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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 seck
to create a learning community which embraces excellence snd
nurtures the human spirit.
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Summer Institutes:
Why They Matter

here are few things more exciting

1 a child than a family vacaton. 1
remember uaveling with my family to
Alantic City. Cape Cod, Wasaga Beach,
New York City, Sea World and many other
places. My memories are not of particular
events or activities. but rather of suong
emotions: the excitement of staving in
a hotel. the surange thiill of observing

my parents in a more public setting, the
simple joy of experiencing the new

It has occurred 10 me that attending a
Suzuki summer institute must engender
similar feelings for children. We should
never underestimate the import that
special outings have for young people. If
the outing is ostensibly musical in nature
the emotions and excitement of the new
is transferred (o the realm of music. When
we atiend a summer institute, we connect
the musical with the magical. And within
this magical context lies opportunity.

the student who is fully cngaged
in Suzuki education, summer institutes
provide access 1o a wider environment
of music making. Orchestra, chamber
music, enrichment  classes such  as
curhythmics and large group classes
usually play a large role in the summer
institute culture. These are things than
students in small programs may not be

able 10 access at home,

Because  of the interaction with
a geographically  diverse  group  of
participants, students forge special nusic
friendships that often last a lifeime. The
camaraderic among students at summer
institates is intense. During the school
year, the arc of leaming streiches over
period ol months, Ava suniner instine,

Chair's
Column

By Dr. Mark George

piece of chamber music must be prepared
in a week, Group classes often tackle new
or unfamiliar repertoire that requires an
uncommon degree of collaboration

This work is accomplished with the
guidance of master teachers who come
from around the world and converge on
smalltowns, universitiesand campsettings
1o deliver instruction that is uniquely
informed by a lifetime of experiences.
Students arrive at summer institutes
cager 10 reinforce essential skills and
leap ahead with new ones. There is an
exponential advantage to having a daily
lesson and group class. Skills can be built
siep by step with frequent correction and
praise. Just the simple act of playing for a
certain number of hours every day allows
students 10 improve their technique and
strengthen their confidence

Parents 100 benefit from interacting
with other parents, Dialogues,  both
structured and informal enable parents
to understand with greater clrity what
it means 10 be a Suzuki parent. Suzuki
education, we  must  acknowledge,
requires an incredible amount of effort
from parents, teachers and  students
While most parents ty their very best o
practice consistently with their children
listen 1o recordings and harmonize with
the Suzuki philosophy, many do not live
up 1o even their own expectations

Suzuki - education, like  parenthood
itsell, is a journey filled with peaks and
valleys. The arduousness of the jourmey
can lead 1o disillusionment and doubt
While parents, teachers and students
working wogether, can surmount any
Ahallenge, there may well be prolonged
periods of disengagement by the student
or parent, o1 both

Summer instines are then cen more
meaninghul o students and parents who

Continued on p. 7
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Piano Concerto

\s winner of the Piano Concerto
competition, Gavin George, age 9, will
perform Beethoven's Concerto No.

3 in ¢ minor. Op. 37, 1st Movement
I'he concert will be Saturday, May
26. accompanied by an orchestra of
SAA-registered  teachers, conducted
by Marilyn Kesler, SAA Board ol
Directors Chair-Elect

Mary Craig Powell. Gavin's teacher,
praised his “consistently mature and
sensitive” performances and “unusual
technical abiliy.”

In 2010 Gavin was named a Gold
Medal  winner in the competition

sponsored by The American Association

lor Development of the Gifted and
Talented and subsequently performed
Mendelssohn's Venetian Gondola Song,
Op. 30, No. 6 in the “Passion of Music
2010" Festival at Carnegie Hall.

International Ensembles

The Buffalo  Suzuki  Strings
Friendship Touring Ensemble was formed
in 1983 in response to Dr. Suzuki's
request that every Suzuki teacher
make an effort to give people all over
the world a chance to learn about the
Suzuki method and to provide ever
increasing  challenges for advanced
students. Since that time, BSS touring
ensembles have performed in Holland,
Germany, Austria, Switzerland, France
England. Scotand. Ireland, laly,
Hungary, the former Soviet Union,
Chile, Peru, Australia, Hawaii, the
Mid-Adantic and Southeastern  US,
Brazil, Spain, Argentina, the 14th
Suzuki World Convention in Italy, and
the Suzuki Association of the Americas
Conferences in 1990 and 2002. These
trips have been inspiratonal for the
swdents, both musically and personally.
Currently in its 43rd year, Buffalo Suzuki
Strings has given many young people the
training, inspiration and love for music
necessary to launch musical careers or

4 AMERICAN SUZUKI JOURNAL Spring. 2012

Gavin George

enjoy a lifetime of music as an avocation.
With the goal of performing music at
an extremely high level of excellence,
the Buffalo Suzuki Strings

iendship
played an
important role in the development of

Touring Ensemble

these fine young musicians. This year's
ensemble is comprised of violin, viola,
cello and piano students ages fourteen

to eighteen

Concorde Strings is the senior
touring group of the Suzuki String
School of Guelph G) from
Guelph, Ontario, Canada. This group

of twenty-five students performs in

SAA Conference 2012: 40 and Forward!
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different combinations without a
conductor: cello choir, violin ensemble
and string orchestra. This year they
are coached by Paule Barsalou, David
Evenchick, Amber Ghent and Anna
Hughes. The SSSG has taken students
to  Newfoundland and Labrador,
Quebec, Manitoba, Alberta, the
United States, France and Poland. In
the summer of 2011, Concorde Strings

did a tour of Poland, performing in
four different cities and joining forces
with the swdents of Skola Musica
of Tychy, directed by Ela Wegrzin
Concorde Surings has won numerous
scholarships at the Kiwanis Music
Festival of Guelph and were the third
place winner in the Secondary School
String Orchestra Category of the 2011
Ontario Music Festivals Association
Provincial Finals.

Over the past thirty-nine years, the
SSSG has s
teaching young people to play stringed

ed the community by

instruments according to the teaching
philosophy of Dr. Shinichi Suzuki
Through learning their instrument and
performing in public, students develop
a positive attitude about themselves,
and gain a sense of community service

Celebrating

40 Ye:

Of Exc

irs
ellefce

The Buffalo Suzuki Strings Friendship Touring Ensemble

- e, TR
| ‘?L’_l""' i

Concorde Strings

and responsibility. As part of its curriculum, the school
has included cultural and social exchange opportunities
for its students, allowing teenagers to meet their peers
in communities across Canada as well as internationally
ties, all the students involved develop
positive relationships and a sense of common purpose by
playing music together, and visiting and learning abour
each other’s regional and cultural heritage.

Through these acti

Since its establishment in 2005 in Franklin, Tennessee
students of Harpeth Suzuki Strings have performed across
Tennessee, and have been Young Artist Achievement Award

winners through the National Association of Music Teachers

competitions, winners of the Nashville Symphony Thor

Johnson Scholarship, Middle Tennessee Suzuki Association

scholarship recipicnts, and first place State winners in the

Tennessee Music Teachers fation program. Many

have traveled across the United States to study at Suzuki

Institutes and wor

Harpeth Suzuki Strings was founded by violin and viola
instructor Dana Meyer, a graduate of the Cleveland Institute
of Music. The group flourished and quickly became a close,

nurturing community. As her studio demands grew, Mrs.
Meyer had the good fortune of adding a tea

who had grown up in Franklin. M. Frank Auer had recently

hing partner

returned to the ar ter receiving his master s degree from
+ of Maryland and has become an integral part

the Unive y
of the group.

Central to the Harpeth Suzuki
philosophy of Dr. Shinichi Suzuki: that music has the powe:
(o fmprove the human spirit, open the heart, and make

rings program is the

finer human beings of all those it ouches. Harpeth Suzuki
Surings strives o enrich the community by bringing music

and culture o different venues throughout the state

Harpeth Suzuki Strings

ﬁé; ecpe
eneer?
William McGlaughlin

Kaleidoscope Concert
Master of Ceremonies, William McGlaughlin

In celebration of its 40th anniversary and more than fifty
vears of Suzuki education in the Americas, the Kaleidoscope
Concert will showcase student performers from all Suzuki
instrument areas who have achieved a high level of
development at a young age

In addition to outstanding musical performances, the
program will feature guest host Bill McGlaughlin, per
composer, and ¢l

former,
cal music radio broadcast host, and

interviews with the students.

Cello; Nadira
aroline Richards,
ina Oh,
wardner, Violin

Stdent performers are William Tan,
Novruzov, Flute; Shun Nakashima, Guitar
Harp; Lucy Sotak, Harp:
Piano; Finian Burns, Violin; Della Lucinda

1da Becketr, Piano:

Matthew Ho, Violin: Johanues Gray, Cello Show Piece; Lucie

cho, Cello Show Piece: Gavin George, Piano Show Piece;

Yesong Sophie Lee, Violin Show Piece
The Kaleidoscope Concert is sponsored by Robertson and
Sons Violin Shop, Inc

Continued on p. 8




New Active Members

| Jill W Morgan, Rogers
ifornia
Lucie Azoulay, Tanzana
Leslie Baker, Los Angeles
Brian Barany, El Monte
Rita Burns, Carmichael
Jeica Church, Fresno
Charlie D Hankin, Trinidad

Santa Maria
Chisato Karasaki, El Cerrito
Chrisuna Knudson, San

Fl:ulci:(u

Lisa Mae Lewis, Long Beach

Valerie Marich, Pacadena

Lougene L Meers,
Wesuminster

Gail Gerding Mellert. Palos
Verdes Est

Jesica A Nielson, Long
Bead

\l:\n lnu Pilling, Walnut

BLnJ.\nun Salisbury, San
Gabriel

A Saunders, Newport Beach

Connie Sheu, Los Angeles

Samantha Steitz, Pasadena

Hester Taylor, Los Angeles

Joy Wait, Roseville

Colorado

Denver Talent Education,
Lakewoos

Christopher Luther, Denver

Evan Pilate, Aurora

Andrew T Schiller,
Broomfield

Shashanah Woodvard,
Centennial

Connecticut

Conceua Berardozz,

Kensingion

Kathryn Greenwood,
Bloomficld

Anna Halperin, Guilford

Florida

Julie Jalbert, Tampa

‘Agnes E Kline, Tampa

Jeaneue Pels, Port Orange

Esther Tiedemann, Shalimar
Anna Ventura, Miami

Georgia

Benjamin Baxter, Adanta

Samantha Lester, Rome

Minois

Elizabeth Brown, Evanston

John C Crane, Alton

Kristin Hedlund, River Forest

Mana Honer, Chicago

Katie Hunt, Chicago

Lindsay Klecka, Clarendon
Hills

Jennifer Lee, Chicago

Aki Otzke, Urbana

Nikole Tara Payne, Downers

Grove
Christopher Peuit, Napenille
Anna Suechting, Chicago

Katherine (Casey) Hodgson,

Martha Thompson, Louisville

Sarah L Torrenga, Chicago

David Walden, Aurora

Stephanie-Marie E Wright,
Crest Hill

Indiana

Susanna Johnson,
Bloomington

Erika Marinello, Muncie

Karen Walls, Indianapolis

Paul Young, Indianapolis

Kansas

Vicki Kuefler, Lawrence
Sheree Lutz, Lawrence

ucky
Natasha L. Pence, Covingion
Caroline Petrik, Louisville
Heidi Poth Tracy, La Grange
Maine

Laura Warren, Portland
Maryland

Sari O'Bryan, Catonsie
Susan Russo, Chev

Massachusetts
Meg Abramowitz, Jamaica
Plain

Dan Flonta, Sagamore Beach
Rachel Massey, Boston
Yingnan YW Wang, Boston

Michigan
Zoe Aqua, Ann Arbor
Anneue Henry, Spring Lake
Emily L Jakubik, Grand

pids
Anna Kortemeyer, East
ing
Sunae Lee, Ann Arbor
Bertrina Thomas, Detroit
Minnesota
Dave Carbonara,
Minneapolis
Laura Geissler, Stanton
Karsten Jensen, Minneapolis
Hsuan-Wen Lin, \4.nnupo|u
Jennifer McGuire,
Minneapolis
Liya Niu, Bloomington

ippi
Villalobos, Hattiesburg
Missouri

Beckett, Springfield

jvar
ing Lin, Columbia
Pau 1 Roberts, Kansas City
Montana

Kira Lee, Bozeman

Nebraska
Candace Taylor, Lincoln
Nevada

Brune Macary, Reno

Elaine Thomas, Las Vegas

Cryml Yuan, L’\.s Vegas
New Hamy

Diana Getinan, Ryt

New Jersey

Kimberly Chiesa, Bloomficld

Ran Tao, ijy City

New M

Mchmc,\McM
Albuquerque

Cailin Nolte, Albuguerque

Charles A Regauer;
Albuguerque

New York

Brenna ] Ardner, Liverpool

Sarah Bish, Poughkeepsic

Christopher M Brewley,
Rochester

Frances Brodeur, Brooklyn

Angela Comprone, Ithaca

Dorothea Cook, East
Setauket

| Noreen Davis, Newburgh

Chantal Dembo, Bellmore
Kate Inie-Richards, Ithaca
Ellen Kugut, DeWitt
Sandra K Leary, Dunkirk
Laura Lentz, Rochester
Jeannine A McGreexy,
Liverpool
Kiara Perico, Brooklyn
Matthew Rotjan, Monroe
Misako Sakurai, Penfield
Carole B Schaad, Rhinebeck
Jessica R Silberman,
Rochester
Jason Summerfield, New
York
North Carolina
Rebecca Buchanan, Carsboro |
Linda Caraway, West
| Jefferson
Ohio

Phillipa Burgess, Springfield
Laurielle Cobb, Greenville
Gloria Fiore, Cincinnati

Lori A Hennessy, Cleveland
Alexander Locke, Columbus
Nicholas Locke, Columbus
Lea Matthys, Cincinnati
Nicole McVicker, Centerburg
Heidi Reger, Bow ng Green
SCCPS, Cincinnat
Jody Sjogren, We —
| Heidi Yenney, Cincinnat

Oregon

| Shih-Peng Chang, Portand
Alberta Hardy, Pordand
Alice Kaster, Tigard
Jasmine Law, Portand

‘ Lisa Robertson, Fossil
Erin Rolan, Eugene
Danlcl Shaver, Eugene

‘ ennsylvania
Andrew Barreu, Mill Hall
Eric M Coyne, Upper Darby
Daniel ] Espie, Lansdale
Brannon A Lyons, Pittsburgh
Irene Moretto, owne
Raymond ] Taylor,
Philadelphia
Seth A Trumbore, Telford

Rico
Gretchen O"Mahoney, San
Juan

d
Joel Bmuchemin North
Kingstow

Kelly e, Wakefield

Kassia Raineri, Newport

South Carolina

Amy Jackson, West Columbia

Rebecea Pitiman, Greer

Emily Wait, Cayce

South Dakota

Sonja Bundy, Sioux Falls
ennessee

Anileys Bermudez, Knowville

Annie Dupre, Nashyille

Nashville Violins, Nashville

Andrew Sherrod, Collienville

Fexas

Joni W Baczewski, Fort Worth

Robert M Blanton, Houston

Tyanc Boye, North Richland
Hills

Leah D Bynum, Murphy

Meggic M Bynum, Murphy
Elizabeth A Davis, Sugar
Land
Lindsay ] Fox, Leander
Greenville Suzuki Strings
Assoc, Greenville
Alison Hall, Austin
Linnae Kraemer, Austin
Laura Logan, Inving
Jordan Loveland, Austin
“Aida McQuien, El Paso
Hannah Oheim, Amavillo
Brittany on, Dallas
Kaylie Pugh, Waco
Lora Rae Quezada. E Paso
Haruko Reese, Austin
Abhay Sawant, Carrollion
Brian Sayre, Houston
Kaitlin Valentine, Dallas
Jenny Yang, Cedar Park
Utah
Samantha Anderson, Draper
Jodi K Blackburn, Orem
Stephanic Catheart, Salt
e City
McKenzie S Clawson, Logan
Michelle Ferry, Salt Lake ity
Katherine F Frandsen,
Farmingion
ly Halling, Brigham City
Beverly Hansen, Eagle
Mountain
Heather Housl
Emily Olsen, Woods Cross
Janac Pew, American Fork
Heather B Schramm, Orem
Claire Sorensen, Salt Lake

City
Andy Speirs, Salt Lake City
U]m Thumlul\ Salt Lake

Jo—&nn Trujillo, Farmington
Vermont

Sally Bruce, Williston

Rachel Smith, Winooski
Virgi

Britany Denig, Richmond
Christine Evans, Gloucester

oint
Brianne Garcia, Virginia
Beach

Barbara L Gregory,
Richmond

Samantha Hegre, Alexandria

Staci Hunt Ramsey, Roanoke

Emma Serrels, Harrisonburg

Elisabeth Willson, Fort
Defiance

jashington

Melanie Barber, Snoqualmic

Anna Boyd, Tukwila

Chiris Coleman, Bothell

Jeanee Maucotel, Kent

Christina M Stillman,
Richland

Wisconsin

Linda R Estep, Menomonee
Falls

M Renee Farley, Madison

Rosalie Gilber, s.( ens Point

JoAnn Haasler, Milwal

Nicholas Scholz, u.m..m

Calvin Thome, Madison

Hannah Wolkstein,
Middleton

Karen E Zethmayr, Madison

Wyoming

Bethany 11 Lange, Evansion
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Alberta
Leanne Maitland, Edmonton

Katherine Wang, Edmonton
Everett A LaRoi, Edmonton
Maren K Elliot, Edmonton

British Columbia
Cavan Gates, Malahat
| Alvin Tran, Richmond
| Margaret Dabik, Victoria
Manitoba
Duncan A M Martin, Rapid
City
A Penny, Winnipe
M Gillian Carrabre, Brandon
Newfoundland and Labrador
Jeanna C Taylor, St John's
Northwest Territories
Amne-Marie Guedon,
Yellowknife
| Ontario
Khandice Francois, Orlcans

Ki
Kristine Knight, Huntsville

Quebec
Mylene Lacrois, Quebec
| Therese BeCotte,
Saskatchewan
Stela Popa, Regina
Yukon
Nadia Petriw, Whitehorse

la Ramirez
Cabrera, Cuemavaca
Augusto Cesar Alarcon
Jimenez, Mexico City
| Victor Manuel Arrieta
Gutierrez, Mexico City
Ra[x:l Garcia Caudillo,
iy
Jmca Ve ng, Mexico City
Claudia Liliana Aldama,
Mexico ity
Pamela Bonilla, Naucalpan
‘ Cristhian Rosete Machorro,

Puebla

Mary Catherine ayes,
Sabanilla San Jose, Costa

erez, Cartago, Costa

Edith Ka Pun Kvan,
Clearwater Bay, Hong
Kon

Brendan Conroy, Hobart,
Australia

Beate F Lackmann, Rye,
Australia

Ann Stupay, Rome, ltaly

Andrea MuellerBohlke,
Volketswil, Switzerland

have struggled in the year prior. A trip
to a summer institute has the potential
to recharge a siudent’s interest and give
them a much needed hoost of consistent
practice and instruction. Institute teachers
can connect with swdents in a way that
inspires them apart from their perceived
shortcomings in their home environment

Somelimes a summer institute simply
serves as a  vacation, a
family time,

place where
is valued
and The result might be a
reassessment of the role of music in the life
of the family. Whatever that reassessment
out to
institute is a powerful demonstration that
children matter.

Parents must

as well as music,

honored.

turns be, attending a summer

realize that
not alone in their journey. A nurturing
community of teachers, parents and Suzuki
alumni is standing by ready to embrace

they are

them. The Suzuki community is nowhere
more visible than at summer institutes,
places where the investment of time and
energy by Suzuki families is supported and
celebrated. The effort and the celebration
are part of the great gift Suzuki families
give to their children and to the world. ¢

Calendar of Events

(fax date, email date or postmark date)

May 3 Hilton Minneapolis Guest Room
Registration Deadline

May 10 Conference Registration Closes
(walkin only after this date)

May 24-27 SAA Conference 2012,
Minneapolis, MN

May26  SAA Aunual General Meeting,
8:30 a.m., Hilton Minneapolis

June 1 AS] 404 Submission Deadline

July 81 Fiscal 2012 Endls

Sept 1 AS] L1 Submission Deadline

..
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Prices effective until January 1. 2013
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(Tax deductible in US)
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Payment:
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For groups, schools, libraries, etc. Includes
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substitute for individual membership.

+ Associate Membership
For parents, families, retired Suzuki teachers & others. Benefits include.
a one-year subscription to the ASJ.

« Putron Membership
Includes Active Membership, and support for the Suzuki movement.

« Lifetime Membership
Includes on-going Active Membership plus benefits of Patron Membership.
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Parker Elementary Performing Strings
Ensemble

Don’t miss the special Suzuki in the
Schools performance by the Parker
Elementary Performing Strings Ensemble!

Parker Elementary School, a K-5
elementary music magnet school located
within the Houston Independent School
District (HISD), is one of the highest
performing Title I elementary schools in
the state of Texas. The Parker Elementary

Performing Strings Ensemble has been
showcasing the talents of young string
Pplayers throughout Houston, Texas, since
1975. The ensemble currently consists of
49 Suzuki trained violinists and cellists in
2nd through 5th grade, all of whom receive
a weekly private lesson and daily group
class. As representatives of Parker'’s music
program and the district, these children
demonstrate the result of dedication
and hard work on the part of parent,
teacher, child, and school. In December,
this group was the first elementary strings
ensemble to perform on stage with the
Houston Symphony at Jones Hall. Other
recent performances have included the
HISD State of the Schools Luncheon,
City of Houston Mayor's Tree Lighting
Festival, Spring in the Park Music Festival
n San Antonio, Houston Rotary Club,
‘nergy Magazine’s Offshore Drilling
nternational Conference, and HISD
ring Festival.

Parker’s Performing Strings Ensemble

presents the combined efforts of the

rker String Faculty: Elizabeth Benne,

1da Branch, and Timothy Peters, violin,

1 Lisa Vosdoganes, cello. ¢

Concerts
Thursday, May 24 )
7pm.  American Dreams: Classical Guitar Demonstration & Recital

Joscph Pecoraro

Friday, May 25

Renata Pereiva

12:15 p.m. Recorder Consort Concert
Nicole Castieberry, Tracy Rowell

12:45 p.m. Bass Choir Concert

1:05 p.m.  Guitar Ensemble Concert

4:30 p.m.  Flute Ensemble and Suzuki Youth Orchestras of the Americas Concert
Sasha Garver, Kirsten Marshall,
Lmmett Drake

8:15 p.m.  Time for Three 40th Anniversary Concert
Time for Thive: Zach DePue, Nick Kendall,

Ranaan Meyer

and foruard)

3 p.m. Bach Violin Performance and Lecture
Katie Lansdale
5:30 p.m.  Parker Schools Suzuki Strings Performance
8 p.m Kaleidoscope Concert William McGlaughtin
Saturday, May 26
12 p.m. Bach Cello Suite No. 3 Performance
Julie Albers
2 p.m. Gala Clinicians’ Concert Brian Lewis, Julie Albers, Renata Pereira,
Connie Sheu, Ann Schein, Nicholas Walker
8 p.m. Beethoven Piano Concerto No. 3, 1" mvt. &
International Ensembles Concert  Gavin George with Marilyn Kesler;
conductor; Buffalo Suzuki Strings;
Harpeth Suzuki Strings; Concorde
Strings Performing Ensemble
Sunday, May 27

Ability Development from Age Zero - paperback

§14.95Us/ CAN

Desarrollo de las habilidades desde la edad cero

[ st us can

Everything Depends on How We Raise Them - paperback

$8.95 US/ CAN

Fm( Class Tips for Suzuki Parents - paperback l[ 310 US/ CAN

Focus on Suzki Piano [ sizs5us/can
Group Lessons for Suzuki Violin and Viola l $12351)5/ CAN each
ﬁemmg Parents Practice - paperback I 52015,

I Know a Fox With Dirty Sacks Violin ____ Viola_ Cello ____ [ 3515/ CAN each
Inspirando nifios ’ $13US/ CAN

'The Life and Letters of Frederic Chopin I $12US/ CAN

Math Fun [

Nurtured by Love - paperback O English O Spanish f

Nurtured by Love: The Life and Wark of Shinichi Suzuki -

0 0vD O PALVHS I VHS [with Japanese Subtitles| {

Recollections of a Peripatetic Pedagogue

The Stolen Goldin Vialin

Teaching with an Open Heart

Technique Mastery for Violin: Volume ! Volume2____ Volume3__

To Learn With Love

Vibrata from the Ground Up - DVD

The Vehicle of Music

The Violin Column - paperback

Winning Ways - paperback

Young Children's Talent Education and Its Method

American Suzuki Journal: back issues (please inquire at the SAA office]

$.20 2cn US CAN (Nlin. 12

Keynotes and Featured Sessions

Friday, May 25
11am. Neural Plasticity and the Effects of Musical Experience on the Brain
Laurel Trainor
2 p.m. Violin Keynote: Advanced Student’s Explorations of
Interpreting Bach Katie Lansdale
Sunday, May 27
8:30a.m. Lecture/Recital Ann Schein
9:40am.  Community Engagement: Bringing the Artistic Experience oa
Public School Audience and Beyond  Brian Lewis
2p.m. SAA is 40! Visiting the Past, Vitalizing the Future
William Stary
2:40p.m.  Revision, Rethinking and Restructuring
Allen Lieb
Monday, May 28
8:30a.m.  Give My Regards to Kreisler: Shinichj Suzuki's Thirty Years
of Zen Meditation on Tone Sanford Reuning
9:40 a.m.  Shinichi Suzuki: Environmen, Shapes the Man, His Method
and les Teaching Judy Bossuat-Gallic
11:15a.m. Closing Address: The Joy of Giving and Receiving

Marilyn Kesler
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Sponsorships for the
15" Biennial Conference

DIAMOND

ROBERTSON & SONS

Robertson & Sons Violin Shop, Inc. -
Kaleidoscope Concert

PLATINUM

N Shar Products Company-
Opening Reception

| "SHAR
A

GOLD

ed| Alfred Puhhshmg Co.-

Lt Gala Clinician’s Concert

S
&Yiddario

D’Addario and Company -
Suzuki Youth Orchestras of the
Americas Concert

Piano Clinician Ann Schein & Official
Pianos of the SAA Conference

The Potter Violin Company-
Conference Team Welcome Luncheon
and SYOA and Flute Choir Ice Cream Social

SILVER

Antomo’f Strad

Antonio Strad Violin -
Violin Clinician Brian Lewis

Lyon & Healy Harps-
Harp Clinician-Karen
Gottlieb

’

