teaching
ideas and experiences. The teachers were eager learners, asking
intellizent and thoughtul questions. 1 quickly became aware
that this was an extremely important time—these teachers were
heron how

airung new skills and perspectives from a mastert
(0 approach the training of their own piano students back in

Wicir home countries, and 1was assisting in this process in a very

direct wav. Donis was extremely sensitive wo their concerns, and
dong with sucainct explanations, many answers were clarified
sfter my wranslation as she sat at the piano and demonstrated

her points in movement and making music. Several teachers

alo expressed 1o me how much they appreciated and learned

Iy obsenving Dons coach Davd, her advanced student who has

benenited from 10 vears of her Suzuki piano training.

On another note. back 1o last summer when Caroline
tound out that Davd also has been studving violin for the
past four vears. (from a wonderful weacher in San Diego, Nick
she invited him o partcipate in the Festival's Firg
Latin Amencan Suzubi Students’ Orcliesira made up of Suzuki

Starmon

students from eleven different countnes [rom Latin America,
Muisic parts were ematled a month i advance so David had o
chance o familianze himselfwith the Brsuviolin parws of this

beauttully unique repertoire with one piece representing
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cach Latin American country represented. Needless to say,
these particular activities were planned before leaving for
Peru. but several other wonderful. spontaneous opportunities
for making music presented themselves during our 2 1/2
week stay

Week one was filled with rehearsals and a few wonderful
spontancous jam sessions with professional Peruvian musicians
For three hours cach morning. David had access to the grand
piano in the large auditorium on campus to practice and prepare
for his solo recital which was scheduled for the second week.
id had lots of fun communicating

Then came lunch, where Dz
in Spanish while his new friends practiced their English, all
the while laughing at cach other’s mistakes and helping with
translations. Lots of laughter and fun!

Each afternoon three hours were spentin orchestra rehearsals,
whole group and sectionals, The coaches were magnificent!
Teachers came from all the different countries and David had
the marvelous opportunity 10 work with violin teachers from
Peru, Argenting, Colombia, Bolivia and Mexico, and most all of
the coaching of course was in Spanish. The wonderful, inspiring
io Dominguez.

yet patient conductor was from Argentina, Da
He only had six rehearsals before the first performance, which
was ata church in a very poor district of Lima. The audience

WiIs very appreciative.

1d the Kids playing in the orchestra were
inspired and worked hard to sound their best. They played five
encores! It was a very moving evening.

The next wo orchestral performances were in bigger halls,
with alotof pageantry and celebration. Before the performances,
the dele led across the stage, with
students in native dress, holding the instruments and 1eachers
carrying the lag of their country. Because David was the only
student from the United States, 1 had to help him hold up the
flag of our couniry. What a moment! And after this incredibly
colorful and moving presentation of flags and delegations, the
students played a wonderful program of 11 Latin American
picces some orchestrated with children's choir, and/or ¢xotic
s played

tions from cach country pars

atin American percussion instruments. One piece W
by alarge guitar ensemble, and the performances ended with
avenyyoung Pernvian boy and girl dancing as a pair in frontol
the orchestra, Al the musicians enthusiastically accompanicd
them as the audicice sang and clapped along 10 this popular
Pernian song

During week o, David performed a different piece from
his repertoire during ihe s where all the
This

altermnoon piano recits

Jino stude; . N
I tudents atending hid an opportunity to perform

e ST
Encuentro Concert

was the week the pianists attended the conference and had master
classes. David was also able to attend the mus
for teens and a Peruvian panpipe class. The week ended with two

c appreciation course

special concerts, first his solo piano recital as part of the evening
concert of “Alumni and Invited Guests,” in which he also performed
the first movement of a Beethoven piano trio with two alumni of
the Festival, a violinist from Cuzco, Peru, and a cellist from Lima.
The last evening David was invited by a teacher from Paraguay to
perform as a lead violinist with an ensemble of teachers from many
different Latin American countries. They performed a tango by A.
Piazzola and a traditional Peruvian folk song where David had the
opportunity to take off on his improvising. fully supported by the
generous teachers performing with him. This concert featured the
Festival's many talented teachers playing music from their country
on avariety of instruments.

There are so many wonderful memories from this adventure—I'm
parentsand

onlyable to mention a few. [ met some incredible teache
astic about being involved in

kids, all so generous and genuinely enthus
making music, sharing and being involved in the arts. Caroline Fraser,

along with her hard working and dedicated team, has put together an

amazing annual event, historic and wide-reaching. The generous and
dedicated teacher trainers 1 met, alongside Doris Koppelman are all

inspiring and a lot ol [un! Both David and 1 made [riends that we are

keeping in contact with, This adventure was filled with love and lots of
good times and was an amazing opportunity for my son David o share
his love of music, learn about our beautitul neighbors w the south
and 1o meet great people. T ruly believe it has been a litechanging
experience for both ol s in avery good way. As ook back see this
eventas an adventure acknowledging our bamily's love and commiunent
1o music and the arts, and celebrting David's commitment o music
and s spiit of sharing and honoring the dedication and generosity

ol his weachers, o8

Sylvia Morales lives with her husband Philand son David and is very close o he
extended family in San Diego, where she was bor and raised. She has lived, studied
and worked as a daneer, teacher, pectorming artistand charcographer in New York,
Lo Angeles and San Diego. Sylvia is a Juilliard alumai in dance and has a Master of
Fine Arts degree in performanee and choreagraphy trom U.C LA She played violin
1 elementary and middle school urehestras. Music, dance and the arts have always,
nimportant part ot her lite, thanks W her parents and all of the opportunities

been
that she has ad

David, Doris Koppelman and Miguel

Uisppoes.

