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education continues

uzuki

through the summer for many
students as they attend summer
institutes. 1 have just returned from
teaching at the Chicago Suzuki Institute.
Even though I have been involved
with Suzuki students’ performances at
summer institutes for years, the quality
of the performances in Chicago was
special. The cello concert at the end of
the week-long Institute was outstanding.
Every level of performers, from the Pre-
Twinklers 1o the advanced students,
showed a mastery which one would find
hard to believe. I even think Dr. Suzuki
would have been moved by the high level
of playing by so many. I am sure many
of you have felt the same sense of pride
as you attended concerts at institutes
around the country this summer.
How can this be? There were young
children performing with skills and
musicianship wa

beyond their years.
The Suzuki triangle we speak of so
often in Suzuki education is most likely
the reason for the success of so many at
that Institute.

were parents who w
willing 1o dedicate hours of work in

home practice with their children. These
parents were willing and able (o pay for
lessons/fees, travel, and the time needed
1o auend the institute.

Seccond, there had 1o be dedicated,
well-trained teachersathome working
throughout the year to prepare the
students prior to the Institute.

Third, ave had 1o
dedicate hours of practice in order 1o

these  children
achieve excellence in their performances,
The end result for cach student was not
Jjustone marvelous institute performance,
but

h performance held the promise
of a fuwre of wonderful satisfaction
derived from music making,

Chair's Column

By Marilyn Kesler

As the 2013 summer draws to a
close and Suzuki Institutes are behind
us, I want to send congratulations to
institute directors and to thank all the
teachers who inspired the students at
Suzuki institutes. It is amazing when
you stop to think that total strangers
can make beautiful music together
in such a short amount of time. The
sharing of students by home teachers,
the nurturing  Suzuki  philosophy,
combined with the common repertoire,
allow these events to be pm’;il)lc and o
create many cherished memori

gr:
valuable

In addition, we ar

eful o the
institutes  for the training
that  takes teachers. The
courses provide shortterm training for
beginning and seasoned Suzuki teachers.
There w

place for

190 teachers taking teacher
training at the Chicago Institute this
summer. What a testimony this sizable
number rep

cnls

as we strive (o provide
the opportunity for more and more
children 10 acquire a quality education.
Last year there were more than 2,000
SAA teaching units taken throughout
the year,

ar's teachers
who took training taught twenty students,
the end result could mean that 40,000
students benelited from the teachers’
wzuki training.

If cach of last y

The domino elfect is
mind blowing. As teachers become better
trained, their students reap the benelits,
On May 26,2014, along with the Suzuki
Conlference held in Minneapolis, another

exciting event is heing planned—Suzuki
Americas 2014. Like summer institutes, it will
embrace all the elements of sharing music as
a common language. Suzuki students from
Latin America, Canada, and the United States
will come together to close the Conference
with a mass performance of new and
familiar music. The event will be even more
spectacular, because students from across
the SAA region will be able to watch and
participate, as the concert will be streamed
online. Joint music making is a motivating
experience for all students and teachers alike.
‘Whether at Suzuki Americas 2014, at a 2014
summer institute or in our local programs,
lets all plan to participate in as many ways as
possible to make music together and celebrate
our unique Suzuki community! ¢
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SOUND ENCOUNTERS ® June 4 13,9014

Organizational News

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:

ENTRY REQUIREMENTS:
Violin - Bk. 7 and up
Viola - Bk. 5 and up
Cello - Bk. 6 and up

Bass - Orchestra experience
Piano - Advanced Players
by audition

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 1590, 9014

Institute - a great place to exchange ideas with one * Corelli Kaleidoscope - Advanced Student

Program (Bk. 6 & Up)
* Teacher Training

* Parent programs

another and to generate excitement about playing
forall levels, early beginners through advanced.

* Graduation program
* Pre-Twinkle program

BRIAN LEWIS Young

WIIAT 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,
3and 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.

wmﬁ"ffx st » WIIERE Sponsored by the Ottawa Suzuki Strings, the BLYAP will
be held on the campus of Ottawa University, in Ottawa, KS.

Yale University
Vising Professor 1)\ T() The application can be found an our website at ottawasuzukistrings.org
APPLY  Please send the following, postmarked on or before February 15, 2013:
* ADVD of the student playing the following: a of solo Bach, a 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 ottawasuzukistrings.org
* Letter of recommendation from student's private teacher,
+ Anapplication fee of $40.00 (made payable to BLYAP)

7

/ OH(;W& Suzuki Sk

Plone) 783 2490242 (Fa) 785 2421110
p.“."u\" , Ollawa, KS 66067
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Parents as Partners Online 2013

By Christie Felsing

RWIHW more han F00 parents and
Q teachers, the third season of Pagents as

Partners Online ran from February 15 through
June 30,2013, This virtal learning communirs
included thirt-five fresh new alks, and sixteen
more drawn from prior vears” events. Al
presenters addressed  Suzuki-related  topics
and aimed o inspire parents and teachers
of all levels of experience. Topics ranged
from motivation to managing practice relationships, from
character development to creating communits. from group

classes to growing independence, from early childhood 1 the

teenage years. Numerous talks offered creative practice ideas.
including a trilogy of guaranteed practice siratcegios. fire
aid practice tools, and tried and true practice techniques. \
series of talks on institutes was also offered, which had many
perspectives from students. teachers and parents, as well as
thoughts on the value of attending institutes and expectations
for one's institute experience

All fifty-one wlks were accessible online during the five
month period, with  podeasts available tor those registered
as well. Some viewers took advantage of the opportunin to
write 4 question or provide feedback 1 the presenter. which
contributed to the larger online community. Others met in
person to watch a talk together, followed by hearty discussion.

Just as two of this vear’s tlks addressed building Suzuki
community, the Parents as Partmers Online events ke a
community of supporters to become a realiee. \ big thank vou
goes o those 2013 presenters who conibuted their time and
energy 10 prepare atalk of inspiration. New 2013 sesions
included:

o All Aboard! (Nancy Lokken)
Back o Basics: What Every Teacher Wants You to Know

(Lucy Shaw)
Between Aduls: Nurturing the Parent Teacher Relatonship

(Katic Bast)
Breahdowns (Ed Sprunget)
Building Suzuki Communi—With Dessert> (Pam Reit)

Character Developmient: Diessing for Success (Lamar Blum)

Creative Color Coding: How a Package ol Markens Can

Lranstorm Your Practicing? (Phala Trac)

Delining Progress (L Kicitain)
FinstAid tor Home Practice (Jim Van Reeth, Rebecea White.

Maryiances Kirsch Nadine Mochlenkamp)
From Philosophy 1o Reality (Lanar Blum and Parent Panel)

Group Lessons: The Rey o Mutivation (Carol Datlngen)

o Guarntees tor More Progress During Practice

(Jaumes Hutching)

e Uhaee

¢ Guiding Your Tweens and Teens Toward Independence
wnd Ownership? (Megan Titensor)

o It Tukes a Village (Vanessa Vari

* La Danza Suzuk (Ceclia €

* Makin

lo-Hopkins)

2 Failure Tnpossible (Heather Watson Hardie)

* Momvanon: The NotSo-Secret Formula (lan Salmon )

e Parent Perspectne on the Value of Institutes: Fint Time
Expenience (Jessica Wong

ter Deselopment (Rita Hauck,
Goldster

Perspectives on Chy

B

a Pitcher wi

Laura Nerenbe McKee. Sandra Pavion.

noderator Diane Slone )

Janis Wittrig, Sop

® Practce ldeas (Dale Hansor

® Powered by Parents (St

e Practicing with vour Child i Reuning-Hummel |

* Summer Insuites: How o p What 0 expect. and How to

Get the Most Out of the Experience (Teri Einfeldy)
o Teaching Your Child Responsibilin and Allowing Him to
Own His Practice Jane Kutscher-Reed

o The Benefits of Atrending Institutes: Student

Ann Monwzka-Smelser
The Benefits of Attending Insttutes: Parent

Carol Waldvogel

o The Benetits of Attending Insututes: Teacher

Sarah Pierce

The Imporance of Deep  Practce:
Teaching It and Doing It
Ratacl Vidiera

The Jov is in the Jourmne
Joan Keavwicki)

The Suzuki Trek: The Next

Generaton (Marna Masuopaolo

and Scott Schroeder

Tried and True Practce Tips

Shermy Cadowy

Two Parents” Perspectives on the Value of

Insututes (Ophelia Lason and Motoko Reid)

« Vaious Thoughes on Parent SAA Memberships
CAndrea Cannon)

* Vanous Thoughs on Parent SAA Memberships
(Wendy Seravalle-smith)

o \arious Thoughts on Parent SAA Memberships

Suzanne Rickman)

\ second tound o applase goes o those past. PPO
presentens whose talks were replaved  during the 2013
senies: Jenniter Burton (The Importance of Group Classes),
Beth Canurell (Nurtuing the Individual: Rivers, Trails and
Fied Margaret Fernv (Balancing Busy Schedules), Sasha




Organizational News

Garver (Preparing for Recitals and
Performances). Daniel Gee (Working
with - Adolescents and  Teenagers),
James  Hutchins  (Guarantees  for
More  Progress  During  Practice:
The  Sequel—2012;  and  Seven
Guarantees for More Progress during
2011), Lynn McCall (The
Suzuki Early Childhood Experience)
Irene Mitchell (Motivated to Practice),
Sarah Bylander Montzka (Dynamic
Practice: Creative Movement Games
for Channeling Energ

Pracuce

Regaining
Focusand Productive Practice), Donna
Ngai, Jessica Meyer and Calida Jones
(Parent Power!),

Fernando  Pinero
(The Power of Music), Koen Renz
(Competition: Suiving Together or
Against?), Robert Richardson (Ideas
for Creative Review), Ann Monizka
Smelser (Trusting Your Teacher) and
Ed Sprunger (Power)

A final note of appreciation goes to
hard work of the SAA St for helping
make this event possible: Pamela Brasch,
Deb Yamashita, Chris Davis, Libby
Jenny Ferenc (whose web expertise

elis,

creatng the PPO site made all three
projects possible), Anita  Hamilon
Whitney Kelley, and Beth Stanley, plus
PPO volunteer Christie Felsing. e

Christie Felsing,
Assistant Director of
the Preucil School of
Music, received her
Bachelor of Music
from the University of
Wisconsin-Madison
studying violin with
Vartan ~ Manoogian
and pedagogy  with
Marvin Rabin. After a
year of graduate studies at Boston
University,  including  Suzuki teacher
training, she pursued a nine-month Suzuki
internship with Doris Preucil at the Preucil
School. Her experience there led her to
complete 2 Master of Music degree in
Suzuki pedagogy at Southern llinois
University Edwardsville with John Kendall
Christie is 2 graduate of the National Guild
of Community Schools of the Arts’
administrative training program, AMICI
She served on the SAA Board of Directors
from 2004-2009, is a registered SAA Teacher
Trainer, and was the 2010 SAA Conference
Coordinator.
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Timothy Durbin receives 2013 ASI Suzuki
Chair award from Pat D'Ercole

Timothy Durbin Receives
2013 American Suzuki
Institute Suzuki Chair
Award

Dx Timothy Durbin was recognized
with the 2013 American Suzuki
Institute  Suzuki  Chair  Award
Congratulations!

Dr. Durbin is an SAA Teacher Trainer
who teaches at the University of
Louisville as well as travelling extensively
to teach at Summer Institutes and

workshops throughout the year.
Read his inspiring acceptance speech

below!

Acceptance Speech

A famous philosopher once said, “If
your plan is for one year, plant rice. If
your plan is for ten years, plant trees
If your plan is for one hundred years
educate childre!

But what should we teach them?

We should not just teach them that
one and one makes two and that Paris
is the capital of France. We should teach
them how to use the knowledge they
learn in the service of others and to the
betterment of humanity and society

And what educational wol might help
our children complete their education
and fulfill this lofty purposc?

Music has the power o meet this
need because music creates empathy
between those who share it As its
message it contains the common thread
of emotions and experiences that unites
us all as being human.

And why will the Suzuki method
endure whereas other methods will
come and go?

Because as its main goal and at the ver
, the Suzuki
eate beautiful human

foundation of its philosopl
Method seeks to ©
beings and make the world a better place.

It is a musical education method that
acknowledges the power and purpose
that music can have in service to socicty
and to the betterment of our lives.

And how will this come about?

We must all work. Evil does not ever
take a day ofTand neither should we. Why
have I traveled 24,000 miles this summer,

spent nine weeks away from home and

family and dedicated the last 33 years of
my life to Suzuki and music? Because 1
think that music can be a tool for peace,
and that music can change the world by
changing one heart at a time by showing
it beauty, humanity and truth

Thank you for this honor. 1 will
rededicate myself (o meeting the
standards and ideals it represents and to
further the causes of peace in the world
and for the happiness of children.

I thank all the teachers for dedicating
their lives to planting the seeds that will
bear fruit over the next one hundred
years. You are my heroes and my idols.
I think of you every day I teach. You
arc always with me and I uy to share
the beautiful spirit you have shown me
through your

Is:

xample.

y thank you to the parents. It is a
beautiful, beautiful, beautiful gift that you
are giving your children. Stay the course.
And 1o the children ...
Immerse yourselves in your music
Let its clean:
Listen to its b

ng tones wash over you

auty and let that beauty
grow love and joy in your hearts. And
may that love and joy be your constant
companion and guiding light in your
journey all the days of your lives

1 wish you all a magical journey this
week as you explore the beauty of music
and the positive message it can have in
your lives.

Thank you

—Timothy Durbin, Sunday, August 4, 2013

Alfred Music Publishing

16320 Roscoe Bl Suite 100
Van Nuys, CA 91 “
Phone: B18 801 599

Email: customerservice@alfred.com

Web: wwwalfred.com

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

CodaBow International, Ltd.

JefTrey Van Fossen

PO Box 18 | GoeDewr
Winona, MN 55087
Phone: 507.454.1300; Fax: 507.454.0400
Email: bows@codabow.com
Web: www.codabow.com

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

Connolly Music Company

John M. Connolly III, President
8 Vernon Valley Rd.

East \Iur\hpnrl NY 11731 | ConNoLLY
3 2

Email: nfo@connollymusic.com
Web: www.connollymusic.com

Connolly Music Company, importer and
distributor of Thomastik-Infeld strings and
other fine orchestral string accessories, is
proud 1o support the Suzuki Association of
the Americas.