7|

Lyon & NEALY

Thomastik-Infeld

Distributed by Connolly -

Bass Clinician
e o Nicholas Walker

Teacher W

Vorkshops

Pasadena Conservatory of Music,
Pasadena, CA
May 13 —20 2012: Guitar Book 1 with

| Joe Pecoraro

anic Robbins

656833355 X107
Email: jrobbins@ pasadenaconsenatory.org,

Suzuki Association of California, San Diego,
San Diego, CA

May 18- 22 2012: Piano Book 4 with

Fay Adams
Contact: James Michs
Phone: 61
Email: jimmykey
wwwsmacsdb.org/

el Guerin

Studio of Mary Halverson Waldo, Excelsior,
MN, Excelsior, MN

May 28— Jun 1 2012: Recorder Book 6
Contact: Mary Halverson Waldo

Phone: 803:929-2660

Email: mhalwaldo912@gmail.com

Studio of Katherine White, Petaluma, CA
2: Recorder Book 1
dwell-White

Phone lolamn
Email: caldwell white@gmail.com

| Suzuki School of Houston, Houston, TX.
| Jun 815 2012: Violin Book 1
2012: Violin Book 2
fiolin Book 3

: Judy Offman

9888; Fax: 713667
@hal-pc.org
\wnesurakischoolofhouston com

‘ Studio of Mary Halverson Waldo,
Columbia, SC
Jun 16-23 2012: Recorder Book 1
Contact: \lary Hal\mvm Waldo
Phone: 95
Email: nlml\wlldu‘Jl 2@gmail.com

2
&

Festival Suzuki de Colombia, Bogot,
| Colombia
| Jun 18-

losofia

2012: Piano Book 4
—222012: Estrategias

Violin Book 2
Zello Book 2

2: Violin Book 4
celencia Desde

el Ommrnm

Jun 23 - 28 2012: Piano Book |

n Suaiki de Colombia
Email: suzukicolombia@gmail.com
| wasasociacionsuzulkicolombia.com.co

Centro Suzuki Buenos Aires,
Buenos Aires C, Argentina

Jun 2326 2012: Violin Book 5
Contact: Eduardo Luduefia
Email: info@centrosuziki.com.ar
wwcentrosuzuki.con.ar
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Thames Valley Suzuki School, London, ON
Jun 26— 30 2012: Suzuki Early Childhood
Fducation Prenatal and Early Years, Stage 1
Jun 26— 30 2012: Suzuki Early Childhood
Education Prenatal and Early Years, Stage 2
Jun 28— Jul 2 2012: Suzuki Early Childhood
Education Prenatal and Early Yeans, Stage 3
29012: Suzuki Eauly Childhood
al and Early Yeas, Stage 4
Jun 28— Jul 2 2012: Suzuki Early Childhood
Education Prenatd and Early Years, Stage 5
Contact: Sharon Joncs
192

Email: vs@sympatico.ca

Suzuki by the Green, Newtonsille, MA

Students

ano Book 4

Contact: Sachiko Isihara
61 ax: 617:969-8918

Email: email@suzukinewton.org

wwwsuzukima.ong

Studio of MaryLou Roberts,
Ann Arbor, MI

Jul 16— 20 2012 Guitar Book 5
Contact: Mary Lou Roberts
Phone 7
Email: marylou@arborguitarorg
wwwarborguitarorg

Studio of Tanya L. Carcy, Glen Ellyn, IL
Jul 1929 2012: Cello Book 6

Jul19-2 Cello Book 1

Jul 20 - 29 2012: Cello Book 5

Contact: Tanya Car
Phone: 630-790-83
lcarey@ameritech.net
Website: celloplayingiscasy.com

1 Pitch Music Suzuki Piano Studio,
Taylors, SC

Nov 15 2011 - May 22 2012: Piano Book 1
Aug 1 -8 2012 Piano Book 1

Conuct: Jane Kutscher Reed

Phone: 864-2639678

Email: jurbug@juno.com

Studio of Peggy Swingle, Bainbridge

Island, WA

Aug 6-10 2012: Piano Book 7

Contact: m,,,n Swingle
206-842-5023

Email: pe, ;,);pmugkm msn.com

Studio of Andrea Cannon, Spring, TX
Oll 4 820] tar Book 6

Lmdll ‘.mm cannonsong.com
wwwAndreaCannon.com

columns

By Susan Baer

A Star for
and Grant

cre come the young Durham boys

bounding up the front steps for
their weekly lessons. With violin cases
blithely slung on their backs, their hands
clutch the toy airplanes and tanks that
they've brought to show me. They bubble
over with enthusiasm as they describe

how these machines work, which branch
of the service employed them, and in
which battle they were used. My apparent
fascination with what they have o share
belies the fact that my true interests run
along paths that are quite unrelated o
the military. Nonetheless, I'm smitten by
their passion and am sincerely caught up
in the excitement that exudes from deep
within these delightful litle imps.

What happened next? Well, Dallas
and Grant grew up, as all children do.
They both continued their musi
working hard,

studies

through high school,

and gaining numerous  recognitions
for their achievements. Similarly, their

fascination with all things military never
waned. My ardor for them as children
developed into a deep respect for the
fine young men they were becoming,
Dallas got his pilots license when he
was just seventeen, before he even had
A driver’s license. 1 made a promise o
him that Twould go up with him when
he had logged one hundied hours ot
solo (light time. When that time came
only a few surprisingly short months
remained  vue oo my word.
breathtaking,

later, 1
The  experience was
filled as 1 was with awe and pride achis
accomplishment, When Dallas asked il
lie could stop the engine midHlight so
it he could log the simulated engine
failure, | recognized the question in his
eyes: “Do you believe in mez” My heart
and my breath stopped in tanden withy
e engine of it sl phane, bat

x
Dallas -

ves, Dallas, ['ve always believed in vou.

Without hesitation.

Grant provided challenges for me
as well. Upon nearing high school
graduation. Grant asked if [ would write
a recommendation for him as part of
his application to West Point. Litte did
he know that his request would be
defining moment for me. for how does
one justify that the study of music is
superior preparation for military service?
But the process of struggling with this
riddle made me thoroughly and forever
committed to the fundamental value of
music study. Do I believe that the study
of music makes you a better
Grant? Without hesitation.

The
Dallas
4 music

soldier,

adules now.
with

degree  and

Durham boys are

graduated  from  college
performance
then entered Army flight school. He

is currently a Sccond Lieutenant in
the Army and waining o tly the OH-

58D Kiowa Warrior scout helicopter—

still happily telling me all the details

of & machine that T can't begin o
comprehend. He is eestatic since he's
wanted w be a militry pilot for as long
Looking back on

his early lessons, Dallas recognizes the

as he can remember.
importance of the  parmership  with
parents, which carly on made quitting
not an option,
Dallas
wasn'Lalways my favorite part of the day,

a signilicant lesson in
itsell. admits, “Violin - practice
but atsome point Ldecided thatit Twas
going to play, Lwas going o doic 100%."

As an adult, Dallas has an interesting
petspective about how music prepared

him tor his career: *1 think my music

hackground heavily influenced where
hard
wark, sKills.
I've Tound that in both college and

Lam now in terms ol dedication,

perseverance, and study

school, I'm able to

tlight

and concentrate my

prioritize
studving  more

cffectvely than manv of mv peers.
which I credit partly to skills learned
during long practice hours. By far, the
most specific skill that T definitely credit
o Suzuki taining is memorization,
which we sarted from the beginning

of Suzuki Book One. At flight school,

I have to memorize word for word
many emergency procedures, engine

limitations, specifications, radio calls,
weapons capabilities, ete. Many of my
friends struggle with this, but 've found
Luse the same techniques © memorize
the procedures for an engine filure as
Lused 1o memorize Lightly Row.”

Grant graduated with honors from
West Point last vear: He is now in the

final st

tex of taining before his first

duty
: . part of the 4" Brigade
Combat lc.\m. A" Infanuy Division, Still,
Ldon't know what that means, but I'm
highly impressed with it all the same.
Grant agrees that his Suzuki taining
preparation tor his
circumstances, ™

was apt current
Fora military team to be

13




...and know your students
are ready to learn.

MoreTime
Teaching,
Less Time

Tuning

Red Label’s full round, steel
core is stable and stays in
tune for long periods of
time even in changing
environments. With Red
Label, your students will
have instruments in hand
that are ready to be played.

wvaw SuperSensitive.com

# Do o e Casaraugn Company

14 AMERICAN SUZUKI JOURNAL ‘prinz 2012

ellective in war-lighting, they must work
in-concert, in rhythm with cach other
Forinstance, as an Armor officer, 1 do a
1ot of my taining in tanks. A ank crew
comist of four people: a driver, a loader,
A gunner, and a tank commander. In
order for the tank to engage and destroy
an-enemy, cach of those four people
must not only perform his task perfectly
andatthe right time, but also announce
his portion of the fire command in the
correct order, so that the next crew
member knows it's safe to continue with
his next sk, The smoother the fire
command goes, the faster the tank can

fir and

reload, acquire a new target
reengage. 1 may sound far-fetched,
but this teamwork is not so different
from four musicians, say a string or
brass quartet, weaving their parts into
a beautiful sor

The only difference
really is that the tank erew may get blown
up il they're 100 slow, while the quartet
may get a bad review. But seriously, my
expericnces in one helped me with the

other, Along the same lines, there is a

lot of pressure on a musician during a
performance, and  controlling nerves
is & big hurdle for most performers; it
certainly was for me. In woday’s miliary,
where audio and video recordings of the
fight are available around the world in
real-time, controlling nerves is vital for
soldiers, The same techniques, such
as conwrolling breathing and thought
patterns, are useful in both professions.”

All 100 soon, within the next year,
both Dallas and Grant will most likely

be deployed to Afghanistan. About his

ant

upcoming mission, Grant says, “Today's
fight in Afg

the wars of previous gencrations. My

anistan s dilferent from
success will be dependent on my ability
to rapidly gain trust and rapport with
Jocal Afghans. 1 have to find a way
to convince wibal leaders that their
new Afghan government, and not the

Talit will be the ds

with the local populace in a way many of
my peers cannot. If my fellow soldiers
and 1 fail to convince the people to
support the government, then things like
musical expression, women's rights and

freedom of religion will be non-existent

in that region of the world.” This young
man believes quite literally that music
has the power to save the world.

When next you visit the SAA Galaxy
of Stars, you will see a star that I believe
shines alitde brighter than all the others
because it is ablaze with the pride that
radiates [rom my heart. The wibute
to Dallas and G
taken the music we shared to a place

rant reads, “You have

hat I could never have imagined when
you were children. Thank you for your
dedication, for giving 100% of yourselves
1 defend the rights of all people upon

this carth. Yes, I fear for your safety, but

I believe in your ability. Always have.
Always will. Without hesitation.” &5

Susan Baer is a free-
lance  violinist  and
violin teacher.  She
currently divides her
time between Lubbock,
Texas, and Whidbey
Island, Washington. In
her four decades of
experience with  the
Suzuki method, Susan
has run a thriving
private  studio, co’
founded o Suzuki
school, organized workshops, taught in a long-
term training program, and served on the Board
of Directors of her local foundation. Susan is in
high demand as a Suzuki clinician and registered
SAA violin teacher trainer. She has served as arca
coordinator for four SAA conferences, has been
published in the SAA journal, and is currently
serving on the SAA Board of Directors. Dr. Baer
holds a bachelor of music education degree, a
master of music degree in violin performance,
and a PhD in fine arts,

”41 ’;

Launch a star in honor of someone who
has made a difference for you!
http: ii i

) power
when America withdraws troops. These
tribal leaders have lived through the

invasion and ten s of

Russian y
American soldiers cycling in and out of
their villages. T will have less than one
vear 10 accomplish my task. Not having
gone there yet, I can only surmise, but
I have a feeling that my musical abilities
may be uscful by allowing me 10 connect

Interviewed by Andrea Cannon

tthe SAA Conference this year, guitarists are hosting a
very special guest. Our clinician will be Connie Sheu,
known to us all as the litle girl whose pictures are

featured in the Suzuki Guitar School, Volume I.

Connic was kind enough to have an interview, which I am
pleased to present here in the American Suzuki Journal.

The Suzuki Guitar community already knows and loves you as the
little girl in Book One, whose photo we have seen for many years.
Our students feel they have grown up with you! What can you say
about starting guitar at a young age and about studying the Suzuki
Method with Frank Longay?

Liule did I know that those photos of me would be in a book
that I now use to teach my own students! I remember very
clearly when Frank asked if he could take a few pictur
me for a new *
cookic as a prize for sitting through the photo session. That
was when I knew guitar could be a very lucrative profession!
1 absolutely loved guitar as a kid. I started lessons at age five
after I'd been studying Suzuki cello for a year. I saw that there
was a new Suzuki guitar group and was immediately attracted
(o the sound of the instrument, so I asked my mother if [ could
start lessons. T always looked forward to Wednesday afternoons
because that's when my guitar lessons were. Frank had a way
of making guitar fun. He taught just enough so that I was
challenged, but not overwhelmed. He was hilarious and silly,
‘e me structure in which to learn and grow. He made
me feel that learning the guitar was a special thing, which
made me love it more and feel excited about being able to
play this cool instrument that other Kids didn’t really know
about. [ guess you could say that I grew up with the guitar. It

er how many other things
ape the fact that it always

s of

“project” of his. He gave me an oatmeal raisin

was always present in my life no m
I was trying to pursue. [ couldn’t
[eltlike home to me.

The last time 1 saw Frank was at the GFA Convention in
Austin about a year before he passed. He was there with a
group of his advanced students, just as dedicated as ever. He
reminded me of something | to him when [ was eight
years old. After learning Recuerdos de la Alhambra, 1 came
into my lesson saying, “1 can play it faster than John Williams!”
(Apparently T was still in the habit of playing along with
recordings!) 1 told Frank that I had no recollection of this,
1o which he replied, “Connie, a teacher doesn’t forget these
things.” That statement seemed to characterize so much about
Frank. His dedication and commitment to his students always

astounded me, and he loved secing us progress and grow both
as people and as musicians.

atching Up with
Connie Sheu

Houw long did you study with Frank? Tell us about your subsequent
lessons and teachers.

I'studied with Frank until I was thirteen, for a total of eight
years. At that time, my parents and I both thought that a
change would be beneficial so that I could be challenged with
a new perspective. I studied with Sharon Wayne throughout
high school and after that, Antigoni Goni, Sharon Isbin,
Marc Teicholz, and Bill Kanengiser. I also had extensive
master classes and lessons with Pepe Romero, Oscar Ghiglia,
Christopher Parkening, Matteo Mela and Lorenzo Micheli. 1
feel extremely fortunate to have had such amazing te:
who are also some of the world’s greatest guitarists!

chers

How did your feelings for and level of dedication to guitar develop?
When did you know you wanted to make music your profession?

I studied guitar through my high school years and decided
that it was a serious hobby, but not a career path. When applying
to college, 1 didn’t know whether I wanted to major in music or
not, but I knew that I loved the guitar and would always play it.
But I had many other interests ranging from politics to busine
and [ still played the cello as well. I got into Columbia University
and decided to go there because it seemed like a good fit for me
academically, and T wanted to enjoy all the art and culture that
New York had to offer. That was where I met Antigoni Goni, a
brilliant teacher and mentor. I started taking lessons with her
during my junior y a time when I was going through a lot
of soul searching about my “calling” in life. I realized that going
into a career in law like I was planning would put a huge damper
on the time and devotion that I wanted to spend on music.
During my senior year in college, I felt very strongly that I wanted
to do something in the arts—I just wasn't sure what. I doubted
my abilities as a performer and wasn't sure 1 could make it as a
guitarist. To make a long story short, | got invited to a conference
for professional classical musicians in Switzerland through a
group called Crescendo. At the conference, 1 1
Chrisu

arned that my
an [aith and my love of music could be intertwined. 1 had
often thought that pursuing the performance route was too
narcissistic, and to be honest I didn't really like practicing! But
an unlikely verse discussed at the conference struck me—it was
from Song of Solomon 1My dove in the clefts of the rock, in
the hiding places on the mountainside, show me your face, let me
hear your voice; for your voice is sweet, and your face is lovel
believe that this is how God feels about all of us, and realized that
there was something that I could express through the guitar that
was unique to me and important to Him, which helped me see
my guitar playing as a craft requiring discipline and dedication as
much as it requires passion and love for the music.




id you miss it or

ar role?

group lessons?

did

The
Greater Pitsburgh
Suzuki Institute
July 28* - August 5"
Q/i Tg.uhu Institute:

e Every Cli Pavlack
Cello Book 1 (
1 Guitar Book 1
) )
2012 Pizno Book 1 arle

v Book 1 O"Boyle

Orverview of Solos for

Young Violinis

Books 1-3

Student Insrnute:
Sunday, July 29* - Friday, August 3“

viola,
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when 1 was younger and still love it to this day, probably
secause of this early introduction 1o music making with other
seople. 1t taught me 1o listen while playing, which is actually

cally difficult thing to do, and to communicate with other
musicians through playing together. This is definitely a great
skill that Suzuki students have the advantage of learning from

How old were you when you started competing?

I think 1 1s @ freshman in high school when I did my first
ASTA competition and won the state level, enabling me to
be qualified 1o ¢ ¢ nationally. I did ASTA wwice, along
with various other local competitions throughout high school
didn’t compete much during college since 1 wasn't playing
seriously at the time, but did various other competitions whilc
doing my master’s and DMA. I'm happy to sa I'm out o
that world now—it was a tough one, and I'm hitting all the age
imits for most competitions anywa

Usually Si
in the beginning. Recently we have seen our students do very well—

ki teachers avoid the issue of competitions, at least

especially with the Guitar Foundation of America. Do you have
thoughts for us as to if or when teachers might consider this for

their students?

I think competitions are a healthy thing to introduce to
students. Any artist needs 10 be able 1o deal with the idea of
competing with others in a balanced way. Shiclding kids from
this reality only makes any competition o be a bigger deal
than it needs to be when they do one for the first time. Ideally
I think students should do enough competing that they are
comfortable with the process and the concept of a competition.
But I wouldn’t want my students to take competing so seriously
that it becomes a measure of their self-worth. I do want them o
be able 1o work hard for a goal like a competition and feel good
about presenting their best to the judges or public. In fact, 1

recently had two of my own students (ages ten and eleven) both
win first place in their age divisions at a local competition, and I
couldn’t be prouder of them. I've seen their playing soar to new

levels as a result of preparing for the competition

zuki

In your work with the GFA, how do you view the role of St
Guitar in the greater classical guitar community? Do you have any
aduice for us as teachers or for our students in terms of our approach
to that community?

I've been privileged to be on GFA staff for three years now,
and I am excited (o sce such a large amount of participation
in the GFA youth competition and convention events by
Suzuki groups. Frank was especially thrilled about the focus on
education and youth that GFA has had in more recent years.
The bar for good playing scems to constantly be rising, and
I've seen Suzuki guitar students that are becomir

-xcellent,
expressive young musicians. I think Suzuki guitar teachers have

a responsibility 1o introduce our students to the larger classical

guitar community. 1t is a community that is getting more
widespread and more

global, but is still very small compared
1o the orchestral world. Any serious guitarist needs to be a
participant in this world (o succeed. Encouraging students o
Join GFA and attend the convention, participate in local guitar
sodety events, go 1o concerts, and perform whenever possible
are all ways we can he Ip our students o not feel excluded from
the musical community at lar

Tell us about your recordings—especially the new one you're
working on.

I'm currently working on my second CD, which is a program
that is very important to me. Its called The Woman's Voice: Original
Music for Guitar by Female Composers. 1 started taking an interest
in music by female composers while finishing my DMA, when
realized that I couldn’t think of a single thing in my repertoire in
twenty-five years of playing the guitar that was written by a woman
Like the guitar world, the composition world has historically been
male-dominated, though things are changing in both fields now
So I did some digging and ended up finding a lot of great music
by women that is seldom performed for no good reason that I
can think of. It includes music by Mauro Giuliani's daughter
Emilia, the famous Ida Presti of the Presti-La Goya Duo; Canadian
guitarist Dale Kavanagh, and Belgian composer/guitarist Annette
Kruisbrink. My first GD, Waking or Sleeping, is a collection of some
of my favorite picces with music by Brouwer, Chopin, Torroba,
Mertz, Martin, and some of my own arrangements

We are pleased that you'll be joining us at the Conference in May!
Can you say a little about what you have planned?

I'm very excited to be coming! I'll be performing a piece by
Emilia Giuliani on the Clinician’s Recital, giving a master class, and
participating in the Bach panel discussion. I am looking forward to
secing many familiar faces and meeting other Suzuki teachers that
I haven't met. o8

Praised as “a gifted guitaristwhose energetic, thoughtful and artistic
playing is wonderfuilly compelling and dynamic” by guitarist Sharon
Isbin, American classical guitarist Dr. Connie Sheu is a performer,
teacher, and advocate of classical guitar. Her playing has been hailed
by the New York Sun as “excellent, ruminative... scholarly.”
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Past performances and teaching engagements have taken her
from Carnegie Hall’s Weill Recital Hall to Florida, Oklahoma,
Moldova, Italy, Hungary, and throughout California. Connie
released her solo album Waking or Sleeping in 20( of which
zine wrote, “Her debut recording displays,

Classical Guitar Mag
without a doubt, her talents as a concert artist.” She holds

degrees from Columbia University and the Juilliard School, and
carned her doctor of musical arts at the University of Southern
California. Connie serves as Director of Communications for
the Guitar Foundation of America and teaches at the Pasadena
Conservatory of Music.

Editor’s Note: Connie has long been a friend of the SAA, and
in 2009, contributed Agustin Barrios-Mangore’s Vals Op. 8, No.
4, to the special “Cele "CD, a of

rform. by who began as Suzuki
students. Contact us for more information.

Andrea Cannon is an alumna of Berklee College of
Music where she majored in guitar performance
with an emphasis on jazz and also received an
Outstanding  Alumni Service award. Andrea’s
performance experience includes jazz as well as
classical guitar at venues in the US, Canada, Latin
America, and Europe.

Andrea founded Guitar Arts Studio in Houston,
Texas, which has become a National Model Program
for Suzuki Guitar and one of the premier guitar
programs for young children in the U.S:

She is also a contributor to publications including
the American Suzuki Journal, Soundboard and American
Music Teacher. Andrea is a Registered Teacher Trainer
with the Suzuki Association and certified through the Music Teacher’s
Association. Andrea and her husband, Jim have two grown children, one
beautiful granddaughter and two really cute little dogs:

ational
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Nick Kendall,
Time for Three

Interviewed by Libby Felts

iolinists Nick Kendall and Zach DePue and
Ranaan Meyer are three clz

sically-rained

tion,

ans with a penchant for improvis:
Iybrid genres, and playful performances. They make up
the uio Time for Three, which will be performing Sunday,
May 27, at the 2012 SAA Conference in Minneapolis.
Ispoke with Nick (grandson of American Suzuki pioneer
John Kendall) as he was preparing for Tf3's March 8
debut at Camegie Hall as soloists with the Boston Pops

Orchesua. They performed Travels in Time for Three, an

improvisational concerto in four movements written for the
group by Chris Brubeck.

Travels in Time for Three celebrates jazz within Time for Three’s
coice. Tell me about that.

Working with a guy like Chris Brubeck, he’s the son of Dave
Brubeck. the pianist, you've got to go there. Music is a language
for us. and it comes in all different forms and ways of expression,
differencsn

Mever. our bass player, he fell in love with music through jazz.

les. and jazz is something that we love to do. Ranaan

It scemed appropriate that we wanted to do this project. We

also knew that the way we play, and the way we could hear an

orchestra involved, would be very originalsounding but keep
with the jazz flavor. And it's all different styles—within jazz
vou have all sorts of different styles, you have bebop, you have
straightedge jazz, you have swing, you have fiddle even, even a
litde Irish—the second movement has kind of a hint of Irish/
Celtic music with a sort of funk groove behind it. That's one of
our favorite movements.

The way we did this picce was a completely collaborative
experience with Chris. A lot of times in the classical world, you'll
have a group or a soloist or an ensemble that will commission a
composer and the composer will go off into their own space and
come back with a piece. Well, in this case, Chris really made us
perfectly wilored suits. We had 2 1ot 10 say and a lot of desires—
we met for about three or four days in Philadelphia about four
summers ago and had sharing sessions and jam sessions, all of
which were recorded. Chris basically took some of those ideas
and ran with them.
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Time for Three members Nicolas Kendall, Ranaan Meyer, and
Zachary De Pue. Photo by Vanessa Bricefio.

You have said that when you three met at Curtis, you were the
only ones among your contemporaries who were improvising. Why
do think that is?

I think over the last ten years, at least in the classical music
world, there’s been a kind of a major shift in attitude. I think
especially because of the rich American heritage music that
we have, there’s a lot of influence of the music that young
musicians have grown up experiencing. For Ranaan, Zach
and mysell, we live in different parts of the country, and as

In order for change to happen, there has to be
a lot of room for error and acceptance of
error, acceptance of failure.

Kids, besides practicing and playing and loving classical music,
we all had normal kid lives—we al] had friends who were not
classical musicians, and we listened to pop music. Me, coming
from Washington, DC, a lot of urban hip hop, R&B, a lot of
funk music and rock and roll—those

. experiences obviously
fed into who I was as a musi

an.

So, improvising was part of what I loved to do as a kid—
playing in bands and all (hese

] varying forms of musical
expression. So, when we were

at Curtis, it was still a very new

thing, because Curtis is a very traditional

school, and even ten or eleven years ago,
even though there was an awareness of
it as a tradition, we didn’t know exactly
how that all fit in. But now, like I said,
a decade later—

s interesting, there
are a few kids who, when Time for
Three played in the middle of America,
we'd play for high school students or
whatever—we've actually seen how a
couple of those students who were avid
fddlers in their small towns are now
getting into Curtis as classical musicians,
but started as fiddlers. So, it's a shift.
and a very steady one. Not only that,
composers, the people who craft the
content, the same thing is happening for
them—they're coming from America,
they've grown up listening to pop
music or played in rock bands and have
written for their bands, and now they
want to start writing for the orchestra,
or not only the orchestra but the kind
of experiences that happen within a
concert hall. It's really, really cool.

1’s very exciting. There are a lot of young
musicians who are doing weird things, and I
mean weird as a compliment.

Oh, yeah. Off-the-wall, experimental,
pushing the boundaries. What's great
about it is in order for change to
happen, there has to be a lot of room
for error and acceptance of error,
acceptance of failure. I think one aspect
of why it's been hard for taditional
conservatories to figure out how to

model this is so much of what they're

built on is excellence, and it's been
about upholding such a rich tradition,
and keeping the sophistication and the

depth makes that kind of experience
so enriching—how do you coach and
source these

on that kind of level? 1t’s been hard but

experiments o happen

it's been a very natural progression. We
do think that because of a group like
Time for Three, and others, especially
we have shown
And i
way of doing it, by the way—it’s so great,

coming from Curtis,

only one

how it can be done.

now we hear at Curtis, especially in the
twenty-first century music class, all these
“weird” ensembles—an oboe, a harp,
percussion  and  piano—I'm  totally
making up that group, though it sounds
pretyy interesting ..