2

Encuentro Dancers
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Reflections on Attending
the 25th Annual Suzuki
Festival of Lima, Peru

By David Morales Boroff

had been preparing for this trip for a long time. Whether it

had been in practicing my instruments (piano and violin).

learning Spanish or packing clothes, I had done a lotof it.
and there was no reason whatsocver (o feel nervous about not
being ready for my first rip out of the US. Needless 10 say. on
the morning of our flight, January 1. 2010, T was o tense, 1
nearly threw up.

Back in August, I accepted an invitation from Caroline

azer
(o come to the 25" International Festival in Lima, Peru. Caroline
Fraser. the director of the conference, had invited me todoasolo
piano recital at the end of the sec ond week of the festival and 1o
participate in the orchestra as a violinist. The next five months
were spent retrieving some piano repertoire and leaming a few
new pieces. [ planned several small recitals here in San Diego in
order to help raise the money needed, primarily for ravel (which
was quite a lot). My repertoire was o consist of a Haydn sonata
wo selections from a Bach French suite, a prelude and fugue,
the piano part to the first movement of a Beethoven piano trio
4 Chopin etude and nocturne, three Spanish picces, a Debussy
prelude and a Joplin rag. I was also to include a composition of
my own, which was a structured improvisation including many
elements of jazz and blues. That ook a lot of time to gettogether,
and, as fate has a special sense of humor when it comes 1o me,

the thirteen pieces of orchestral music I was to memorize before

[ even went 1o Peru did notarrive by email until two days before
was scheduled o leave. Itwas at this point thatour printer chose
{0 bite the dust, so of course, we couldn’t printany of it

So it was that on the first day of the year atfoura.m., I woke
s of sleep and was rushed to the airport with

up after two hour
is Koppelman, my mother, my father, my

my piano teacher, Dorl
Bob, and no orchestra music. 1 felt really nauscous for no
apparent reason, so. before we left, Dad threw together some
white ice to settle my stomach—which didn’treally help. When
we said goodbye to my dad at the baggage checkein, e said tha
he'd miss us, and that 1 shouldn'tworry about being sick—it was
and itwould most likely get beter once Twas

uncle

probably just nerve
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on the planc. Honestly. 1 didn't believe him, because my mind
had gonc into automatic pilot, in accordance with my stomach.
He wrned out 1o be right. of course.

As it was New Year's Day, the security at the airport was even
more stringent than usual. It's actually quite an interesting
sensation 1o be frisked, especially if you're hoping against hope
that vou don’t throw up on the security guard. My piano teacher
likes to do things ahead of time, so we had a lovely two-hour
relaxation period in the terminal of the airport, in which my
mom and Mrs. Koppelman visited merrily, and I crouched over
my paper bag, white-faced and sweating, waiting (o deploy.
Thankfully, I didn't, because the moment we boarded, and the
planc ook off, I felt completely well again. When 1 finally got
comfortable in my seat, I started to enjoy the flight, and at one
point, about five and a half hours in, I realized that this was

probably the farthest I'd ever been away [rom home.
Afteran eightand-a-half hour flight, we arrived. It was a cloudy
1 and was actually raining, which it never would normally

do in the middle of a January summer. It wasn't really all that
different from any other city, except that almost every sign was
in Spanish. But there was a certain vibrant energy about the

plac

—italwaysseemed 1o be moving, even when we were driving
through an empty street (it was two in the morning in Lima).
A motherand daughter, Haydee and Luciana, picked us up at
theairport. They were the kindest people—they drove all the way
across Limaat L. 10 pick us up at the airport in a VW bus that
was on the verge of dying. Itactually “kicked the bucket” halfway

1o the hotel. So we waited for another two hours in the
agas station while Haydee called two cabs for us, and Luciana
called her boyfriend 1o help fix the bus. When we finally got to
the hotelat four in the morning and said our goodbyes for the
night, we were Taughing it 1o burst

The Yevas Hotel where we stayed is decorated with beautiful
paintings of Indian lifestyle. It's very homey, has two dining
rooms of moderate size, and one prety big one, with a small
stage Lormusicians who performed every Saturday and Sunday.

Over the next conple of days, dozens of
Kids, parents and teachers from Brasl
Argentina, Columbia and Bolivia began
to arrive at the Yeyas o participate in the
festival. The small children practiced on
their instruments all day, morning till
night, (the Yeyas also had very thin walls)
and ran up and down the stairs with their
violins and violas, shouting and velling in a
fervor of ecstatic happiness. In short, it was
a kind of wonderful, glorious madness.

Our firstday in Peru almost entirely

spent sleeping. We eventually got up.
got acquainted with the neighborhood
outside, which was filled with litle shops
that fitted our every need, exchanged our
money for Peruvian money (great for us as
the exchange rate was unbelievable) and
met the taxi that was to pick us up and
bring us (0 a welcoming party at Caroline
Fraser’s house.