D'Addario @
lddari
Smith St. \Lﬂ —
Farmingdale, NY 11735

Phone: 631.439.3300
Web: www.daddariobowed.com

The Potter Violin Company

1706 Highland Avenue =,

Bethesda, MD 20811 ,.?,,m

Phone: 800.317.9452 Mo
2.8375

: office@pottersviolins.com
Web: win om

] D'Addario & Co. Inc., manufacturer of
D'Addario Bowed Strings. Brand names
include Prelude, ProArte, Helicore, Zyex
and Kaplan Solutions strings, as well as
Kaplan and D'Addario ros

Full service violin shop dedicated o teachers.
students, and player of all levels. We feature
Doeisch, Klier, Luiger nstruments swell s
many other fine brands. ays carry the
best selection of fine antique instruments.
Rental program with generous purchase
allowance. Instrument purchase financing
program available.

Shar Music

AR
Charles Avsharian. CEO -
Haig Avsharian, President

Michael Avsharian, Vice President

2165 S. Industrial

Ann Arbor. MI 48104

Phone: 734.665.3978

@sharmusic.com
Web: www.sharmusic.com

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

. Stri SOUTHWEST
Southwest Strings IﬂxT

Stephen Sheppard, President
Celta Godirey, Vice President
1721 South Che

Tucson,

Phone: 80052

Fax: 800.528

. 7
Eunailsinfo@susrings.com
Web: wiwswstrings.com

Thank you for considering Southwest
Strings. At home or in classrooms, our
stringed instruments, accessories and
programs answer your needs, meet your
budgetand assist you in reaching your goals.

Things 4 Strings

Ruth Brons
\ 0. Box 2310
rgston, NJ 070
1 hone: 201,563,227
Web: www.thingsstrings.com

Revolutionary teaching aids allow
beginners a relaxed and elfective bow
hold for a head st :: Bow Hold
Buddies™ and Hold

Viola,and CelloPhan® for Cello.

Super-Sensitive e
Musical String Co. ~ Suber-Sensitive
Cavanaugh, Vice President
my, Apex Road
342

F:

Web: wiwsupersensitive.com

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

Suzuki Violin Co., Ltd.

1400 Ferguson Ave
33

lmporlcr for North & South

America - St. Louis Music
Email: info@nagoyasuzukiamerica.com
Web: www.nagovasuzukiamerica.com

With over 100 vears of instrument-making
history, the repuration and quality of

1 Suzuki instruments is known world
wide. Experienced teachers know they can
st and recommend them.

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

SISQUIdJA SSoUISng JIITWAIJ




The SAA encourages members to send
job postings for Suzuki positions—
cither jobs wanted or jobs available.
The fee for this service is $95 per
issue. We offer your listing also on our
website. All listings will be included in
a maximum 3 column inch paragraph
in the next AS/. Deadlines: December
15-Winter issue; March 15-Spring;
June 15-Summer; September 15-Fall.
Listings included are paid advertising
no endorsement by the SAA is implied.

Suzuki Teachers- All Instruments (Part-Time)
LOCATION: Austin, TX
DESCRIPTION: The New School of Music
in Austin is a growing community music
school which provides a non-competitive and
challenging atmosphere where students of all
agesand levels are able to study a variety of styles
of music — from the beginner to the advanced
student. In addition to music education for
young children, we offer private lessons and
small informal classes for all ages, in a variety
of courses, and we have semester recitals at our
facility. We are located in the central Austin
(Tarrytown) area, and have fall openings for
part-time Suzuki Instructors of all instruments.
Our teaching environment is active, fun,
dynamic, very supportive and pmr onal.
School teaching hours are as arranged, during
day and evening hours Monday through Friday,
and from 10am o 3pm on Saturdays.
DUTIES: Suzuki Instructor part-time positions
are available for violin, viola, cello, ass, piano,
flute, harp, & guitar. Instructors will teach
standard Suzuki literawre 1o students of all
levels within a dynamic learning cnvironment.
QUALIFICATIONS:-Degree in music (graduate
degree is desirable) —Professional teaching
experience—SAA Certificate of Achievement
is preferred (or evidence of equivalent
achievement)—Current performance
experience Secking serious candidates who are
committed to a vision of excellence for cach
student and for the progrm.
SALARY: Commensurate with experience.
CONTACT: Pleasc email cover leter and
resume  to:  Richard  Spencer,  Executive
Director, New School of Music Mailing Address:
New School of Music, PO Box 142553, Austin,
35-0208

Email: rspencer@newschoolofmusic.net
Website: www.newschoolofmusic.net

Suzuki Violin/Viola Teacher (part time)
LOCATION: Princeton Junction, NJ

DESCRIPTION: Princcton String Academy is
located in Princeton Junction within walking
distance of the NE Corridor train line, with
easy access to NYC and Philadelphia. Our stafl
includes four teachers and a student body of 80+
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and growing. We offer a 3638 week academic
car schedule of private lessons and group
classes and an cight week summer program. We
also offer ancillary programs, i.c., string quartet
coaching, competition practice and training
and outreach. All students perform in two solo
recitals and a group class concert each year.
DUTIES: Position open at Princeton Suing
Academy, Princeton Junction, NJ, for part
time violin and/or viola instructor. Instructor
will teach standard Suzuki literature to
students of all levels within a dynamic learning
environment.

QUALIFICATIONS: Bachelor’s degree
required and Master's Degree preferred with
minimum SAA registered training through
Book 3. Seeking serious candidates only who
are committed 1o a vision of excellence for each
studentand for the program. Start immediately.
SALARY: Extremely competitive and negotiable
based on experience. Tuition reimbursement
offered for ongoing SAA training.

CONTACT: Paul Manulik, Director Princeton
String Academy 2 Colonial Ave Princeton
juucuon NJ 08550. Phone: 609-751-7664

mail: njprinceton@gmail.com
awwstringacademy.net

Suzuki Part-til
LOCATION:

e Violin Teacher (K & Ist grade)
ellington, FL

DESCRIPTION: Private college preparatory

instruct students twice per w
is for a total of four hours per v
a fint grade class with approximately
students and a_kindergarten class also with
approximately 12 students. Each group of
students take violin twice per week. The school
has a very supportive parent population and is
known for its highly academic program. Violin
i datory part of the curriculum.

: Teacher will instruct students each
lly have a holiday concert and
an end of the year mother's day concert.
QUALIFICATIONS: Teaching young children.
SALARY: Commensurate with experience
CONTACT: Please email to The Wellingion
Preparatory School, 9135 Lake Worth Road,
Lake Worth, FL 33467. Phone: 561-649-7900
resume@wellinglonprep.org
wwwwellingtonprep.org

Websit

Suzukd Violin Tc:d:er

LOCATION: Berea, O

DESCRIPTION: mmmn Wallace University
Suzuki Center is a growing program offcring
Suzuki violin 10 students in the southwest
suburbs of Cleveland.

DUTIES: Provide weckly private lessons for
beginning and intermediate violin students;
ability to travel to satellite locations in Me
and Brecksville a plus; attend teacher me
recitals, and performances.
QUALIFICATIONS: SAA training through
book 8 preferred, with a commitment 1o
continuing teacher development.

SALARY: Compensation is negotiable
CONTACT: Pleasc email or mail a cover
nces to: Conservatory

g

Ouurcach Baldwin  Wallace  Unive 275
Eastland Road Berea, OH 44017 Lmy\
conreach@bw.cdu

Suzuki/Traditional Violin Teacher
LOCATION: Rockford, IL
DESCRIPTION: The Music Academy is a
wellestablished community school of music
celebrating its 28th year. The school offers
suing, piano, flute, guitar, voice and carl
childhood music and music survey classes for
life-long learners. The new teacher will join a
staff of 29 teachers (20 of whom have Suzuki
teacher training) serving 1,600 stdents. The
school is a member of the National Guild of
Community Schools of the Arts and the Suzu
Association of the Americas. Rockford s
located about 90 miles from Chicago, 1llinois.
DUTIES: Teaching includes individual lesson
and group lessons with the opportunity to
teach reading and theory classes, and coach
chamber music during the school year and
for summer camps. Work collaboratively with
the faculty to help shape curriculum, activities
of the school. The teacher can assume an
established studio of Suzuki and wradidonally
trained students ranging in age and
from fourycar old beginners (o Advanced
teenagers and adults. There is the opportunity
and the school seeks 1o build upon the
i tng sludlo with additional students on a

waiting li
er.mmnor:s Bachelor's  degree
minimum is required. Suzuki Pedagogy training
is preferred. Evidence of expertise in teaching
all ages and in a varicty of styles in private
and group settings is required. Ability to work
collaboratively and communicate _cffectively
in a school seuing is |cqu||cd Continuing
and

funding is available for this purpose.
SALARY: Commensurate with education and
experience

INTACT: Please send cover letter and
resume to: Martha Frantz, Exceutive Dircctor,
The Music Academy, 226 South Second Street,
Rockford, IL 61104.
Phone: 815-986-0037
Fax: 8159850076
Email: - martifranu@musicacademyinrockford.
com
Website: www.MusicAcademyinRockford.com

Suzuki Violin Public School Teacher
LOCATION: Moundsville, WY
DESCRIPTION:  Marshall County  School
System has a 27 year well established Suzuki
Suings Program. Children start at the
Kindergarten level in small groups with parent
participation. Students continue their Suzaki
studics through 1200 grade. An orchestra for
Middle School and High School students meets
onceaweek. At present there are approximately
100 swdents. Performance opportu
availuble with several orchestas in the arca
DUTIES: Team teach with the existing teacher
for onc year and resume all responsibilities
for the program for the 20142015 school
year. Duties include teaching individual and

group classes, recitals, school and accasional
community concerts, and assign  student
grades. Must relate and work with parents.

QUALIFICATIONS: Minimum of a Bachelors
in Music Educarion, valid Wes Virginia
teaching certificate, through

Perform in faculty portion of biannual

student recitals,

QUALIFICATIONS: Minimum violin. cello, or

piano BM and SAA registered training through

Book 2. A commitment to ongoing teacher
a must. Experience working with

. SAA

Book 4 or above in Suzuki Violin. Must be a
member of SAA.

SALARY: Full Time Salaricd Employee with
Health Benefits
CONTACT: Scnd resume to Janet Sparks at
2430 Chapel Hill Road, Triadeiphia, WV 26059
or email Janet. Start date: August 2013

Email: jwsparks | @hotmail.com

Suzuki Piano Teacher

LOCATION: Moorestown, NJ
DESCRIPTION:  Moorestown  School  of
Music, South Jersey's Suzuki School, is a
small but growing not-for-profit Suzuki school
in southern New [ersey, 20 minutes by car
from Center City Philadelphia, 40 minutes
from Princeton and Wilmington. We have a
congenial, supportive faculty and offer Suzuki
violin, cello and piano lessons and ic
Together . Moorestown was named Moncy
Magazine's top U.S. community in 2005. Public
ransportation from Center City Philadelphia.
DUTIES: Teach private and group lessons part-
time (starting with 2 days a week). Attend/
help organize recitals/other events. Work
cooperatively with faculty. 36-week school year.
68 week summer session
QUALIFICATIONS: Enthusiasm, positive
atiitude, love and  respect  children.
Commitment to Suzuki philosophy. Minimum
SAA-registered teacher  training through
Book 1, (thru Book 4 preferred). B.A. and/
or Music Degree.
SALARY:  $2636/hr  depending on
experience/education.  Annual  subsidized
SAA training. IF hired (o begin by September
92013, we will partially subsidize Suzuki training
before then.

=z

+ Mary Anne O'Meara, Executive
stown School of Music, 301
Union Street, Moorestown, NJ 08057, Phone:
856-235-7565

Email: director@msmnj.org, Website: ww.
mswmnj.org

Suzuki Violin, Cello, Piano Teachers
LOCATION: San Diego, CA
DESCRIPTION: San Diego Suzuki School
of Music is a highly regarded private co-op
organization secking additional teachers to
fulill the demand of the area, particularly
northvinland communities such as- Poway
and Rancho Bernardo. This will be an
expansion of our school; therelore new
teachers will be taking on new students from
extensive waitlist. Students and parents
benelit gready [rom learning with weachers
of similar syles and varied backgrounds,
while keeping @ common curriculum, high
sandard of excellence, and commitment to
Suzuki principles
DUTIES: Teach year-round w
and group lessons to students aged - and up.
beginner through advanced levels. (Piano
group may be monthly) Individual sudent
oad may be full or partime, as desired
L in organizing and leading  schoal
performinees, parent meetings, and events.

ly individual

young children and their paren
s, : Please contact for details
CONTACT: Please cmail cover letter,
resume and two references to Elly Schmidt,
Co-Director. Start date is fexible as this is
an expansion of our program. Ad will sty
posted until positions ar flled.

ail: sandiegosuzukischool @gmail.com
Website: www.sandiegosuzukischool.com

() Now is the time to
plan SPA courses!
Would you like to

have SPA offered
S VA oo
Check out what's involved in
hosting a course at:

hitp://suzukiassociation.org/
teachers/quides/spa/

Teacher Workshops

Suzuki Music Institute of Dallas, Dallas, TX
Oct 14 2013: Violin Unit 1

page/1 1778961/ Programs, Teacher-Training

Suzuki Strings of Austin, Austin, TX
Sep 28 - 29 2013: Violin Left Hand
Development

Apr 11 =15 2014 Violin Unit 4

uzukistringsofaustin@gmail.com
Website: www. SuzukiStringsof \ustin.com

Western Springs School of Talent
Education, Western Spri

Oct 7- Dec 9 2013: Violin Practicum
Oct 14— Dec 16 2013: Violin Unit 6
Contact: Ed Kreitman

Phone: 708-216-9309

Fax: 708-246-9304

Email: edkreiunan@wsste.com
Website: wwwwsste.com

Pakachoag Community Music School
of Greater Worcester, Auburn, MA
ov 13 2013: Violin Unit 2

ot
Email: amylmatherly@ahoo.com
Website: www.pakmusic.org

Buffalo Suzuki Strings, Buffalo, NY
c Nov 17 2013 !