Actually, about two weeks ago,
Curtis officially signed for a three-year
residency with Eighth Blackbird. Eighth
Blackbird is a very outof-the-box
contemporary music ensemble. What
they're going to be doing at Curtis
is so outside the box, advocating for
inclusion of other genres and different
performance spaces and ways to present
music, without excluding the already
amazing repertoire that exists.

The Suzuki method just
completely  enhanced my
inner creativity and provoked
me to think outside the box

What was it about your upbringing
musically that allowed you to let your
hair down?

I's because of Suzuki—its a
combination of my family values, which
came from my grandfather. and the
fact that I studied Suzuki. Because we
are all professional musicians in the
field—when I was a kid, we had [family

members who were] professionals in

the field, people knew in my family that
having music in my sister’s and my lives,
and our cousins’, was more of a quality
of life thing, rather than necessarily
forging professional musicians. So, it
. the
Suzuki method, especially in the ecarly

was part of a routine, and of cous

years, is so incredible as far as building
that foundation for youngsters having
music in their lives. But it was definitely
because I had already a very acute aural
development—I was very good with my
ear always, and so obviously the Suzuki
method just completely enhanced my
fnner creativity and provoked me 1o
think outside the box.

Also, I'm half Japanese, and early on as
akid, Liraveled to Japan all the time, and
Lwas always eating Japanese food and 1

was secing those wild cultural festivals,
which isvery different from the American
scene—right off the bat, 1 had all these
veally enriching, diverse, wonderful
experiences. One of the first musical
Wings 1 remember as a kid were these
big traditional drums, wiko drumming.

My mom s
\dachall o three, instead of shying
ay from this mammoth sound, 1 was

id that at the early age of
WO

actually very curious ... which actually

led me to become a percussionist as well.

Besides your Suzuki repertoire, what else
did you listen to over and over as a kid?

As a voung voungster. Beethoven's
Eroica  Symphony.  Beethoven's
Fifth, pretty much all the Beethoven
symphonies: Peter and the Wolf was a
huge favorite of mine. I would actually
pretend 0 conduct an imaginary
orchestra and narrate the story—it was
the famous recording with Bernstein
narrating the New York Phil—Vivaldi's
Four Seasons and the Concerto Grosso
that [ would just play over and over
again. When I got to high school. 1
was into the hip hop genre, 5o it was A
Tribe Called Quest. the Beaste Bovs. it
was Gang S, everything that came
through Lollapalooza, I was deeply into
that. Phish. I knew Phish before Phish
blew up. Rage Against the Machine, all
that stuff.

A lot of that hip hop influence comes
through in your music video, Stronger. Do
you guys have any plans to do another video
any time soon? Is that on your radar?

‘We would love to. Time for Three's life
is very complicated. Unfortunately, the
way we're set up right now—it's ironic
that our name is Time for Three—we
always need more tme. This video
was so overwhelming, the response,
especially the emails that came in—
they keep coming in—from teachers,
superintendents, either telling us really,
really horrible stories, or because they
played th
how much it

video for their school body

tions
about empowerment and bullying and

helped their conver

these issues. Because of all that, we feel
like we really need to do another one,
butwe just need to find the right concept
and find the time to do it. It's definitely
a desire of ours. We also want to record
another album, which we're very much
due to do.

Tell me about the kind of outreach that you
do and why that’s important for you guys.

It's been very interesting how we show
up o these outreach programs now, and
either the Kids have already seen the
video, so we have the visceral reaction
coming through the door, which is
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It's unbelievable 10 be

Meyer, Zach DePue, and Suzuki violin teacher Meg Lanfear with
Park Suzuki School after a performance with the Elgin Symphony

able 10 be the dispenser of that and to
inspirc kids to really talk like that, 10 be
advocates as 0 why being creative and
why putting all of that energy owards
something creative is such @ wonderful,
exciting thing in life. We are an example
of how that creative encrgy can be put
1o something very positive. That's been

a major plus.

Who were some of your mentors who gave
you that sense of passion for music?

It of course suared  from oy
grandfather, watching him teach. Even
though he didn’t want 10 be my full

The most important thing is to
remember that playing music is
a life experience. It's the ability to
communicate and it's the ability
to feel some-thing on a very
profound level within yourself.

teacher, he always gave me coaching.
But it was through really hanging out
with him—his care towards the earth
and nawre and life in general, his
So much of

reverence for life was hug
my time with him carly on was spent in
the woodshed, or doing gardening, with
the chickens, helping dig a lake with a
big tractor, things like this. Then, of
course, having the opportunity to work
with him on my violin. But I think in my
musical life, one of my most influential
teachers was Ronda Cole. She’s [rom the
Washington, DC, area. She completely
coaxed the kid out ol me through music.
There's a playful quality of music, and
that every moment is like a new corner
of the playroom. It was like I was always
in the sandbox, working with her. I really
have to say that so much of my love for
music making during my adolescence,
from middle school through eighth or
ninth grade, was because of her infusion
of joy in creating music. Also, her
group classes were so much fun, and so
invigorating, and very high level.

1 feel like that’s something I can see when
1 watch videos online of Tf3 pe
There is a very playful quality to your music.

forming.

Is that something that you still strive for?
It's the old bow on the head, the
Witch's Dance. It's the fact that through
the Suzuki- Method and through the
philosophy Suzuki had, it's okay (o have
fun while playing—in fact, it’s a must,
it's encouraged, is the sole reason why
Time for Three plays, it's the sole reason
why we're able 10 communicate with
such a broad audience, most of which
don't go 1o classical music concerts,
and why we are able 1o do such creative
programs when we solo with symphony
orchestras across the country. That's
predominantly what we're doing now;
we're actually playing most of our stulf
with orchestras, and it's great o have
the experience fully uninhibited, and

the orchestra and musicians and the

Time for Three filming the “Stronger” Video

community embrace it. The cffect of Time for Three when
we play, is, "Oh my gosh, the walls are broken down, you g

are having such an incredible time and you're so free of your

instruments, the instruments are really serving your voice and
your way of expression, we feel invited o participate’—all of
cs come [rom the great mind of Dr: Suzuki and what

those quali
he setout to do for a human being having a voice in music

What do you think is important in nurturing the next generation
of classical musicians?

I really feel like it's the love of playing music. 1Cs love. 1 think
the most important thing is to remember that playing music
is a life experience. IUs the ability o communicate and s
the ability to feel something on @ very profound level within
yourself, It's important not to get caught up in the details o
uch, but o always see the bigger picture. 1 shouldn’t be

about perlection, it should be about reaching goals.

Could you imagine your character without the influence of music?

Absolutely not. 1 think music has contributed © my love of
it annd the fact thae ' abways looking at things in 2 positive
wa. 1'm always thinking of things as whatare the possibilitics. It
s allowed me to have incredible perspective as faas business
concerns, but most importantly about my relationships—on
e personal lesel, but also fiiendships—it has given me such

of mysell.

an understandi

Can you share your favorite Suzuki memory?
There’s that famous moment when, 1 think it was in
Minneapolis at a Suzuki conference, where [ almost pushed

my grandfather off stage—that's sort of gahanized in my mind.

There's so many thousands of them. One of the most exciti

moments was when Ronda Cole allowed me to dress up as a
avpsy in a group recital, and [ played Zigeunerweisen dressed
as a gypsy. [remember, that was very, “You mean I can do that?”

That's definitely a memory I hold—there are so many. @3

W hope that Nick will get to wlive some of those favorite memories
and make some mowe at the 2012 SAA Conference. Time for Thiee
will perform on Sunday cening. Tickets are available online or by
phone at the SAN office.

21




Brief Tips for SuzukiTeachers

Performing Practice e
Many of us regularly arrange for opportunities 1o have  Practice success also depends npon the parent feeling i ; Une
our s nts perform in outreach venues such as churches,  comfortable in his home chi role. 1 have frequently
homes and hospitals. Aside from the obvious  asked parents to practice with their child at the Tesson. This id
mance benefits for our students, thesc portunities I can observe |n.nw|]\niv efforts, and offer really helplul 9
w them to share the gift of music in a meaningful way that s, We can remind the parent that they do not have : Teacher Workshops, .hme 14-23
hes lives. To assist mniwlhmxh\vhrm o to spend time trving e the child to practice, Assume B T
ership of their ability 10 serve ohers v ey is the right thing 0 do and itiate the activities on the ] 1 Juan Dlego Catholic;High School,Draper Utah
invite them 1o contribute their own creat sfor  practice chart. Also, it is not necessary 1o teach and explain,
h recitals. This might include giv E ¢ just follow the teacher’s instructions. Often they use too many

pecific 1 audience or perhay g words and the child becomes  disct Featuring
i for a certain cause in conjunction with a charity process Keep the practice . orented, logical and Violin, Vlo]a, Cello,B the Advanced String Camp

when our students are invited 1o d-centered. Remember

v learn to take more  excited about learning, hug and say * y parent r dVdvam:ed Chamber Music Camp

wership for their music-making and are provided the  has thanked me profusely for thes s. The parents have

opportunity to further their development as good citizens  become more confident and efficient and the children have
of this world with kind hearts enjoved greater suce
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N
ountain Strings. oat AdveRtur

An Exchange with Suzuki Students
in Gurnhout, Belgium

By Deborah Moench and Ramona Stirling
A Seed is Planted

The connection that began this adventure started in Turin,
Taly at the Suzuki World Convention in 2006. Asis customaryat
a Suzuki World Convention, there were teachers and students
t0 observe. Two very special classes caught the attention of
Ramona Stirling and Debbie Moench of Salt Lake City, Utah.
One was a Twinkle class given by Koen Rens of Turmhout
Belgium. A very tall, slender person, Koen descended 10 the
eve level of the students by sometimes walking on his knees,
never failing 1o inspire infectious joy and discipline in the
students. Down the hall in another room was Wilfried Van
Gorp (the most beautiful head of very curly hair!)
captivating stdents and parents. He brought 10 new life the
“nose. string. elbow. to¢” saying with a Pinocchio nose, much
1 the delight of the children. Could these men e
10 our Intermountain Suzuki String Institute? An offer was
extended. and wo years later, Koen was able 10 atiend 1SSI
for two consecutive years. After hearing a concert where
the Rocky Mountzin Strings performed, Koen invited RMS
students 10 go 10 Belgium for a workshop with his students.
We gave ourselves two years w fundraise and prepare. An

also

1 come

adventre was in the making!
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Let’s Take an American Original
Michacl McLean, forever a dear friend of the Rocky Mountain
Strings, suggested tking the great American music of Leonard

Bernstein 1o Europe. He arranged four of the greal melodies of

West Side Story for the Rocky Mountain Strings, very difficult
music for this group of nine- 1o filicenyear-old students. The
students drilled, practiced, and worked late into the night
with Michael on “I Fe

Pretty”, “Somewhere”, “Maria”, and
“I Want 10 Live in America” and came (o love the music of this
classic so representative of the US. Audiences everywhere
jumped (o their feet in wild applause after every performance

Off to Belgium: August 2011

The Rocky Mountain Strings, consisting of twenty-four students,
twenty parents, teachers Ramona Stirling, Debbic Moench,
Michael McLean, and Shelley Astle (accompanist), landed in
Belgium. We had quick tour of Brussels and fanned out to find
the best chocolate. A concert was given that evening at a church,
filled 10 capacity, with an instant standing ovation for our West
Side Story Suite

Two days later atan outdoor performance in Brages, Belgium,

after a rousing performance of our choreographed Danse

Hongroise by Rachmaninoff, a
gentleman in the audience invited
us o play in Royal Albert Hall in
London. “I've just retired from
teaching at the Royal Conservatory in
London,” he said, “and I have never
seen anything like this.” How fun, to

get such a compliment

Turnhout, Belgium
Tuesday, August 9. 2011. After a
two-hour bus ride, we finally drove
up a small side street in Turnhout to
our long awaited destination, a boys’
boarding school in the small town of
Turnhout. The students of Koen Rens
were anxiously awaiting our arrival.
All stood on the steps of the great
building, smiling and waving as the bus

pulled up. As each student departed
the bus, Koen called out the names
of the host students and assigned one of them to each one of
us. They ggage up the three flights of stairs to the
dorm rooms, one side of the hall for the Belgians, the opposite

wried our lug

side of facing rooms for the Americans, with shared community
bathrooms. Soon everyone was hanging out, having fun, staying
up late, making fiiends for life. We ate, slept, practiced, sang,
visited, shared addresses and cultures for four incredible days.
We dined in the school cafeteria, staffed by the parents! After
breakfast was tonalization, before bed was choir, the day filled
with classes. Late at night was soceer in the dark until it was too
cold and dark to play. The Americans were very impressed that

the Belgians can speak three languages by age fourteen
The week concluded with a fabulous concert in a beautiful
church attached to the school. The fi

ve minutes of our program

concert was a_joint

endeavor; with RMS playing thirty
and then performing another forty minutes with the Belgians.
There was a very small cello group from Lithuania that also
contributed 10 the program. RMS played their absolute, life-
lime best! The audience was truly mesmerized for the entire
program, When the concert was finished, the Belgian teachers
said they had never heard such a wonderful group, and they kept
complementing us on the high level of performance of all our
students. Michael McLean’s arcangements were exquisite; all our
extra rehearsals and focus had paid ofl; We felt the joy of a job
well done

Ata tearful farewell on the last day everyone exchanged email
addresses and Facebook pages. Many are still in touch through

the internet; itis asmall world now.

Off to Paris

From Belgium we went 1o Rennes, St Malo, Mont St Michel,
and Paris. O, it was beautiful. Part ol the fun was the bus ride.
We invented a mystery game: “Which parent had a mother that
riché heads to dress up in? Which parent was

made huge papier
in the jury fora five,
The prize for the most right answers: you get

cek murder wial? Which parent was o star

basketball player

Facing page: Rocky Mountain Strings performed a concert in the town
square of Bruges. Above top to bottom: Students visited the site

of the 1958 World's Fair in Brussels; During the Bruges town square
performance, the group rotated to face the crowd around them.
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Top to bottom: After two years of preparation, RMS gives their concert in Turnout;
RMS students made friends with Belgian students; From left, American teachers
Debbie Moench, Ramona Stirling, and Michael McLean and Belgian teachers

Wilfried Van Gorp, Griet Wytynck, and Koen Rens.
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10 sit next o Michael McLean for ten minutes and
cat chocolate. Michael gave music history lessons
for a few minutes every hour. As the bus rolled into
Versailles we were listening to Lully’s great gavottes
written for Louis XIV.

Memories Created

Throughout the uip we played five concerts,
three in formal settings and two in city squares. We
received standing ovations at each formal concert
and clapping and foot stomping until we offered
an encore. The concerts in city squares gathered
hundreds of enthusiastic people and the children
played beautifully, even without a piano.

From the Students
“In Turnhout, it was amazing 10 sce all the
kids who play and love the violin like we do even
though they are all the way around the world!”
Maddie '

“I feel very lucky that we were given the
opportunity 10 intcract and make new friends
with people that live so far away from us, and 1 will
never forget being rescued from my window by a
handsome prince named Dirk, ha ha!” )

~Ruth [Ruth got locked in her room and Dirk,
Koen's brother, climbed a ladder 1o rescue her on
the third floor.]

“The best partis when we get out our violins and
share our music with others. The thrill that comes
when we play together is indescribable.”
~Maggie
“Tcan now say I've seen the Eiffel Tower.”
~Olivia

B ——

“This trip was awesome. I'm really going to miss those Fridays
and workshops where Michael yells at us and goes crazy but gets
us to play amazing and feel the music as a group!”

-Alla

I especially had fun playing soccer with them every evening.
—Audmy

“So now, much to my amusement, when I go back to school
on Tuesday I can brag how [ went to Europe for my summer just
because [ play the violin!”

—Eimma

“Ioved every place we went to, but Turnhout was definitely the
most fun for me. The reason is simply that [ had sooo much stinkin’
fun with all the kids from Belgium!!! [ bonded instantly with them,
and by dinner time on the first night in Turnhout, many of us were

teasing each other and acting like we had known each other for
years, even though we hadn't even known each other for a whole
day!! T was really close (riends with Thijs (pronounced Tez) and
Toon (pronounced Tone).”

~Rachel

“I have always dreamed of going to Paris and secing the Eiffel
Tower and now it is a dream come true! The last night's cruise just
blew me away when the Eiflel Tower started to twinkle.”

—Kate

“ILwill never forget Bruges and playing outside for the first time
ever and how everyone loved to see us. It made me realize how
much music means to people.”

—Naomi

“Well.... If you must know.... The trip was flippin’ sweet!!!”
—Mitchell

For the last 31 years Debbie Moench has maintained a
Suzuki Studio, usually teaching at least 45 students each
week. She is co-director, along with Ramona Stirling, for
the Rocky Mountain Strings, a performing group of +
students, Book 5 and above. In August 2008, RMS gave
concerts and workshops in Argentina, connecting with
teachers Fernando Pifiero in Cordoba and Eduardo
Luduefia in Buenos Aires. Hiroko Primrose was Debbie’s
principle mentor. Debbie lives in the foothills above Salt
Lake Gity, UT, and shovels a lot of snow each winter. Life
is busy and good!

Ramona i the director of the i

Suzuki String Institute in Salt Lake City, Utah, for 24 years.
s been teaching the Suzuki violin method for 33
maintains a violin studio of 40 students.

lotimsin Stinge,an advanced violn periorming
as toured Argentina once and Europe three
tmes. The group performed at the SAA Inernational
on i 1998 and 2006, Her other sreat loves

had three vears of long-term Suzuki trainun,
many short term courses over the last 3

A lot more than a reading supplement

Strings fun and €88y is a new instructional repertoire of very diverse
music, from early music to jazz, from open strings to third position.

As with the Suzuki repertoire, the recordings are highly

motivational, while providing an aural component to the

learning of music reading.

How it can enhance your Suzuki program

« A musical way to learn note reading, at home and at group class.

« Involve students in a wider world of musical genres.
« More than 20 pieces on the pre-Twinkle level for little ones
to play on cancerts
« Help prepare for Etude and the Minuets with lots of easy low
second finger pleces.
+Violas, cellos and basses are in the same keys as vialin,so
they can all play together

"The new "Fun and Easy
books are FANTASTIC... David
Tasgal deserves the Nobel Prize for
writing them. My advice to teachers-
UN (don't walk) to your computer
and order Books 14.
When you get the
books listen to
w the CDs—you'll
be hooked too."

Susan Shields
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Community in Conference:
The Workings of a Successful

Suzuki Conference

By Janice LaMarre

hat do seventy Suzuki teachers, 100 families, and

the Prime Minister of Canada have in common?

They all joined forces o create the 2011 Ontar

Suzuki Conference, in Barrie, Canada. Spanning four day
the conference brought together students of all instruments
lrom acros the province in a series of lessons and lectures.
Teachers gathered for a day of varied workshops to s
and hear guest speakers from Canada and the US. The weekend
culminated in a concert of students and faculty, with the official
own crier reading a letter from the Prime Minister of Canada,
Steven Hauper, on the benefits of musical education and the
dedicadon shown by students and parents in the Suzuki method.
Suzuki teachers in the midsized city formed a leadership
group. led by Nena and John LaMarre. Jeremy and Lelitha
Viinalas, violin and piano teachers, brought expertise from their
many years of experience organizing international tours for
the singing ensemble the Celebrant Singers. This experience
helped them invite speakers, involve volunteers, work efficiently
in meetings, and invite their students from other cities. David
McFadden. violin teacher, organized a silent auction. John
LaMarre contributed his treasury and organizational leadership
experience from prolessional and volunteer work, and Nena
LaMarre led the group as an experienced pianisi, summer
rclass teacher throughout the

hare ideas

institute teacher, and guest maste
country. She encouraged the core teachers to mandate pre
registration of their studio families, which ensured the success
of the conference through the atendance of 100 students.

Shared sacrifice by all teachers involved makes for wonderful
motivation for parents and students. At the Ontario conference,
parents volunteered in all aspects—from printing materials, 1o
creating eve<catching signs, 10 active participation in the silent
auction. to volunteering as a set of extra hands to help where
needed. Parents recognized the high value of the program
(o their family because of the concentrated gathering of top
teachers and lecturers and were eager (o participaic in as many
elements as possible. Generosity and consideration went out to
families and teachers traveling from farther distances: Barrie
families opened up their homes and shared hospitality with
teachers and familics who otherwise would not have been able
to afford to auend and stay in a hotel. Some local families 100k
their children out of school on Thursday in order o atlend the
violin master classes given by me. This sacrifice of school time
by the hosting families allowed the more distant families to fully
participate with lessons on Friday or Sawrday.

Volunteerism on the part of parents and teachers inspired
the Christian community in Barric (o help in an immensc way.
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Cello students perform at the conference.

Cenural United Church is located in the city center, has access
10 large amounts of parking, is home (o four pianos, including
a new twelvefoot Kawai piano, and has constructed a beautiful
wooden platform in the sanctuary (o create stunning acouslics.
Members of the church hosted the luncheon and gave full use
of the building for the weekend.

The families that came only for the Saturday event par licipated
in a full day of lessons, activities, lecures, and a huge group
concert. Nationally and internationally recognized guest Suzuki
teachers of many instruments taught for hours, including Allen
Lich (NYC), Janice LaMarre (NYC), Silvija Abols, Dr. Pandora
Bryce (Toronto), Josée Desjardins (Montreal), Margaret
Tobolowska (Ottawa), Danicl Srugo (Ottawa and Buenos Aires),
and Charles Krighaum (Texas). Special speakers were Lich,
Krigbaum, Wendy Seravalle-Smith (violin), who tcaches cach
summer at the Ithaca Institute, and Karen-Michele Kimmett
(violin), a leader and pioneer in the French and South African
Suzuki programs.

The church was packed for the group concert with Barrie
audiences who heard about the weekend through the local
newspapers and - television news program. Many students
performed, starting with solo harp and ending with all students
playing "Over the Rainbow” with the Suzuki rhythm. It sends
shivers down one’s spine to hear so many hearts joining together
joyfully in music. The faculty also performed: David McFadden

Clockwise from top left: Conference team leaders Lelitha and
Jeremy Viinalass and Nena and John LaMarre; Gloria Johnston
wins the early registrant draw; Guest speakers and teachers
Janice LaMarre and Allen Lieb; Members of the Central United
Church of Barrie hosted a meal during the conference.

and Janice LaMarre offered Mozart’s Duo in G Major, and Janice
LaMarre performed once more with pianist Michael Berkovsky, a
sparkling Banjo and Fiddle that brought the house down. Many
highly respected teachers led their students in performance,
including Pierre and Susan Gagnon, David Evenchick, Vicki
Blechta, and Wendy Seravalle-Smith. The concert became a focal
point of the conference in which everyone participated.

Much of the exchange of ideas and excitement came from
scheduled free time and creative activities. During an in-depth
parent tlk, students watched a magic show done by budding
young magician and pianist Owen Wong. The older children
did a dramatic workshop with the actor and educator Joy
Bainborough, and the women from Central United Church
hosted an incredible meal for everyone to enjoy and socialize
over. Children were playing together, parents were reuniting
from summer institutes, and Allen Lieb and Karen-Michele
Kimmett managed to get some work done on book planning
and other Suzuki Violin organizational work. The silent
auction, which rised $1,400, featured the captivating mascot
of the conference—an inflatable orange goldfish nicknamed
“SAO." That evening, the teachers’ social at the hotel was
another chance for teachers to catch up and share stories. These
times throughout the day allowed for creativity, fice flowing
tion, inspiration, and the reuniting of old friends.

The Onario conference is an integral part of the Suzuki
ecosystem in Ontuio because of its focus on teachers, teacher
uaining, and nurtwring the close friendships and mentorships
between teachers ol all experience levels. Itis a microcosm of the
overall movement's identity. A new teacher takes on the planning
responsibility each year, which adds a fresh perspective and the
fairness ol a new location, which may be closer to different
students and teachers. Planning begins a year in advance, after
the previous year's conference leader hands the responsibility
and $1,000
strong website des

conve

seed funds to a new leader. For the conlerence,
ign, thoughtful volunteer coordination,
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ation with all

consistent phone and email communi

participants, and a yearlong schedule of meetings
and checklists created the foundation of planning.
Planning afresh cach year adds much work for the
individual teachers responsible, but is important in
developing their leadership and teacher training
abilities. These new leaders will, in tarn, inspire

future generations of teachers.

This collaboration, over time, links cities in
their efforts to crcate enriching  cultural and
educational events for their students and familie:
It is extraordinarily difficult (o organize and run,

a huge responsibility. However, it is also difficult
for teachers attending the conference to postpone
performance gigs and bring students and familics
from distant cities. By sharing the planning
responsibilities and making the clfort to travel
long distances, all participants benefit. Tt also gives
organizers a chance to showcase the strengths
of their studios, and to add unique ideas (o the
uaditional conference set-up.

This strong commitment from teachers is what has
powered the growth of the Suzuki method in Ontario
since its introduction in Canada’s centennial year
of 1967. The past forty-five years have seen teaching
artists donate their time and energies to children
and familics, inspired by the Suzuki philosophy and
cach other’s commitment to difficult but rewarding
volunteer work,

In Ontario, the majority of teachers began as
Suzuki parents, who received training during their
children’s summer study atinstitutes. Nena LaMarre,
the director of the Ontario Suzuki Conference, is
one such example, After studying with teachers Boris
Berlin and William Aide and winning performance
recognition at national compeltitions, she began
teaching using a more traditional approach. She
became a Suzuki teacher only after her daughter
(full disclosure: y that’s me) asked for violin
lessons at the age of three and auended several
summer institutes. Lelitha and J;

remy Viinalas,
the piano and violin organizers of the program,
were introduced to the method when Nena began
teaching their daughter piano lessons. You can see
how the branches have unfolded in Ontario through
the nurturing of children, The positive impression
lefi on parents has been so strong that they have
been motivated 1o share the Suzuki method with
others. As a result, hundreds of students and families
were able to benefit from a conference devoted o
education on practice habits, musical techniques
and style, and a weekend of family fun and music-
making together

The Suzuki method's suceess in Ontario comes
from the fact that the organization is entirely
volunteerrun. There is a spirit of cooperation and
shared sacrifice in the pursuit of nururing musical
education. Respect towards the most. experienced

Top to bottom: The Lunch Social was a hit!; Drama
Ppresentation with Clayton Scott; Concert introduction
by the town crier.

and dedicated teachers ensures that Dr. Suzuki's
values are transmitted 1o newer teachers. When
the teachers of any state- or provinceide
association are cared for, the stidents and
parents are the higgest beneficiarics. This filiers
through 1o society as a whole. It is of vital value
to teachers” studios, (o the Suzuki community
at large, and to society.