The party was fantastic. There were
musicians of every sort—jazz, classical—
wind, percussion, k

yboard, strings—and
we played and played late into the
night. 1 pl

ed a lot of jazz violin with
an unbelievable pianist. 1 also played a
Spanish picce by Emesto Halffter, while

my Mom danced flamenco to it. The

food and the company were also great. |

as struck by how open Latin people are.
People whom you're being introduced
to for the first time would hug you and
sometimes Kiss you on the cheek, and it
would be totally normal behavior. (You
can imagine my face trning bright red.)
All of the musicians at the party, whom |
had never met before, were quite happy o

play with me, even before they'd heard me
play anote. Lwas definitely onadillerent
strange, wonderful continent

Ispent the nextday geting w know the
teacher trainers of the conterence (really
wonderful people, and great players) as
we all walked around the neighborhood
of Miraflores. We walked a ot We walked
trough the park, which was decorated
with statues and wees, and many young
Latin couples. We walked among the
shops, lorever fulland bustling. We walked
down to the beach, where the rocks were
Jarge, smooth, and round and the water is
akind of silver color, reflecting the clouds
above, These clouds actually did have o
silver lining—the sun shone around the
cdges ol them everywhere, brighter than

someone from Calitormia would expect

Tt was a kind ol white light

The rhythm of the city is interesting
it's a quick tempo. The drivers are very
skilled. go very fast. and are forever
honking at each other. This honking is
different. In California. when vou honk at
someone, it’s personal. You aren't saving.
“Now let’s please move along. shall we:™
You're saying something more along the
lines of, “MOVE, JERK!™ In Peru. it’s a

kind of friendly, pushy

acophony. The
horns on the cars aren’t loud—they're
musical and comic. There are different
pitches, and the drivers don't lean on
them: they tap them lightly. like thev re
playing little bells.

The nextday, [went to Newton College.
the venue for the conference. One of
the great things about it was that it was
a five-minute drive from the Yevas Hotel
[he arts section of the school (where the
conference was) was built around a big
courtvard with lunch tables and a food
booth. On one side of the courtvard
was the theater in which all the major
performances would take place. The
buildings surrounding the courtvard
were three stories high and were made
up of many classrooms. The botom floor
classrooms of these buildings were the
ones with the pianos in them. and all of
them were taken by someone-or-other all
the time. This presented a problem. as |
really needed to practice for my recital
Caroline Fraser came up with a brilliant
solution. She proposed that 1 use three
hours in the morning to practice in the
theater on the best piano in the campus
since it was not being wed for classes

or rehearsals at that tme. Not only did

[ get three hours o myselt tor quiet
uninterrupted practice. 1 got o really
feel the piano out and get accustomed

o the acoustics ol the hall and of the

It Alter about two hours, the

plano its
Janitors started cleaning and listened o

me play. This was not distacting: on the

contauy, it was helptul, as Twas plaving
lor an audicnce every moring and got
wed it The stallae Newton was alwany
polite, friendly and very helptul. This was
the routine tor nearly all my mornings:
wake up, go o a bakery called Karlita's
for breaklast, get o Newton College via
Gani, pracuce piano i the theater from
9:00 wm=12:00 pan., have lanch in the

caleteria, atend athree-hour orehestra
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rehcasal starting ac 1:00 pan., har

around the school for a while, maybe
watch Mis. Koppelman teach her class.
and thenatend the nightly recitals, which
started at 700 pan

I began studying violin back in San
Dicgo lour vears ago with a wonderful
veteran teacher named Nick Stamon. At
first. I only wanted to familiarize mysell
with another branch of classical music,
while alvays acknowledging the piano as
my first instrument. but eventually the
violin became the other focus of my life.
On this trip. all the study and practice |
had putinto my relatively new instrument
abwolutely paid off

I'he orchestra rehearsals were great. |
got the music for the firstviolin parts my
firstday in Lima ... and itwas unbelievable

music. We weren't playing Beethoven or

Mozart. We were playing South American
songs arranged for orchestra—one picee
from each country represented at the
festival (eleven in all), and (wo picces
{rom Peru. The picces are full of gorgeous
melodies and very complex thythms. had
plaved Latino music before (I actually

have a litde Mexican and Honduran

blood). and the music I've played in San
Dicgo is no less beautiful, but itis different
(o play it in a Latin American country
because eeryoneidentifies with the music
vou are playing immediately. Playing this
beautiful music for and with the people
who love and relate to it is a priceless
experience

The kids in the orchestra were all great
10 hang around. Mostwere younger than
me—9-13 years old on average—and they

all had buoyant, bright personalitics

Even the older Kids seemed to emanate

happiness, and they all loved the music,
nice change from regular youth orchestra,
where there is at least a litde bickering
among the ranks about the picce. These
kids had come from all over South
America. To see all these cultures get
together and play music around me, 10 be
a part of that, was unbelievable

The sectionals that sometimes ok
place in the allotted tme for orchestra
rehearsal were equally great. Most of the
first violins were from Bolivia, and all of
them were staying at the Yeyas. So, | got
1o hang out with them at the hotelas well
and made many friends. In fact, we got 1o

like each other so much that sometimes
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we could not stop talking. which caused
some problems for the conductor, an
Argentinean named Dario Domingucz,
but he was always on top of the situation
He had an intensity about his conducting
that always kept us focused while we were
playing. When we started to talk ar lose
attention during rehearsal, he never
lost his temper. He simply explained the
situation to all of us and told us that itis
useless to divert time from the orchestra.
when we have the opportunity to play such
beautiful music. We still never did quite
shut up, but we got the point. Though
I spoke relatively linde Spanish. | could
be friendly and cffectively communicate
with him, in spite of the fact that he spoke
only a litde English. He won all of our
respect.