N
Email: meneal@butlalosuzukistrings.org
Website: bullalosuzukistrings.ovg

Brooklyn Conservatory of Music,
Brooklyn, NY

Carney

jearmey@bqem.org
Website W biem.org

uzuki Principles in Action

University of Louisville, Louisville, KY
Oct 15 = Dec 9 2013: Violin Unit 1
Oct 15 - Dec 9 2013: Violin Unit 5
Oct 15 = Dec 9 2013: Violin Unit 6
Oct 15 - Dec 9 2013: Violin Unit 7
Oct 15 = Dec 9 2013: Violin Practicum
Contact: Timothy T Durbin

Phone: 859-312-1616

Email: ttdurbin@aol.com

Studio of Carol Cross, Ellensburg, WA
Oct 23 2013 = Apr 16 2014: Piano Unit 1
Contact: Carol Cross

Phone: 5009255104

Email: decross@kvallev.com

Lakewood Elementary Suzuki Strings,
Euless, TX
Nov 16— 17 2013: Suzuki Principles in Action

Suzuki Association of Minnesota,
Bloomington, MN
6 2014: Suzuki Principles in Action

Jan
Contact: \nd.re French

Phone: 6127
Email: french andrea@macphail.org
Website: wwi.suzukiminnesota.org

5396

Centro Escolar Cedros, Ciudad de México,
DF, Mexico

Mar 13 - 16 2014 Filosofia

Contact: Ricardo Salinas

Phone: (52) 5346230851

Email: rsalinas@suzukimexico.org
Website: www.suzukimexico.org

Indianapolis Suzuki Academy,
lndmn.'.\po\ls. N
28 — 20 2014:
\\am ez indianapo

Suzuki Principles in A
issuzukiacademy.org




New Active Members

Florida
Alaska Begum BC Calimli, North
Rebecea Dunne, Fairbanks Miami Beach

Al Darvish, Miami
Allison Larson, Key Biscayne
Catherine Paalvast, Spring

TifTany Gluth, Sitka
Jab:

Holly Geuinger

Birmingham Hill

kansas Gregory Ryan Cockman,
Erica R Downs, Fayetteville ‘ Wimer Park
D Fayetteville | Ayako Yonetani, Orlando.

ra L Oliv
na

Alex Binkley, Maricta
Berkley Griffin, Savannah
Leah Jacobson, Decatur
‘ Darby Jones, Galhoun
Victoria Pharis,
Mayu T Sommovigo, Atanta
Tillany Waison, White
daho

lifornia
Satik Andriassian.
Woodland Hills
Victoria Bietz, San Dicgo
Vickey L Boone Sr,
Rivenide
Jillian Broeckel, Escondido
Stephanie Clegg, Waterford
Kristine Lundgren Dunn,
Sunnyvale
Marta Guevara, Waterford
Anneue Halford, Berkeley

Anne Sam. Pocatello

Homm L Austin, Batavia
Carli

li Ba
Sarah Black. Tinley Park
Sharon Cohen, ltasca
Sandra Cretu, Lake Forest
\hdtl\n Eene Elmhurt
Karla

hicage
Kristin Hall, Santa Rosa Ama (L.\ Crimm, Chicago
Valley Desiree Hays, Bourbonnais

Samantha Harvey, Ventura
Matthew Holmes Linder,

Heewon Kim, Savoy
Rachel ] Kish, Bourbon
Oliia I Legan, Rivrside
Sean Mooney, Orl

Wilmette

n Jacqueline Skara,

Kristin N Stine, Monticello

Henriet F Thompson,
Chicago

Sarah Vosy icago

leen Wronkierwicz,
Arlington Heights

Indiana

Francisco
Dennis Ngai, Sunnyvale

l\mmcu ‘Danichon, Ft

 Jose
Vivian Francine Wells, San

rancisco e Demuth, Ferdinand
Molly E White, Encino mert, Ferdinand
ura N Wong, Daly City

Rebecea Berg, Den

Maia Bruce, Lakewood

Jenny Diaz, Boulder

Molly Evans, Berthod

Kathy Jones, Loveland

Lacna McDonald,
Englewood

Lannie Shelton, Golden

Melanie Sheridan, Boulder

Brinany Ware, Colorado
Springs

nsas
Jemniter Bryan, Manhaan
Nathan D Mark, Hay

Jeffery Albright, Shelton
Kathérine Carlson, New

0

Pauice Knight, West
Hardord

Jennifer Lucian, Waterbury

‘Martina Miga, Manchesier

n,
Nicholasville

Louisiana
Kiersien | Baker, Hahnville

Sven A Raincy, West salliano
Hartford Lafayetie
Michael I Winer, West ine
”an.fnr(l aral (:‘Jenu‘ Lincolnville

s;m, Choi, W as)ungmn
Harry
Washingion

hea C) Iml College Purk
Rowel saithersburg
Xing Jin, Gaithersburg

Spring
Allison Reisinger. Annapolis
Talya Schenk, Rockville
Timothy Sherren.

Mitheellille
Massachusetts

Deborah Apple. Brookline
Serdar Cam, Somerville

Marie Desrosier. Arlingion

Benjamin Doyle, Wesion

Emma Dunlap-Grube.
Amherst

Lisa Goddard. Boston

Carol L Hutter
Y\nnh.un

Ca

ank. Amherst

Ann Arbor Suzuki Flute
School. Ann Arbor
Kristin Beckman, Sault

Sainte Mari
Sidney Bute
hsuen Che
Neil Gilfillan
Ruth Hogle.

Park
h\an()\l Mendoza-King,

Flau

Jennier Palmati
Roc

Christina Rowan, Ann
Arbor
Gwen .\hllcl Seal, ast

]

1 Seay. Ann Arbor

Colleen Wang, Aun Arbor

Kyndra Wojciechowski
Waterford

)

Erin Danicl,

ally Dorer, Plymouth

Jay Gordon, Excelsior

Jocelyn Schendel,
Minneapolis

Missouri

ntana
Sy i M Allen, Missoula
Melani Great Falls
Sam Taylor, Whitefish

ypshire
Laura Cassinari-King, North
Hampton

Paul Ruscak, West Lebanon |

e Pape, Noncii
Katsuko Touji, Paramus

Darren Becken, Corrales
Los Ranchos

ille
Leigh Sypawka, Greenville
Nevada

erett, Goodsprings

Ariella Sophia Nounna

Holon, Las Vegas

New \ rk

Patricia Bachr, Bayville

Diane Bartholomens
Rochester

Liam Bull, Wikson

Cimitine Derby-Cuadrad.
Lockport
Alejandra Diemecke,

Spencer

Exin B Ellis. Brooklyn

Laura Falzon, New York

Rvan Foley, Stony Brook
arcia.

|
Brenna Gillete, Manliu:
Elizabeth Hamilton, West
anby

New York

Wilamsalle
Jerusha Kellerhouse,
endale

Dominic Meiman, Riverdale
Vina Merulla. Queensbury
Jessica Park,

Nicholzs Pauls, Brookln

H.

Vered Reznik,
Drew Robertsor

Mihaca
Mia Theodoratus, Brooklyn
Leslie R de Lecu,
Poughkecpsic
hio
Suzanna Bames, Cincinnat

mily Bartell, Akron
Gina M Buzzelli, Bowling
re

Zampbell, Loveland

Lauren Dombi

Lara Dudack, Akion

Sarah Edgerton, Cleveland
I

evada

Schmitz, Perrysburg
Rebkah Stefaniuk, Polk
Micliael | Strauss, Oberlin
Hyojoo Uh, Cleveland
Lauretia MW ’
Molly Werts, Cleveland
Ashley Wise, Pataska
Meredith Wolle, Dublin
Oahioma

Hannaly Lea Moric, Pryor
Oregon

Monica Iarl,
Chiss Barard, As
Elisa Boynon, Oregon City
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Brooke Bubna, Portland
Mara 1. Collins, Portland
Chris Kokesh, Portland

Adhland
nell, Portland
1. Eugene

Pennsylvania

Pam Baxter, Phoenisvlle
ephani Bell, Coopersburg

waron Davis. Lebanon

a D Gabalawi, Havertown
Naomi Gray, Philadelphia
Elise Henkelman,

Pittsburgh
Meredith Hudock, Allison
Park

Julicnne Tkegami, Drexcl
Hill

Emily G Karosas,
Bloomsburg

Ruth Kiang, Pliadelphia

Jeanetie Kim, Cheltenham

John ] l\nlmm Plamouth

Meet
lexmnd Mnllnn. West

aupsky Kang,
s Barre
Lindsy Wikon, Glenside
Samantha Wolfe, Lebanon
Puerto Rico
Rudy C Choque,
Angel M FaluGarc
Tiujilo Alio

an Juan

Cauano
Diana Figueroa, Hato Rey
Ramonita M Leandry, San

Scott McColl, Providence

South Carolina

Amanda / \\|nm|m.
Anders

X

a Metz, Bluffion

Mink, Rock Hill

akota

i Yeager, Sioux Falls

Christian Zamora, Sioux
Falls

essee
 Buchanan, Memphis
corgia Cox, Johnson City

hisha N\nln]ox M(mplm
Martin Palacios, Bartlet
Abbic L Parrish, Humboldt

a hroeder, Nashville
caver, Cordova

fexas
Joshua L Avrieta, San

Marcos

Ruben Balbou 111, San
e

Josica Becdol,

Kawrina Bobbs §

Houston

\hxuu(lm Caplis Tuude,

g

0
itski,

Kty B o

Maricio Garcia, Houston
Kenya Gillespie, Houston
Stucie Glowka, Round Rock

Vicia | oo Toeingen |
Avehie fones Jr,

Michelie Kong, Fotees
Love Nurtured Musie
Program, Richardson

ney Lubin, Austin |

i
TN, Ml
l\m\lk 1ly Morale

Canyon
Phunketr, Hosion

Ju
\rlnl]vl\ G Salinas. Lubbock
smith. Belton

Sy Tlmmp
Scorgetown
Jesse Viedenburgh, Austin

ntonio
¢ Wi

Lake City
Brianna ] Craig, Midvale
Ada Mae Grouse, Salt Lake

Gty
Whimey Dah. Devpe
Eli

n Findlay South Jordn

Terry R Fulwider, Springyille

Margie Halling, Brigham
Ciy

wann. Luray
Levsburg

*oopes. Orem [ Rands Wicde

Bo Yeon Ko, Salt Lake City | Marie Wride.

[ulia Marshall, Salt Cake Ciry | Vermon

Pern S Morns, Benninzon

Emily Sunderman, Wost
Cornwall

Wnlu'ngx n

\nge
Christina MeKe
Rachel D

Susan Huie, Walla Wall,
“arie Schotield. Logan Cluntel N Kelles, Ellensbur
Lauren Smiitl 1 MePherson. Yakis
Heidi Kirsten Vande Renee Miller,
Park Ciry Olvmpia
Matthew Wheelwright. Kailin Moones. Des Momes
South Wel Stephanie Nuble-facobs, Rov

Camille | Wiggins, Hollacay — Benjamin Smith. Tacoma
Brittany Willey. Pleasa Wisconsin
Kara L Burzess, Watertown

Grove
2 Brittany M Greendeer
Stevens Point

Jankowski-Bi

irginia
Lynette Andrews. Virginia
ch Elterin
Alan D Aranas. Aldie Milwaukee
Marion Baker. Falls Church Annie Melconian, Madison
njamin Dawson, Bethany Moss. \ppleton
Abingdon Laura | Schafer, Antigo
Derio, Joleece Starr. Madison
Charlotessill Jennifeer Stenson
Caroline Dunmire, Manitowoc
Woodford Anna Uccker, Hartford
Melissa Drorak, Falls irg

Virgini X
Janelle Glass. Bluefild

iyoming
Erica Johannes, Jackson

Woodbridge
lex ubitz, Falls Church Lora Meredith, Rock

Anjali S Lind, Virginia Springs
Beach

James M Ling, Burke ANADA

Ingrid Sanden, Arlingeon Alberta

Olivia Thigpen, Lynchburg  Mark Rodgens. Lethbndge

loana Weathers, Allison Awery, Lethbridge
Fredericksburg Delisa Komori, Calgary

Austin Encson. Lacombe
Rebecea Epp, Lacombe
Geoffrey Paul. Lnumhc
British Col
Lance Stone

For Stjohn

Lina Han. Coquitlam
Enca (seung voun) Lee

Jane Cors. Winnip

Munikar Ming, Winnipes

Nova Sevtia

Meszan Bovko. Bousliers
Pont

Ontario

Faith Lau, MarKiam

Pervn Lukos. Hanmlton

Lara C debeer. Toront

Andres N Tuco Clarke:
Toronto

Rachel Gauntlet. Toront

Helena Rebeca Hogererp,
Torono

Ted Sherk. Toronto

Caitlin Meamsell, Toronio

Ben Wght, Toronto

A\pril D van de Levgraat.
Pans

Keira L McArthur, Owen

ulis. London
Donald Jones. London

Tomonisa Toriumi, Quebee

Genevieve GB Boileau.

uebec
Julia Valero, Montreal
Priscila Coelho. Montreal

Norma Valle, Guadalajara.
Mexico

Claudina Kejles. Argentina

Anna Katrina Aguiar.
Curitiba. Brazil

 Mario Sosz. Willemstad.
Curacao
Annie Melconian. Baghdad.
Irag |
Chung Ying Chan, North
Pomnt. Hong Kong.
Suzan: Morcll, Malzsia |

Sngpore |

Yoonyean Lee. Kangnan-Gu
Scoul. South Korea

Kim Bishop. Mont Albert.
Austr

Pra Karls. Vienna, \ustnia

Elle MeMurran, Svdnex.
Australia

Margaria Valderas, Suntago
Chile

Rorermary Walsh, Bahwn
Austra

Mm Kane. Farmham, United
Kingdom

Helga Scholz, Buchloe,
Germany

Nurtured By Love Book,
Revised Edition

Follow a young student as he

By Dr. Shinichi Suzuki
Translated by Kyoko Selden with Lili Selden

- T Now in a new
| wanslation, this book
| is  Shinichi Suzuki's

exploration of the
concepts of his Talent
Education philosophy
through a  personal
narrative of discovery
and experiences.