Any teachers interested i starting their
own event are welcome 1o contact any of the

Ontario Suzuki Conference team. It's most

likely, though, that there are so many resources
and experienced teachers in each arca of the
SAA willing to help, that extra input would be
unnecessary. For those facing the mountainous
task of organizing such an event in the near
future: take courage! The benefits o your
student families, to society at large, and their
appreciation of it, make all your efforts anc
sacrifice worthwhile. The final step: schedule a
vacation afterward! ¢

Janice LaMarre's violin and
viola studio teaching is
informed by her extensive
performance  experience,
wide range of teaching
activities, and mentorship
with several top Suzuki
pedagogues, including Karen
Kimmett, Louise Behrend,
Allan Lieb, Katherine Gerson,
and Mary Cay Neal

Ms. LaMarre has taught
college and graduate music
at the Juilliard School, the Manhattan School of
Music, and Yale University. She was a student herself
at these institutions, carning a BAL and MAL from
Juilliard. She studies concurrently at Yale and the
Manhattan School of Music, for an artist diploma and
doctorate of musical arts.

Dedicated to public schoal education, Ms. LaMarre
has developed curriculum, taught classes, and given
lecture-concerts for school-aged children in the New
York and Connecticut Public School systems.

Janice performs regularly throughout the US,
Canada, and in Europe, in solo and chamber concerts
She has been a member of the New Haven and
Bridgeport Symphonies after winning aposition
in both orchestras. Her latest project combines solo
recitals with teaching master classes, in order to inspire
younger students and their parents in their home
practice, technique, and musicality

Ms. LaMarre comes from a musical family, having
first practiced with her mother and Suzuki Piana
teacher Nena Labarre. She began Suzuki lessons at a
four with Mrs. Edith Dunn, continued in Toronto with
Katherine Rapoport, and took lessons in New York
with Heidi Castleman, Misha Amory, Michael Tre
and Karen Dreylus.

clas:

Top to bottom: Margot Jewell, Wendy Seravalle:
Smith, Jean Grieve; Piano master class with
Maureen McReynolds; Piano master class with
Michael Berkovsky.
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SOUND [NCOUNTERg > ]une 6-15, 2012

ENTRY REQUIREMENTS:
Violin - Bk. 7 and up Bass - Orchestra experience
Viola - Bk. 5 and up Piano - Advanced Players
Cello - Bk. 6 and up by audition

SOUND ENCOUNTERS music festival is a rigorous experience for advanced
players. An internationally acclaimed faculty guide students in an exciting
and challenging schedule of private lessons, master classes, chamber
ensembles, repertoire classes, orchestra, and electives. Among the faculty:

Scott Conklin, se-violin
University of lowa

David Garrett, SE-Cello
Los Angeles Philharmonic

David Barg, Conductor  Carol Dallinger, se-violin ~ Susan Dubois, sE-viola
New York City / SE - Orchestras  University of Evansville University of North Texas

OTTAWA SUZUKTINSTITUTE © June 17-92, 2012

« Parent programs
* Graduation program
* Pre-Twinkle prograi

« Suzuki Early Childhood Education for teachers
& children birth to age 3 (1 or 2 weeks June 11-15 & June 18-22)
« Teacher Training for Violinists

Institute — a great place to exchange ideas with one
another and to generate excitement about playing
i ough advance

WIAT The BLYAP is a tuition-free opportunity for twelve highly gifted
violinists up to the age of 18 to receive intense daily private
instruction on concerto repertoire, sonata literature, scales, etudes, solo
Bach, show pieces, to rehearse and perform as soloists with orchestra,
and to experience evening activities where performances and violin
issues will be examined and explored. Young Artists will work with
Brian Lewis and with additional outstanding faculty.
WIERE Sponsored by the Ottawa Suzuki Strings, the BLYAP will
be held on the campus of Ottawa University, in Ottawa, KS.
foleliniverhy) % [ The application can be found on our website at
Vishing Brofessor HO“ SRl pf!awasuxukisuings org. Please send the
following, postmarked on or before February 15,2012
« ADVD of the student playing the following: a movement of solo Bach,
a movement of a concerto (with accompaniment), a movement of a
sonata with piano, and an etude or caprice by Paganini, Wieniawski,
Rode, Gavinies, Dont, or Kruetzer.
« Application from the website www.ottaw: mldsmngs Org
e Letur of recommendinon from studem s private L

Bt Schoo ofsic
University of Texas at Aust

OHawa Slllel(l Sh‘mgs

(Phone) 785 * (Fan) 785 242 1110
1.0, Box 99, 1)|l..“... k\m.um

[ !éwj T Fore & %ze

Mentoring Program at 1.5 Years
What It Is and How Far We’ve Come

By Pat D'Ercole

“Mentoring is a brain to pick. an var to listen and a push in

the right direction.” =John Croshy

What We Did
The UWSP Suzuki Strings Mentoring Program (SSMP) was
nched September 1112, 2010, The three brave mentees

arrived on the UWSP campus from Lincoln, NE. Watertown
WI, and Monument, CO. One teaches for a communic
music school, one at a small private college and one teaches
out of her home. Though the SSMP accepts teachers of ans
string instrument, these three teachers were all violinists.
Two scholarships were awarded o help with technology and
travel costs.

The weekend began with the Suzuki Association of the
America’s (SAA) Suzuki Principles in Action course which
included six additional tachers from the communit. At
the conclusion of the course, the three mentees met for an
additional three hours to get to know one another better

and discuss and practice the technology portion of the

SSMP (i.c. learning how to record video with a computer
and upload videos o a server and using D2L, a course
management program).

Over the first ten months of the course, the class read three
book:
1976, and participated in online discussions about the topics

viewed three videos of Dr. Suzuki's teaching at ASLin

via D2L. In addition, each mentee submitted four or five
videos of their teaching followed by a sixt- o ninety-minute
Skype conference with the mentor. Goals for improvement
were established at the end of each call. In March, Skype
video conterencing became aailable and we scheduled video
conferences five or six times for the four of us, about once
cvery six weeks. Topics for these conlerences were generated
by the mentees.

Ihe last Skype group conference was August 26, 2011

What It Is

The UWSP Suzuki Strings Mentoring Program is
designed to assist and support Suzuki string teachers
in their quest to become a better teacher within the
environment of their usual employment. Based on
a commitment to the values of life experiences. life-
long learning, community. creativity and mutual
respect, and using the Suzuki Association of the
Americas Pedagogy Descriptors. this collaborative
model focuses on improving the requisite skills
for successful Suzuki studio teaching. skills that
produce excellence and are responsive to the needs
of the child and parent. The SSMP consists of
three 1o five Suzuki string teachers and runs from
September to August.

As a you can ct to ...
* Practice the cvcle of self-assessment, reflection and

planning

Precisely articulate a vision of the student as an

accomplished musician

Distinguish  between  cffcctive and  ineffective

teaching strategics

Construct effective teaching segments

Demonstrate effective use of Suzuki principles in

vour teaching

Set goals for scliimprovement using the SAA

descriptors

Receive SAA registration for Long-term Practicum

For more information, see: hup://www.uwsp.edu/
suzuki, Pages asc Luining.aspx

Each mentee made a ten- W lilteen-minute: culiminating
presentation about what they have learned from participating
in the SSMP and how it has alfected their waching

Benefits from the Mentor's Perspective
All thice of the mentees were very open w learing and
o developing @ support group among themselves. They

Gonship while together on that tist

developed a good el

weekend and were eager o share ideas and lear from one

another. In all three cases, the teachers felt overwhelmed
or less coufident for about the first eight months of the
program before beginning o teel setded and in a teaching
vhythan again.

What can be said as of now is that all three of these teachers
have grown in their understanding and practice of teaching
sKills and have become leaders among their colleagues. All
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three have shared the hope that they would still continue
1 upload videos for the purpose of getting feedback from
cach other.

From the Mentees:
“This is what the UWSP-SS,

me this year, Without mentorship I would not have had the

opportunity to receive guidance, tear down wrong ideas

MP has ulimately meant to

(get out that sledgehammer), and start rebuilding from the
there are not
many open forums where one can voice one’s insecurities and

foundation up. As an experienced teache

[rusurations and where one can receive instruction free from
fear of professional repercussions. Due to this open door of
communication, I also truly learned from the life experiences
and frank sharing of my colleagues in the course. Being able
to interact with the most current research in conjunction with
practical application made those resources live where I lived.

The SSMP has provided all of this for me, but surprisingly,
instead of feeling torn down and rebuilt—made over—I
feel more like I have discovered a secret garden of growth,
and joy.” -BP

learnir

“... each of you brought aspects to our discussions that
have been so enriching... BP, your thoughtful and artistic
angle (I still remember being wowed by your illustration of
“one” during the SPA course); JB, your enthusiasm, and
the way in which some of your words on the D2L discussion
were on fire with motivation, and the “I get it” moments with
follow-ons as to ideas you want to apply to your own teaching.
Not to mention the offer to bring chocolate brownies to our
Skype conference last spring! And Pat, your expertise and
openness o sharing your ideas, thoughts and feedback. Wow.
But beyond the conference calls and Skype conferences,
bevond the posting we all added to with the readings, we were
all thinking/muddling/pondering in the days in between.
There is inspiration in that—we are all muddling together
at times. We have connected as life-long colleagues, and
the dedication, passion and commitment of each of you to
teaching effectively is inspiring and will continue to inspire

me for a long dme!

.. Probably the best thing out of this year is having great
questions to ponder—to then live in the inquiry for the
rest of my time as an educator ... especially given there
are different “answers” for different children ... and the
answers may change over time for the same child. This idea
of i
me. But the past year [ am beginning to embrace this as the
means through which my own creativity as a teacher and my
knowledge background can be incorporated into the most
effective teaching for my students.” TP

ing in the inquiry has never been a comfort zone for

“The biggest idea that I have come away with from this year's
mentorship is that we need 1o keep justifying and refining our
\eaching methods. Nothingis ever fixed, it can only be developed.
We can't fix a bow hold, or a bad atiwde, or even a mother/
child relationship. We can only develop it and try to push itin the
right direction. It's hard 1o explain how this year has changed my
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teaching. I believe that this mentorship has changed my tcaching
so much that I don’t even realize how much I have changed.

. I have really seen a transformation with my students this
past year, and I'm certain it has to do with the mentorship.
There are very few lessons that I dread, because my students
are of what I expect and work very hard. I had

are very a
the best retention rate over the summer that I've ever had.
My studio is full and I now have a waiting list. It’s because of
this mentorship that my students are sticking around and are
blossoming into fantastic players. =JB

The Class of 2011-12

Applications for the class of 2011-12 were accepted until
July 1, 2011. Three applications were accepted, and all three
are violinists. Two are veteran teachers with private studios
and the third has about three years’ experience and is
beginning a new studio. The Class of 2012 met with seventeen
other teachers in Fort Worth, Texas, on September 24-25
for the Suzuki Principles in Action course and for SSMP
technology training. They have read and discussed books
such as Intelligent Music Teaching by Robert Duke and The
Talent Code by Daniel Coyle, and now they are delving into
the stages of child development and how the characteristics
of each stage impact our teaching.

The class of 2010-11 and the class of 2011-12 plan to meet
at the SAA Conference in Minneapolis in May. @8

Patricia D'Ercole is currently the Director of the
Aber Suzuki Center at the UW-Stevens Point
where she also teaches violin to children and
Suzuki pedagogy courses. She completed a
master’s degree with an emphasis in Suzuki
with Margery Aber and, in 1988, studied in
Japan with Dr. Suzuki. She has been a clinician
in 22 states in the US. Puerto Rico, Canada,
Finland, Estonia, Peru, Chile and Taiwan. Pat has
written numerous articles for the American Suzuki
Journal, was chair of the Suzuki Association
(SAA) Board of Directors and served as a
member of the SAA committees to develop the
Every Child Can! course and the Suzuki
Principles in Action course. She was the founder and first president of the
Suzuki Association of Wisconsin and has been on the planning committee
for the International Research Symposium on Talent Education since its
inception in 1991 and has served as its coordinator since 1995. Through her
leadership, “The American Suzuki Institute at the University of Wisconsin-
Stevens Point: The Suzuki Method in Action,” a collection of videos which
chronicles the two weeks of Dr. Suzuki’s teaching at the American Suzuki
Institute in Stevens Point in 1976, is now preserved and posted on the web
for free viewing by all. In 2002, she was the recipient of the American
Suzuki Institute’s Suzuki Chair Award and in 2008 became a Distinguished
Instructional Specialist at UWSP. In September, 2010, Pat will begin the
UWSP Suzuki Strings Mentoring Program, an online long-term mentoring
program for Suzuki teachers to improve their teaching skills

caching & e

Young and Old

By Daphne Hughes

Wim atip of the hat to Kay Slone' of course we all agree that
they're “rarely 0o young,” but ... “never t0o oldz” I look
around at the wonderful group of colleagues and friends who
plus
years I have been committed to Suzuki teaching and find myself

have been such an important part of my life for the for

alittle disconcerted by the fact that, surprisingly, they, like me.
are aging. I really didn't expect to get old!

The SAA, quite amazingly, is not feeling its age atall. If anything
it is more vital and creative and more in touch than ever before
with the fine young musicians who are finding their niche in the
Suzuki world. And here [ sit, semi-retired, bewildered by much of
modern technology (and relying on my grandchildren to solve
my computer problems), probably a bit set in my ways, having
difficulty recalling accurately the names of the lovely teachers in
my last few teacher training classes, creaking rather alarmingly as [
move from standing to kneeling during lessons with my youngest
students, and wondering just where I fit in

What do those of us who are moving reluctandy and perhaps
not as gracefully as we would like into our 60s, 70s, and 80s
have to offer?

One of the first things that comes to mind as [ contemplate
that question is that it may be important to communicate to
new teachers not only the useful and effective strategies that
I have learned over many years of teaching, but also the fact
that I am still learning, that I don’t always have the perfect
solutions. Is it wrong to admit to my fallibility, or, at the very
least, to admit there may well be other roads than mine
leading to Rome? [ suspect that most of us long-time teachers
have at one time or another made every mistake, every error
in judgement, every inept communication, every error of
commission and omission possible. And, unfortunately, we are

still capable of making mistakes! I can recall two things that
I did at my group class just last week that T would very much
like to undo. And I currently have a thirteen-year-old student
who has totally lost her enthusiasm for the violin after nine
years of wonderful progre
and bewildered about how to deal with this. Is it important to
share these experiences, along with the positive ones, with our

, and 1 feel completely helpless

younger colleagues? | think so.

One of the challenges 1 find in teacher taining courses is
how to present myself to the participants as someone they can
ceptas a well-qualified mentor while still voicing

respect and a
sion of fallibility. How can | put forward the good

that confe:
ideas that have evolved over all those ye

rs in the wenches
while continuing 1o emphasize that my listeners must retain
enough (lexibility and open-mindedness so that they can use
their own creative thinking, and their own

their own skills
personalities when they return to their home studios?

I remember vividly a situation many years ago when 1
encouraged a young teacher to attend an Institute course given
by a highly respected and successful Suzuki Teacher Trainer
for what was then Unit 1A. She had already been teaching
sensitively and creatively for several years as a “traditional”
teacher and was interested in tpping into the Suzuki Method.
a new thing in our area at that time. She came back totally in
awe of the trainer and feeling that she now had the “one true
way” of dealing with beginner students: bow tapes needed to be
placed exactly here, pre-Twinkle steps needed to be presented
in exactly this order. lefrhand thumbs must be in exactly this
position, parent education needed to be done exactly this way.
Tt was sad to realize that she was a less creative and less effective
teacher because of her training experience. Somehow she had
missed the point that her own experiences and creativity still
had value.

Perhaps one of the best contributions we old folks can
make as we share our vears of experience with young teachers
is to help them to make the transition from being successful
students in undergraduate and graduate degree programs to
being teachers who can adjust the knowledge gained from
their professors and ainers to suit the warm bodies that
confront them in their home studios. They have spent vears
honing their own skills in a way that works for them. But is that
the route that is appropriate for every student® Is it possible
to send them on their way with lots of useful information
while making sure they sdll feel confident enough to use
their judgement about the best way to use that information to
nurture each student and parent®

As experienced teachers we have many examples of
successful pedagogical ideas that we would like to share,
whether in teacher workshop courses or in informal discussions
with young teachers. But what is the best way to share these
ideas to ensure that our listeners are not simply accepting the
information passively, but are actively engaged in processing
it, acknowledging its value while assessing thoughtfully its
relevance tor the nurturing of the incredible variety of students
who will enter their own studios.

Simple phrases can create an atmosphere that values both
our experience and our listeners’ skills and knowledge:
* “This is what has worked well for me over the years. Does

it make sense to you?"

“Does this jibe with what you have learned in vour
college courses?” '
“Do you want to discu:
Heve is the re

this further>”

soning that has led me to use this idea for
some of my students. Can you think of any circumstances
where it might not work?
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Questions  that  encourage  active
involvement in the whole  decision-
making process are also useful:

* “What are some alternative
approaches you might consider
for students whose predominant
learning style is visual rather
than aural?”

* “Do you think iUs important
(o insist on aural learning in,
ar-old beginning

student  who can, apparently,

say, a nine:

learn repertoire much faster by
reading music?”

* “Can you think of some ways to
preview this technical skill by using
a well-learned review piece?”

* “Can you see where this might be
useful as students move into later,
more advanced repertoire?”

« “Do you think it is important
to focus on this point now even
though it isn’t essential at this stage,
or would it be okay to introduce it
later in the learning journey

I have even been thinking recently
that fewer detailed hand-outs from me

DOESN'T
MATTER!

With Dr. Peter Zaret's
patented new bass
bar, even the smaller
instruments have a

warm, rich, refined sound

Large inventory of instruments in all
sizes with traditional and new bass bar

Outstanding value

National Rental/Purchase program
Orders shipped promptly anywhere in US

Satisfaction guaranteed
Liberal trade-in policy

5767 Mayfield Rd. ¢ Cleveland, OH 44124
9500 Brookiree Rd. ® Wexford, PA 15090

Peter Zaret & Sons Violins
1-888-VIOLIN2 (846-5462)

www.zarelandsonsviolins.com
email: pzaret@concentric.net
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and less intense scribbling in notebooks
by workshop participants might free
everyone up to do some decper thinking
and result in more meaningful debate
about the whats, whys and hows that
confront us every day.

I hope that we, as “never-too-old-to-
Twink
development of more and more cflective

can stll conuibute to the

Suzuki teaching while we share our tried
and wue pedagogical techniques with
those who are in the carly stages ol their
teaching careers. Dr. Suzuki wrote, “How
fortunate it is that we have challenging lives
in which we are walking together holding
hands.”
to offer. T hope those of us who have been
around for many years will continue to
provide leaming situations where they
can profit from our experience, not as
passive receptacles of information, but as
active participants and creative colleagues,
enriching the Suzuki world with the
knowledge gained from their own studies,
with new ideas, with youthful energy,
and, above all, with a commitment to the
challenging task of building a better world
through music. 8

2Our newer teachers have so much

Daphne Hughes has
been teaching violin
using  the  Suzuki
method and philosophy
since co-founding _the
Suzuki String School
of Guelph in 1972
Daphne is an SAA
Teacher Trainer who
played an active role
in the Ontario Suzuki
community for many years.

In recent years she has built a new Suzuki
community in New Denver, BC, where she is
director of the Valhalla Institute. She is a former
SAA Board member and has served on numerous
SAA committees, including Lvery Child Can! and
Suzuki Principles in Action.

Notes

1. Kay Collier Slon arely Too Young—and
Newer Too Old “To Twinkle” (Lexington, KY: Life
Force Press, Tne., 1952).

2. Shinichi Suaki, Where Love Is Deepy wrans. Kyoko
Selden, ($1. Lovis: Talent Education Journal
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Suzuki and Fiddling -
a Natural Combination

By Amy Matherly

iddling is fun. You will find it hard to keep your feet from
F tapping and your mood from lifting when playing fiddle
music. T have been including fiddle tunes in my teaching for
many years and have found them to be a valuable supplement
1o the Suzuki repertoire. In addition to the energy and
enthusiasm that playing fiddle tunes will generate in your
students, they provide opportunities to reinforce technique,
build rhythmic skills, and expand knowledge of music theory.
I fell in love with Scottish music when I heard Alasdair Fraser
play. His rhythmic accompaniments, lush harmonies, and
interesting textures excited my imagination. [ started imitating
his playing. I signed up for Boston Harbor Scottish Fiddle
School and spent a week on an island playing and learning
about the Scottish and Cape Breton music from Jerry Holland,
Pete Clark, Hanneke Cassel and Laura Risk. [ have been an
enthusiastic and dedicated student ever since.

All of the students in my Suzuki program play fiddle tnes.
Every few months, [ introduce a new “All School Tune.” I
arrange it in many layers so that everyone can participate. |
post slow and up-tempo recordings on my website so students
can listen to it. We work on it in private lessons and group class.

Right now we are learning the Swallowtail Jig. This is a
popular and fairly easy jig. Early Book One students learn a

simple harmony that goes back and forth from E on the D

string 1o open D. We review the triplet Twinkle variation as a
starting point. Everyone else learns the melody, and advanced
students leamn a more challenging harmony and another
jig that goes well with Swallowtail. Our recitals begin with

one joining together to play the new tune. I begin the

recitals this way to warm up and relax the students before their
solo performances

1 teach all fiddle tunes by ear. As we Suzuki teachers know,
music learned this way is so deeply imprinted in the student's
memory and muscles that they can call it up casily, even years
later. Suzuki students who learn by ear in Book One often
lose this ability when they stact learning (rom the sheet music.
Including “by ear” liddle wmes keeps this skill alive.
I had my first real crash course in learning by ear at Boston
. This was difficult for me, a wadidonally uained

Harbor SFS
musician. 1 had learned the Suzuki literature by reading the
music and then memorizing it. At Boston Harbor SFS, we
had four hours of classes cach day where we learned solely by
imitating the instructor, without secing a single printed note.
Pushing through o the point of being comfortable learning
this way was a milestone. 1 gained insight into how 1 help my
own students with this skill.

Here is how I proceed

- Before beginning work on a new tune. I have the student
listen to the up-tempo version so they are motvated to
learn it and the melody is familiar to them.

When they are ready to learn it. [ play it for them and
we discuss it. | involve them in figuring out the form. key.
important notes, meter. etc

- I play an entire phrase several times and have them play
along in any way they can. I have found it very helpful in
my own learning to experience the big picture first.

- Then I work details. [ break it down into small sections by
playing a litde and having them imitate me.

The following three well-known fiddle tunes are good
ones to start with. When students know the “standards,”
they can get together with others and play them. You
can find them in Fairfield Fiddle Farm Volume One. by
Charles A. Hall.

“Boil Them Cabbage~ works well after the Twinkle Variations
have been learned.

- Itis an excellent first by ear” wne. I find that students
benefit from figuring out a couple of easier songs before
thev tackle Lighty Row.

- Use it 1o inwoduce Lighty Row bowing and to develop
recognition of pitch direction

As in Twinkle, there are many possible variations of this
melodsy. Tap vour students” creativity by having them make
up their own.

“0ld Joe Clark™ is a good tune to introduce before, or along

with Erude.

- 1t provides an effective and fun way to work on the low
ond finger.

- The same 0121 pattern happens three times in the first
phrase (six with the repeat).

- Expand vour students’ thythmic skills by teaching them
an of-beat accompaniment part:

[2 3 2]

Iyour Books Two and Thee students love to play everything
fast, teach them "Devil’s Dream.”

- Inaddition w giving them a reason to play at wop speed, this
wne will provide an opportunity t practice the rpid string
crossings and covered filths they will need in Book Four,

- Lpointout the relationship benveen relaxation in the bow
amand left hand and the ability w play tast.
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There is a whole world of fiddle tunes
and styles available to you. I encourage
you explore it by attending concerts,
listening o recordings, participating
in workshops or maybe even going o a
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fiddler or style, or even just some tunes
that you enjoy, share a tune and your
enthusiasm with your students. They will
love it! I've included an excerpt from
“Really Great Reels” - my collection of
fiddle tunes for teachers who would like
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N teaching students to
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1982 She  currently
S works as Suzuki Pro-
gram Coordinator and
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Pakachoag Music School
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Really Great Reels, which is a collection of
fiddle tunes for teachers who would like to add
fiddling to their programs. She is a registered
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to include fiddling in their programs o Teacher Trainer with the Suzuki Association of
the Americas and serves on the board of The

help get you started. ¢3 Suzuki Association of Massachusetts.

Intermediate

& CD Tracks 16 (Fancy) and 17 (Plain)
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About this Tune:

This tune is a great warm up for the Two Grenadiers. | learned it from Suzuki
teacher and Swedish fiddler Marllyn Butler.

Form: A A B,B

Special Features:

= Left hand pizzicato ~ pluck the open E with the 3rd finger where indicated (+)

* Zorro (Spanish for fox) s the dashing blackclad masked oullaw who defends the people of the land
against tyrannical officials and other villains. During the ‘A" phrase, imagine the cunning Zorro
sneaking into position where a wrong is being commilted. To act out the ensuing sword fight,
students can (gently) tap bows while playing the left hand plzzicato in the B phrase

+ ILis characterlsic of Swedish fiddlestyle 10 have two or three violns playing in close
harmony. In this plece | like 10 add one layer at a time-
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== = | Your solution to those
i i — impossible piano parts!
Now families and friends
can make music together.
Hagmony 2
P Check out all of our string
ot : = concerto accompaniments at
A ERR v i 5 T @ @ frustratedaccompanist.com
0 Like us on FaceBook!
[ : : | (920) 858-5766
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You, Your Child and Music

by Barbara Schneiderman

In a collection of essays that originally
appeared in the American Suzuki Journal
a pianist and nationally acclaimed author,
lecturer and beloved teacher, who brought
music into the lives of hundreds of grateful
students and their families shows how parent and child can
come together around the joys of making music. Chapters range
from ways to inspire beginning students to detailed analysis of
music theory and composition.

Now available at Amazon.com and other booksellers.
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for Transition & Movemeat

Essencials Home Set

To learn about all of the
Music Masters Curricula or to
license the Music Masters
Program, please call us at:

847-573-1901
or email
infodmusicinthebox.com

Items Awvailable at
www.MusicMattersAtHome.com
Code: MITBTEACH20
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Scheduling without Losing Your Sanity

By Suzuki Piano Friends of Ohio—Nightingale Chen, Susan Forry Locke, Merry Bing Pruitt,
Jane Kutscher Reed, Judy Mains Scurci, and Carol Thompson

h. summer! The smell of flowers, fresh vegetables, and
the water ... and then, there’s the thought of scheduling
our swdents for the new school year. Even those of us who
have been teaching for decades can sometimes use a little or
a lot of motivation to accomplish this task in a sane manner.
One inspired teacher aims to make an improvement in this

aspect every year! IU's never 100 soon 1o come up with a plan

for the next school year, and starting early will help you stay
organized. Note: for purposes of this article, the roster and schedule
are the same thing, containing student and/or parent names, lesson
times and contact information. The calendar will also be discussed at

various points in this article.