Another wonderful experience | had

in relation to the orchestra was being

directed in Spanish. Spanish was one o

my first languages when T was very, very

young: however, it was drummed out of me
in clementary school wherc it was never
spoken. |

ave never spoken Spanish in
the lastten years as well as when Ispoke it
when Twas five. Having all the directions
given to me in Spanish by a conductor
who could not translate it into English
put my mind to work and made me learn
itall the faster

In fact, it was my lack of proficiency
in Spanish that carned me many laughs
from many people—in particular, from
Mayr
friends in the whole festival.

ind Cesar, some of my best

hey were
from Columbia, and Sara and Mayra
understood about as much English as |

understood Swahili—none, that is. Many

atime I would forget and start speaking
quickly in English. The looks on their
faces were priceless! When 1 would say
something really incorrectly in Spanish
itwas first a look of confusion, and then
they would glance at cach other, and
burst out in sereaming laughter—not
vidiculing, but with

Kind of jubilant
cestasy, marveling at my stupidity, And, at
Wis point, Cesar would Took at me with
a hopeless expression on his face, and
say. quite simply, "womens.” We would
hang out in the big patio at lunch and
during break tmes, and visit, Taugh and
play violin wogether. It was wonderful, |
made many other Mn-mlulmmglhi\lnp.

but those three Kids enmanared light and

inspiration with every smile and cvery
word they spoke, and it made me fecel
lucky to be around them

Thursday was the first day of the really

Jong orchestral rehearsals. 1 mean six hours,

They were wally long. These rehearsals

which went from Friday to Sunday, were
quite fun, even though we wer

all preuy
tired by the end of the day. The children’s
chorus, the sikuri (panpipes) players, and
the Latin percussionists were included
in these last rehearsals, and the sound
was unbelievable! There were section

in
some picces that didn’t quite make sense
with strings and winds alonc, but when

everyone clse came in, it became fantastic.

When the big native drum played, it v

like giants clapping in time to the music.

On Sunday, the orchestra had half of
archearsal, because it was the day of our
first performance. In the two hours or so

between the rehearsal and when we all

had to rendezvous at the bus for the ride
1o the concert hall, my mother and Iwent
back to the Yeyas to have lunch, and take
a litde camap. To my absolute delight,
wwo professional Peruvian musicians
were performing during the lunch
on (a type of

hours—a guitarist and a
Latin drum) player, who both sang and
played beautifully. After about the second

number, I asked if I could play violin with

them. 1 had never played Afro-Peruvian

music before, and it sounded so good.
It was so much fun to improvise with
them, and after the first number, each of
them stood up and actually hugged me.
After about the third number, one of the
wnd the
restof the kids, parents and teachers were

Bolivian parents started dancing,

our audience. 1 was in heaven. 1 played
with them for about half an hour, to the
cheers of everyone else in the room. We
eventually had 1o leave for the school, but
before eft, they both gotup and hugged
me again and told me how well I played,
and how much they enjoyed it. I'll never
forget how good it felt

Soonafter, weall left for Newton College
inorder to meet the bus that was going to
take us 1o our performance venue. Itwas
achureh in the neighborhood of Comas.
Comas is a very poor neighborhood.
On the way there, we saw shacks, lots of
gralliti, and lots of stray dogs in the streets.
The wip there was over an hour long by
bus. Luckily, 1 was able to go with the

David with Professor Orlando

David with musicians at Hotel Yoyas




Columbian kids and teachers, so Sai

Mavra, Cesar, and many of their friends
were on the wrip with me. We spent
the whole bus ride telling stories and
jokes—most of which were completely
lostin wanslation for them, but were
[un anyway.

When we arrived at the church (a
big building which was not very fancy).
we spent about two hours waiting for
the audience 1o arrive. We waited in
a basketball court behind the church,
warming up on our instruments and
visiting. When we finally were called to

perform, we walked into the church from

the side door, in front of the seats. which
were packed. T walked up to my seat with
everyone clse, got myselfsetup,and looked
to my left, at which point 1 realized that
there were at least two hundred people
packed into that church, waiting for us
to play. They had crammed the seats. and
there still wasn't enough room, so they just
filled up the center and side aisles. When
we got 1o our second picce. | glanced at
the audience again. and realized that
there were also about a hundred people
standing outside, listening to us through

I
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the open church doors. Itwas at this point
that I realized that they probably didn’t
get too many orchestras playing in their
neighborhood—certainly not for free.
They were excited. Why else would so
many people have shown up and stood
outside to hear a bunch of young kids,
albeit talented ones, play a bunch of
songs? It was their music, their culture,
presented grandly and proudly by an
orchestra. 1 realized it was important
to them.