Taken  from  the
original Japanese
directly inw - English,

this new work provides
fascinating  insight it the mind o the
master. Both the original Nurtured by Love
and Nurtured by Love Revised Edition are a
must for any teacher, player, or devotee of Dr.
Suzuki’s teaching and promise o inspire new
generations.

Available at
www.suzukiassociation.org/store
or call the SAA at 1-888.378.9854.

and his mother begin taking
private violin lessons in this
delightiul children's book.

Perfect to help children and
their parents learn what 10
expect as they begin
their music studies.

g -
it
R ﬁﬁ

at www.

/store

or call the SAA at 1-888.378.9854.

n



Resources for Teachers
& Parents
Everything Depends on How We
Raise Them - Educating Young Children
by the Suzuki Method
Shigeki Tanaka
Translated by Kyoko Selden. 114 pages.

US/CAN §14.99

First Class Tips for Suzuki Parents

A collection of the best American Sicuki Journal anticles

for parents from the past 20+ years. US/CAN S10

Focus on Suzuki Piano

Mary Craig Powell

Ideas and techniques for parents and teachers.

compiled from articles that first appeared in Suzuki

World magazine between 1982 and 198
US/CAN S12.95

Group Lessons for Suzuki Violin

and Viola

Carolyn McCall

Group lesson ideas for violin and viola. orzanized by

book level and technique/skill.  US/CAN $14.99

Helping Parents Practice

Edmund Sprunger

Helping Parents Practice: Ideas for Making it Easier
is a response to the most common concerns
of parents who practice a musical instrument
with their children CAN $20

The life and Letters of

Frederic Chopin

Malgosia Lis

Four-part series on Chopin by Malgosia Lis. which
features original translations of Chopin's letters by the
author and was originally published in the Amcrican
Suziuki Journal. Now conveniently bound together in
single volume. The 41-page book is spiral bound
US/CAN S12

and includes photos

Math Fun

Andy J. Felt & George Kung

Developing math skills is fun with this two-part book
s filled with activitics for Suzuki partents o enjoy with
their kids, ages 3-7. Includes a game board your child
can personalize US/CAN $17.50

The Life and Work

Nurtured by Lo
of Shinichi Suzuk
Narrated by actor Noriyuki "Pat” Morita, Nurtured
by Love is an intimate journey through the life of
one of the warld's most influential music educators,
Dr. Shinichi Suzuki. Winner of Gold World Medal
and National Telly Award. DVD, PAL VHS and
VIS (with Japanese Subtitles)  US/CANS34

Recollections of a Peripatetic

Pedagogue

John Kendall

The recollections of Suzuki pioneer Joh

nd career. Including over 50 photographs
US/CAN $19.95

n Kendall's

life ai
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Nurtured
Love

New!

101 Japanese Children's Songs
Yoko Abe

A collection of 101 Japanese children’s songs which
were mostly composed from 1884 10 19210 This
delightful collection has been compiled 1o improve
note reading and sight reading skills for young
US/CAN S16

students

Teaching with an Open Heart
Edward Kreitman
A guide to developin;
Suzuki parents. teachers. and students.

US/CAN §19.95

consciaus musicianship for

The Vehicle of Music
Dr. Masaaki Honda
|

needotes and interesting sorics,
ts into Dr. Suzuki's philosophy
ndling life's
AN $24.99

as well as inspirational advice on

8}

challeng

To Learn with Love

Practice, motivation, leaming. nutrition, competition and

family lifestyles are a few of the topics discussed by the:
experienced teachers, performers. and parents,

/CAN$16.95
New!

Which Pitch Is Which? Interactive
Learning Program
Mary Kay Waddington and Phala Tracy

Which Pitch 1s Which? takes students on o musical

Inie

adventure that brings pitches 0 life
ROM includes ways 1o practice recognizing
pitches. Includes several sets of flasheards. All ages
from preschool to adult will find this an casy. exeiting
US/CAN $42.00

way to leam o read pitches

Winning Ways
Sequel to First Class Tips. New resource for parents

and teachers US/ICANS12

Young Children's Talent Education
and Its Method

A collection of essays written by Dr. Shinichi
Suzuki. Topics include "How 10 Toster Abiliny.!
The Power of Habit," "Memory and Absorption’
and "Educational Systems.” Translated by Kyoko
Selden. 72 pages USICAN 32195

Books by Dr. Shinichi Suzuki
Nurtured by Love

Transloted by Walteaud Suzuki. Nurnired by Love
is u callection of Dr. Suzuki's thoughts on the ideas
that guided his life and work.  US/CAN $13.95
New!

Nurtured by Love: Revised Edition
with New Translation

Now in a new translation, this book is Shin‘ichi
Suzul
ducation philosophy through a personal narrs
US/CAN $13.99

exploration of the concepts of his Ta

of discovery und experiences.

Ability Development from Age Zero

Translated by Mary Louise Na A" companion
book 1o Nurmurcd by Love. The focus of this book is
US/CAN $14.95 cach

on the parent and child

Fun Ways to Practicc
I Know a Fox With Dirty Socks
William Starr
Short and casy songs for beginners, keeping leamning
cs setto familiar tunes. Avail-
llo. US/CAN $6.95 each

mativational with fun |

able for violin, viola and

Vibrato from the Ground Up
Joseph Kaminsky
A sequential series of exercises designed to introduce
a string student 1o the coneept of vibrato.
DVD - US/CAN $24.99

Technique Mastery for Violin
Joseph Kaminsky

Volume 1 20 page hook and compact disc include
all wo-octave major and minor seales, tuning pitches,
vibrato development, thythms, finger dexterity
excrcises and more. Useful for Suzuki students in
Books 1-3 and up.

Volume 2 14 page book and 2 compact discs
Contain all thee-octave major and melodie minor
scale:
and finger dexterity exercises, vibrato exercises in
ful for Suzuki students in

six positions and more. Us

Books 4 and up

Volume 3 16 page book and compact dise contain

many shifting, dexterity and warm-up exercises for

advanced violin students in Suzuki Books 6 and up.
US/CAN $15.99 cach

banish Titles

Desarrollo de las habilidades desde
la edad cero

Through simple language and antidotes, Dr
Suzuki explains the fundamentals of the world-
renowned Suzaki Method US CANSISS0

Shinichi

Inspirando nifos
Translated by Adan Ay
vension of Firat Class Tips for

iilar Esquivel. Spanish
ki Parcnt
US CAN SIS

Educados con Amor
Transtated by Lluis Ferandez Carbanell and Elens
Gil Lopez. Spanish version of et by Low

US CANS13.93

with New Translati

ife and Work

etic Pedagogue

with an Open Heart

Mastery for Violin Volume 1

am With

Vibrato from the Ground Up - 0VD

The Vehicle of Music

The Vialin Column - paperback

Which Pitch Is Which? Interactive Learning Program

New!

Winning Ways - papertack

Young Children's Talent Ecucation and Its Method

American Suzuki Journal back issues (plea

Creating Learning Community brochure

2012 SAA Minijournal

SAA Minijournal Past Issu FREE

uzuki Achievement/Graduation Certificate

P

Suzuki Twinkler fyer

Please call the SAA office for shipping char

These products and

Replacement Policy

clundable (f electie/dumaged e

S UG retuIied v d Tacable
11l
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Video auditions will be conducted
for the following student
participation opportunities.

sm % pm / Applications Available Now —
] See http iassociation.org. 2014

Master classes in all instruments

Sfr'y Jiht studdiilione

Instrumental Chorrs

June 16-21, 2014 TG, e || e

Teacher Workshops June 12-21 I

Plus tho exciting new events

Suzuki Young Artists String Fosemble (SYASE) or voung
Draper, Utah ring phasers. ages 12 1 ‘ vl vy e S
Suzuki Americas 2001 s the La \mencan Suzuki S
Fe : Ensemble and additional special evenis fon all Suzuki wm St S
aturi students from all parts of the SAA North, Central 3 <

Violin, Viola, Cello, Bass, the Advanced String Camp and

Advanced Chamber Music Camp with the Fry Street Quartet and South Ame ", More details o -
I. Requirements for All Applicants 0 S Mas s, P 2xto, Chambes
P Criteria nusC g N > g ensembles

Teacher Workshop Courses for
violin, viola and cello offered

Applicants s
Study with an Active SAN Teacher Membe

Be high school age o1 vounger, unles age speciticd

tor the activiny. " ’E'
Have a flexible schedule tor M 201k as linal even

schedules may nothe determined unul Janary 20 L .
Application

Application forms will be vailable o the SAX websie by Selection Process

1

September |

he applicant should tecord with the best lightng and

sound quality wailable for professional tesults. Atenton

should also be puid 1o atire

Applicant’s teacher mustsend @ recommendation et

including information reading amd chamber music If Selected

experience. where relevan Stdennmust pay 1o owi tramsportaton, room, board, and
Separate s torms and fees st he subiited

cach application s applicable ¢ participation any tme
Al aterials must be submitied online o postimacked by ateren Land during |

e following dates—no exceptions: chearsaly and pertormances

September 30: International Enseubles dents will be selected W participate in no

October 13 Master Classes, Flute Pectonming Eiscimnble wvities, SYOA participants are generally

Recorder Comsort Bass Chair, Guitar Ensemnble. SYOA available for participation in other events.

and SYASE Student st he accompanied acall dmes by A parent oc

Email:Yissi@xmission'com!
CF naletoneecencor :
> 2 : Y2 &. .0 @ A




guardian while at the conference (signed release required)
- While students and their parents may be invited (o attend

specific sessions and performances, parents interested in
attending other parts of the conference must pay the full
participant conference registration fee for the day or days
attending. Students selected for any of the events are eligible
{0 participate inSuzuki Americas 2014 at no additional cost.

- Student and parent or guardian must release 1o the SAA the
rights 1o photograph and/or record sessions in which the
student participate:
Itis the policy of the SAA that no personal video recording
take place in any sessions, rehearsals, concerts or master

classes. Pleasc note the SAA employs a professional video
company for recording selected events at the Conference.
Those recordings are generally made available to Conference
partcipants for purchase.

Il. Specific Audition Requirements
Where appropriate, accompaniment is required for all
instruments for all auditions, except piano, guitar, harp.
recorder and chamber music groups. Piano concerto
requires second piano accompaniment. Memorization is

required, except for chamber ensembles.

Master Classes
Applicants accepted for an instrument master class and/
or a chamber music group master class must perform the

picce submitted on their application video, no exceptions

Chamber Music Group Master Class

Chamber groups may include any recognized Suzuki
instrument and must be two- to seven-member ensembles,
with one person on a part.

Submit one movement from the standard chamber
music repertoire, appropriate 1o the level of the group
(beginning, intermediate or advanced). Less advanced
groups should submit at least five minutes of appropriately
selected early- and middle-level ensemble repertoire

Violin Master Class
Submit cither:
- One picce or movement from Mozart Concerto level or
beyond
- One piece from the SAA's Suggested Supplementary
Repertoire for Violin Books Six-Eight

Viola Master Class
Submit cither:
- One picce in Suzuki Viola Book Seven or above
- One picce or movement from beyond the Suzuki
repertoire.

Cello Master Class
Submit one of the following:
- A movement from a standa

d Concerto

Amovement from a Bach Solo Cello Suite
- Asclection or movement from the Suzuki Cello Books
Six-

Supplementary Repertoire: A selection or movement from

Ten

astandard developmental work (e.g. J.C. Bach/Cassadesus
Concerto or Frescobaldi/ Cassado Toccata, cic.)

Piano Master Clas

Students will be chosen from cach of the Tollowing
categories of repertoire for master class participation
- Beyond the Suzuki repertoire: Submit onc picce
movement from heyond the Suzuki repertoire. Student
must be beyond Mozart K. 331 level
- Later Suzuki repertoire: Submit onc of the following

picces from Books Five, Six, Seven
Bach, Inventions in G Major or F Major. Prelude & Fugue
in D Major, WTC 1

- Bartok, Roumanian Folk Dances, 7. 56
Chopin, Waltz in a minor, Op. posth, Nocturne in c-sharp
minor. Op. posth

- Daquin, The Cuckoo

- Debussy. La fille aux cheveux de lin
Granados. Spanish Dance No. 5

- Grieg, Notturno, Op. 54, No. 4

- Haydn, Sonata in C Major, Hob. )

\1/35, one movement
Mendelssohn, Venetian Gondola Song, Op. 30, No. 6
Mozart, Sonatas, K. 330, K. 545, K. 331, one movement
Vil
Intermediate Suzuki Repertoire: Submit onc picce

-obos, O Polichinello

movement from Suzuki Books Three or Four.
- Early Level Suzuki Repertoire: Submit onc picce
movement from Suzuki Books One or Twvo.

Bass Master Class

Al levels welcome 1o apply. Submit your current
polished picee

Masterclass with Brian Lewis at the SAA 2012 Conference,
photograph courtesy of Jay Brasch,

uitar Master Class

Submit one piece from the Siznki repertoire in Book

Three and beyond

Flute Master Class

Submit one picce from Suzuki Boc

Six (or its equivalent

or above.

Recorder Master Class
Open toall levels. Submit most advanced polished piece on
cach recorder size available. Suzuki repertoire is required for

soprano and alio recorders

Vi

¢ Master Class
Audition picces 10 be determined. Other voice student

opportunities may he offered too

Suzuki Youth Orchestras of the Americas (SYOA)

Activities tentatively schedul

e evening of May 2

from

thro

late afternoon on My

Instrument Choirs
Flute Performing Ensemble

Submit one piece (rom Suzuki Book Three (or s

cquivalent) and above.

Bass Choir

All levels welcome to apply. Submit current polished
picce. Bass Choir applicants will also have the opportunity
to participate in additional group classes presented at the

conlerence

Recorder Consort

Submit most advanced polished picce on cach recorder
size available, with at least one piece at the Suzuki Book
Three level and beyond (i.e., one piece on soprano; or
one picce on soprano and one on alw; or one cach on
soprano, alto, and tenor; or one cach on soprano, alto,
tenor, and bass).

Guitar Ensemble
Submit Waltz from Sonata No. 9 by Paganini.

Cello Choir
Cello choir will be made up of master chss participants.
Repertoire will be chosen and distributed well ahead of time

based on the master cluss audition.