What you want from your students: By midsummer, ask your
students the following:
«  Are they continuing lessons in the fall?

Would they like the same lesson time? Families keeping
the same time appreciate knowing they have some
seniority and that you'll give them priority in scheduling.
New students are usually put into the schedule after the
old-timers are scheduled.

If they need to change times, what are the general times
they could come?

What is the best phone number and email address o
contact them? Is it ok to put these on the roster/schedule?

.

e,

Give students advance notice of the scheduling dead
but make that dline as late as possible. By mi.
let your students know when you will be putting the fall
schedule together. One teacher gives students an August
29 request deadline, then takes off from August 29 1o
approximately Labor Day to complete the fall schedule.
Changes after that—yes, some extracurricular activities
have been known to make changes as late as Labor Day—
are fitted in if possible. For this reason, many music
teachers delay the start of their studio year until after
Labor Day. If you and your students have computer access,
ask that student schedule requests be sent to your email
inbox or other network to avoid the little slips of paper that
disappear just when you need them (you can only blame
your cats so many times!). Most teachers accept schedule
requests for unclaimed time slots on a “first come, first

served” basis.
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Advance notice applies to fees, too. Give at least a month’s
notice that the tuition fees will be going up in September,
and 60-minute

and how much the new fees will be for 30-, 45
lessons, so that parents don’t have to do the math (musicians
aren't the only ones who don’c like to count past four) and they
have ample time to notify their banks if they use automatic bill
pay. The new fees can be written on a small sign with a big bold
font in the basket where your students place checks—this sure
beats having to contact parents after the day’s lessons are ove:
10 tell them they paid the wrong amount! This also prevents
wasting time answering math questions during the lesson.

Clarify your schedule. Now that you are a grown-up, you realize
that one of the best parts about being selfemployed is getting
1o set your own schedule. If you don’t want to teach on a certain
day anymore, if you don’t have enough students to warrant
teaching five or six days a week, or you need o finish up carly
on Wednesdays, set your schedule and let your students know.
This allows you 1o choose the days you work, and your hours.
For instance, one teacher who ends on Wednesday nights at
7 p.m. because of church activities states, “No lessons after 7
p-m.," so that parents won't be asking if a later time is available.
Also, if your schedule changes during the year, you might want
10 write “subject 1o change” and also “updated as of [date]” at
the top of the schedule, because then your students won't be as
surprised or annoyed if you have to request a change, and you
and your students will know at a glance which is the most up-to-
date schedule. Of course, il you have students without computer
access, you should give them a copy.

Make your schedule as readable as possible. If you have room, list
the starting time and ending time of each time slo, so i's clear
whether it is a 30+, 45-, or 60-minute slot. Some teachers lay out
the schedule on a spreadsheet or use Google Docs or Apple iCal,
giving all students access 10 your calendar to check the schedule.
Include contact information for each family (ask permission first).
For new students and others who do not wish 1o be contacted 1o
trade lesson times or observation, you can put "DNC” beside their
names, and explain somewhere on the page that these are families
100 new to be observed or who are unable 1o tade lesson times.
IMyou teach more than one instrument, it's a good idea o specify
what instrument; this Way, & prospective piano student doesn't

choose a viola student for their first observation

ble, let students work out
their scheduling solutions. If there are

Where poss

parents and swdents who can't figure
out a time they can keep due to multiple
engagements, they have the option of
contacting other families to arrange a
switch for however long they need it. This
encourages families o make tracles well in
advance, a nice touch which is otherwise
often forgotten: How many of us have
gnashed our teeth when a nice, intelligent
parent calls a teacher to say they forgot
their child's birthday falls on lesson day?
By the way, not all teachers need to create
anewschedule for second semester. These
clever teachers let their students take care
of any changes that occur after their studio
year has started in the fall.

‘What if there is no good time slot
for a student? One teacher was faced
with a student who had so many other
commitments that it was impossible
to schedule that student’s lesson. The
teacher very kindly let the student know
that she didn’t have a spot available
that year. You could refer the student to
other teachers in the area if you know of
somebody who might be a good fit for
that student.

that fit your family best For weather
cancellations, if you don't do Skype or
phone lessons, let them know if you will
contact them (phone or other method)
orif they should check with a local school.

Go over the information with the parents,
face to face, even if they have taken
lessons for a long time. Just because
parents can read doesn’t mean they
read carefully, and even if they read your
literature, they may not absorb what you
consider to be important. People skip
and skim at times, and some people learn
aurally and kinesthetically rather than
visually, One wise teacher takes a few
minutes to go over key points with each
parentat the first lesson of the studio year.
The parent and teacher. each holding
a copy or looking at a computer screen.
can go through it together. You might
also get some valuable feedback from
these mini<conferences; to quote from
The King and I, *by vour students you'll be
taught.” If you have a “no makeup” policy.
parents need to be told that the teacher
does not arrange makeup lessons; it is
their responsibility to take care of lesson
trades (or however it is handled in vour
studio). If you charge late fees, outline
that as well.

Tell them again (repetition is useful).
Every time you send out news. you
can amach the roster/schedule and
calendar. This way, fewer parents will
ask you if you are teaching the night
before Thanksgiving. when it is your
household tradition to look at the rock-
hard frozen turkey in your refrigerator
and make a note of the turkey help
hotine phone number.

Oh, should we schedule practicing and
listening time too? One teacher specifies
the amount of time she recommends for
beginners and more advanced students
when she sends out the schedule. Just
because a student or parent hasn't asked
in a while doesn’t mean they don’t need
to know.

When you've gotten your schedule
together. congratulate yourself. and for
goodness™ sake, remember 1o hit the
“save” button! &8

Suzuki Piano Friends, a group of central
Ohio Suzuki piano teachers, was founded by
Maryfrances Kirsh, Merry Bing Pruitt, and
Judy Mains Scurci.

Keep students up-to-date on op:
When there are any changes to the
schedule creating openings that you
would like to fill, send the updated
version to every student, even though
the opening (marked “TBA” or “Open”)
might be on a different day. Sometmes
students want to change days, and
sometimes they don’t have much notice.
Ifyou are sure thatan opening will oceur
on a future date, you may choose to
include that information.

Every student also receives the studio
calendar, with updates as needed.
The calendar includes more than just
the days off. 1t also includes times
itals, information

and locations of
about auditions, outside performances,
workshops, institutes, ete. 10 you weach
more than one  instrument,  specify
wuments are  involved  lov

which ir
events. Since you might have students
in dilferent schools with different dates

, winter and

for starting school, holiday
spring break, ete., just go with the dates

Suzuki
Principles

SPA

Suzuki principles such as:

Setting s

and practicing

in Action (SPA)

This course offers thoughtful exploration of topics that spring from

tandards of excellence for students at all levels
ldenifying the appropriate time to move ahead in the repertoire
Incorporating regular, productive review work in daily teaching

Incorporadng ear training and learning by ear in daily teaching

* Focusing attention on tone development

« Giving productive, balanced, frequent feedback to students
Communicating effectively and working productively with parents
Suructuring lessons to facilitate successtul progress

Contact the SAA office to sponsor a course. Course setup is to be
arranged at least 4 months prior to proposed course dates. Courses
can take place only between September 10 and April 10.

For more information go to:
www.suzukiassociation.org/ events/course,/spa/
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pam are commonh called  phrase

and i phaases, roughly analogous

w0 sentences and clauses i English

gramwman,  Sometimes  plhiases e
grouped into purods. Peviads can be
oganized into larger parts. These
P

walled. can be organized into movements

W o seions, as they are properly

“Music

I form is the wider

e of & piece of

music. It describes the layout

of @ composition as divided into
sections, akin 1o the layout of a city
divided into neighborhoods."

perspec

of longer works such as symphonies,
comcertos and sonatas, I we can get (he
child 10 vecognize the nginnings and
emds of plwases and uviods, half phrases and
even smaller units called matifs, and then
mame cach one, we are giving ourselves,
and the child. a way of communicaling.
More importantly we are gaining a 1ool
for leaming the pic
fficient manner. We are helping the
<hild realize how the piece unfolds:
thiat there is a plan that can be followed
with the ear that is more than note 10
noic sequencing, “Musical form is the
wider perspective of a piece of music. I
describes the layout of a composition as
divided into sections, akin 10 the layout
of a ciry divided into neighborhoods.™
Remember your teacher  calling
“Twinkle” a “Sandwich?” The first part
was the first “piece of bread,” the middle
was the “peanul buter” and the end
wias the last “picce of bread.” This way
a of naming the form of *“Twinkle,
I belped 10 be able 1o say 10 the child,
“Start at the peanut butter parl” If (he
child sealizes that the end phrase of
Twanbde i the same @ the beginning
phrase—vou can’t el e difference

€ in a much more

hetween the pieces of bread when plaved
outside the context of the piece—it i
an added bonus: discovery learning! A
discovery such as hat can save so much

angst and time!

To practice efficiently,
we need 1o be able 1o tepeat small bits,
3o the ability o start in places other
than the beginning is crucial, especially
when the picces start o get longer To
communicate that a different part i
wanted, you need words o differentiate

"Putting it another way, we could say
that music's eflects are peculiarly
linked 1o the play of 1epetition and
distance moved fiom a repeat (just
as repetition can be thought of as
difference squeezed to its smallest). **

the parts. Recognizing the parts as the
same or different or similar o another part
helps speed up the learning

“Putting it another way, we could say that
music’s effects are peculiardy linked 10 the
play of repetition and distance moved from
arepeat (just as repetition can be thought
of as difference squeezed (o its smallest).

.Ri(ll'dld Middleton: page 145 in
Key Terms in Popular Music and Culture
edited by Bruce Horner and Thomas
Swif;  Blackwell  Publishing  Lud.
Oxford, UK; 1999 Article: “Form™ by
Richard Middleton

The basic vocabulary for the conceplts
needed 1o delineate form in music is
“same, different, and similar (not quite
the same).” Same and different are the
first dillerentiations the children can
make, but before they can apply those
qualities, they have 10 be able to tell
what they are considering: they need to
be able (0 tell where one part ends and
another begins. Identifying beginnings
and endings helps 10 break music into
Pars. In tonal Western music endings

are marked by cadences, which are
harmonic indicatory of a resting spot.
In tonal music we expect to hear certain
harmonic progressions as we come close
to the end. However, in some music

there is only one chord, so the indicators
of endings are melodic or rhythmic.,

Dr. Suzuki, in some of his writings
about theory of music, spoke of three
Kinds of phrases: 1. “motif,"* or a musical
idea about two measures long, 2. “short
phrase” like a “clause” in language (four
measures long), and 3. “long phrase”
like a full sentence in language. Instead
of looking for cadences, Suzuki looked
for the musical idea as embodied in the
phrase. At the Talent Education Centre
in Matsumoto in 1991, Mr. Toshio
Takahashi, the founder of the Suzuki
Flute School, gave a course based on
these writings® of Suzuki called “Theory
of Performance.” | came to the course
ed in the Western  European
standared theory of music and thought
nie terms of organization:
1zuki's

G

stee

only in harr

tonic to dominant o toni
words and approach were different.
Suzuki had approached music theory
Trom an expressive r than a strictly
harmonic structural point of view and
explained Western music in terms of
sall and large phrases: a melodic
explanation of music. This is a very
interesting point of view, because it gives
expression the main focus, and I think
this is what interests the children the
most. It also shows that there are many
ways of organizing in our minds what we
hear in music. Eventually, our children
will need to know the standard ways of
delineating and naming parts as they
speak to other musicians, but organ
music we hear can be done many ways
when the goal is to make sense of it
and know it better. There is more than
one way that any piece of music can be
broken into parts.

Naming parts is an auditory (o
language association. Naming can only
be done after listening to the piece
enough times to be able to sing it like
the recording, but that might not be
enough. A child might even be able to
play the notes of a piece in order, but
still not be able to break it up, and name
the parts. They have good auditory skills
but still can’t speak about what they have
done, or define it o help remember
more in the long-term orapply it to other
new pieces. We can help them deselop
a 1ol for efficient practice by helping
them to delineate and name parts. Most

ol this can be done before they actually
play a plece, but can also be done after
they know i piece, Allowing the child
to experience both ways helps him to
recognize parts in newly encountered
songs and speeds up  his ability o
assimilate new music, both from ear and
from reading music later on,

Steps to delineating the Form:

1. Recognizing the beginning and end
of phrases. Hall® phrases can be
confusing here, F instance, the
middle section of Twinkle could be
two hall phrases (called bb) or one
section (called B). The explanation
could be two “picces of baloney" that
make up the “filling",

2. Recognizing phrases that are the
sameor different. For instance, the first
phrase of Twinkle is identical to the
last phrase of “Twinkle.

3. Recognizing phrases or half phrases
thatstart the same but end differently
or start differently but end the same:

izing similar ph

Identifying the note in the phrase

where a difference begins or ends. 1

MU'S €. and)

A ssan

Supplies;

Since 1084

sametmes call thiy the *Pivor Note®
where you cin e 1o go oneswiy or
the other,

Alterdelineating the phrases, naming
them helpy identify ench phrise as same,
different ov similar. Names are tooly lor
casy communication xo (hat you cin
csily communicate the spot to start or
finish. How parts are named depends
on tradition and/or what ix uselul (o
the musi

Nauning phrases and periods can be
done in different ways for the child, A
stancard way is (o give each section
proper noun e that is a letter nime
such as “A" or “B" but alo formal
that describe the function of
the period such as “exposition” and
“development.” Names, however, can be
made more meaningful 1 the child when
they work as an analogy, like a sandwich
works for “Iwinkle"s bread, peanut
butter and bread. Other analogies could
be to flavors: vanilla, chile pepper, and
dark chocolate, Mood words such as

name

800.826.8648

P.0. Box 2407 - Keller, TX 76244
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especially if they come up with the name themselves! Names
of parts can also be descriptions of elements: “scale section”
or “staccato section.” Some sections might need two names, i
they have the same notes and rhythms but different dyvnamics,
For instance in Humoresque cach section repeats, but has a
different “humor™ or “mood” (o it, s0 it might be B strong”
and “B sleepy.”

Ways to Name Parts:
1. Name a section by deciding how to describe it, for

instance, “smooth,” *bouncy,” *flowing.” etc

2. Recognize some standard patterns of notes within phrases
such as scale, arpeggio. turnwound, and sequence, and
name the section after that pattern.

3. Name each part after a family member or friend, or a
comic book character: *Archie: Veronica,”

4. Naming the patern such as “scale.” “arpeggio.” “turn-

around” or “sequence.
Name similar parts with similar names: e.g. *Happy Farmer
BAG,” and “Happy Farmer DBC.”

o

for the

The common way to name sections is with ABCx:
first phrase that appears and B for the second, etc. We can
help this process by giving the child the discrimination and
vocabulary to make connections easily and more quickly.

In Volume I, Suzuki provides a set of templates tor the
larger forms most commonly found in Classical and Romantic
music, The Suzuki takes forms of the songs in Volume One
and gradually increases the complexity of the forms over
the ten volumes, aiding the child’s auditory development.
Beginning with the simple form of Twinkle, he follows with

(WHO'S THERE?)

rel Singing, dur;clng, playing, ond making a di
Idren's lives—and in your own, Teach our mu
rch-bosed family and preschool programs, and er

(800) F28-20172 THER-cOom
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forms that Ted historically 1o the deselapment of the Sonus

Allegro form, Fugue form,

comples works
As the music becomes more comples with s phirises

Is nre neederd

il the Ritarnello farm of mere

ki up o single section, more skl j
Recognition ind mming “question” and “nnewer” phrases

é Recognition and naning larger forms such as Birry
Dance Form, Sonat-Allegro Form, Rondo Form, Thesme
and Variations Form, Fugue

3. Recognition of motifs

4. Recognition of the same musical idea, such as a

motil or theme or subject in different kevs and
wanstormations such as augmentation (increasing the
length of the notes) or diminution (decreasing the
length of the notes)

Use of standard names for parts of standard forms

“subject,”

such s exposition,”  “development.”

Srecapitulation,” “theme.”

Involving the child in discovering the form allows the form
(o become a meaningful ol for them 1o use for themselves
This requires listening for particular things. We can help
five listening games. These games

them by setting up inters
should be aimed at the level of the child’s undentanding
and vocabulary, and always involve starting from the auditory

experience of the picce

Some Games for Delineating Parts of Short Forms (Volume 1)
Stand up when you hear an ending, and sit down when

you hear the next ending,
Child plays the missing note: play up 1o the last note
of a phrase and let the child find the last note on the
instrument. Children start 1o see a pattern, and st o
anticipate the ending notes,

Count how many phrases in a piece while singing by
tapping hand and drawing arch in the air with one finger
unl the next phrase starts, At the start of the socond
phrase @p o fingers and draw an arch, ete. Have
children sing and imitate you.

Play or sing a phrase, then ask the child 10 play or sing
the next sk the child 1o decide when the plaving
orsinging should be passed back ta the adult (or another
student) 1o play the next part.

State: Dance until there is a phrase ending, and then
freeze in the position you are in, You have 1o stay in one
position perfectly still until there is another phirase ending.
Sitin a circle and have a hacky sack (aka. “loathag”)
ar a ball. Sing the first phrase and then pass the ball 0
another person who has 10 sing the next phrase. This can
be ]‘)luyul during group lessans. The child who sgs can
decide who gets the ball next.

L

»

=

o

)

Some Games for Naming Pats:
1. Draw a pictre of each pliase: if the pliase tepeats, the
picture should be the same. (Teos: lipneh, wipneh, and
1) Develop names fram the pictes they draw
part, house part.) i
Chaose i place i the raom for the Gt pluase and et
the childven chinge places for every ne phuase, bt well
them they have 1o 80 bk 10 the same spat il the heav the
sume phrase again, Play the Biece for thew, bt change
arder af the phrases o Tepeal plases in a randowm way:

1<

Adher senne B ask e e sho o

o i veally goes e dion e

m st ke e phcises ey

Do o v oanine some sl

Ihen sl

shises il plaves
Where s Archies" Parent or weacher
el el dhat 3 partivubar pare of the
g s called Archie " and sings i

slns it for the chilid. While listening
thee s or plaving the wing, Clild

< up when A hie” comes

Seume Games for Reinforcing Form:
Plav “Fish™ with cards that ilustrate
the wing parts (e “Slice of Brewl

cards, “Peanut butter and Jam” cards

For “Twinkle

Awavs v

Twinkle Little Star ™)

e the prtre with (he

o by having the Gkl sng e part

asociated with the cael they pull. and

0 ey get all e

cardds "

parts
2 Take o new wa
wmovamlla, chocolate, and sawbeny

ol naming paits such

tavors and apply it 1o all the review

win

wngs. SV mames sometin
the day and make this fun. ABA
("lwinkle®)  becomes " Ahlickloo
Busloomiebal, \chlikloo,

5. Lake o review wong and change the
order of the parts (child's choe) and
see what it would sound like. Insiead
of ABCB, Lightly Row could become
BBCA, or CBAB. The child discovers
the muure of endings ol phiases—
some are more fnal than othere—as
well as kiomwing the picce betier,

+ Name 4 toom such as ABCH and sk
the child w find all the pieces in
Nobume 1 that i i

I am olen reminded about my ume
swudving i Masumow as | have new
revelanons  about  eaching  music
Thinking shout helping children leam
w delineste oo, reaunded me ot the
course with Mr. Takahashi. Mr. Tabahasiu
said, “Investigate music trom large paits
w snall pars, and then am cach aue
w Luge pars” This approach leads w a

st Mame Nustail

I
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Convention

in Matsumoto

greaer undenstanding aid <oy tat
the great music ol the classical masters
tor both liscming and plapng. 1t s dus
approdch that we can help aur childien
bave by belping them name pares and
dehneate sume, ditferent and sinnlar, o8
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Teaching Suzuki Students with
Autism: Strategies That Work

By Lindsay Riese Erickson

!

out Suzuki wachens, Most of the Gme parents tell me it s

Then considering music lesons for their children
parents of Kids on the autism spectum often seek

Dot of the Suzuki reputation of using a positive teaching
ool providing @ step-byatep learning process, believing in
cach childs unique abilities, and fostering a stuctured and
AUpportye cnvitonment

Because autism falls ona spectrum, not all of the ideas
Below will be applicable w every student. My hope s that
the tollowing ups will set you on - path: a journey that will
undoubtedhy change you, improve your teaching style, and
Iielp sou welcome students with autism into your studio.

Be Your Best

Di Suzuki pointed outin Ability Development from Age Zevo that
e are o tind the “noble spiri
teachiens w help students develop character. For students on
the autism specuum, developing positive relationships with a
trusted adultis very beneficial. Thatadult can then work in the
Child's life w help the child become a critical thinker, foster
positive seltesteem. and play an active role in their leaming by
10w o reach and teach them. In return, the student
can practice music in a caring environment knowing they
cepted and supported. We can help develop character
hing and modeling responsibility, respect, and a kind

of each child. He encouraged

We also need to keep things in perspective. For example,
<tudent walks in the door, remember that they likely
lizd a full day at school with many ups and dowr

Praise

esents many challenges in a typical school d
their efforts with you, for their hard work and focus,
Lnow vou appreciate them every week.

Ease the Transitions

can be very difficult for 2
10 lessons can often be challenging. Transitions
1 2 new location, orienting (o a new adult,
tudents, and seuing up the instrument—all
<on even begins. If your student finds transitions
Gide clear structure. Make sure he knows where
w put his coat shoes. where 1o unpack his casc, and where
f he is eariv. This is actally a complex routine, and
these “unwritien rules” are not obvious to students with autism
ught. Finallv. welcome your student with a
ile. offer 2 bit of space. and give your student a litde time
djuzst 10 the new environment. Try o read him and know
if he is reads 10 go or if he needs a couple of minutes 1o calm
before diving in. By assisting your students” transition, you are

tistic students,

znd necd W be

w
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enabling them to relax their bodies and focus their minds so

they can fecl ready to play.

Foreshadow

Anticipating can save the day in the studio. Foreshadowing
important changes or events can be absolutely key in
preventing problems. One tool that comes in handy is the
ocial Stories are short stories designed to be read
10 a child for a specific purpose. For violin, these topics could
De addressing nervousness before a recital, what to expectata
group class, how to be gente with your new violin, or keeping
hands to self. Carol Gray is the original creator of these storics.
See wwwthegraycenterorg for detailed information about how
10 write one and (o read many examples. Having something
new or unexpected thrown at kids on the spectrum can cause
high anxicty or melidowns. These short, simple stories do a
great job at foreshadowing.

Use a Visual Schedule

Children with autism typically are visual learners and find
much greater success when visual props are used throughout
the lesson. For many of my students, I create basic visual
schedules to organize the lesson structure. It can be as simple
as writing on index cards and laying them out on the floor or
using Velero strips to make a more sophisticated list on the
wall. It can e made from words or pictures (pictures especially
if child is young.) List the order of events for that day’s lessons
task by task. This visual makes it clear when the beginning and
end of lessons will be and thus keeps surprises at bay. One
example of a visual schedule may look like this: )

-Tune ’

- Review PicceYour Choice

-Show me your best bow hold

- Challenge of the Day

- Theory Time

- Take a bow

Ifa student has a visual schedule at school, find out what

layout is used (horizontal or vertical), if it uses words or
pictres, and how detailed it
similar.

N « s. Your schedule should be
il }‘Pv"d")g on the student’s sensitivity to change, it
) best m_ switch out only one activity each week, leaving
the u.l.hrr activities the same as the previous week. Some weeks,
\U“,Agl‘\"_"g‘d}nicrs Within the schedule as shown above with
e, oy rece. Creating a isual shedule imvolves planning
e makes teaching casier during the lesson, and you
may sce the schedule become an invaluable teaching 100l

Be clear with instructions.
Say less and be succinct
when giving directions.
Pause and give your student
time to process; then only
repeat if necessary.

Say Less
For kids on the spectrum, the use
ol too many words is ove

erwhelming.
Because students are often so visual, this
bombardment of words can be confusing
and stressful. It can be a very difficult
situation for the student, especially when
someone s giving them directions. They
may block out or have to think of other
things to protect themselves from the
array of words they are hearing. Here is
an example of what not to do:

“Okay, Sammy, bring that violin up,
nice and tall, yes, right about there...
Now let’s see if we can get that bow
straight today, oh almost, well, bend that
thumb. That will help. Alright, now keep
that up, and what shall we play today?
Oh, well last week we heard Minuet I,
let’s hear Etude today for your review
piece. Remember, keep that violin
up and tall, nose pointing down the
instrument. And don'’t forget about the
right hand thumb. And we worked last
week on clear tone. So I will be listening
for that today. Okay. Ready to go? I am
all cars.”

By this time, any student would
be thinking, “What in the world am
I supposed to do?” Be clear with
instructions. Say less and be succinct
when giving directions. Pause and give
your student time (o process; then only
repeatil necessary. Often he is processing
and he did truly hear you, even if he did
not look at you. Try teaching like thi

“Sammy, first on our schedule is
Etude. [Pause.] Can you play with a tone
that fills up the room?”

There are other tools you can use
ral of my students on the

as well. Se
spectrum love the camcorder. Record
them playing, play back and let them
see and listen. Also have a [ull length
mirror in the studio. They can watch
themselves and correct things on their
own. Nonverbal communication  has
proven o be extremely important in
showing respect (o kids on the spectrum,
and undoubtedly a good technique for
me 1o consider with all of my students.

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 your students sound their best.

6/3
g 2AL)
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2 Swce 1996 7"
301.652.7070 / 1.800.317.9452
www.pottersviolins.com
mailus@pottersviolins.com / Bethesda, Maryland
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For autistic children, the order is
reversed. First, they need the proper
environment to feel comfortable, then
a strong form of motivation, next a
curriculum, and last, control.

Tune In to Sensory Issues

Kids on the spectrum are allected greaty by
sensory issues. They may experience discomfort and
not be able to let you know. They may seem unable
to focus because their energy level is oo high or
low. The et on the floor may feel itchy, candles
ay be overwhelming, and sounds
can be distracting. Examine your studio and keep
it visually simple. Use lamps or soft lighting instead
of bright overhead lights. Have a space in the room
dedicated for the student to make his “space.” It
could be a carpet or a specilic area of the room. Ask
permission before you touch a student as contact
may be frightening or even painful. At times you
may help him selfregulate. If a child has lots of
energy. perhaps a parent can give a big bear hug,
or you can offer time for a few push-ups against
the wall. Sometimes a stress ball to squeeze can be
beneficial. If he is looking tired, offer a glass of cold
water to drink, a break for stretching, or perhaps
let him sit down for lessons. (There is a greal book
called Walk Awhile in my Autism by Negri/McGinnity
that gives examples of what sensory issues feel like.)
Mitzi Waltz notes that in terms of general teaching,
main priorities usually fall in this order: 1. control,
2. curriculum, 3. motivation, 4. environment. For
autistic children, however, the order is reversed.
First. they need the proper environment to feel
comfortable, then a strong form of motivation, next
a curriculum, and last, control (Aufistic Spectrum
Disonders, 266.) Helping to regulate a child's sensory
system requires thoughtfulness on the teacher's
part and teamwork, but will greatly be worth it to
everyone during lessons.