They clapped riotously after every
number. And with the church’s acoustics,
the noise was unbelievable. They simply
loved us. The real killer was when they all
warted clapping and singing along with
our last number, a Peruvian song called
“La Veguera.” They knew all the words.
Afier that we got an encore. We hadn't
prepared any. so we just repeated a piece.
They went crazy anyway. We got another
one ... and another. We ended up doing
Jour encores that night, all repetitions of
picces we already had performed. They
still loved us. All of the kids, including
me, were on an extreme mental high after
that performance. We had not seen that
experience coming. At least, I didn’t. It

was on of the most magical performances
I've ever been a part of. We spent the
entire bus ride home singing.

The next day, we performed in another
part of town, in a lovely hall and where
two important things happened. One
was the flag presentation. This was a
ceremony before the concert in which
cvery student in the orchestra would
come in delegations from their countries,
present their flag to the audience, wait
for applause, and then take their seats in
Since I was technically the
only student from the U.S. participating
in the orchestra, 1 got 1o go up with only
my mom and present our flag. Since the
cultural attaché of the U.S. Embassy in
Peruwas in the front row, this actually was
quite an important thing for me to do. At
one pointin the performance, he nodded

the orchestr

in acknowledgement o me.

The other important thing that
the
mostadvanced flute player in the festival. 1

happened was that Tmet Martin Capy

had heard him play a flute concerto in one
ol the nightly performances at Newton
College, and he really impressed me with
his gorgeous tone, beautiful vibrato and

soaring sound. When [ had the chance 1o
visitwith him as we waited for the second
performance of the orchestra (o hegin,
we hecame instant friends, T played for
him on piano and violin, wanting like
crasy to impress him. After | plaved he
laughed and declared me “loco.” My head
swelled to twice its usual size. The next day,
before our third and final performance
at Newton College, T asked Martin i he
felt like playing together, and he said
“absolutely.” It was at this moment that [
realized that Fdidn'tknow any piano/flute
repertoire, so Tasked him il he knew how
10 improvise, and he said no.

“Would you like to learn?
“Ah ... si, okay.”
“Great!

I'showed him the chord sequence to a

twelve-bar blues, and played a really slow
backup for it. He then started to play
not too well at first, but eventually, after
only about two minutes, he really began
And what

10 get the feel of improvising
a pleasure to hear his magnificent ideas
and incredible tone, as I played alongside
on piano! To see him come alive and 1o
help awaken that possibility of improvising
inside him made me feel most strongly
that there was a reason | was there. We
would have continued for a long time, but
we had 1o prepare for the performance.
This was one of the more wonderful
experiences I had in Peru, and it helped
forge the [riendship between Martin and
me. Tuesday was the day that most of the

students from the orchestra, including

a, left for their hometowns.

1t was very hard to say goodbye, but

Mayra,

we promised to keep in touch, (email
lacebook, thank you!)

On Thursday night of this second
week of the festival I performed the
15-minute piano program for which 1
had been preparing for the past several
months. Lalso began to rehearse the first
movement ol the Beethoven wio with tvo
very talented musicians and alumni ol
the Lima festival, a cellist from Lima and
aviolinist from Cusco. The performance
Teatured "Tnvited Guests and Alunmi” and
itwas a blistering success, Alter the wio, 1
continued with my solos starting with the
Haydn sonac, and then the vest ol my
vepertoire. hink L pertonmed with good
technique, T made hardly any mistakes

i e more ditficult compositions, hut

the reason 1 think that the recital was a
sticcess was that, from what people told

me, it med o make the audience feel

real emation. One teacher told me that
she had been feeling quite sick that day,
and had almost not come 1o the recital,
and that from the first note [ plaved. she
felt immediately better. That made me
very happy. For an encore. I played a
composition of my father's and mine. a
Mexican love song without words

The next day one of the teachers.

Diogenes Gomez wanted me (o play violin
in his tango group. which consisted of
teachers from different Latin American
countries—lour violins. two cellos. a
piano, guitar. and to singers. We were
preparing (o perform that same evening
in the recital of Latin \merican music
performed by the teachers attending
the conference. | quickly learned the
first violin part of a Piazzola tango. \dios

Nonino, and a folk song from Paraguar.

which was Diogenes’ home cour

asked him if 1 could improvise on the
Paraguayan folk song, and once he heard
me v it, he added five repears to the part
1 was to improvise on, just so 1 could do

it more!

Sunday, our last night in Lima, was
spent hanging out with Cesar. his family
and new friends in the downtown sector

We were i an enormous own square
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surrounded by countless buildings of 16"
century colonial Spanish architecture.
which included Peru’s presidential palace.
It was the anniversary of the founding of
the city. and there was a famous musical
group playing Peruvian music on an
outdoor stage. The crowd was smormous.
The noise was unbelievable. and it was a
great night to hang out with friends for
the last time.

Mondav. the last dav of our trip to
Lima I spent saving goodbyes at Newton
College. taking photos and making sure to
share emails. Later we went to a souvenir
shop. and [ gota hand woven jacket which
Tlove 10 wear. It was a peacetul day. even
though I was sorry to leave.

By the time we left for the airport. most
of the teachers had left Peru already. We
went through the old routine—long lines.
water bottes confiscated. check-in. and
securitn—although 1 didn't get frisked
this time. nor was [ feeling sick. On the
plane flight home. | asked myself, “Well.
David,
1 thought about it for a while. It took me

what have vou learned from this?™

awhile 10 decide what I had really gone
away with now that Thad officially traveled
parts of the world.