Piano Concerto
Choose one of the following:
Bach, Concerto in g minor, BWV 1038
Beethoven, Concerto No. 2 in Blat Major, Op. 19, 1st o
Srd movement
Haydn, Concerto in D Major Hob VI no. 1L st or Sed
movement
Mozart, Concerto in d minor, K 66, Istor Svd movement

Mendelssohn, Concerto in d minor, Op. 10, Ist movement

Orchestra 1

Students born on or after January 2004, and studving al
the following minimum levels

Violin: Book Five and above

Viola and Cello: Book Four and above

Bass: Book Two and above (bass studer

January 1, 2002

\udition pieces for SYOA

Violin: Vivaldi Concerto in a minc T

nement
Viola: Bach Bourree
Cello: Humoresque

Bass: Bach Minuet 1 or bevor d at least |

must have <

cighteen months

Orchestra 2

Students born

December 31, 2003, and stuching at
Violin: Book Seven and above

Viola: Book Five and

Cello: Book Six and

ents born on or after

Bass: Book

december 31, 2001)

anuary 1, 2000, and on <

| e —
Fluta Chair at the SAA 2012 Copferances
phatograph caurtesy of Jay Brasch.




Audition picces for SYOA 2:
~Violin: Fiocco Allegro
- Viola: Telemann Concerto in GM,
2nd movement

1

- G

Breval Sonata, 2nd movement
aint Sacns “The Elephant”

Suzuki Young Artists

Ensemble (SYASE)
Students born on or after January

1, 1998, and on or before December

String

31,2001, and studying at the following

minimum levels

- Violin: Book Eight and above
- Viola: Book and above

- Cello: Book Seven and above

Audition pieces for SYASE:

~Violin: Bach a minor Concerto, Ist
movement

- Viola: Marais La Folia

- Cello: Squire Tarantella

- Bass: One picce from Book 4 or
beyond.

- Flute: Submit one piece from Book
6 or beyond

Harpeth Suzkki im.gsZA SAA 2012 Conf
photograph kourtésy of Jay Brasch.

- Performers are expected to meet the
age requirements noted in Section I,

Requirements for All Applicants.

- Performing groups from the 2012
SAA  Conference
Ensemble Concert are ineligible.

International

- All expenses must be borne by
the group
- Criteria for selection include but are

Intemational Ensembles
Concert

The exact day
concert is to be determined.
In additon to Section I above, the

and tme of the

following applies:

- Groups who wish to apply may be
composed of any instrumentation
(primarily Suzuki-recognized instru-
ment areas). Groups must include
eight or more members.

- Ensembles must be affiliated with

program or teacher with a current

SAA active membership.

photograph courtesy of Jay Brasch.

not limited to: the overall quality
of the performance, geographical
representation, and presentation of
a balanced and varied program.

Audition and Application

Requirements:

- Video material must be representative
of the repertoire to be performed
at the Conference and generally
must include the students who will
participate in the event.

- Recorded performance  of
polished repertoire must be ten 1o

well-

twenty minutes.

)
Buffalo Suzuki Strings at the SAA 2012 L‘onlerence
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If Selected
- Selection process should be completed
10, 2013,
Sclected groups will be required o
respond by November 30, 2013 whether
or not they will accept the invitation to
perform.

no later than November

- If selected, the performance at the
conference must not exceed eighteen
minutes in length including stage setup
and any costume or stage changes, etc.

- Groups 1o perform will be required
1o submit the following by January
30, 2014: final program with exact
timings of each piece, group photo,
complete list of students to perform,
any special staging or accompaniment
needs or other special needs. Final
program may include repertoire from
the audition video.

- Performance groups will be provided a
space for rehearsals (up to one hour)
in a private space and thirty minutes in
the performance venue on stage.

- Special equipment or other performance
requirements must be approved by
the SAA, arranged by the group, and
additional costs paid by the group.

- Each group is required 1o provide an
adequate number of adult chaperones
and must accept full responsibility for
their group throughout the duration of
their stay at the conference.

- A limited number of conference

events may be open to the student

groups. Additional fees may apply. Any
additional (non-conference) activitics
must be planned and chaperoned by

the group. o8

J
SuzukiAmericas Soia

Have you heard about Suzuki Americas 2014?
May 26, 2014 — Hilton Minneapolis and Minneapolis
Convention Center

Students and families: Plan to be in Minneapolis for the
weekend events or follow the events online! Set up a studio
fundraiser to help Suzuki students from countries throughout
Latin America perform and participate in special musical and
social activities with North Amencan Suzuki kids!

Go to http:/ jassoci 2014/pledge/
and learn what other teachers, programs, studios and families
are doing to support the events! Post your pledge now!

Suzuki Americas 2014!

The first official gathering of Suzuki students from throughout
the Americas will take place next May in Minneapolis,
Minnesota, at the conclusion of the SAA Conference!
As the umbrella ion for Suzuki ed hrougl

Ensemble’s performance at the May Conference. After 6
years, a new Latin American Suzuki Ensemble is forming,
and the group hopes that their trip can be supported in
part by SAA teachers and parents.

U.S. and Canadian studio teachers are beginning to pledge
their support to help make this project inclusive of all
Suzuki kids. Your help is needed!

North, Central and South America, the SAA wishes to invite all
Suzuki students to be a part of this cross-cultural musical event!
Your Suzuki students are all invited to participate!

The challenge is ours to help students traveling from Latin
America, so that the opportunity can be shared by many of
them as well. You may remember the 2008 Latin American

For Everything String

he —)
%?R(ljl;{g

A Disionof The Woodwind & Brasswind
10, Box 47 Wastaka Vilago, A 91069

Join us in this project Help bring Latin American
Suzuki students to Minneapolis to make music and form
friendships with their North American Suzuki brothers
and sisters.

This was Dr. Suzuki’s dream: universal understanding
through music!

..From Fine Instruments to Fine Tuners

| Bellafina
| Model 50 Outfits

| think this is a wonderful instrument for
the value. The overall setup of the violin
looks great (including pegs/fine tuners,
etc. which are usually compromised
when a price is lower). It has a very nice
sound compared to most student violins! “
- Kelly K., Sinking Spring, PA

Qur Experts are Ready to Help!
“Whether youre looking for a great v
step-up vialins, The String Centre is your source for the

i in entry-level school instruments or expert advice on

ices, senvice and selection,

FREE SHIPPING on most ocers over $49 NO SALES TAX COLLECTED exceptin CA, UT, MO, IN & WA
888.323.5437 | WWBW.com/OrchestralStrings




Reflections on My First

Suzuki Conference

and forward!
By Christine E. Goodner

1972 2012

am a goal setting type of person—perhaps it's a result of
I being a Suzuki violin student since the age of three. T love

making goals, working to meet them, and sometimes, revising
them along the way. Looking forward 1o plan what 1 can do next
has been a weekly part of life for me for as long as I can remember,
and I wouldn't have it any other way!

In 2012, after thinking about it for many years. I made the
goal 10 attend my first SAA Conference. | am involved in my
state’s Suzuki association and have attended many institutes and
workshops, but every time I thought seriously about attending

I was so inspired by the sessions |
attended, the student concerts | watched,
and the wonderful teachers | met. It was
just what | needed to fine tune my plans

for my new teaching adventure.

an SAA conference, I would get sideuracked with all the other
things going on in my life and put it off one more time

Last year, I knew it was time (o attend. | was finishing a ten-
year teaching position at a great music school 1o go out on my
own and start my own Suzuki studio full time. I was hoth very
excited and full of questions about how to handle all the details.
The 2012 SAA Conference was scheduled just a few days after
my final teaching day at the school: the timing pushed me 10
finally auend for the first time.

I was so inspired by the sessions 1 atiended, the student
concerts | watched, and the wonderful teachers I met. 1t was
just what I needed (o fine tune my plans for my new teaching
adventure. I soaked up all the sessions and came home with
pages and pages of notes full of possibilities for my students
and 1 found new arcas that T would like to study to further
develop my teaching. Information about the Suzuki Early
Childhood Education classes stood out as an exciting new
possibility for mc

During the conference, at a celehration dinner for the
SAAs forticth “birthday,” attendees were asked 1o fill out
a postcard saying how we personally plan help 1o take the
SAA into the future. On the posteard we were given, | made

| think of being involved as a member of
the SAA as a way of giving back.
three specific goals: 1. Write an article for the American Suzik
Journal. 2. Provide Minijournals to families in my studio, and
3. Plan a workshop for students in my program and open it

up to other teachers

20 AMERICAN SUZUKI JOURNAL Susmer, 2017

Since 1 am big on seting goals, this activiy made me really
tink about how 1 could personally make o difference. The
activity also inspired me 1o think about what clse T could do 10

continue 10 grow as a tcacher: 11l the conference with the

additional goals of taking another teacher training conrse this
summer and atending a Suzuki Principles in Action workshop

in the next year.

Top: Christine teaching her grandfather to play violin
Above: Christine teaching young violin students

Growing up 4 Suziki stdent aght me noconls how 1o plas

how 10 brea weliieverents i finle mamageable 1l
ght me toalwans set aoals | wsellaned 0 helieye | Il achiese them
Fheptaworking At it alinde biceach das ane it gt me w see e
av ol experiene feono st skill o be earmed. My Suziki experen

helped my parents o learmn o work sl me e ver sonng e and
meerstand how all foue of the Kieds i my Gamily earmed. sere monsated

diferenty. and how to help s sueceed ik of by msoled
member of the SAA asawa of wising hack

As Twork with the sdents and parents i ms i s ms hope 1
help develop excellent musicians and pass on e e lessons | e learmed

through my own Suzuki nphringing. iending my st SAA Conferen:
gave me renewed eneragy aned ideas abont how o accomplish thar and

can’twait to attend in 2011 o8

Christine Goodner teaches
Brookside Suzuki Strin

experienced  teacher
Childhood Education and h.
training through the Suzuki As

Christine was on the facult

Music School for 110 years, and has tau

music classes at Gymboree Play & V

e program neludes privat lessons,
lessons, and two formal reaitals cach year. Students also have man
for informal performances. This fall Chrstine is exciled
violin program in the Hillsboro area

Christine teaches and provides u
her students, while » constantly improve. \
play in their school orches outh symphonics, and community orchestras
goal is to give her students a lite-long Tove of music ¢

hest potential possibl heir instrumen
s an active member of the SAA, AST
Association), and the OSA (Oregon Suzuki Association
More information about Christine's studio can be found on her webs
[url=http://www.goodnerviolin.com|link| /u

- .~ «
"

%

secpe Concert

Kaleidosco
Concert D\

In celebration of its 40th anniversary and over
50 years of Suzuki education in the Americas,
the Suzuki Association of the Americas proudly
presents this special event. This concert DVD
showcases a selection of young student
performers representing several instrumental
disciplines and stages of study.

In addition to outstanding musical
performances, the program features guest host
Bill McGlaughlin and interviews with the students.

Recorded at the 2012 SAA Conference in
Minneapolis, MN.

Available at
or call the SAA at 1-888.378.9854.
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Conferences and Retreat

We Need You!

By Stacy Smith

Americas Conference

nd the SAA

nbus, Ohio,
ndee of both
't quite sure what 1o expect
abe even a bit nenvous. I'm

ed. however that |
SAA @vents the weekend

Me Day for profess

nal

We Need Each Other
g i 0o olten a solitary
g0 weeks or sometimes

S con in faceto-

es who

s. There

bounce

We hayve

ast week. and 1 know

ps that will continue

We Need the Inspiration
& dhe comference in Minneapolis,

1opics Tan;

threeyear

of the Bach

znd that was

just for the violinists! We were treated to

amazing concerts, lectures on ped

and philosophy that reached across the

It is incredibly e

ergizing

at the end of a full year of

hing to return home w

1e

notebook full of new id

| can implement to keep my

teaching fresh and current

instrumental spectrum, panel discussions
from those who studied with Dr. Suzuki, as
well as delicious meals and social events
AU the Leadenship Retreat, I was able
© join in on conversations about the
challenges of teaching adult students
between sessions, Suzuki in the Schools
during lunch, and how to balance our
teaching lives with our family lives after
dinner, I sayed up way 100 late far 0o
many nights in a row, laughing and talking,
simply because there were so many good
ideas to be shared and I didn’t want o miss

a single one! It is incredibly energizing at

the end of a full year of teaching to return
home witha notebook full of newideas that
I can implement to keep my teaching frest
und current. Just as a student may go to an
institute and come away with one new idea
that completely transforms her playing,
I am a better and more complete teacher

because of one or two ideas from these SAA

sed by hc

as quickly impre:

coming and willing to share
Not once did |

d enough

Sryone

feel like | wasn

experienced enough to be there

events that I've been able 1o incorporate

into my teaching

We Are All Needed

I admit, being a relatively new Suzuki
teacher (and doesn’tit seem that everyone
who has been teaching less than ten or
fifteenyearsis considereda*new” teacher?)
and knowing very few people outside of
my state organization, attending the SAA

Conference and Leadership Retreat was

Networking at the 2001 SAA Leadership Retreat. Photo by Arthur Montzka

somewhat intimidating. I felt a bit awe-
struck at times while I mingled with teacher
trainers whose courses I had taken and
came face 1o face with people whose books
and articles I had read and admired, but I
was quickly impressed by how welcoming
and willing to share everyone was. Not
once did I feel like I wasn't old enough or
experienced enough to be there. On the
contrary, I had a fantastic time sitting down
with teachers from all over the country and

both listening to and sharing ideas. It was

The SAA needs all kinds of

teachers to contribute; there
are roles for us to fill if we are
willing to step up and participate

fascinating to be among talented teachers
of all instruments, and (o be welcomed
with open arms into such a caring and
knowledgeable organization.

And the truth of it is, the SAA needs us
Our organization needs the excitement,
enthusiasm and new ideas that younger
teachers can bring. The SAA needs all kinds
of teachers to contribute; there are roles
for us to fill if we are willing to step up and
participate. You probably have an idea or a
suggestion that no one else has thought of!
We will be enthusiastically welcomed and
encouraged as we navigate our paths.