Nothing happily surprises a child
more than when his teacher is
speaking his “language.”

Utilize Passions

Nothing happily surprises a child more than when
his teacher is speaking his “language.” Whether it is
referring to the latest iPhone game (Angry Birds
anyone?) or the characters in the new animated movie,
you're sure to get auention. Focusing for long periods
of time can be a challenge (for 2ll kids) and can be an
issue during lessons. Find out what your student with
autism loves to do. Any activity works: sports, video
games, outside play. Then, find out about their favorite
characters in movies, foods, animals, or books. Refer to
your students’ “favorites™ during lessons. Say, “Can you
play a dinosaur sized forte?” or, “Let’s pretend your
bow is a train on a track, nice and straight” This is
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sure 1o get your students’ attention, and they may_be shocked that you
care abuulldinvsuurs and trains, too. Students, like adul|:s, will more
often remain on task if you relate to something about which they feel
passionately. Creative collaboration is vital in making music come to
life for students.

Give options whenever you can. [t may

seem small, but the student feels like he has
some control this way, which decreases anxiety
and increases positive feelings towards his
instrument and lessons.

Give Choices

One of the best tricks of the trade is simply providing ample choices
for your student. Have him take some ownership of the lesson. Rather
than simply state what you'd like for him to do, have him choose from
your list of finite options. For example, ask him if he would like to
stand here or over there. Have him choose an activity for his schedule
or decide if the scale should be first or last. Some weeks he could
choose for you to play along with him. For recitals, you could ask which
piece he would want to play or where he would like to be placed in the
program. Give options whenever you can. It may seem small, but the
student feels like he has some control this way, which decreases anxiety:
and increases positive feelings towards his instrument and lessons.

Being flexible is key, and even on the hardest of
days there is always opportunity to have some joy
in the room—even if it is purely to welcome your
student into the space with you.

Be Flexible and Positive

There will be smooth days and hard days. No matter what, stay
adaptable, engaged, and positive. There are always options for lessons
even without his instrument in hand: playing music for the child on
your instrument, listening to a CD, singing together, or working on
theory. Find a way to meaningfully interact with your student, and
remember to be creative. When a student comes in and doesn’t want
to openllus case, sometimes I will open it for him and get him talking
about his day. He will likely be ready to play after a few minutes.

Last fall, lesson day fell on the very first day of school for one of:
my students w:gh autism. He opened his instrument, played a note or
two, and |.I|en.Jusl shut down. He appeared overwhelmed by his day
:;nd';eemcd like he needed some support rather than instruction. I
O:c:h:d to ]‘a}c him not play that day. Instead, I asked him to join me
& moﬁrﬁ;lh or some theory work. By the next week he charged inl‘0
P OE“L;!O-I ready 1o play his violin for me. Being flexible is
some joyin the roo;md,e“.o {days there is always opportunity to have
s e T Sh—e‘lc}:w ifitis purely to welcome your student into

i poe u); - >20W them you are excited to see them and youare
8 ey are there. After all, there il always be next week.

Incorporate Movement

S
ome of the greatest teachers | haye worked with in classrooms and

;‘:;;:’sﬁi:’f:;::"i‘;d)'mouon into students’ curriculum on a frequent
lfe, and. the autisic chid offe g "4 Part of your students
physical activity. Often, ;msr ten fecls better regulated after or during
i T m . ing still while Playing the violin could prové

%, and one that is not needed, The typical 900

R

charts that demonstrate playing and rest
positions may be shown to a student,
but I do not recommend having them
stand on them. Instead, incorporate
frequent movement into lessons, and be
creative with how you integrate music
and movement. (Think Suzuki group
class!) Create activities for dynamics or
following the pitch of a song. Students
may stand on their tp toes or crouch
down while playing. They can walk back
and forth. If moving while playing is
hard to coordinate for the student, then
build a break or two into the lesson to
give opportunities for movement. Doing
a couple of push-ups or lunges across the
room takes only a minute or two, yet this
intentional break can significantly help
the student be able to focus once again.

Conclusion

The rewards are great for using
strategies that are very much within
reach oftheSuzukiteacher. Yourstudent
feels more at ease and appreciated
when you have a clear understanding
of challenges that might arise as well
as tools that may make learning easier.
Background knowledge about autism
as well as about your student’s prior
learning experiences in school and
in other environments will prove to
make lessons smoother as well. I know
without a doubt that teaching students
with autism has made me a better
teacher—more creative, sensitive, and
inspired to improve as an educator.
I appreciate my students’ patience
with me as I learn how best to teach
them, and I am so grateful for the
lessons they teach me each week in
return. My learning is never done,
but using tools and strategies like the
ones above, I believe I can make a
positive influence on the lives of these
remarkable children. The task is one I
am absolutely privileged to have. ¢8

Lindsay Erickson has
taught Suzuki violin for 12
years. She specializes in
teaching children  with
special  needs an
specifically has worked
with children on the
autism_spectrum_for 10
years in many teaching
Settings. Her thesis was
also dedicated to the topic
of teaching strings to
children with autism.
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Music: A Window into the
of Autism

World

By Lynn S. Arezzini

hat do parents do when their two-year-old

child is quiet, does not point to things and

says, “look” and sits like a stone in his
seat? When two musician parents are faced with this
situation, music becomes the natural path to help
their child. Karl is my son who happens to be musically
gifted and has autism. He was that silent two year old
until music became “his window to the world” and the
“world’s window to him.”

Although Karl didn’t speak to us, music “spoke” to
him. He played music tapes and videos endlessly and
at only two years old he could remember and perform
hundreds of songs. My husband and I desperately
wanted to reach Karl so we sang, played and read to
him and Karl responded emotionally to our music.
Karl's first real breakthrough with using music for
communication occurred on a trip to the Bronx Zoo
with his preschool. Karl loved the small animals in
the children’s zoo. He stood in front of a cage of mice
and began (o sing loudly “Three Blind Mice.” Then
he moved (o a cage full of chickens and he sang “The
Old Hen She Cackled.” He couldn’t say, “Look at the
mice and chickens,” Instead, he showed his excitement
and knowledge of the creatures by singing their theme
songs, a la “Peter and the Wolf.”

Another early childhood example of Karl's
connecting to the outside world through music
I d dy took care of him

ar

Pr when his gr
for two weeks while my hushand Dave and I were away.
My father (known as Pop Pop) could not convince his
four-year-old grandson to get on the school bus one
morning. He knew that Karl was mesmerized by Pop
Pop's accordion, so he got it out and began playing as
he walked out the door toward the bus. Karl followed
Pop Pop down the sidewalk like the village children
followed the pied piper in the classic fairytale. He
glecfully got on the bus and waved to his Pop Pop, who
played until the bus went down the street,

I believe that Karl learned to connect 1o his family
ns, Even though Karl conld

because we are all musici
barely speak, he was comfortable living in our “music
house.” Our house spoke the language of music and
Karl became fluent in that language.
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Karl and Lynn playing the Alle;

ro mov.
concerto, Suzuki Volume 4 'gro movement from Marcello’s cello

Along with seeing the Power of music transform my
its healing effect on my music students d
aften cry and scream due 10 oyer
T'have seen student's screams be
calmed or delighted them, Musi
positive moti

on | have seen
as well. Children with autism
imulation, anxiety and frustration.
turned off like a switch because music
C can become a way Lo calm anxiety,
tion toal, and a way (o communicate for children wi
autism. Music therapy offers Yetanother avenue 1o help a child with
‘n‘msm .hnd their way in the wor Id. Ay age five Karl ln-‘lu\(hhjuuuw
with Clive Robbins at (e Nordofl' Robbins Musi 'l'lnixp\' Center in

New York City, whieh opened the window

to the world even wider for him

Music Therapy as A Path to

Self Realization

In Clive Robbins’ book A fuurmey inti
ve Musie Therapy, he tells about a

fivevear-old named Paul. who had autism
and screamed most of the time. Robbins
incorporated  Paul's  high-pitched
screams into the music. Paul’s ritualistie
movements were canght by a drum and
turned into beating. Robbins matched
his music to what children like Paul and
Karl brought to each therapy session. Bill
Sears, a professor from the University
of Kansas, was impressed with music
therapy's effect on autistic children.
Sears says, “In our work, we would take
such a behavior (Paul’s screaming and
ritualistic movements) and  eliminate
it. but you peaple, you take what the
child has and somehow bend i, and |
think that's better!” Clive Robbins says,
ms to be inherently invested

“Music se
with the possibilities of communication
between the child and the world, as it
nes

simultaneously promotes the aw
of selthood as a separate but connected
individual.” I couldn't agree more, and
NYU's Nordofl-Robbins Music Therapy
program not only nurtured my son's
ability to sing and ply music, but
also gave him a way o communicate
with people, fostered initiative and
independence, and most of all, gave him
a sense of self.

I believe that immensing autistic
children with listening to music and
participating in music therapy can help
break the isolation of autism. Another
way to reach these complex children is
the study of a musical instrument. The
method of study we choose for Karl was
the Suzuki method.

The Impact of Suzuki Cello
Training on Karl’s Personal
and Musical Development
Karl began his musical uaining in my
womb since I sang and played piano
daily while 1 was pregnant. He began
playing cello at five years old under the
guidance of my colleague and fricnd,
De: Connie Barrett, so he had the carly
uaining that Suzuki advocates. Kul's
wmd 1

progress was slow, but Connie

contunued 0 encourage him. Karl's
autism changes the pace of lus learning,

Instead of 5000 repetinons, Karl o

need 10,000 tepetitions. He may also
need “germination” me hefore he can
elfect. | heliese

produce the desire
that Karl takes in the music and the
instruction and  knowledyge incubates

inside of him for a long nme. Often b

doesn’t seem 1o understand a con

unnl one day when he shocks evervone

ould not do lor

and just plays what |

vears, The first nme Karl demonstrated

this kind of “delayed learning” was
when he was eight vears old. Comnme

was teaching Karl a new piece called

“Song of the Wind.”™ which he had
been listening to on a CD for the last
thiee years. As Conmie demonstrated

the song, Karl immediately
Song of the Wind® perfecty. Then
he proceeded to play the rest of Book
One, song after song. Conme and 1
were stunned and looked at each other

with tears running down our cheeks.

Karl had been leaming these songs

internally for three vears unul one das

he suddenly catapulted this stored up
knowledge out into the world, We had
witnessed a miracle. But that dav Karl
had vet another miracle i store tor
us. He came home after his increchble
lesson and sat down at our pano. He
had never plaved the piano betore. Karl
proceeded to transpose the entire book
of songs 1o the key of C Major (all white
keys for ease of plaving) and pertormed
them on the piano!

Suzuki dexcribes Karl's kind of musical
learning when he saw ity like "a seed
planted in the earth. We don't see when
germination begins .. We have o wait
patiently Once the “seed’ abiiry
is planted it has W be cwetuly and
patiently tended. .. It can be a wreasure
when a penson cn accomplish and cam
tirough his work w the very last.”

With Karl, as well as many athers with
autisi, the hard thungs are easy and the
casy things are hard. Memorizing music
and playing in wne can be difficult
for young cellists, but nat for Karl,
However, opening his cello cise and
putting tosin an the bow were huge
challenges tor him.

Bl was eight vears old when he
played his first cello recital at the Hudson

Brobst

Violin Shop

Fine Instruments & Bows
1966 Our 46th Yeur 2012

See Spectacular photos of
our collection at.
18 (eatagmel. Wilae ¢ 1733 @
Lavemzy Nerwm, (remona ¢ |75
@ laceb Sisiner. Absam ¢ 1650

Te fagw 7% @ loges
Goguay. Paris 1715 @ igaibale

122 @ Guege G, Twin 1529
® Guge Gum Twm, 124 @
350

H24e (G Secher, icagn
e CastBecher, Chicage 196

WE HB & Seas, Londen IS5 @
Flewo Nessani, Madem 1505 @
Masnce Mermillal, Pars 1857 @

S

:
Q
»
,.S
-~
S
y
u.wwha
)
7))
i
=
=

= 2

Cavant Modena 1940 and mare.

VISIT £S5 GV FACERO0K

34 General Washington Dr.
Alexandria, Virginia 22312
Phone (703) 256-0566
Toll-Free (800) 886-353
E-mail: inquire@brobstviolins,com




River Suzuki School. Connie Barrett
and my family were thrilled to hear how
beautifully he played the song “Lightly
Row.” We were even more thrilled at
Karl’s reaction to the audience. Before
this concert Karl did not look people
in the eye and appeared aloof to
anyone other than family members. We
weren’t sure if he would even notice the
audience. We were flabbergasted when
Karl bowed and bowed and looked
at the audience with a big smile. The
audience was visibly moved. I will never
forget the feeling I had when I saw that
Karl realized that people liked what he
did. It was also the beginning of Karl
teaching the world that one should not
“judgea book by its cover.” The audience
saw Karl transform from a child *lost in a
world of autism” to a young cellist proud
of himself and taking in the accolades
bestowed upon him.

In 2010, wwelve years after that first
concert, Karl led a song in a Suzuki
concert. For Karl to mainwin eye
contact with another person, let alone
a group of cellists, was an incredible
accomplishment for him. Eye contact
is very difficult for many people with
autism since autism is primarily a social
disorder. This year I have been coaching
Karl and a young woman with autism
in cello and piano duets. These young
people are playing beautifully, but just as
notable as their playing is the fact that

they look at each other and start their

piccesin s

rc with each other, These two

isolated souls

an commune together
hrough music.
Karl's autism took

king
voice but music gave it back to him. Now
he is fulfilled as a musician and he can

his sp

teach the world that speaking voice is
not the only voic
Suzuki sums up the transforming

A PETSON CAN POSSESS.

power of the language of music in
the following quote from his book
Nurtured by Love:

When the hur

culture of speech and writing, it

also produced the sublime culture
anguage that
goes beyond speech and letters—a
living art that is almost mysti

ated the

N race cr

called music. It is a

life has been filled with
performances at  churches, autism
benefits and on TV and radio. He made
his singing debut at Carnegie Hall as
a member of the National Children's
Choir in 2000. He the only special
needs child in a chorus of 400 children
from North and South Ame
made an appearance for the film “Lost
and Found Childhood” by the Oscar-
nominated director Nathaniel Kahn, He
sang “Amazing Grace” in the film, which
was feawured at the spring 2007 Tribeca
Film Fe
Karl performed for thousands of peaple

Karl

val in New York. For five years
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at the Autism Speaks walks, In 2008 he
performed in Sharon Alberson’s musical
“The Peace Table," which was written
about him. In 2009 he performed with
Elisabeth Von Trapp (from the family
of “Sound of Music" fame). Karl has
performed at Lincoln  Genter  and
at Virginia Beach festivals with  the
Greenwich High School Chorale and
Orchestra. These groups won first prize
in being the only special
needs child in the group.

Along with many public performances

with Karl aj

has also had extensive media
coverage. His story was the subject of a
1999 Suzuki conference workshop. His
video case study has been presented at
NYU Nordofl-Robbiny  Music therapy
conferences in Japan, Europe and the
US. Karl has been featured in Thrivent
magazine and in many Connecticut and
New York newspapers, In 2002 he was
the feature of a three-page story in the
Greenwich Time,

There can be no doubt that Kaul's
window to the world is wideopen
thanks 10 the healing power of music.

1" encourage all parents with autistic

children 1o use musi

\healing force
for their children and fling open those
windows to the world! e

Lynn Arndt Arezzini is an elementary music
teacher in Greenwich, CT. She has degrees
in piano and organ from The University
af Connecticut, The International Music
Academy of Mallorea, Spain, Westminster
Choir College and Calumbia Teachers Callege.
She recently completed a masters degree i
hulistic thinking from The Graduate Institute.
Lynn resides in Cos Cob. CT, with her jazz
musician/teacher husband David, Suzubi
violinist daughter Rose, and of course Karl.
Rarl has been accepted at The Berkshire Hills
Music Academy in Massachusetts tor the 2012
fall semester. Karl and Lynn are available to
BIve performance lectures on the autism musis
conneetion and can be reached at selectjazze
verizonnet.

Notes

1 Link 10 the Nathaniel Kaa wovie Lost and
Fonnd Ghildlood that feaned Rl singig
Along Wit an - interview with - husband
anl el This shont Gl won @ piiee 8t
the 2003 Tuibeea Hil festival, hugp: wawwe
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Can Everyone Be a Winner?

By Marilyn Kesler

estivals, competitions, auditions, and wests are all . part of
4 beinga musician. \sa “dved i the wool™ Suzuki escher,

[ feel it is often just oo criel and connterprodice

to have winners and losers. Yet in many ciroumstances, we all
know that heing judged or judging is mevitable I my state
of Michigan, our Band and Oreh

e \sso, ik the

appointed judge an adjndicator. There

by one winner in

our festivals, as the hands and orches

Judged on et

criteria,

allowing for many finst division satings. Even o, witing

CONSETUCHVE CRNCIsmS

el gvingg lower rtings is dillicult. 1 have
been a public school orchesta teacher directon for many vears
and also tound ehar tests 1o be pamtul lor all but the st <

winner. After several vears munning chair tesis and challenges. |

gave them up and tound other means 1o seat the orchestia that

made all involved happier, and the orchesiras performances

i notsutler trom the loss of these chan challenges. | was even

more ¢

nced when a teacher wld me about a founth grade
teacher who arranged her clssroom seating hased on math tese
results, This seemed so cruel, as Limagined how the “lase chas
students must have felt.

But betore | expound any tuither, let me digies by aking o
you have ever seen the cartoon ol the verv cute little bov who is
holding his trumpet in his hand with pespiranion falling trom his
face and & look of expectation as he wails 1o hear words of wisdom
from the judge who has just head his perfarmance. While the
littde bow looks o, the judge’s head has fallen on his dexk, and he
s dving laughing at the performance he has just heard. | oten
wouder which person must people identity with—the little boy or
the judge

1 am not propusing that we avoid all judgmental sinutions.
1 wn abso Program Dircewr of the Blue Like Suzuki Funily
Camp, and beture cach sesivn, 1 ask our Suzuki eahen w
choose vie ot taw studeriis who exemplity 4 fine level ot plaving
no matter their stage ol advancement. These students e then
asked if they would like w play on an evening Sudent Revital
The swdents wre aware that they have been given 4 specal
honoi. The Suzuki wacher alsa realizes that he o she has had
w ke Uns selecuon rom stuidens within e casses. Ths o
ditheudt, bue 1 have telt thar the chiosen students should not
only teel proud by being chosen, but also tealize they luve 4
responsibility W demonstaie then highot level at muwswal
pertormance. I this way, ather stidents and parenis mught
raise Uheir o expectations.

Severa) tmes, D Suzuki selecued Japanese students with
remakable perionmance sNlls w come w the Cited e
and demonstyate tat all children can schieve much mave than
was vt dreamed posible. These uaeling yaung musicians
weie & part o what were called Talent Educauon Tous, ad

My heart alwiays goes out w the linde bov.

thex pertonmed i marry ctes wrom the Umted States, These
prertormances apeed e eves and hears ol w many people
Matry whes stivswloch e oA thoe 1n perfommances were w
irsgareed st ey bee s ek teachers,

Vo s 1ea hees, we

wt irake juddigments that are not
cawy, S desmaons okl e wtwther 3 andent s ready for
the (omcerto A 1ot Gespeestely wants 10 plav. whether a

suident w ready 10 pley om e st tedtal, o whetber of not
10 speak 10 3 rarent abeaut 8 redmeon i the Cinkd's leson, Al
Oh s we comstanth Geantng with wigiment Calls that sifect our
relavomings with o weodents wwd et pasents, who dont
dwaavs et ot ded s mith Wt scerprance. I we have the
st istentson usd Casciuih Conatien our shice (which commes
I expeicice usd G we cam iy Dope that we ue
s helptis 6o the Tt <o mat sbmasty

Ihe SAN Bowsd omcinixis ge ano aking  decsons

Comierining the e es aind s o e, o MK \sOCIaLT

membein Hopetuy, we

s e maksing udgsnents thal are
welbaboimcd, Juom propes coiern. usd have Jong-term
postive heictitn Ol Uraisaad sciigs DO together a
bowid with s wwais o Apeisike sl 4 wde range of
hackgiouadt We aent gaag ratings A Chail lesis, but we
aie amaic (4 M OOl ied A s scibers and ous
TOM RIS 108 (Rt

A% 1 D ke A s L (O IV NI B
that are Constnaine asd ool dessacine. | given 4 second
AR felng Al By T e iowival @ e wventh grade. but
Uhe sl sionl wan s pacunaial und malve it | was vers much
encouraged o mpove. i T what tesctung s all about” ¢8

Muniya Neskes “us recently retred aler jorty-
T 1GATS 33 3 eaier A e Chemons, Michigan
Pt A Mk e Y, WA sl igAth 31
S wal er N wikad Hdeslia e o
fecs Do e Leis W e Lommunty

ot Uik progfam where she tesches

W et o

Ms Nk Degan her teachung career s a
Eneral Dok leader N Ak, Minois whike
Nere, e camed 2 Mastess Degree i Music
Euioazan o wathemn linas Liversay wheze
e sperliad N e WMPGIN of e Wzuki
Viain Methoad W e (elal wilfl then pralessar. loan Nendall Her
widergraduate degres @ Music Edication was Tom Indians Univensity
T S fidind e Wil |4 Sasker and Leupuld Terraspuisky,

She 3 Presnty e Rukl Asseution o the \inencas Suard of
Dipesturs Chasi- Bl fast atnices inciude Presudent at Michigan Chapter
al e Anenoan Song Teaners \ssoclbon Secretany of the Sucuki
Assvciatiun it the Americas, Chaman o the 3AA Cetlo Communtes, Public
N Comoies, and Wi Schoul Band and Orchestra Association
Vs President ae Orhiestra Activities. In 1A) she was the inst recpient
at e ASTA Nasunal Nnool Educatur Award which is presented t the
oulstanding pubiic xhoul Music leacher @ the LS. In 1998, she neceived
the “Disunguisiad Service Award” from SAA. Other hanors include,
MSBOA MASTA, a0 Indiana Lniversity Aluman * Teacher ot the Year.
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The Suzuki
Teacher becomes
a Suzuki Parent

By Cecilia Calvelo-Hopkins

efore our children were born, my husband and I went
to birthing classes, read a lot of books about child
birth and the first year, and heard advice (sometimes
unsolicited) from friends, doctor

, nurses, and neighbors. The
day of their birth surely came, but it passed quickly. It was a big
milestone for the babies and me, but it was really just one step
of the long stage of parenthood. We read a lot about the early,
physically demanding stage that leaves parents exhausted—
but the emotional wear and tear of the later year:

of rearing
cuss much.

our children was something no one seemed to dis
I do not remember anybody warning us about how truly
hard parenting would be, the hard decisions we would have
to face, the inadequacy we would feel at adjusting (o all the
stages children go through, or the many times we would
wonder if we had made the right decision. Like all parents,
we discovered that after the first few years, there was stll a
massive job ahead of us—maybe not as tiring physically, but
emotionally and mentally very demanding. The funny thing is
children continue to change and transform endlessly, and so
we keep adapting and growing with them, never feeling quite
like experts at this job.

Ibecame a Suzuki parentin Spain afteryears of being a Suzuki
violin teacher. I had taught many kinds of students and parents
and had worked as a violin teacher in different settings (public
schools, my private studio, private music academies) and with
v different socio-cultural backgrounds. 1
remember distinctively different Suzuki parents telling me,
“He won't cooperale at practice time,”
that for her or even touch her when she is practicing,” “There
is no time to review all the songs,” “He won't hold for o
minutes,” etc. I remember thinking, “What’s the matter with
these parents? They are just making excuses! Go home and get
it done, go practice yourself and the child will follow, get the
child 0 let you bow the rhythm!” and so on.

And then came my son. I thought we were so ready to start
our Suzuki path. I knew a lot about the Suzuki method, I had
read lots about Suzuki parenting, including Helping Parents
Practice by Ed Sprunger, and even had a minor in psychology.
So, we started Suzuki violin with me as his teacher when he was
three and a half years old. He knew the Suzuki Violin Book
One CD by heart, had done the baby music class with me,
loved singing, had a good sensc of rhythm, and wanted to play

families from man

“She won't let me bow
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an instrument. But violin was not as casy as general music. We
had to practice every day and he had to do what I said, and
he did not like that. After six months of that introduction to
Suzuki parenting, we were at one of my studio concerts where
a cellist friend of mine did the accompaniments for my violin
group. At the end of that concert, my son said, “T want that big
violin, Mommy, the one you play in between your legs!™ What
2 nice discovery! 1 had already figured out being his parent
and teacher was not casy, so we happily looked for a Suzuki
cello teacher in Madrid, and at four years old, he started
Suzuki cello. The beginning was fabulous—he would practice
better for his new teacher, I got to be just the parent, T would
take notes and come home and replicate the lesson, he had
good tone and a nice bow hold, and everyone was happy! But
. and then we both went
back to our old violin days. He would delay the practice, he

that lasted for about four month:

would get very frustrated if | mentioned the smallest thing that
needed work (and he was expert at reading my smallest facial
expressions), and power struggles became the norm. At night
I could not sleep thinking about our practice sessions—how
could he work so nicely for his teachers, behave so well in
the lessons, but be such a difficult child when practicing with
me? Where was the love and tenderness Suzuki spoke about?
How could I teach so many kids and be understanding of their
struggles, how could T work with such patience and devotion
towards my students, but not be able (o stay cool and say kindly
10 my son, “Oh dear, that was not quite right, let’s do it again”?

He is now nine years old, and we have tried many different
things—all the while, he made progress, but bottom line,
practicing was difficult. Even though we always made up and
gave each other big hugs, there was a partof me that had a very
hard time accepting the simple fact that my son did not like
practicing with me.

Then came my daughier, and since she seemed less strong-
willed than my son, I wanted 1o uy the violin again. So,
sometime around two and a half years old, she picked up the
box violin, we made her first foot chart, and learned to bow. We

didn’t make a big deal of practice, and we didn’t start formal
lessons for another

year. But at exacty that time, we were
faced with the fact that she had a speech delay (this was a few
months after we moved back 10 (he US). As we started violin
more seriously, we learned that she s not an auditory learner.
She had a hard me cchoing back a rhythm or singing back
a simple melodic three-note phrase, She would hear musical
patierns that couldn't transform into clear echoes. This was
hard for her and for me, especially after we introduced her
left hand. She could not remember the words 10 Twinkle (she
could sing the melody very wel with made up syllables) and
would mix up sections of the songs. She has heen playing now

fude 15, and even though she is much
T than my son at practice
own will, it has been dj
10 her 5o that she

for alite more than o yea
easiel

ctices out of her
cult discovering how to present things
could decode them casily—she is a very

time and pra

visual learner, so charts, we found, work
well for her. She has terrific posture and
a great bow hold, but she did advance
slowly these two years, and that was
[rustrating at times.