\fter about an hour. I realized that it
was that music. what I'm dedicating my

life to, is a connector, a link between all

Continued on p.77
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Every Child Can! + Violin + Viola « Cello
Bass « Piano « Voice « Guitar ¢ Harp
FOR INFORMATION:
WWW.uwsp.edu/suzuki
suzuki@uwsp.edu
715-346-3033

PLUS FREE 40™ ANNIVERSARY EVENTS!
(CHECK OUR WEBSITE AND BROCHURE FOR DETAILS)

Teacher Workshops

‘Thames Valley Suziki School, London, ON

Jun 28 - Jul 2 2010: ECE Prenatal and Baby Years, Stage 1
Jun 30— Jul 4 2010: ECE Prenatal and Baby Years, Stage 2
Jun 30— Jul 4 2010: ECE Prenatal and Baby Years, Stage 3
Jun 30— Jul 4 2010: ECE Prenatal and Baby Years, Stage 4

Phone: 519657-7671
En

: hs@sympatico.ca

Fundacion Gisela, Caguas, PR
Jul 7 112010: Violin Book 2
Jul 7 142010: Violin Book 1
Jul 7~ 14 2010: Cello Book 1
Contact: Zeida Garcia-Casillas
875508081
info@fundaciongisela.org

Website: www fundaciongisela.org

Studio of Mary Craig Powell, Columbus, OH
Jul 22 -23 2010: Piano: New Repertoire

T Pitch Music Suzuki Piano Studio,
Columbus, OH

Jul 26— 30 2010: Piano Book 2
Confact: Jane Kutscher Reed

Phone: 6147940823

Email: jurbug@juno.com

Sherwood Conservatory, Chicago, IL
Aug 22 -29 2010: Harp Book 1

nelle@gmail.com

Houston Area Suzuki String Association,
Houston, TX

Sep 11 =12 2010: Suzuki Principles in Action
Contact: Florence Muller

Phone: 713-7235847

Email: florencemuller@comcast.net

Festival Internacional Suzuki Cedros,
Ciudad de México, DF, Mexico

Nov 10 - 13 2010: Filosofia

Contact: Ricardo Salinas

Ei
Website: wwwwficup.org

il: informes@hicup.org

Continued from p.75

people. I spoke limited Spanish, and yet [ gotalong fine with so
many people after they heard me play. The communication was
in the notes, in the phrasing. in the dynamics. All I had to do
was 1o play a piece for them, and they immediately knew who
[ was. My first impression of the people in Latin America was
that they were more inspired and open than those of us who
live in the U.S. Certainly they were more open ... but when I
thought about it. I came to the realization that no one could
not be inspired in such a charged atmosphere. so full of music.
Music ... I suppose the best way of defining it is that it’s a way
of communicating, a language which expresses all that cannot
be expressed through speech. It is universal inspiration, and
it brought out the best in all of us. And then. [ thought if we
have something so large in common. if it can affect all of us
so profoundly and so similarly. then perhaps all the different
peoples of the world are not so different after all. On the
outside. oh ves, definitely. we are different. . . but not in what
inspires us. And [ think that's what counts. &8

David Morales Boroff is a sixteen-year-old violinist,
pianist, and composer. He took up piano at five vears
of age, and violin at eleven. He plavs classical music,
jazz and blues on the piano. and various styles of jazz.
blues, fiddling, famenco. and classical music on the
violin. He has played in various master classes and
participated in several Suzuki conferences around the
globe. He has attended the San Diego School of Creative
nd Performing Arts. and is currently homeschooling
His piano teacher of eleven vears is Doris Koppelman, and his violin
teacher ot five years is \ick Stamon.
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Tap, Tap--- ,
(WHO'S THERE?) 4

Yau are! Singing, dancing, playing, and making a difference
in children's lives—and in your own. Teach our muchlaved
. researchbosed family and preschool programs, and enjoy i

- support of our creative and energizing teaching communi
There's a workshop near you.

TOGETHER'
IGING HARMONY

(800) }20-2¢12 « MUS{cTOGETHER.cOm
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IN MEMORIAM

Helen Gerald

By Barbara Barber

clen Gerald. 91, of Amarillo, Texas
Hdu'(l on Friday, April 30. Helen started
playing the violin and piano at age seven,
ity. She
carned her B. A, in music at Washburn
University in Topeka, Kansas. She attended
the National Music Camp in Interlochen,
Michigan. Helen taught public school
English and music in Kansas and lowa for
five years. She pursued graduate studies at
University of Kansas, University of lowa and
University of Michigan. She was a violinist
in Tri-City Symphony, (lowa, Illinois),
Houston Symphony, San Dicgo Symphony

studying in Topeka and Kansas

ed dentist

She m

and Roswell Symphony
Thomas Gerald in 1945. They moved to
Amarillo in 1947 where they raised five
children and Helen began teaching violin
and viola.