So come! Join us! Start planning and
saving. The time, the money, and the effort
will be well worth it, I promise. And if you're
nervous about not knowing anyone, come
sit by me! We can swap stories about our

newest batch of Twinklers together. s

Stacy Smith has a degree in
violin performance ~ from
the University of Utah and
has done Suzuki teacher
training primarily  with
Edmund Sprunger, Jeanne
Grover and Linda Fiore
She has served on the board
of the Suzuki Association of
Utah, currently serves on
the board of the Inter.
mountain  Suzuki String
Institute, and is a sought-after clinician and
adjudicatorall over the Intermountain West. Stacy
lives in a small town outside of Salt Lake City,
Utah, where she has twenty-two violin students,
homeschools her children, and is raising one
daughter who plays violin, one daughter who
plays piano, two toddler boys who beg daily for
Jessons, and a small flock of chickens

Bow Hold Buddies’.

For Violin/Viola

“Finally,
an Instant
Bow Hold!™

E
4

Strings

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

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

“Limited Time Offer To
New Cuslomers.

 Instruments
Music:...

lies,

Supp

7800.826.8648

P.O. Box 2407 - Keller, TX 762@

Since 1984
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By Joseph Kaminsky.

Music Personifies Life:
What the Notes and Symbols

Can Teach Us

hat is it about music that appeals to us all universall
almost without exception? Certainly there is the
nostalgic element. Hearing songs that we first heard
many years ago brings back good memories of times past,
bringing to mind who we were with and what we were doing
when we first heard those tunes. Then there is the physiological

aspect, where our bodies become in tune with the music,
creating variations in breathing and heart rate that parallel the
excitement of the music. This enhances the musical experience
through bodily sensation. There is also the emotional aspect
of music, where music seems 1o evoke the essential elements
of emotion (happiness, sadness, anxiety, love, humor, etc.) in
all individuals regardless of culture. More discretely there is
the intellectual aspect, where listening to the work of a musical
genius will tend to focus the shape of our own thought patterns.
This chronic “uning” of our brains helps us become more
crealive with our own endeavors.

But could there still be even more? A movie or play is a
concrete depiction of life through the eyes of an artist. Gould
not a piece of music be much the same, albeit in a more abstract
paradigm? Functionally, music is more like poetry than prose—
abstract, and thus more subject to personalized interpretation.
Conceptually farfetched, perhaps, but if music is a microcosmic
depiction of life, why couldn't the symbols involved in music
be instructional to us? Each of the musical notes and symbols
is a litde instruction of what we should do in the music, but the
things we learn from those symbols can teach us a litde about
life, too, if we really pay attention. Looking closely at the music
can offer us a small clue about how we may approach life.

Learn from the Time Signature; Life will not always be 4/4
and predictable, Just when you think you have it all together,
the meter will change. The person who is able to quickly adapt
to the new situation or meter will be less likely Lo be derailed in
life, Never become complacent.

Learn from the Whole Notes: Long notes never just sit there;
they always need to be going somewhere. A note that is played
without a thought of where that note is ultimately going is an
unmusical note. For instance, one will often crescendo on
a long note if one is heading towards a climatic point in the
music. Long notes at the end of a phrase will most likely taper
off. Life is pretty much the same; never remain stagnant and
always strive Lo know where you are going, Music has both short-
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term and long-term ai
them as best you can.

Learn from the Form: Just as in music, life will fall into
completely distinctive sections, each with its own individual

al points, so does life: Plan ahead for

characteristics. Some episodes will be transitory and some
will be long-lived. There are salient points to be learned from
each section or period. In each new period, we will be faced

with new obstacles to overcome and new ideals coming our
way. Strangely though, unique as each scction is, there is
always some relationship to the previous sections. Therefore
e entity, but
Life's
nce (o its earl

we should view each new section not as a sej

as an offshoot of the experiences learned from the pa

recapitulation may bear a suiking resemb]

ion are
. One
who traverses a small section of a circle will tend to believe they
are traveling in a straight line, Remember that the world used
to be *flat?" Music has many forms, but generally they all dance
Ly.
Learn from Allegro: Allegro means fast, but it also means
Jjoyful. Allegro is probably the most common tempo musicians
play in. Life, o, is most often a fast-paced train we have to

form. In Hinduism, there is a belief that life and cr
circular and that the Western world believes it is lin

around the idea of circula

catch, While we

speeding through life, it is easy to forget
the “joy” part. Don'u

Learn from the Harmony: People strive for harmony in life.
With harmony there is peace and contentment, but there may be
litde growth. Dissonance will enter our lives

just as it enters our

music, and it will shape us just the same. Usually, the episodes
of dissonance will be short-lived, but still disconcerting.
we resolve these dissonances will party determine how long
the next period of harmony will last. Sometimes, the greatest
growth comes from that unexpected dissonance.

Learn from the Double Bar and Fine: Just as every life has
a heginning and an end, so does a musical composition. The
success of a composition lies in the effect it has on the audience

How

and the longevity of this effect. Some pieces will become classics
that withstand the test of time. So will some live

Learn from the Thirty-Second Notes: When life enters frantic
mode, one must be extremely careful not 1o lose focus. It is
so easy 1o start rushing ahead and make the situation worse.
Keeping a steady pace and a clear mind is the best way to deal
with the stress, Learn 1o breath slower in such times. Young

S

students will usually rush when a difficult passage is presented

and also when the music is supposerd (0 get more exciting, Being
able 10 separate the heart ane the head is a skill we only learn

as we get older. While a erescendo in music huilds excit 1.

and an accelerando in music also builds excitement. heing able
make a huge crescendo while keeping the tempo steady requires
an excited heart but a ¢

I head. Reeping a de-chitered mind.
not getting caught up in every note, and thinking slightly ahead
of what you are currently plaving will actually seem w make
time slow down and present a greater opportunity 10 navigate
the hazard successfully. Remember this in life when everything
seems to he starting to collapse around you.

Learn from the Performance: Performing offers us several
allegories.

Just as the artist and audience both benefit from a
bout your interests

performance. living on this earth is not just

as an individual. Sometimes it is easy to forget this.

There isa time after a performance to relish in it. There is also
a time for critical listening and a time for non-critical listening.
After a performance, don’t dwell on the little things that went
wrong. Dwelling on the bad can’t change the outcome, and it

iwe. There

dampens the joy that should come with the perforr
will be plenty of time to analyze the performance and learn
from your shortcomings. The same concept could be said for
the inevitable mistakes that befall us in life. The person who can
decouple from the subjective disappointment of their mistakes
and later objectively learn and change from those mistakes will
undoubtedly be better served. Thos \ grow quickly,
untethered by the bonds of those mistakes.

Learn from the Sfzorando: At times, force will be required to

individ

overcome an obstacle, These times will be rare. When the time
comes you should only use the minimum force necessary to do
the job and remove that force as soon as it s effective. Too much
force crushes tonal resonance and becomes counterproductive.
Asfzorando means “sudden emphasis” and is always momenta
Often in life, all that is needed o change dircetions is a sudden
push to get the momentum going. An object in motion will tend

1o stay in motion.
Learn from the Repeats: At times in life we will begin to have
perience before—a

the notion that we have gone through this
déja vu moment. Perhaps it is just coincidence, but perhaps we
are presented with an opportunity (o rectify what we didn't
get right the first time. If we experience a “repeat” in life, it is
important to remember what happened the first time through
and make sure this second chance goes even better. In music,
the repeat is an opportunity W correct any initial Daws, but also
an opportunity to do something a linle different, a liule better,
1o make the repeat worthwhile w the audience.

Learn from the Coda: Not every life will get a coda. Some
lives will end suddenly and unexpectedly. Other will wind down
gradually. The coda is the last time o make a ditference in
the world and leave your mark. L you are presented with the
opportunity of a cods, then make it spectaculiu.

Learn from the Melodic Line: Not everything you do will
be of equal impornce. In music we want w bring out the
melodic line: those notes of special signilicance. We want to
downplay the notes surrounding the melodic notes in order

w accentate the melody, If every note is accentuated. the
liste

will eventually lose interest. as the important notes
are obseured. Even in life we can practice this. In this day

of instant information and social networking, it is so easy to

share everything with evervhudy else. Life can be so filled with
sovial elutter. There is also the “crying wolf™ phenomenon—
bringing something up excessively tends 1o eventually deflect
attention, Remember the swry about the Buddhist monk
who never spoke all his life and then uttered one word at the
end: Whatever word came out was bound 10 be interpreted as
profound. Priomtize your commumications.

Learn from the Tempo: Esch penod of life will be set in a
different tempo. The tempo of adolescence s different from
the tempo of childhood. Havimg cnldren will hasten everyone’s
tempo. while arrving at resirement mav slow down the pace
of life. The tempos in different pesiods of vour life will all be
differen

Usually we can choose our tempo but sometmes it
will be chosen for us. 1f vou chovse 1o bw a tempo, You may
st on learming all you can while vou are here.

ultimately miss

If you choose 10 fast a tempo. you may ultmately mis out on
life's pleasures.

Learn from the Rests The rests are just s important as the
notes, What vou decide not 10 do may be just as important as
what you do. What vou decide 5ot 1o sav in a heated moment
may be just as important as what sou 4o <av. Evervone needs
periodic times of rest. A performer on a wind instrument needs
time 10 catch their breath in order 1o carry on the next phrase.
Remember this as we go through life. Being sble o catch your
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breath will renew your energy and set
vou up the next stage of involvement
Learn from the Key Signature: Each
person resonates in a different key. You
may meet people who resonate in the
same key as you do. They will become
your friends. You may meet people
who resonate in a key that clashes with
vours; they will rub you the wrong way

and you will most likely uy to avoid
those individuals. Don't, as they are
simply different and can open up new
horizons for you. You may meet people
who resonate in a key complementary

to yours (parallel, relative, dominant,
etc.). You will learn the most from those
individuals. Perhaps one day you will
marry one of them.

Learn from Your Mistakes: Mistakes
present us with an opportunity to learn
and to foster selfimprovement. We
should always try to learn from our
mistakes but not to blow them out of
proportion. Neither should we uy to
rationalize or excuse them. Instead, try
to keep a quiet confidence that once we
learn from the mistakes of the, life will
be a liule easier for us and that will be

SIZE
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a good thing. Mistakes are our friends
Don't take your mistakes personally, take
them objectively.

Learn from Talent: ent s
overrated. Many of us have things that
seemingly come casy 1o s, but we never
take the ime to develop those skills.
Paradoxically, we may feel that if we have
a
we don't value the significance of that

ned something with litde effort that

achievement. The few who are able to
develop their skill into artistry are almost
always a byproduct of focused hard work.
Those who have the thirst for learning and
who have the patience to delve deeper
into their “talents” will be the ones who
become the artists. Remember that those
individuals who are called “talented”

just have a head start, nothing more. If
I remember correcty, the tortoise can

eventually catch the hare. Whatever skill

one pursues will take perseverance.

I have learned so much from my
teachers and from my schooling. I have
learned so much from my friends and
colleagues. I have learned so much from
my students and their parents. But still
I know so litde of what I want to know.
Be open minded, because learning can
come from the least expected places.
How ironic that the very same things we
are supposed (o be teaching are at the
same time symbiotically teaching us! All
we have to do is to pay attention. ¢8

Joseph Kaminsky has
been teaching violin for
forty years and has been a
registered Suzuki Teacher
Trainer since 1984. He is a

taught at more than three
hundred such events in
thirty-one states, as well
as af national conferences
and workshops in Japan,
Puerto Rico, Canada and
Singapore. Mr. Kaminsky received his training
with John Kendall, Roland and Amita Vamos,
and Shinichi Suzuki. He has been a member of
the Illinois Symphony, on the music faculty of the
University of Missouri-St. Louis, and adjunct
professor of violin at Webster University. He has
taught seventeen years for the Kirkwood School
Dislrict and for twenty-one years has directed
the Kirkwood Academy of Music. Mr. Kaminsky
was named MoASTA “Private Teacher of the
Year” in 2000. He is a frequent contributor to the
American Suzuki Journal

| By MaryLou Roberts

A Code of Trust

[
| A\' members, we demonstrate responsibility

toward the Suzuki Association of the
Americas by:

—  Participating in Association activities that
promote and upgrade the Suzuki teaching
profession.

—  Carrying out our responsibilities toward the
SAA in a manner that brings credit to the
SAA and to Dr. Suzuki's name.

—  Respecting and supporting the values and
vision of the SAA.

—  Respecting privileged information received
in confidentiality.

—  Demonstrating an open, sharing spirit and
cooperation and collegiality toward other
teacher members.

—  Avoiding activities that seck personal gain

at the expense of the Association’s integrity
or growth.

"Be honest with yourself. You can never have an impact on
society if you have notchanged yourself ... Great peacemakers
are all people of integrity, of honesty and humility.”

— Nelson Mandela

Stephen M. R. Covey. in The Speed of Trust. states that getting
better is “based on the principles of continuous improvement.
learning, and change. It is what the Japanese call kaizen. and
ontinuously

it builds enormous trust.” His summary is to

improve. Increase vour Capabiliies. Be a consant learner.
Develop feedback systems—both formal and informal. Act on
feedback you receive. Thank people for feedback.”

Participation s the environment.

“Carrying out our responsibilities toward the SAA
in a manner that brings credit to the SAA and to
Dr. Suzuki’s name.”

Every teacher is a voice for Suzuki educaton. Our care with
each other. education in the philosophy. and dedication to
fine teaching is our unique contribution to the greater Suzuki

The second section of the SAA Aspirational Code of
Ethics deals with our responsibility to the SAA. The Suzuki
Association of the Americas is organized in order to facilitate
and develop excellent Suzuki education in the Americas. As
teachers, we are leaders, and our respousibility is to help
this growth so that each parent, teacher and child benefits
from loving, excellent, vibrant tcaching. The SAA carries

the torch for us, holds the ideals for all to see: that the
environment a child is raised in matters, that being positive
allows learners to become clear and focused, that “Where
love is deep, much can be accomplished.” The SAA exists
for us, helping organize a wide variety of programs for our
benefit. Our participation, carrying out our responsibility,
support, respect, cooperation and integrity makes Suzuki
teaching in the Americas stronger for every parent, teacher
and child.

“Participating in Association activities that promote
and upgrade the Suzuki teaching profession.”