Last spring, however, 1 had a

revelation at my

children’s gymnastics

classes. They are both very athletic,
like my husband, who has been doing
the parenting of those activities. But
once in a while, if I could take them
Lo cla
thy
stands, par

s 1 would be so amazed at what

could do—cartwheel

flips, hand
llel bars! My face would

light up and I would feel so happy to
see them do all these difficult things |
have never done in my life. The coaches
have always told us how trainable they
ar

. They follow instructions, they don't
mind doing the drills over and over,
and they are hard workers!

I had no expectations in this area.
Surprisingly, they could practice their
gymnastics drills over and over at home,
and at the swimming pool they could
stay in the water and practice strokes
and flips until they were exhausted or
starving. 1 realized what was missing in
my Suzuki parenting: the amazement
factor. When [ teach the child of a non-
musician parent, the parent is normally
amazed when their child can hold the
violin on the shoulder, or bow a Twinkle
Variation on open E, or slow down at the
end of a phrase. 1 am not as amazed at
those things—I've seen many students
do them, I know they all can, it is only
natural if they hear the CD every day
and are sung o since they are babies
1o develop musical sensitivity. When my
children practiced their instruments, 1

congrawlated them, 1 smiled, 1 praised
them, but somehow it was not the same
amazed [ace.

1 have met many new Suzuki parents
who worry about the fact that they do
not know anything about music, and
therefore wonder il they will be able
10 help their children at home, but in
my ¢

, it was not such a blessing that
L am a professional musician, not even
that Lam a Suzuki violin teacher! There
were other lactors in the equation that
I should not have dismissed, such as my
children’s temperament, our parent-
child dynamic, and my willingness
deal with all the emotions that come

up as we practiced wgether. [ was at the
same starting point as any Suzuki parent.
because the bottom  line is: Suzuki
parenting is a path that has its challenges
for everyone!

Tused to think being a violinist was hard.
always having to pass auditions and prove
mysell worthy. [am just now learning that
being a parent is kind of like that too, or
even harder. if you take into account that
the judges are your very own children.
and the outcome of those auditions may
affect their lives and your relationship
with them for years to come. I've also
learned in my Suzuki parenting journey
that children come to give us a second
chance at facing ourselves. | am now both
their Suzuki teacher and parent. and I no
longer need 1o follow such a strict musical
agenda in our practices. They have a lot
more freedom to choose the sequence
of activities, or what picce will be in their
warm up. or how many times they will plav
this or that drill (cards, dice and pebbles
tell them!). Our practice sessions have
improved, we argue less and play more.
and 1 no longer feel guilty at night when
[ think of my role as a Suzuki parent. My
son is the cello accompanist of my home
Suzuki Violin Group, his plaving has
matured a lot, he loves his more advanced
pieces, and he wants to add guiar ©
his music study. My daughter's speech
has caught up with her age. and she is
playing beaudfully, advancing through
the repertoire at a steadier pace. and 1 am
more relaxed about their progress.

1 hope sharing my storv can help other
Suzuki teachers who may want to become
a Suzuki pa
who feels they do not know enough

rent one day, or any parent

about music to be a good Suzuki parent,

or a Suzuki parent who thinks their child
is just too difficult or challenging. We
all know the process. not the result. is
important. but saying it is not enough.
In order to truly value the steps we go
through in this process it takes 10,000
repetitions for the parent as well. We can
get better at Suzuki parenting lirde by
litte as we practice with them daily. At a
workshop a few months ago, Ed Sprunger
suid that we think of the child as being
the student. but the Suzuki parent is a
student oo, and it hit me! We are Suzuki
students 100! We get to practice over and
over how to be a better Suzuki parent.
and on the way we may learn meaningful
things bevond the instrument, bevond
music, or even bevond the child. We mav
also learn things about ourselves and grow
10 be more wlerant, accepting, and kind
human beings in the end. That, I think. is
worth all the bumps we encounter along

the wav! 3

Cecilia  Calvelo-
Hopkins is an
Argentine  violinist,
student of Symzia
Bajour. who came to
the LS nineteen years
250 to study violin
with Cathy Robinson
and Felica Moye at
the  New World
ool of the Arts.
Currently, Ceciliz teaches violin at Monarch
Suzuki Academy and is the director of the
Suzuki String Program at Velocity Music
Academy in Austin. Cecilia holds a BA in
music education from the University of
Houston and 2 MA in Renaissance music from
San Francisco State University and is a Pre-K
through L2th Texas Certified Music Teacher
and a Texas Certified Bilingual Teacher. For
more than sixteen vears she has maintained
private Suzuki studios in Houston, San
Francisco. Madrid, and Austin and has served
as Suzuki Violin Faculty of the main Suzuki
School of Madrid, Spain, “Cuatro Cuerdas.”
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News from Peru

Compiled by Caroline Fraser

David Evenchick. cello teacher tainer from Canada, write

Thaniks to the Suzuki Association of Peru and the SAA I have had
the homor and privilege of teaching in Latin America. As members of the
Suzuki community we understand that bringing together young (and not-
snyoung) musicians from dverse backgrounds can break down cultural
and political bariers. At the 27th annval Suzuki International Festival
in Pevu last January 1 saw how this cooperation worles like a productive
musical ensemble.

One of the outstanding featwres of this Festival is the yepeated
acknawledganent that all of the participating countries veceive at each
and every event; just like in an ensemble, it is important to empower each
indridual member

The individuality of each membenr of an ensemble is vespocted, heeping
estival,

members invested in the group and gioing their best effort. Al the
cach country is encouraged to celebrate and share their traditions with
sthers. ineluding dance, singing and folk instruments, culminating in a
concert of Latin American music. Participants take a temendous amount
of pride and oy in presenting this concert.

In an ensmble there is an understanding that the energy and
cooperation of the groups is directed toward the frrocess of revealing the music
itself, regardless of its prmenance. One of the highlights of the Festival this
sear was the massive Sinfonia Latina, comprised of young musicians from
deven Latin American countries. Rather than the traditional Evropean
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masterpieces, the frogram consisted of eleven indigenous works—one from
cach represented country. Watching and listening to these students perform
and cheering on_ the music of their neighboring countries made this «
thrilling and heartwarming event!

To be a part of this is a huge inspivation and truly an enviching
experience. It is a model of international cooperation.

The 27th International Suzuki Festival and 2nd Latin
American Suzuki Students’ “Encuentro” were held in Lima, Peru
in January 2012, Around 1500 people atended these events.
Participants traveled from Argentina, Bolivia, Brazil, Canada,
Chile, Colombia, Ecuador, El Salvador, England, Guatemala,
o, Paraguay, Pucrio Rico, Scotland, Venezuela, the United
States and from all over Peru, including the jungle region, the
coast and the Andean mountains.

nd 1)
of SAA teacher rainers: Helen Brunner, David Evenchick, Nancy
Lokken, Mary McCarthy, Fernando Pifero, Mary Craig Powell,
MaryLou Roberts, Shinobu Saito, and Kelly Willamson. In
addition (o Suzuki courses, the Suzuki Association of Peru reaches
out 1o the community by offering extremely successful workshops
for the general public; Roberta Centurion gave workshops on
Dynamics of Teaching Music in the Elementary Classroom, and

Many thanks 10 our wonderfully generous ible tcam

Talent Education for teachers, community workers and parents.
Roxana Del Barco and Maria Luisa Labarthe offered workshops
in Early Childhood Music. In addition workshops for teachers in
ydia Mills from C:

Kodaly were offered by ifornia, including a
seminar on children’s songs and rhymes in English. All courses
at

and teacher trainers find mostinstructive! Participants

are accompanicd 1 aching practice component which the

participants

learn 1o teach by teaching, and teacher trainers evaluate their
own teaching by secing how well the concepts taught during the
courses have been understood.

Special congratulations go to the coordinators of the Festival,
Roberta Centurion and Annika Petro;
Cotera and 1o all the teachers, participants and office staff who
made the festival possible.

i, (o the producer, Deisy

Kelly Williamson, flute teacher trainer from Canada, writes:

As always, the flute classes were a pleasure (o be a part of, with teachers
from vavious backgrounds and with different perspectives to offer: Al the
top of the list was the very first SAA Practicum Unit in Flute in Latin
America, allended by a select group of experienced teachers from all over
Latin America. From Palagonia, Argentina, came Fernando Formigo.
whose student Martin Cappi was selected lo play for Jeanne Baxtresser in
masler class at the wpcoming SAA Conference in Minneapolis. (Two of
Fernando’s other students will also participate in the honors flute choir.
Hats off to the Orquesta de Flauta Traversa de San Martin de los Andes!)
Diana Bettin from Bogota, Colombia, Eugenia Aizaga from Quito,
Ecuadoy and Winivere Roman Meneses from Arequipe, Perv, rounded
out the class of four participants. We were fortunate to have the frequent
participation as well of Mary McCarthy, teacher trainer in piano, so
altogether we enjoyed @ very bvad view point indeed as we shared ideas
about effective g Dr Suzuki's
Philosophy to parents.

Books One and Two were also offered for flute, with fowr participants in
the Book Two class and seven in Book One. Attendees in these classes came
additionally from Brazil (Fernanda Castro), Mexico (Kaneko Serrano),
Chile (Danilo Toledo Gavilan), and for the first time in flute classes at the
Lima festival, we had participants from Bolivia (Marcela Barbery) and
the Peruvian Amazon (Scarlett Lozano Urwa). In total we had fifteen flute
teacher participants from nine different Latin American countries—very
exciling! Outside of class, hightlights included performing lan Clarke’
Walk Like
oul to Barranco for drinks with the Book One class (thank you to Juan
Carlos Rodviguez Pomar of Lima for organizing us!) Tieo people were in the
Book One class as repeal altendees—>Matilde Mejia from Aigentina took
Book One for the first time this past fall, and abeady chose o wpeat it as
well as take Book Two in Lima. On the other end of the spectrum, Eugenia
Adzaga has studied all fowrteen books in the Swzuki flute wepertoire, has
Previously wepeated the early book classes, and was wpeating the cowse once
again. We all valued the contributions of all participants—fim those who

were not yet teaching flute, to those who have been teaching for a long time,

in lessons and

with the Practicum and Book Two participants, and going

very highty.

Lollow-up from the class has continued with access (o supplementary
matevials via my Diop Box account. 1 decided to 0y this as an
experiment, and have offered it to-all of the participants in Lima this

year, as well as o the people who took Book One with me last year in

Argentina and in Canada at the Great Lakes Dustitute. Additionally,

uage

we connect though Facebook —and —owr special - Spanish-languayg

cukil”, which anyone is welcome 1o join.

Facebook page “Flauta S
enjoy hearing updates from the Suziki flute teachers all over the world
—most recently I heard from a couple of the teachers in Paraguay via
the web. Let’s heep energized together! Heads wp for the next Lima
Jistival: a special class will be offered for one hour daily to play
through repertoire in the books that are not being offered that year,
especially the upper books. [ have recognized that theve is a lot of
interest in rwviewing the advanced repertoire, and we don’t wsually
have the time to fit it in. So flutists —start reviewing those upper
books, and come to Lima in 2013 to reunite with your friends and

colleagues qver some great music and good times—as akways!

From Mary Halverson Waldo. US. recorder teacher trainer:

The flauta dulce (rcorder) showed a lvely presence at the 2012 Lima
Fustival. Especially exciting this year were the number of highly skilled
oung teacher participants. These dynamic ambassadors for the recorder
displayed excellent teaching skills. andl they inspired audiences with their
stunning solo and chamber music performances. on contemporary as well
as historical repertoire.

A wonderful feature of this Festival is alvays the large number of

students. who come from @ wide variety of sociovconomic backgrounds.

Facing page: Violists from Esmeraldas, Ecuador, at the Peru
Festival. Above: Peruvian teacher Dante Bereche coaches the
double bass students during the Il Encuentro de Alumnos
Suzuki de America Latina.
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Clockwise from top: Mary Waldo presents
a donation of a recorder; Happy Encuentro participants from Santiago,
Chile, with country i
delegation from Bogota, Colombia, with country coordinators Dilva
Sanchez and Marcelino Prats

Clockwise fram tog: Encuentro Orchestra members from eleven
Latin 0 " N ] s »
Kally Williamsan and five-year-ald Carlitos from

class; Encuentra participants

Cancart with E] Salvadar country representative Alexis Rivera; David
Evenchick teaches Peruvian cello student Carias during the Festival.
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Shinobu Saito, violin teacher trainer from Brazil, writes
Philosephy Courve in Lima

philasophy core in funuary 2012 with Camline Froser in

very lunge class, with an attendunce of mone than ome
frrm all aver Lutin Amerieae. Uhe conrse lasted frre
angg we haud sy with Carline, who tawght us dory

 day hou to teach to pliey an instrument in the same wey @ il learns

sk his wether tongre. With much prose, mpetition, imdation, and

persastence, we all began to wnderstand why youmg childven are able (o

bevome o proficient in the performance of therr mstriment. She also helpwd
s guide Steztki petvents in helpunig therr childven with dealy proctice

In the afternoon we attended mdividual lesons 1 observe hildven
being taught by vanous tewher trammers. Tramees were (o observe al least

gh

hours of instructions, but in the end many of us saw much more

was mquimd. | attended lessms of several different nstrioments for
more than fifteen hours of observatum; the lessons were very inleiing
and instructive. Many bansformations ook place for the traimees in these
[frve days.

After returning to Breel in early Fewuary, 1 taught the philosopley
counse for ten trainees, the same course [ had pust taken i Lima. 1t was my
first time teaching the philosophy course, since until then 1 had ondy tawght
the “Every Child Can!” class, which i sex hours long. They learmed how to
instruct parents and students i a mow positive way, and leamed o praase
their work, not only ther resulls. In many cases, some of the tramnees had
never received compliments for their work, bevanse convistend results take
time o show in their student’s performance. I was very satwsfied with the
course 1 taught and the results | achuved with the trainees. | believe they
understood with more clarity what Dr. Suzuks indended 1o leach ws all

Twould like W express @ special thank you to Carline Fraser for lendang
me all the DVD materials that she has collected ver the years which iwere
so essential (o teach this philosophy course. These matenals were gvaddy

apprecialed by the bainees.

Andre Peixow, violin wacher trom Brazl, wveled several
days early in order w help in the office. Thaok vou Andre!
Andre writes:

This year’s Fostival and Encuentio wewe very special to me. | was
there simply 0 help in whatever way | could! Having the oppostunaty
tw anive some days before the festival started and help make an et of
this importance happen was a wonderful experience that maguipied and
renewed mey Suzuki spinl.

Young fiveyewrold Maia taveled with her parenis from
Menico lor the event. Her mother Clandia wintes:

We taveled v Peru with aur frvesvear-aled daughien, and having her
participate i this experience with hundieds of people from so many
countres i such harmomious musal conlext way ane of the mast
annazing highlights of her lie. For hen, and for us as Suziks puarens, these
Jestivals add so much value toor deity mesical study, It was an amazing
experience and a geal upportity to b there and we hope (o be able
cottte back w every festival. We are greatly thankjul to all the pevple u Peru
who arganized the XXVII Internatnal Suzuki Festwal.

Following the | Suzuki Festival in Guaterala, sponsored by Vision
Mundial Giaternala and held i October 2011, Adolto from
Coatatanala was able 0 traved w Peru for the first ume, thanks to an
SAN scholarship. Hee wotes

[T Preu Suzuke 15 an oppurturdy of sogular unportanee Jor the
drerlipment of musu s 1 motns of ommmunuctum and interction with
prople fromm different commers of Laten Ameruns. Uhat, along wih the grnth

of it preligrngecd comteet i s axsetie, frames e vend that changs livs.

Aews from Fl Sabvadon was sble 0 travel 10 Peru for the first ume,

1 is student's parents pad for s ocket and his sccommodation
He writes

1 hurve leem tonsvemg Swczesks sty sarce 2077 Tus seatr | particspated
i the XXVII Suzsks Internatmad Frirad of Pori. My traeed was the
swcerssful il of 4 trmg Sz trvangle’ | ivae 4 ks sudent whise
Jumily has hisd ot funstive mussc loarrimg oxgerence and as a sign of ther
rntrtnude they hwigend {ary fon mey phane tached @ tha | condd fby % Poru and

ke rert i the Fostevad

Marcelin Pratts, vwolin teacher fom (omnina who generousdy
gives of his tne and expertae durmg the fesval, e
Dhe Ing <iwillenge of ridvccatom 18 0> 1ecach s orger rewmior of teaphe and

lelroer u fugh puciady of Alvdwm. e ez calinsed s 0 iciden ar

osenes of 4 ks weiniad had s m, asspems dseif, and gts

renered prrmaneniiy

Some highhights of ths vears festvial i hude

* A delegavon of more than At raveied from Euneraldis,
Ecuadon, with sy making the jourmes m bus. The group,
directed by Rommy Miller, zave an excellent, colorful

prowentason dunng the augural Concert, plaving music

from their region and performung raditional dances in
regona conumes. This was 4 impresive demonstration of
whaat Cun e bl ITOIM 4 MUK DA o Ln Two vears
e The Exuadonan \mbusador m Per was w0 impresed
(hat he mvited the debegabion tuck 1o ha rewdence 1or dinner!
The Insuguration of the sccond part of the festival was
dedicated 1o 4 celehraton ol the e o Dors Koppelman, who
hud accompruiied s i w muny previows festivals, inchuding
January 201k Two voung pano teachens, Natalia Grima
trom Argentuna and Alexander Ramirez from Colombia, had
collaborted over avideo ot Dons teaching students, teaching
feachen and pertomung, A voung Peruvian violin teacher,
Lindsey Pre hong, worked on the ediung, Dors would have
been o happy 10 see the next generation working wgether
termnationath! In additon o showing the video, Namlia had
come with asurpmse. She hrought a portrait of Dorns painted
by her father m Angenuna. He had never met Doris, but based
hus portrzut on a photo @ken from the intemet. Whata bibor of
love! We winvetled the portraitand Eaida few words, including
Doy’ awn words trom the interview | made with her in May.
Piano students pecformed, including the same Chaudio Armas
Danis menaons in her intenview. The video, which ended with
A nage of Dos acthe piano with the words “Gracias Doris,”
was tevenved with o sanding ovaton
Inchudedin the Festval was a meeting of the Suzuki Association
of Peru in which the ditferent regions gave presentations on
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Above left: Nancy Lokken and a Peruvian student
rehearse for the final concert;

Above right: Encuentro delegation from Cusco,
Peru;

Right: Peru National Workshop directors past and
present from the jungle, coastal and mountainous
regions of Peru: Teachers Roger de la Cruz and
Roosevelt Chahuayo from the Andean region of
Huancavelica; Daniel Manrique from the jungle city
of lquitos, Annika Petrozzi, President of the Suzuki
Association of Peru from Lima; Carlos Nunez from
the coastal city of Piura and Ronald Serrano from
Trujillo in the North of Peru.

Bottom: The Il Encuentro de Alumnos Suzuki de
America Latina Orchestra during the Gala Concert
with conductor Dario Dominguez from Argentina.
The flags from all participating countries are
proudly displayed.

oy o

—_—
A"

their programs and the decision
was taken as to where the National
Workshop would be held. This year
the Peruvian National Workshop will
be held in Trujillo, a city on the North

Coast of Peru.

¢ The teacher trainers went on a trip to
the Amazon jungle on their days off!
«  Sergio Nievas from Argentina offered

a double bass workshop and was
impressed by the level of the Peruvian

students” playing.

Il Encuentro de Alumnos
Suzuki de América Latina
Enero 12 al 16, 2012

This five<day event was the result
of tue international  collaboration.
Perwvian  recorder teacher  Luciana
Castillo  headed the  Organizational
Committee along with Fabio Dos Santos.
violin teacher from Brazil, and Ewa
Diemecke, piano teacher from México,
as coordinators. Dario Dominguez from
Argentina acted as Artistic Director and
conductor of the orchestra. In addition,
each of the participating countries had
its coordinator. Representing Colombia
were Dila Sdnchez and Marcelino
Prats; Argentina, Graciela Vides; Costa
Rica, Lidia Blanco and Rosa Iris Acuiia;
El Salvador, Alexis Rivera; Ecuador,
Eugenia Aizaga; Chile, Sara Benitez and
Blancamaria Montesinos; Bolivia, May
Pinto; México, Ema Diemecke; Paraguay,
Alvaro Morel; Brasil, Fabio dos Santos;

and Peru, Ana Lucia Nieto.

Preparation  for  the  Encuenuo
ook place in Janwuy 2010 when the
mmittee was - established

Organizing C
and the guidelines were agreed upon for
the student participation. Then during the
V Latin American Teachers” Conlerence
in 2011, the orchestral amangements
the countries had sent were uied out
and  corrections were  made. Finally,
more than 170 participants from: eleven

countries came together in Peru in 2
reheaning intensely wnd performing in
Uuree concerts. One coneert ok place
on the outskirts of Lima in a distict called
Carabayllo, where classical music is seldom
heard. Alter this concert,  lide hoy from
e audience ran up o me and said* Thank
you forr the pary!” The Ga Coneert was
received with great enthusiasim, The ront

of the stage was adorned with the Tlags ol

the participating countries and some of
the performers in their colorful national
costumes spontaneously started to dance
in the encore of the music of their country.
It was a joyous and spectacular event!

Fourteen-yearold Erika from Argentina
writes

1t was such a pleasure to be again in Lima,
Jiom Argentina, being part of an orchestra,
seving old friends and making new ones! I also
loved celebrating my ten years with the Suzwht
method with the [l Youth Latin Amerwcan
Orchestra and the XXVII International Suzuh:
Lustival of Per. [ experienced many emotions:
happiness for being with my cherished prople
doing what [ love to do; pride for being part of
something as important as the Orchestra: and
appreciation for the wisdom oblained from all
the people I worked with. In summary, 1 felt
great! Because of all that 1 would like to thank
vach of the people who made possible. wwith therr
work and efforts. o unite all Latin \mericans

with the primary qoal of making music ... We

are making Dr. Suzki's dieam and ours con

true: to build a better wonld through mus:

Mercedes, Erka’s mother, writes:

I'd like to express a heartfelt than
wwervone who organized and made possible
our wonderfid 1 Encuentro and our XNVII

International - Suzuki Fes

and with the Latin \menca

wnites us all, sce enjored some beautzful misic-
making days. We. the parents, had the pleasure
(o accompany our singing n the

M VT L.

participated in the

Thanks to the priceless

conductor; Davio Dom

Mexican piano teachens Leslie Mizrahi
and Ema Diemecke write
It way wonderful 0 see o many Suzuk:

sudents from ceven different Latin: A\merican

countries  playin, vther it

enthusiasm, thwughowt sveral davs of

work. The quality of interpre

commitment, and artwsic leved of the siu

made thexe: performances very speci

friendship, paternity, and a xense of comm

wen prosent

Many thanks W all who have made
the Festival and Encuenun possible: the
Suzoki Assaciaton ol the Amencas, e
United Staies Embassy in Peru, Colegio

Reina de Los Angeles, conuibutans w the

Peru Festival Fund. and Latin American
families and students.

Seeing the children from countries that
at times have been at war. play together
with love, joy and passion, I thought of
Pablo Casals words: “Maybe it is music that
will save the world.”

Future Plans

Our plans in Latin America include
ongoing festivals and courses in
Argentina. Brazil. Chile, Costa Rica.
Ecuador. El Salvador, Colombi
Guatemala, Mexico. and Puerto Rico. We
ire already planning a Mini Encuentro
for teachers for 2013, the VI Latin

\merican Teachers’ Conference for 2014
ind the 11 Encuentro para Alumnos

Suzuki de America Latina for 2015. We'll

see vou there! : Muchas gracias!

News from Ecuador

2012, as a direct result of

estivals in Peru, Ecuador
held its 1 International Suzuki Festival
Ecuador 2012 with 119 participants in

sophy counse. The excellent

rganizing committee was made

ho had already

e festival in Peru. The
. Educacion y
wador (INEPE)

t along with the

e ever

rsiny of Ecuador

lorian violinist Felipe Aizaga gave

>erformance of Plazzolla's

novir
Oblivion. He
e five with his father, whose

had swrted his violin

lessons

name was abso Felipe Aizaga, one of the

stauzuki teachens in Ecuador. You

can see Felipes performance on You
Tube. Congratulations to the Festival
organizers Pablo Ochou, Juan Carlos
Roales and their great team! They are
already planning more courses for
November. We will be hearing much

more trom Ecuador in the tuture. o8

Ca

!

Caroline Fraser and Lt

Mated by Cec elo Hopins,

ndsay Pre Kong,

Very special thanks to Cecitia

Para leer este articulo en espaniol
por Internet. por favor visite hitp

suzukiassociation.arg.la
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By Carmen Wise

“Where love
accomplished.

is deep, much can b
Shinichi Suzuki

More than 110 students, representing
e whole spectrum of Suzuki string
playing from Twinkles to Book Ten and
bevond. enjoyedaweek of music, learning
and [un at the Filth Annual SuzukiFest
in San Jose. Costa Rica. On February
5. 2012, Lidia Blanco, President of the
Asociacion  Costarricense  del Método
Suzuki, with the help of her assistant and
friend Carla Loiaza, brought together
students from  several conservatories
and schools in the San Jose arca, their
families and a teaching faculty from the
US. Canada and Peru.

By the end of the week, we became
a family.

Lidia teaches Suzuki Violin at the
Lincoln School. The School’s spacious
es housed the event and had
recently completed its Fine Arts Center.
SuzukiFest's students were the very
finst o perform in its wellappointed
auditorium. The school cafeteria staff
served up delicious typical Costa Rican
lunches every day. This gave teachers
and families the opportunity to get to
know each other.

A great support to Lidia and
participants was a team of volunteers
ready to feed, water, and assist anyone
with any concerns. They also took
wrns manning a stand selling musical
souvenirs, hand-made music themed
cushion covers, Suzuki hooks, and many
other items.

Brian Lewis, professor at the University
of Texas and renowned virtuoso violinist,
headlined a faculty of Suzuki Method
teachers and Teacher Trainers. Th
were Caroline Fraser of Peru, Barbara
Balatero of Seare, Washington, Nicolette
Solomon-Van Wyk of Dallas, Texas, Ann
Montzka-Smelser from Chicago, Illinois,
and myself from Canada.