Helen played in the Amarillo Symphony
for 63 years, serving as st violinist,
Concerunaster, Assistant Concertmaster
and violist; she also served as librarian,
on the Board of Directors, Personnel
Committee, Orchestra Committee and
on the Exccutive Commitee of Amarillo
Youth Orchestra. Helen performed nearly
800 orchestral works with the Amarillo
Svmphony. some repeated many times over
the vears. Sixny-five Wenger Musician Chairs
were contributed 1o the Amarillo Symphony
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Orchestra in her honor by her family in
2006. She also performed with Randel
Chamber Orchestra, Civic Chorus, musicals
and operas at Amarillo College, West Texas
A&M University, Amarillo Liule Theatre,
Chamber Music Amarillo and numerous
church orchestras.

Helen was introduced to the Suzuki
approach to teaching children by Suzanne
Grooms, who moved to Amarillo in 1973
Helen was quickly convinced of the
outstanding qualities of the Suzuki Method:
thus began her second teaching career.
Suzanne and Helen founded the Amarillo
College Suzuki String Program where Helen
taught violin and viola from 1976 1o 2009.
She served as Performance Coordinator
and Director of Avanti Violins, played in the
Amarillo College Faculty Trio and Faculty

Quarte

d presented numerous programs
with her colleagues and students in the
community. With daughter, Barbara Barber,
Helen auended many Suzuki Association
of the Americas, American String Teachers

Association and Texas Music Educators

Association conferences, workshops and
institutes. A few weeks before her death,
Helen led the Twinkle Variations at the
Amarillo College Suzuki String Program
Spring Concertand presented her student
and great granddaughter, Bailey Smith, with

her graduation certificate.

Helen was active in various civic groups
and charitable foundations. A breast cancer
survivor, Helen participated in the Race
for the Cure for many years, winning first
place in her category numerous times. In
addition 10 playing the violin, she enjoyed
cooking, needlework, crossword puzzlesand
spending time with her family.

Helen was a devoted and faithful wife,
mother, grandmother, great-grandmother,
musician and violin teacher. She loved her
God, her fami
heart. She was gentle, humble and patient

nd her music with all her

butincredibly strong and disciplined, ahays
thinking of others and little of herself, She
is greatly missed but leaves a legacy 1o her
family and community
has been setup in Helen Gerald's name for
the Amarillo College Suaki String Program
/0 Amarillo College Foundation, O, Box
447, Amavillo, TX, 79178,

memorial fund

Helen Gerald
My Friend Remembered

By Beverly de la Bretonne

n April 30, 2010, Amarillo College

Suzuki String Program lost a dear
friend, musician, teacher, mentor and
collecague. Helen Gerald and 1 had been
friends from the mid-1970s until her
death. I first traveled to Amarillo, Texas,
to give a small Suzuki workshop for my
friend Suzanne Grooms. Suzanne and I
had attended graduate school together in
the late 1960s, studying Suzuki pedagogy
with John Kendall. Suzanne had a dream
that one day she and I would be able to
teach in a program together. On my first
visit to Amarillo, 1 was introduced to a
lady named Helen Gerald, the wife of a
wellknown dentist. She performed in the
symphony and was teaching violin using
Dr. Suzuki’s ideas. I quickly learned that
Helen was extremely visible in the fine arts
community as an outstanding musician,
violinist, teacher and promoter of the arts.
Helen and I immediately liked each other,
and I knew that we would develop a strong
friendship. For five summers Suzanne
invited me to Amarillo to work with their
students.

In 1976, Suzanne and Helen decided
10 join forces and approached Amarillo
College about housing a Suzuki program.
They met with success and the Amarillo

College Suzuki String Program was born.
Suzanne's dream became a reality when in
1979, following the death of my husband,
I'was hired to fill the violin position at
Amarillo College. With this position I was
also able o work with the Suzuki Program.
We three teachers now formed our own
Suzuki triangle, cach of us leaning on
the others” strengths. Over the years this
program grew and viola and cello were
added. Amarillo College Suzuki String
Program has been very fortunate in that

many of these early students are now our

second generation of teachers. In 2000,
Camille Day Nies was hired 1o coordinate
the program. Suzame’s health had been
declining, and in September, 2000, more
than 50 students and former students
played Twinkle at her memorial service.

[ am so grateful that I came to Amarillo
1o begin a wonderful journey with Helen
Gerald in mylife. For 31 years we taught and
traveled to symphony together. We attended
many Suzuki conferences together where
she always looked forward to rooming with
her daughter, Barbara Gerald Barher. She
loved to learn and continue to grow as a

teacher and musi

Helen was a great mentor for me
as 1 moved into the Amarillo musical
community. I will never forget a couple of
comments that Helen made to me soon
after Larrived in Amarillo: *

would rather
play my instrument than eat,” and “it has
been my dream to play string quartets all
night and maybe you will be the one to
join me.” We tried one evening, but by
1:00 AM I had to fold. At the end of the
2009 symphony season, Helen, 90 years old,
had completed 63 years with the Amarillo
Symphony. She retired but continued to
play church jobs and in a quartet with me
until a short time before her death.