Learning is a lifestyle, always renewing and refreshing
what we teach. IUcreates more happiness in our lite's work.
Suzuki ideals that come from within take time, exposure
and encouragement. Meeling new people at conferences,
s are life lessons. The groups we work

workshops and cours
with in our home programs are our mentors. Feedback from
parents and peers acts like @ micror, Our personal growthy
becomes exponential the more we participate.

and ultimately to the life of cach child and parent.
This involves lovalty, and involves the intention to contribute
to a bigger ideal. To show lovalty, we can “give credit freely.
Acknowledge the contributions of others. Speak about people
as if they were present. Represent others who aren't there to
speak for themselves.™

"I believe that 1o meet the challenges of our times, human
beings will have to develop a greater sense of universal
responsibility. Each of us must learn 10 work not just for
oneself, ona’s own family or nation, but for the benefit of
all humankind."

- the Dalai Lama

Support is essential.
“Respecting and supporting the values and vision of
the SAA!

The Suzuki Associadon of the Americas enhances what
tachers, parents, and swdents do every day, by promoting the

philosophy, seting guidelines © promote excellent quality in
teaching, filituing ideas and principles, and leading the way
for children w play with a singing one and a beautiful heart. The
struewre supports the human, Keep in touch with the current
vision being explored. Our Board of Dire

ating vision
pect, and participation
help create new ideas, challenge our routines, and keep the

for our mutal growth. Cooperation, re

Suzuki method growing and relevant.
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"Cooperation is part of being
human. The human spirit is
enhanced  and strengthened
through the efforts of working
together. The key to triumph in all of
life is unity of purpose.”

— Stephen M. R. Covey

Participation is active and engaging
and it sparks creativity. That vision to
create a sharing organization depends
on all members to contribute  time.
wlent, and even money to create an
environment of kindness, nurturance
and trust.

Learn by doing.

received in confidentiality.”

At the root of the word confidential
is “confidence.” Let our colleagues
be confident in our discussions, and
we will be better able 0 help. Even in
the best sense, many times things said
in confidence cannot be accurately
translated, leading further away from the
truth. Listen to understand, listen with
cars, eyes and heart. Allow privileged
information to inform your actions and
decisions:

Make keeping commitments
the symbol of your honor.”™
Listen move than talk.

“Demonstrating an open, sharing
spirit and cooperation and collegiality
toward other teacher members.”

Dr. Suzuki writes: “Professor Einstein
and his friends were all experts par
excellence in their respective fields.
But each of them loved art, and they
were extremely modest and kind. 1
was, 10 usce a Japanese expression, a
mere student boarder and novice with
no skills to speak of, but I never once
had the experience of being treated
lighty or contemptuously by them
Instead, 1 was always enveloped by
warmth and pleasure.™

Your fellow Suzuki comrade is
another  voice, another learner,
and can offer even more depth and
understanding of the total picture. Like
Cubist art, one view is not the complete
picture. Finding a balance between
accepted ideas and challenging ideas
keeps everyone thinking and growing.
Being open creates abundance, since
there will always be room for more.
Allow ideas from other people 1o be
freely expressed, listen for the essence,

follow, and lead. Extend trost, and
create an environment that brings out
the bestin others.

Untimited — potential —meansunlonited

abundance

“Avoiding activities that seek
personal gain at the expense of the
Association’s integrity or growth.”

Using mind, heart, and conscionsness
asa guide, be aware of the overall impact
of cach activity on the greater Suzuki
community. Our integrity. honesty and
way of working all have a great effect on
those around us. Covey states:

“The motive that inspires  the
greatest trust is genuine caring—
caring about people, caring about
purposes, caring about the quality of
what you do, caring about society as

awhole .
“Building trust with

ach other
involves listening to truly understand,
acknowledging  the  contributions
of others, speaking about people as
i they
information to remain confidential.

are present, allowing private

Be in harmony with the organization that
has given so much. &8

Marylou  Roberts
teaches classical guitar
for the Ann  Arbor
Suzuki Institute and
has been_coordinator
since 1992. She is an
active SAA teacher
trainer since 2006 and
ESA  teacher trainer
since 2011, conducting
training courses in the
United States, Central and South America,
Australia, and Ireland. MaryLou is currently
serving on the SAA Board of Directors and as
the chair of the ISA Guitar Committee.
MaryLou received a bachelor’s degree in
guitar  performance from the Wisconsin
Conservatory of Music, studying with John
Holmquist and Gilbert Biberian, and  her
master’s degree at the Cleveland Institute of
Music, where she received the Valedictory
Award and was elected a member of Pi Kappa
Lambda. MaryLou practices tai chi daily, and
enjoys going for walks with her husband,
Brian, and being a mom 1o her three children
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By Kelly Williamsan

The Art of Practicing

H ow can we get the mostout ol our practice time? st thi
what evervone would like 10 know? [ had an interesti

experiment on that topic just this morning. when Ldid a novice

e as an artists” model. Laurie Wonfor Nolan is a prominent
local artistwho has hecome known for painting musicians while
they perform. My massage therapist, Naney Brent. s also an
artistand takes occasional classes with Lauric. Naney suggested
to Laurie that I would be a good person to come in and play
for a class—we talked about itat one of my appoinunents and
it definitely sounded intriguing! Finally Laurie contacted me
The end result was that today [ plaved solo Tute for two hours
while three women and one man drew and painted me. (1
even got to keep my clothes on, in case you were wondering. )

It was an interesting and rewarding experience, and gave me

the invaluable opportunity to evaluate my practice routine by
making me do itin public.

My regular practice routine is as follows. | practice every
day for at least an hour; when I'm preparing for a concert
I discover that  can find at least another hour, late at night
if 1 have to. [ start with a warm-up, which might be long
tones, soft breath attacks, or the beginning of Book One
These days | have regularly been plaving something from
Taffanel and Gaubert (also known as the flutist’s Bible), but
1 admit to being lazy about that. [ generally include some
Suzuki repertoire review and some review of repertoire
outside of the baoks, frequenty including an art song or a

jazz ballad for expression and tne color (and also personal

pleasure). The rest of the time is devoted o whatever is on
the next concert program. Most often Lam playing my flute
with the local community orchestra or with my guitarist
partner: 1 need w play my piccolo every day for one week

il a “regula” concert is within the coming week, or more
frequently il the next program is veally heavy in piccolo parts,
or il they are really high. 1Us hard o learn new repertoive as

well, but L uy 10 keep pecking away atsomething new. This

year L was learning Robert Dick’s Fish Are Jumping.” The
multiphonics are great for wne, even it my husband hates
it when 1 practice it Betore 1 practice, 1 have atended my
hot yoga class (three times aweek) or exercised tor thiry-live
minutes on the treadmill, alternating running and walking
This used to be more sporadic, butitmakes such a ditference
1o my practicing that don’tlike t miss a day anymore.
Being w musical model wined out w be 4 great apportunity
w see what is working well in that routine and what is weak.

Laure invited me on Fridas 1o come in on Monday. During the
intervening practce sessions, | was more aware than usual of
what kind of visual image | might be presenting while plaving
When | practice. ms main concern is o keep relaxed and
balanced posture so that Tam plaving in as effortless a manner
s possible. 1ty 10 be aware of when 1 have been leaning all
ol my weight on one foot for  long period of tme, or sinking

it one or the other of my hips, or—God forbid—drooping

down 10 the right in an excess of fatigue. [ don’t think about

moving at all, except in 4 natural wav., and 10 keep from being

2 10 look at, especially

static or locked up. Would 1 be bonr
given that this was definitely not going 1o be a prepared two-
hour solo recitl?

music ~and. since that would

I planned 10 play without

sual presentat

probably be the best on

v the painters.

Thank goodness for all of onzed ) Suzuki repertoire

that I would have at my f the previous week
I had been reviewing the Swis Air ariations (Book Five).
Melancholic Fantaw vaniations (Book Ten . and By The Brook

Book Seven—definiteh my least fnvorite Suzuki repertoire

picce). Since mv husband had pased favorable comments on

the fintvanauon of Swis Asr—unlike Fish Are Jumping—that
seemed like a good one 10 keep in mind for the fint “set.” As 1
flew out the door on Monday morning, late, [ grabbed a music
stand and whatever books were on the top of the pile, just in
case [started to run out of ideas.

Lauries studio v in an old tumiture factory. The large
open space has been foored in golden hardwood; as might be
expected, there's los of light, and Luurie's landscape paintngs
cover the far wall. The sun was streaming in the windows as |
arrived at the class. In the center of asemi<circle of casels, there
was a traditional model'’s chair set up in front of a draping of
white veil. I pushed the chair out of the way, stood on the spot
where it had been standing, and got ready to play. Having got
up o late 1 warm up at home, [ plaved one or vvo notes. As
Ldrove, Thad decided to do my usual warm-up, technique and
all, since 1 had gone o my voga class but had not vet warmed
up. And wouldn't the artists be focused tor the most part on
how 4 Qutist stands and holds the instrument when plaving?

wion from

However, given that they were 1o ke their inspi
what 1 plased, 1 decided w skip the preliminary warmeup and
jump right i with "\ Chlodis™ (Reyvnaldo Hahn), one of my
favarite opening songs for centering my sound. 1 alwass hear
Susan Graham in wy ear when ©play it, and who could ask
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for better inspiration than that? Laurie
had asked the artists just to do a series
of gestures or outlines for this part of
the class, rather than a detailed drawing
or painting. Similarly, she wanted them
to be directed as much by what they
heard, as what they saw. I followed
Chloris with parts of the Blavet sonata
(Book Four), and then the Telemann
minuet (Book Two) for something
brighter. I considered that for some of

my own compositions. I explained that
they were all standard classical works.
I also explained a litle bit about the
physical process of warming up, as it
works for me—that I choose exercises
or pieces based on what 1 feel that 1
need 1o do, physically, 1o get mysell
set up for whatever the next siep will
be, Laurie drew a few parallels to the
processes that they were using 1o warm
themselves up, as visual artists. | played

the listeners, this begi of the class
might actually be an introduction to
the sound of the classical flute—variety
would keep us all from getting too tired,
too soon.’

Sure enough, since I had been
playing without music, one of the
artists asked if all of these pieces were
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H next (Book Three), and
everyone immediately nodded their
heads in recognition. The pencils
moved over the paper. Laurie showed
the artists what she had drawn, as well as
going round the room 1a see their wor,
and give comments and suggestions,
They moved on to painting,

Clockwise from top left: Artwork by Laurie
Wonfor Nolan, Mary Lou Hiller, Laurie
Wonfor Nolan, Paul Gitschner.

As my own artistic muscles began
to feel a little more ready, 1 launched
into some pieces that were technically
more ambitious, but stll part of
my regular
Chaminade concertino (Book Ten).
d to find
it all, my
Mayday! All
of those years of neglecting technical

repertoire,  like  the

I was unpleasantly surpri
that, although 1 could pla
technique was pretty mes:

practice decided to converge on me at
this unsuspecting moment. (Note to self;
Work on Taffanel and Gaubert, without
fail, every day before playing in the
hearing of any other person. Postscript
1o the note: One measly litle exercise
every day is definitely not enough.)

In  addiion 0 this technical
unreliability, 1 noticed a difference in
the level of creativity and freedom that
1 felt playing various pieces. 1 could
tell which pieces 1 had recently been
practicing with a rather mechanical
focus on placing each note exactly where
I wanted it. The tone was consistently
well-centered, and there were dynamics
and rubato as needed, but 1 didn't feel
Spontancous, At certain moments I even
found mysell wondering what the next
note was—which astonished e, since 1
hadn't naticed that problem at howme in
those pieces. In other picces, including
ones 1 had not reviewed recendy at all, 1
Was sa completely on top of the technicd
aspects that I could be completely free
on a musical level, and didn't care for a

[

moment what the nexe note might he. Even if L didn't know
what note it was, Fknew Ud he hining i Ahat [ihought. This
i how my students should feel when they are plasing a piece
that they are really ready o perform. OF course none of this
s news, but it is good w he reminded—and viscerally—that
as professionals, we are frequently forced by circumstances
into plaving things that we have not internalized w that high
Tevel. Ttisn’t the ideal, but we do it It can became a habit. On
the other hand. how fabulous it feels w play the other way.
I thought about how [ could zero in on that really creative
plaving for a larger portion of my practice. With the tme |
put in. surely more af my pieces should be in the free zone, if

I were practicing the right way? A simple solution seems 10 be
to include performance in my practice by recording myself.
Again, this is something [ know [ should be domng, but | am
cither too lasy to put the knowledge into practice, or else |
forget that I should be doing it regularly. | have tped myself
on SmartMusic a few times, especially when prepanng a
piece for a concert. Clearly [ don’t do it nearly enough. Also,
SmartMusic is a little bit inspiring, but nothing like plaving
with a real person. | should make more effort 10 book dates
with a collaborative pianist, and let my repertoire benefit from
getting out of the practice studio.

Another thing that | really need to do is videotape
myself playing one of the picces which I expect 1o be in my
repertoire at any given time (like the Chaminade), even if the
performance iy for myself alone. And then watch the video!
I remembered that [ had recently read an article written by
a University and

JefE Nelsen, associate horn professor at India
coach of Fearless Performance workshops at Jacobs School of
Music. 1 had the good forwne to play in a woodwind quintet
with Jeff when we were both studying at McGill University,
before he went off the play with the Canadian Brass (among
others). The article, called “Fearless Philosophies with Jetf
Nelsen,” was published in the February 2007 issue of Hom
Call, the [ it He includes
the following in a list of key questions:
Here are some potential ‘wake-up calls’ for us to investigate:
1. How high of a standard of excellence do we bring with
our inhalation every time we bring the hom to our lips?
2. How often do we perform without having an absolutely
clear idea of what sounds we want o create?
3. How often do we perform something and hope it's good
enough? And if it was just good enough w get by, what do
we do with the next moment alier we've slid by?

I Hom Society's

Ahhhh. Hmm. Yes. (You can read the whole article at www.
jetinelsen.com; choose the menu “"Get Fearless,™ and under
~Articles,” click on *Dreams First Step.” It is also available in
Spanish.)

The picce opens with 4 quote from magic
Burger: “The first step in tollowing your dreams is to wake up.”
So, consider me woken up! My tlute and 1 haye an importnt
appoinunent wmorrow at 10 a.m., same location as usual.
Agenda: subject W change, without notice.