Brian and Ann come from respected
Suzuki dynastics. We so enjoyed listening
o their childhood experiences in
Matsumoto with Dr. Suzuki and his school.
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Barbara did double duty at the event,
primarily as a Teacher Trainer for Book
Three Cello, and spontancously as
accompanist for both the Honor Student
Recital and the final concert. We were
all in awe at her prowess on the piano,
much of which was sight reading.

The faculty was comfortably housed
at the Hotel Villa Zurqui, owned by
Yanina Casuro. The hotel is located in the
hills above San Jose, on a lovely flower-
bedecked acreage just a short drive
from the Lincoln School. Yanina was the
perfect hosiess, even arranging a karaoke
night for the faculty where teachers ook
trns singing their favorite songs. The
biggest surprise was listening to Nicolette
sing one song in perfect Chinese!

We allectionately renamed the hotel

was filled with master
sses, group lessons, orchestra sess
and informal opportunities to make new
friends. Orchestra students, conducted
by Nicolette, particularly  enjoyed
mastering an arrangement ol Harry
Potter music. ’

In a much anticipated recital, Brian
Lewis, accompanicd by Manuel Matarita,

o

ons

beautiful

performed  several pieces.
Among them was his rendition of some
carly Suzuki pieces. We were enthralled
by them. But Brian really brought the
house down with The Hot Canary. We all
whistled like birds as we left the Hall and
the “tweeting” continued over the next
few days on our instruments.

Lidia wants to extend a special thanks
to the administration of the Lincoln
School, to Yanina Castro for lending
SuzukiFest her lovely Yamaha piano
for Brian's recital, to Dona Hannah
Mendiola, who has been a loyal and
generous supporter of the Asociacion
Metodo Suzuki’s events and activities,
and the Herreras who invited the
faculty 1o the venerable El Club for a
sumptuous dinne

The clinicians thank the families for
making our stay so enjoyable. We felt well
cared for and very welcome and appreciated.

While waiting for my flight home, |
read a poster with the following message:

“Tell me and 1 will forget

Teach me and 1 will remember
Involve me and 1 will learn.”
~Benjamin Franklin

What better way to learn than through
such dynamic workshops as SuzukiFest
and their lively and loving group classes.
Itis the ultimate form of participation in
one’s own learning.

Many thanks to Lidia and her team for
an exciting and educational event that we
will always teasure and remember. And
what fun it was!

Congratulations!  The week’s  success
brought honor to Dr. Suzuki and definitely
showed that we are helping to have a better
world through music.

~Nury Barahona

Our family is still savoring a fantastic week
Jfull of music. talent and passion! Thank you
very much for everything

ZMarlon Barrios Ramirez

Suzuki philosophy—Suzuki way of lfe!
thanks Asociacion Costarricense del. Metodo
Suzuki and all the GREAT teachers for an
amazing week of learnin

~Mei Mei Segura

You can find the Asociacion on Facebook
for more updates on events. ¢%

Carmen Wise, BA, MEd,
is a long time Suzuki
teacher  in  Calgary,
Alberta, Canada. She
teaches violin and viola
Carmen first met Lidia
Blanco at the Peruvian
Suzuki Festival in 2005,
then
International  Suzuki
Conterence in  Torino,
Traly. It was at that time that Lidia invited Carmen
to teach at the first Costa Rican Suzuki Institute in
2007, It has been Carmen’s pleasure to see the
Costa Rican Suzuki movement develop into an
impactrul influence in Central America. Costa Rica
has become home to Carmen and her husband
Mike as much as Canada has been for more than
thirty years. Especially during the winters!

Top to bottom: Teachers” luncheon; Lincoln
School Campus; Barbara Balatero and

her cello students in the Lincoln School
Auditorium.
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By Angélica Villa

U nder the slogan associated with music for a better world,
in 2008, Colombia celebrated ten years of Suzuki Festivals.
Since then, the organizing tcam has not stopped their joint
efforts to continue making this wonderful experience possible.
Today, in the midst of preparations for our 2012 festival, we
express our gratitude (o all people and institutions that are
still with us year after year in this great challenge of education
and training teachers in the Suzuki method to promote in our
children the spirit of music as an integral part of their lives,

With the support of the SAA in 2011, we were fortunate
10 hear again in the corridors the bass and the warm notes
of the cellos, inviting and receiving for the first time teacher
trainers like Barbara Barber (violin), who left us with a gift
of books, and Barbara Balatero (cello), who shared amusing
anecdotes at the festival office. The days were intense and full
of hard work but also full of happiness and satisfaction with
our progress. We were joined again by two wonderful and
unconditional trainers who have accompanied us thirteen
vears: Marilyn O'Boyle and Caroline Fraser.

Our festival is growing and growing up, and this motivates
us to continue with this work. 1Us really exciting when we sce
that children do not want 1o end their festival week because
they truly enjoy the activities, lessons, group classes, aliernative
workshops, and orchestra. They meet many children who come
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from other cities and even other countries like Peru and the
United States, and they make special bonds of close [riendship.
Definitely, the festival is a time of the year that children,
parents, and teachers always await with great excitement and
expectation. Last y

yearitwas possible to offer thirty scholarships.
Fifty teachers attended the philosophy course, and about 100
more did their training in guitar, piano, violin, cello, and
enrichment courses like Suzuki Early Childhood Education,
First Steps, parents’ education and Body Balance. We are
really happy that teacher u

ainer

1d guest teachers continue
accepting our invitation to come to Colombia. To them, lots of
thanks! MaryLou Roberts (guitar), Melissa Hullman (violin),
Gloria Velasco (violin and orchestra), Marilyn O'Boyle (violin),
and Caroline Fraser (philosophy and piano). Our learning has
been steady and our good teamwork allows us 10 say happily:
Long live the festival!
Angélica Villa, Suzuki Fstival Coordinator, Colombia
2012 Un Festival que no para de crecer!
Bajo el lema, asociados por la misica para un mundo mejon, en
€laio 2008 Colombiacelebro 10anosde Festivales Suzuki, ydesde
entonces el equipo organizador o ha parado de unir esiuerzos

para seguir haciendo posible esta maravillosa experiencia, Hoy,
cinco aios despué

: 2019, expyres X
festival 2012, expresamos nuestra inmensa gratitud a todas las

enmedio de los preparativos para nuestro

persanas ¢ instituciones que nos siguen
acompaianda aio (ras aio, en este gran
veto de formacian v capaciticion de
profesores hajo la filosofia del método
Suziki, con el fin de promover en
nuestros nifos v jovenes el espirin de 1y
misica como parte integral en sis vidas

Graciasalapoyo de la SAN en ol 2011
tvimos L fortuma de volver a escichar
por los corredores, las notas graves v
cilidas de los violonchelos, invitar por
primera vez y recibir en casa a nuevos
maesiros entrenadores, como Barbara
Barber (violin) quien se despidio con
libros de regalo... v Birbara Balaiero
(cello)  compartiendo divertias
anéedotas en la ofici
En fin... dias de traba

del festival

intenso. pero
llenos de felicidad v satisfaccion de
poder avanzar con éxito. Asi mismo.
dos  maravillosas e incondicionales
macestras
trece consecutivos,  Marilvn
O'Boyle y Caroline Fr

Nuestro festival crece y crece cada

e nos han acompaiado

er.

vez mis y esto nos llena de motivos para
continuar con esta labor. Realmente
es emocionante cuando vemos que los
nifios, no quieren que acabe su semana
de f

val, pues distrutan las mailtiples
actividades, clases individuales, clases
grupales, talleres alternativos y orquesta.
Se encuentran con muchos nifos que
vienen de otras ciudades ¢ incluso
de otros paises como Penii v Estados
Unidos, estrechando especiales lazos de
amistad. Definitivamente el festival es
un momento del aiio, que nifios, padres
de familia y profesores esperan con gran
emocion y expectativa. El aiio pasado
pudimos ofrecer 30 becas, teniendo
en el curso de filosofia 50 profesores,
y alrededor de 100 profesores mis,

realizaron su capacitacion en guitarra,
piano, violin, violonchelo v cursos de
cenriquecimiento como  estimulacion
(emprana, primeros pasos, educacion
de los padres vy balance  corporal
Estamos felices de que los maestros
cnurenadores v profesores invitados
sigan aceptando veniv a Colombia.
A ellos, muchas gracias!! Mary Lou
Roberts (guitarra) - Caroline Fraser
(filosofia y piano), Maribhn O'Boyvle
(violin), Melissa Hullman  (violin
balance  corporal) y Gloria Velaseo
(violin /orquesta). Nuestro aprendizije
I sicdo constante y el buen tabajo cn
Cquipo nos permite decir alegres: Que
viva el festival!

\ngélica Villa, Coondinacion,

Festival Swziki Colombia

Top to bottom: Marilyn O'Boyle with students; Barbara Balatero leads Suzuki teachers
and students singing Ceflita Lindo; Teacher trainers performed a concert at the festival.
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IN MEMORIAM

Let's Cel
By Caroline Fraser

ate Dor | ‘s Life!

PP

oris died peacefully on September 11, 2011, accompanied

by her sons, while I was on my way to Guanajuato, México,
for their VI Festival Suzuki. Etna Diemecke and I dedicated
the Festival o the celebration of Doris’ life. Her life inspired
us to work with yet more dedication, more energy and more
persistence towards the fulfillment of Dr Suzuki’s dream: a
world without violence and conflicts, a world of love, peace and
compassion.

I'am so fortunate 1o have had Doris as my close friend and
mentor for more than thirty years. Doris constantly encouraged
me to be more than I ever imagined I could be. We first taught
together at Holy Names University in California and over the
years became “soul mates,” frequendy team teaching, sharing
master classes and sitting in on each others’ courses.

Doris lived the Suzuki philosophy: she firmly believed in all
children, had a profound respect for everyone, maintained a
positive outlook, and was a student herself right up to the end
of her life. During a presentation on the Twinkle variations
at the May 2011 Leadership Retreat in Dallas, I noticed that
Doris was taking notes! Doris led by example: in January every
year Doris eagerly came (o the Peru International Festival 1o
train teachers. She graciously performed during the Teachers'
Concerts and was always excited about the new enrichment
course she would teach.

Doris quietly and genty nurtured the teachers in Latin
America by believing in their potential and by taking a personal
interest in their development. When giving feedback on the
participants’ teaching, Doris was always kind and constructive.
In the last years of life her main professional focus was 1o
encourage well prepared young teachers Lo become teacher
trainers and guide them in the process. The Latin American
teachers thank Doris for her caring and generous spirit. Doris
has touched the lives of so many and has left the world a beter
place.

In May 2011, I interviewed Doris for the Peruvian Suzuki
Journal Ensamble. Although Doris was already weak and tired, she
spoke with enthusiasm about Peru, about her young students
and about teaching Book One!
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Interview with Doris Koppelman, Dallas, Texas, May 2011

Haww did you imagine Peru before coming for the first time?

I imagined it was a very dangerous place because the State
Department had told me not to come. There were police in the
airport. I was feeling very heroic and very cager to find out what it
was like. I really wanted to come.

Houw would you define Peru?

1 can't speak for Peru as I have only been in limited areas of the
country. What I have seen is that it has been a place of tremendous
enthusiasm and cheerfulness. Tam always happy to be there.

Why did you always come (o Peru despite the problems?

The work is so exciting and so deeply appreciated... everything
was appreciated. I never felt so appreciated anywher
wonderful, amazing things happened.

What can you say about the Peru Testivals?

Festivals were happy times. People were so glad to have the
opportunity to take the courses and participate. There was
tremendous enthusiasm about participating with music of different
regions and many friendships were created and strengthened

Houw do'you feel being a teacher trainer in fiont of the Peruvian teachers?
I'am honored (o be in that position, of being chosen to come,
and I wait cagerly for them 10 take my place.

What do you think about the Peruvian children?

I'am not sure that I am aware of being in front of Peruvian
children as opposed to any other, aside from the language.
However, T will say one thing. I know the great heritage of
dancing amongst Peruvian people. Children learn to dance at
an early age. Al this requires flexibility and great freedom of
movement. This should make it easier to transfer this ease o
the piano.

Is there a particular anecdote you would like to share?

On my first uip I remember a teenage student from Cusco
playing Musette from Book One, and playing very well. My
suggestions were all suggestions on musicality. The next day
she returned and had taken in all my suggestions, playing
beautifully. T said it must be hard to find a piano to practice
on. She said she didn't have a piano just a cardboard keyboard.
A cardboard keyboard? I never failed to be impressed by
musicality on cardboard.

What attracted you to the Suzuki Method?

The thought that all children could be fantastic students:
every single child in the world. I used to think, “Oh, that teacher
is Jucky, she gets talented students.” Then 1 started to look at
children in the streetand thought, *They all can be great... this
one, that one. All can be treasures.”

How many years have you taught the Suzuki Method?
Fifty

How has the Suzuki Method changed over the years?

I think it has changed from looking for the rules that
would make it work 1o experiencing the many ways of solving
individual situations,

What have you learned from your experiences in Peru?

Where love is deep much can be accomplished.
These are words of Suzuki.

T used 1o say you can'tstart to learn if you don’t
own a piano. Mrs. Kataoka used (o say you need
o get the finest instrument, and now, there is
a program in the jungle where there are no CD
players... and even this does not stop us. It is an
unstoppable force.

What was your funniest moment?
just remember laughing a lot.

Most moving?

Somany ... My most moving moment was hearing
Claudio (Armas) playing the Chopin Prelude in e
minor: I asked him to play a few years later, and he
played it just as beautifully. It was the rubato playing
that comes from deep within the person. That is a
piece... onc of the most touching pieces ever written.

Houw did you enjoy the food?

The indigenous food is delicious. I know that
Peru has more variety than any country in the
world. I would like to sample more of the fruits
and vegetables.

And Pisco sour?
Of course, this is included amongst the amazing
food in Pert.

Are you still working with Book One students? Are you
finding new ways to teach it?

This year, over half my students are in Book
One, and I am still uying to look for better ways
10 do this. I have this child from India and when
she plays Twinkle, it sounds like Indian music. [
am certainly doing different things. I have my end
of year recital when I get home. Bianca’s brother
Joshua (3) is going to walk on and take a bow: Anita
will play violin with her father ...

What do you think is Dr. Suzuki’s most
important message?

That participating and expressing the joy of
music is part of being human. All children have
the birthright to experience this. That natural
wmusicality, 2 nawral sense of thythm is not for
few, but is universal. L hate elitism. Music is where
it is the swongest. Casals thought Dr. Suzuki's
message was beautiful.

What is yowr hope, vision for the Swzuki Method in
the future?

My hope is to see it be made available in every
counury, for all children who would like o sty
hereby giving the children of the world many things
in common and therefore lead w a peacelul world,
wcias Doris por w inspiracion!

Yasuko S. Joichi
Oct. 1, 1945—Dec. 28, 2011
. Joichi was a beloved Suzuki Piano Teacher and SAA Teacher Trainer.
She served on the faculty of the Music Insarute of Chicago. worked on the
Suzuki Piano repertoire revisions commiuee and tught at many institutes and
workshops. She studied Suzuki Piano Pedagogy at the Talent Education Institute in
Matsumoto, Japan, the University of Wisconsin, and at Memphis State University.
She was also a nadonally certfied Teacher of Music in Piano by the Music Teachers
National Association.
Yasuko Joichi's warmth, kindness and enthusiasm for teaching will be
greatly missed.
In licu of gifis or flowers, her familv has requested gifis to a charity or
organization of your choice.

Bornin 1945 in Kyoto, Japan, Yasuko became the fourth child of Hideo and Iwae
Segawa. Rather unusual for the time, both of her parents had gone to theological
seminary school, and although their raining was just short of ordination, they
each preached 1o their respective congregatdons. Lively debates and conver
with missionaries

anons
and Buddhist friends filled her youth and undoubtedly left an
indelible impression on her,

I 1968, already an advenwresome taveler, she crossed the Pacific Ocean and
tanded in Evanston, Ilinois, for graduate school at Northwestern University where:
she majored in piano performance. Shordy thereafter she met her husband, Max,
while Cluisumas cwoling at a church in Chicago. By 1

70, her only daught

Janet, was boru.

During the next few dec were filled with much musical

activity. She plaved organ in churches, gave recitals, and was active in many

music teachers organizations. From 1977 o 1979, even the entire family gave
at Cantgny in Wheaton, lllinois.

nce her teenage vears in Japan, she tught piano

in December 2008, Most recendy she wught piano

Sunday Afternoon Concerts

Always a teacher at heart
her entive lite undil a strol

at the Music Institute of Chicago and at Elmhurst College preparatory and
college departments. Previously, she taught at Wheaton College preparatory
school and privately at home. Perhaps central o her music teaching career
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was encountering the Suzuki Method in
1975, an approach 10 music instruction
that she uied first with her daughter. She
eventually became a teacher-
Suzuki Piano and traveled worldwide as an
instructor at institutes and conferences.

All of that uaveling was hard 1o give up,
and she continued her wavels most recently
to Europe, Cenural America, and Asia untl
2008. Il it were not for her stroke, she would
have volunteered again in Costa Rica with
Cross Culwral Solutions.

ainer in

Her love for dogs and many fury
could be seen by all. Pictures
adomed the walls and cabinets of her piano
swdios and even refrigerator at home.

creature

Her laugh was infections as was her charm
with young students. In the past few years,
she enjoyed visits from her grandson and
followed her physical therapy and speech
therapy exercises diligently. Unfortunately,
her heart was not strong enough to continue
her lifelong adventure. In memory of a life
fully lived, let us wish her peace.
~Marilyn Andersen

Remembering Mrs. Joichi
(A Mother’s Perspective)

My daughter Isabelle had just umed five
vears old and it was time for her to begin
piano lessons. Having studied Suzuki violin
and piano as a child and being a Suzuki
violin teacher myself, I was convinced that
the Suzuki piano method was the best choice
for Isabelle’s training. I had never met Mrs,
Yasuko Joichi, but was well aware of her name
and reputation for high quality teaching.

We walked into our first piano lesson
prepared with a new notebook, pen, and,
most importandy, a freshly purchased
Suzuki piano book and CD. Despite these
preliminary steps, we could not possibly
have been prepared for the rare gift we
were about 1o receive from Mss. Joichi.

Upon entering her music studio, 1 took
notice of the collage of photographs of Mrs.

Joichi smiling withvarious youngi
as well as the oversized spiral bound book

of various inspirational quotes. This warm,

Twinkle, Twinkle, Litte Star, Variation A
thythm. I sat in the lesson in amazement
and simply cried. Mrs. Joichi calmly sat by
Isabelle and genty guided her hand as she
played. As a Suzuki teacher, 1 had heard this
thythm played counless times. However,
hearing my own daughter play this thythm
for the first time was the equivalent of seeing
her take her first steps. It was additionally
special to see how Mrs. Joichi patienty
guided her. As a parent and Suzuki teacher,
this is a memory of pure joy.

I'am confident that I am a better person
and teacher because of the time spent with
Mrs, Joichi. She showed me the importance
of patienceand gendestrength. An example
of this was when we arrived early for lessons. 1
would ask Mrs. Joichi if we could warm-up in
an empty room. She kindly advised against
this, wisely inferring it was best for me o not
push my daughter 0 leam new material
immediately before her lesson. Additionally,
I sometimes brought Isabelle’s younger
sister to lessons. She required numerous
activities to keep her occupied during the
lesson. I was concerned this would be a
distraction 10 Mrs. Joichi. To the contrary,
Ms, Joichi became interested in Isabelle’s
sister and her activities. [ am regretful that
she never had the opportunity 1o learn

piano from Mrs. Joichi.

I am forever grateful 1o Mrs. Joichi for
nurturing Isabelle’s carly musical growth
and helping her form a strong foundation.
She always encouraged Isabelle (o
participate in other musical experiences,
such as youth choir and playing triangle
in the percussion section of a music school
performance of The Toy Symphony by
Haydn. Despite primarily being Isabelle’s
piano teacher, Mrs. Joichi swressed the
importance of being exposed 10 a variety
of musical experiences,

Itis in the spirit of Mrs. Joichi's life that
we choose to remember her. We will always

remember her love of music and leaming,
as well as her love of nature and animals.
We are grateful for the five years spent as
students of Mrs. Joichi. We are extremely
fortunate to have been recipients of Mrs,

welcoming e
helped Isabelle and me feel comfortable in
anew leamning environment.

In the early stages of my daughter's
piano lessons with Mrs. Joichi, I recognized
that I was observing magic. I stll recall the
first time that lsabelle played Dr. Suzuki's
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Joichi's lagogi alens and, more
importantly, her gracious, gente, kind-
hearted spirit.

Thank you, Mrs. Joichi. You will be
decply missed.

~Melissa Kayne-Arbetter

Remembering Mrs. Joichi
Remembering my first piano teacher:
1 started taking piano lessons from Mrs,

Joichi when I was five years old. I was very
excited to start a sticker collection. 1 was
probably more excited about the sticker
collection than T was about practicing
piano. When I first met Mrs. Joichi, I was
shy. She was very kind and nice, which made
me feel very comfortable. 1 remember my
first piano recital with Mrs. Joichi. When it
was my tumn to play, she walked with me and
set me up at the piano. This really helped
me to feel comfortable. I will never forget
her kindness.

She was a great teacher and supporter
of the Suzuki Method. From the very
beginning of my piano lessons, she taught
me how o bow and have good hand
position. These are qualities that have
helped form a strong foundation for my
piano playing even today. I have a stronger
appreciation for the Suzuki Method thanks
(0 M. Joichi.

Five years after I began lessons, Mrs.
Joichi got sick. My mom took me to visit her

in a rehabilitation center. I was nervous to
visit Mrs. Joichi, because I was not sure how
much she would remember. I brought my
Suzuki piano music o play for her. I was
surprised that she gave me a mini lesson
on the keyboard she had in her room.
Although she could not speak very well due
to a suoke, she was still able to help me with
a very difficult passage in my piece. She
seemed happy that I visited her and I was
happy that I was able to see her again.
‘WhatIlearned most from Mrs. Joichi is to
always listen carefully to my music. When 1
learn a new piece now, I focus more on what
I hear than what I scc on the page. 1 am
forever grateful 1o Mrs. Joichi for teaching
me the skill of listening. T will always
remember her kind spirit and her love of
animals and music. 1 consider myself lucky
10 have had the good forumne of knowing
and learning from M
Mrs. Joichi:
Talented
Energetic

Joichi.

Aware

Cheerful

Happy

Eloquent

Respectful
~Isabelle Arbetter

June Itami
June 22, 1920=January 14, 2012

Apionccr of the Suzuki violin method in North America, June’s first of many
trips 0 Japan was in 1967. She became a close friend of Dr. Suzuki and was
well known in the Japanese Suzuki community. June was especially instrumental
10 the development of the Suzuki method in the western U.S. She was beloved
by her c ity and will be bered throughout the Suzuki world for her
contributions to Suzuki education.

A hyperlink to her full obituary may be found via the SAA web site: hy
suzukiassociation.org/news/ in-memoriamsjune-itami/

Twas deeply saddened to hear of the loss of June Itami, my first violin teacher who set
me on a varied career path of performing and teaching that has spanned more than
forty years. Her kind, gentle ways have been a constant guiding light. I was privileged
to attend the celebration of her life on Saturday. June 21, 2012, in Nampa, ldaho.
where she lived and raised her family. The church was packed with her loving family.
colleagues, former students, and friends. [t is difficult to say in this short tesimonial just
how much she meant to me. I studied with her from the age of ten to cighteen, but her
presence has remained with me my whole life. I have used her model as a guide in my
teaching and have continued to try to push myself beyond my abilities as she did. I have
loved her as many others did for her kindness and dedication to the art of music. At her
celebration of life Ilearned that there was much more to her than I ever knew. As with all
great people, she was humble and giving in many ways. My childhood was a much beter
place with her in it. My life was enriched beyond childhood and I hope I can come close
10 living up to her image. May you rest in peace, Mrs. Itami, with the knowledge of a life
well spent behind you. Your legacy lives on in the many lives that you touched.

— Nancy Messuri

Another teacher ol the first generation has left us—what a beaudful soul with an
-hand knowledge of Dr. Suzuki. May the teachers trained by

unselfish spirit and a fi
her keep the legacy alive.
~Cleo Brimhall

Mis. Tami honored the spirit of the Suzukiphilosophy, the open sharing and
She inspired a ¢

of teachers who joyously and lovingly worked
together for the betterment of the children and not solely tor themselves. She
understood that music was not just for ego and for the naining of virtwosos, but of ine
human beings. 1 miss her and the community in Idaho she mentored. Lhope her spirit
and the standard and vadition she began is carvied on by those who lollow.

Much love to you, Sensci.

—Lisa Miles

Continued from p. 45

Go Tell Aunt Rhody: ABA or A BIB2 A

O Come Little Children: AABC

Allegro: AABA

Perpetual Motion: ABCA. two phrases per

section, or Al A2 Bl B2 C C Al A2. one

phrase per section.

Long Long Ago: ABCB or A Al B Al

because the second phrase is the A phrase

with a different ending. They are like each
other, but not quite the same: they are
similar.

. Allegretto: ABCB or in shorter sections:

AALB Al because the first two parts are
similar to cach other. the same as in Long
Long Ago.

11. Andantino: ABCB or in shorter sections:

A Al B Al because the first wo parts are

similar to each other. the same as in Long

Long Ago and Allegretto.

Rigadoon: ABCA : similar to Perperual

Moton. but with single phrases.

13. Etude: ABA or. in smaller sections Al BI
A2 Bl C A2 D. The D section could be
called a “Coda™ which is like a il end
after the real end.

14. The Happy Farmer: AB. or phrase by
phrase: AT Al BA2 BA?

15. Minuet in C: AABB This piece is in Binarv
Dance Form.

16. Minuet #2: AABB This piece is in Binary

Dance Form

© PR

s

otes
1. Amold Whitall, “Form” in The New Grove
Dictionary of Music and Musicians, ed.
Stanley Sadie. (Macmillan: New York. 1080).
\nthony Brandt. ~Sound Reasoning: A
¢ Way to Listen.” Connexions (Sept. 11,

Richard Middleton: page 145 in Key Terms
in Popular Music and Cultre edited by
Bruce Horner and Thomas Swift: Blackwell
Publishing Ltd. Oxford, UK: 1999 Article:
“Form™ by Richard Middleton hup:  cnx.
org content m11466 1.23

In sandard Western Musical theory.
“motf” means 2 cell or the smallest bit of
music that contins an idea (usually a few
notes long). Swzuki used the word “motif™
roughly analogous to the s@ndard term
half phrase or 2 part of a phrase ending in
a half cadence. though he wasn't looking
at the harmonic underpinnings as Western
theoreticians usually do. will use the more
standard definition in the rest of this article.
These books, writien sometime in  the
19305 as far as 1 know, are out of print and
were onlv ever published in Japanese. 1
was never able w read the sonrce myself,
unfortunately.

n
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