Helen was able to command respect by
her quiet, still way. I will always see her sweet
smile. Mylife has been enriched and blessed
by knowing Helen Gerald. She is deeply
missed by her family, friends and students

Beverly de la Bretonne is a retired Associate
Professor of Music at Amarillo College, a position
she held for 25 years. At present she is teaching
violin part-time in the AC Music Department and
carries a full load of students in the AC Suzuki
String Program. Beverly was John Kendall’s first
coordinator of the SIU-E Suzuki program, a position
that she held from 1969 t moving to
Amarillo, she became a registered Teacher Trainer
in the early 1980s. Since 1972, she has taught in
workshops, institutes, and conferences. She met
Dr. Suzuki many times and traveled to Japan twice.
Beverly holds a BS degree in music education from
University of Louisiana-Monroe and a MIME degree
from Southern Hlinois Uni ity-Edwardsvi
studying Suzuki pedagogy with John Kendall. She
has played her violin for s with the Amarillo
Symphony.
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CLAIRE GIVENS VIOLINS, INC.

Dealers. Makers & Restorers of
Fine Violins. Violas, Cellos & Bows

1004 Marquette Avenue | Suite 205 | Minneapolis, MN 55403
Toll-Free: 800.279.4323 | Phone: 612.375.0708

E-mail: cgivens@givensviolins.com | www.givensviolins.com

Marrowstone Music Festival

Stephen Rogers Radcliffe. Music Director

The Pacific Northwest's Premiere Orchestral Training Program

Featuring internationally acclaimed guest artists
and faculty from the world's major orchestras,
conservatories and schools of music.

Music Director &
Conbucror
Stephen Radcliffe

Ceuo
Walter Gray
Stephen Balderston

Horn
Dale Clevenger
Alice Render

ConNbucTors Bass TrumpET
Alastair Willis Diana Gannett Marc Reese
Dale Clevenger
Ryan Dudenbostel  Fuure Low Brass
Jill Felber Joseph Rodriguez
Vioun
Brian Lewis Osoe Percussion

Ron Patterson
Grant Donnellan

Rebecca Henderson Gunnar Folsom

Fritz Gearhart CLaARINET Piano
Todd Palmer Jeffrey Gilliam
Viola
Karen Dirks Bassoon Hare
Eric Kean Francine Peterson Heidi Lehwalder

Roxanna Patterson

Information and Applications
www.marrowstone.org | 206.342.2300
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9), Do,
or Benefactor ($1,000 and above)

Alfred Publishing 38
Amati's Fine Instruments

can Suzuki Institute 76
Brobst Violin Shop

iire Givens Violins, Inc.

mountain Suzuki
ng Institute

50
Peter Zaret & Sons Violins 74
Robertson and Sons Violin
Shop
Secattle Youth Symphony
Orchestra
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5. Japan
liodorjp
the work of the Inter

r ($200-$499)

Shar Products
Southwest Strings
sr-Sensitive Musical
0.
ssociation of the
Americas, Inc.
1zuki School of Newton

terprising Rabbi
The Potter Violin Company
The String House of
Kanack
Things 4 Strings, LLC
Western Strings Schoo
Talent Education
Yamaha

Spring, 2010

11

75
13

“It is thrilling for us to see
the work of a lifetime so
beautifully captured on

video. Truly, nurtured by

love." -Shinichi and
Waltraud Suzuki

NBL is distributed by the
Suzuki Association of
the Americas, Inc.
1-888-378-9854
Outside the US
1-303-444-0948
SAA: PO Box 17310
Boulder, CO 80308

Produced by The Cleveland
Institute of Music and Telos
Video Productions.

Photograph-Bruce Osborn
Available on DVD

Regional Associations
SAA (North, Gentral and South America, Adjacent Islands)
Pan-Pacific Suzuki Association (PPSA) (Australia, New Zealand)

Suruki Talent Education Ass
\ Churchil, Admini s
2 e: 61-2 9488 8260; Fax: 61-
Eure Suzuki Association (ESA) (Europe, Africa, Middle East)
Chairman: Koen Rens
Administrative Office: S
Beneficld Oundie

Wimpency ESA, 45 Main Street, Upper
rborough PE 5AN, England.
Email: csa@europeansuzubi.org Website: www.curopeansuzuki.ong
ducation Research Institute (TERI) (Japan)
President: Prof. Koji Toyoda, Secretary: Mitsuko Kawak
3103 Fukashi, Matsumoro-shi en 390, 8511
7171 FAX 274
Email: teri@suzukimethod.orjp Website: wwwsuzukimethod.orjp
Asia Suzuli Association (ASA) (Asia, except Japan)
President: Mr. Hwang Ryungg Tk
Office: Wansangu Hyojador

+-3015;FAX:

6034, Jeonju City, Korea

Phone: 8 2424841293 Website: wiww

asuzuki.ong

Health/Dental Insurance:
her Regisiry
Job Lising
Film/Video Library
don
iitice & Conferer
Suzuki Joumal & otlier publicatic
SAA Office
1O, Bax 17310 Boulder, CO 80308
Pl S03444.0918
Toll free: 1 BSK 3789854 2 |
Fax: 8084440084
Eanall infolsuzikiasociation org Clarion Asociates Ine
45 Arkay Dr. Sie 400
patge, NY 117883750
Phione: SO0V IVALDL

Welsite: wwwanaikiassociation.org
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Violins, Violas, Cellos, and Bows

Student to Professional since 19

1531 Monroe Ave.

Rochester, NY 800-828-3548
www.thestringhouse.com




sharmusm.com
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Serving the community sipce 19,

800.248.SHAR
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