On the plus side, rewrming o wdiy's experience, L really
loved the puintings that the artists produced. Lusked if 1 could

n Eugene

imelude the images with this article. and they immediately
andd graionsly shared their work. Looking at the pictures, [
think exch of them connected with something personal in my
plaving. For my part. though | didn’t love all of them. 1 did
love b | playedd some of the pieces, And the artists seemed
Wy really enpoy e music: one commented particularly on my
“wonddertul wnuul.” (Musie s our ears, every time.) The Gluck
Minuet. Dance of the Blessed Sparits, and the slow movement of
the Marzart D Mayn Concertr cane i for special murmurs of
apprecation. S | haven't been mmssing the buat entirely in my
dhathy practice sesssons, T quote Howard Jones—hings can only
et better! of

Murry thanks t urtists Luure Wonfor Nolan, Cathy Amos, and
Mary Lo Hiller [ allnzeng therr work o dlustrate this article!

Kelly Williameon herids s B (pesicmmanse)
with dietirctson e ML) Lsaversaty,
and 3 MM from CUriverste Se Mimseal
Influeriai teachers rciude Tim Hutcmns,
. Tontons 1
Gulbeert and et |Liand. She was » ‘reciance
musiian n Montreal ior emy  rears,
maintaimmg 3 stadn A 23 Drrvste udeets,
a1d was sist Suruis Sute coadinacon at te McGill Conservatory before
relocating ‘o London, ON Keily has Seen 3 frequent citmiczan and
festival sdraduaton, a0 s mvited 0 sl 3t worksbops in Canada, the
LS, South Amerace and [anzama. She was 3ppoumied s 3 teacher trainer
1 May 2005, 2 Contridules eguaniy 10 the AS].
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Learning More
Than the Music:

The Influence of the Suzuki
Method in the Life and

Career of Dr. Whitney l\'(»llq‘
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having the support of the family. and @
nurturing and supportive ~relationship
with teacher—when we have these
clements that are provided within the
Suzuki method, they actually allow the
student to thrive, and it makes room
for the individual styles and techniques
of the teacher with cach student 1o be
used effectively. Think of music itsclf:
No two pieces are the same, and yet they
all function within the same musical
boundaries. This is not because music
is restrictive, but because these musical
boundaries are creating an environment
that allows for personal expression. It is
the same way with the Suzuki method: the
elements of structure that make up the
Suzuki approach not only makes room for
student and teacher’s own individuality,
but it enables these individual styles 10 he
used more powerfully.

J

at EastTenn

'see State Uni

Tell me about your graduate research,

1 general. all of my rescarch has been
centered on the psychology of music
Jeaming and particularly how sidenis
can Jearn more cllectively, efficiently, and
deeply. to be better prepared for the world
ahead of them. I started out my rescarch
<ploring mental practicing, which is
(he training of the brain to represent a
musical goal and then guide the physical
body in the best and most efficient way

by e

possible i order 1o achieve that goal,
v Suzuki experiences helped initiate
my interest in this concept (for example,
through creating aural representations of
4 picce by lisiening (o the Suzaki CDs),
and when 1 developed injuries in college
from over practicing. T knew I needed to
explore ways o practice more cfliciently
to physically protect mysell. I found that
mental practice
instrument, [

when 1 started using
exercises away from  the
actually improved far more than when 1
was practicing every day. This led me 1o ask,
what does research in other fields say about
the mental side of playing an instrument,

The Suzuki method is not just a
method; it's also a community
that is living and breathing.

and what is an effective way (o actually
teach these excrcises to my students? The
answers 1o these questions became the bulk
of my master’s thesis work.

From there, my research began (o shift
in part because | was taking on more
students and wanting to explore new ideas
centered on teaching. My students were
all distinct individuals, and 1 found that
I didn’t always understand their learning
preferences right away. I researched about
how, from day onc, we can understand a
student—how they learn and how we can
reach them most effectively. This subject

of discovering learning styles became the
material for my pedagogy thesis, which
was 4 required portion of my doctorate. If
you study with a teacher over several years,
that teacher begins to understand how you
learn best, but 1o be able 10 understand

that from the very beginning lesson with
the child makes a big difference in the
hild’s initial progress and motivation 10
continue in lessons. In addition, learning
syles can change over time and in
different circumstances. Because of this,
I determined 1o create a simple way for
teachers o evaluate and check in on their

student's learmning preferences. | made up

i that has very

fun activity using ori
specific instructions requiring the student
to rely on various learning skills. Their
success (or frustration) then helps provide
suggestions for how the child would like
to learn. [Us a fun activity for the Kid, and
at the same time, it's very informative for
the teacher

I chose 1o
research around resilience waining, which
was something that had been on my mind
[oryears. Resilience is the ability for a person
to take a challenging (and ofien negative)
circumstance and usc it to fuel their success
and growth. While resilience is something
that ofien nawrally occurs in  difficult
situations, the intentional development of
this skill has been largely unexplored and
underutilized. We all meet challenges—
every kid, every aduli—and the way that we
deal with these challenges determines how
we will grow through them or give up or lose
ground. A lot of my research really dived
into what builds resilience and how teachers
can actively use this knowledge. [ wanted to
see how that was being done in the music
field, in particular, and then | compared
these elements with what other disciplines
provide in their training programs. [ created
a taining program for undergraduate
and graduate musicians, but certainly this
arch is applicable to everyone—young
musicians and old.

[ think using music asavenue to build life
skills is something that Suzuki consistently
talked about, and it's something that
I'm really interested in as well. [ want to
build character and strengthen students’
abilities to be individuals who can have
a strong voice in the world. These skills

conduct my  disscriation

res

arc not only for when they come across
musical problems; they also apply when
dealing with other challenges in lite

How has your research changed you as a
performer and as a teacher?

My rescarch really  developed  out
of « desire to be a beter and
performer, and it has definitely shaped who

teacher

1 am today, From @ teacher perspective

it has deepened my understnding of

many concepts
© me trough Suzuki. For o
questioned “what is nurturing?”
wachers emphasice “creating a nurturing
covironment,” but what is nurturing? What
clements are really factors in this kind
of cnvironment, and what can 1 as the
weacher, control in creating this nurturing

have been presented

ample, 1
Suzuki

environment® My rescarch gave claity o
my formetly nebulous notion of nururing
and it was casier for me o be able o create

this kind ol environment
[or my students. [ could list
many other examples, but
overall. my research has
helped me to understand
the concepts ol great
teaching ata much deeper
and applicable level.

I've also become maore
attuned o individual
learning preferences. ms
teaching style. and how
I can manipulate what
would be my preferences
to better
the students. Unfortunately many times we
as teachers, teach in a way that we would
want to be taught. instead of teaching
to the individual student’s needs. | have
become more attuned to that in my own
teaching and with each of my students. [
am not perfect, certainly. but [ am growing
in this area as a result of my research.

As a performer, it has really helped
me be more efficient with my
intentionality. knowing exactly what [ wan
to be doing and how to get there. [ had
some pretty major obstacles and setbacks
in my own flute-playing, and much of

accommodate

ume and

my research helped me overcome them.
Testing stategies that tesulted from my
rescarch on mysell not only helped me
overcome these hurdles as @ performer
but it also retined how [ might be able w
teach them w others

You've just reached a huge personal
educational What does the
principle of life-long learning mean to you?

1 think it means more than being the best
performeror teacher Tean be, Tomeans Lam

milestone.

Above and below: Whitney Teaching




aware ofand changing with the enyironment

around me, and 1am striving (o underst nd
the people around me on a deeper level
With this awareness, 1 can learn and grow
with the culture, providing input 10 158U
that I may not have ever encountered

mysell: This applies to my life as both a

Using music as a venue to build lif
consistently talked ab
in as well. | want to build character

to be individuals who can ha

teacherand performer. How do performers
reach today's audience? How do teachers
reach a new generation? How can we enable
music 1o be as powerful an instrument as it

has been in the past® This is what lfe

ong

learning means 1o me right now.

Can you talk about your position as a
Suzuki teacher in working with parents as
they navigate a culture they are new to,

as well?

I have had a unique experience in the
last year with one of my students as she was
diagnosed with a mental disorder. 1 saw
her mother go through a grieving stage
where she was in shock and devastated by

the news. And then I walked with them
through the stage when she had teachers

at school referring her to outside help.
Both parents, though I interacted more

with the mother, really had a tough time

fecling that their child was underyalued
because of her lack of progress, and were
afraid that her teachers would simply give

up on her. Although we went over the

same piece for weeks and weeks, T felt
that my role, as a Suzuki teacher, was to
support my student and her family—to
be able to listen in every lesson and 1o
believe in her ability to learn and become
a beautiful individual despite her disability
and seeming lack of physical progress, Will
this student eyer be
Mayhe not—but every child can leam, and

fantastic musician?

she is learning, enjoying, and growing into
a stronger and more resilient individual,
and that's what is important

You've had a lot going on in the past
several years, How have you balanced the
very different areas of your life?

Very carefully]

I¢s actally very rewarding to have so
many facets of life, 1t keeps life interesting
when there's always something going on,
But as Suzuki teachers know, when wearing
many hats, yon have (o be careful not (o get
burned out and not 1o take on too much,
Toavoid this, I've really compartmentalized

my lile—I've designated a certain: period

of time where I'm devoted o research,
planning Jessons and teaching, practicing
or rehearsing, ete,, and 1ty o commit
sl fully 1o those areas during that time

iod, When that time is over; Thave o be

per
\ble drop my work wnd move on, which, as

e skills is something that Suzuki

out, and it's something that I'm really interested

and strengthen students’ abilities

ve a strong voice in the world.

a perfectionist has been difficult for me to
do, To help mysell effectively do this, I carry
around anotebook, and if 1 have an idea for
ample,

a student while I'm practicing, for e
1ot it down, and continue practicing. I'can
g0 back to that thought when I have time to
plan lessons. I'm constantly re-cvaluating my:
priorities to be sure that I am allocating my
time well. But, above all, I truly believe that
my Christian faith strengthens me, helps
me 1o prioritize, and enables me 1o navigate
through all of the areas of my life.

Another crucial element is that I have to
schedule in time 1o live and to be a part of
the community as well—to be with friends,

10 engage in activities outside of music,

things thatwill help mend the wearand tea
of busyness, I think having this balance of
personal and work life is important. Setting
aside time 10 reflectand write down my goals
as a teacher and as a performer also helps
me know when 10 say “no” to something:
105 hard 1o say no, especially as a young
professional who's trying to build a career:
But to have something in writing that says,
“this is what I'm trying to move towards”
makes it easier to draw boundaries. And,
finally, I have to have a lot of grace for my
many mistakes! Thankfully, those around
me have been extremely understanding
and gracious when I make mistakes or am
not performing at my best. Sometimes my
career feels like a circus act, but it is very:
gratifying in the end.

What is next for you? How does your
vision correlate with Dr. Suzuki’s vision?
Ithink my vision correlates to Dr. Suzuki’s
in many ways, Dr. Suzuki set out o make
beautiful individuals, to build character and
10 make the world a better place through
music. My goals are very similan 1 want
10 shape each of my swdents (o be finer
individuals, full of character and expressive
ability with an understanding of their own
strengths, and o give them the gift of music
tosharewith others, More specifically, I really
have a passion (o reach out o disadvantaged:
children and those who have experienced

Abuse ther traumatie experiences. M |

e is to use musie as somethit

wre, beautiful, and expresiive it can itk Fbtlywood flm eompeser =
Ip them through their many ehallenge arz flutist ¢ Tor s
wresent, past, and future. [ have a passion  the Favi r Mu
o use Suzukias a way to build relationships o Langmont & -

h these students, give them the twols — currently perforr "

xpress their voice, and help them t

nove past the dark times in their lives
That's one aspect addit .
Another aspect is that [ have discovered

in my graduate studies that [ have a passion

for teaching people how to teach. Ive ture
given several talks and lectures and written  and publicati
articles to help direct teachers in how "

teach more effectively through providing

them with skills, tools,

wnd challengin
and various teaching perspectives. [ would
love to eventually teach at the college level

and work with young teachers before the

go out into their careers, which is in par
why I decided to pursue a doctorate. Just
as with Dr. Suzuki's vision, I see teachers, YM.A. in

students, and communities transforr
by the power of music, relationship, and :

the nurturing of beautiful, unique, and B -
involved individuals.

Flutist Whitney Kelley is praised for her er fr
innovative  performances  and  pedage vy, and hik - x
methods which have inspired audiences acro:

the country. Acclaimed for her “considerable  whitneykelley.com
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A Special Send 0ff for

WWII Veterans:

Barcel Suzuki String Academy
Performs for Honor Flights

By Renee Riddle

Pablo Casals. the world famous cellist, once said, “Perhaps it is music
that will save the world.” The students of the Barcel Suzuhi String
Academy, located in the suburbs of Mitwaudkee, Wisconsin, are learning
the impact music has on the heroes of a past generation: World War
l
N

terans who really did save the world. As believers in Dr. Shinichi
zuki’s philosophy to nurture the whole child, it is important to instill
nse of guatitude for the fieedoms they have now as

in our students a s

well as for the sacrifices that were made years ago. The BSSA faculty

ies have had a unique opportunity to learn these lessons of

gatitude and service through our experiences with the Stars and Stripes
Wisconsin chapter of the Honor Flight. With our minor sacrifices of
at the airport at 4 a.m., playing our violins for two hours,

practice times (o learn new vepertoire, we are learning the

caning of gratitude, growing beautiful hearts and seeing the
(e impact of creating music for others.
— Celleen Fitgerald, Executive Divector of the Barcel Suzubki String Academy

World War Il Memorizl, Washington DC. Photo by Sandra Davis.
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Us 4:30 a.m. at Mitchell International Airport in Milwaukee,

Wisconsin. Before dawn breaks, the terminal is packed.

There are hundreds of people helping some two hundred
elderly passengers (all are in their 80s and 90s) slowly make
their way through airport security to the departing gate; some
are walking, others are in wheelchairs. The process is slow,
but no one is rushed or impatient as you might expect from
an airport crowd. In fact, these travelers even stop o hear the
music—the music of young violin students filling the terminal
with patriotic songs.

The violinists are members of the Barcel Suzuki String
Academy. The elderly passengers are veterans of World War
11 who are arriving at the airport before the crack of dawn to
board their Honor Flight. Two chartered Boeing 757 airplanes
will ke the veterans and their guardians on a one-day (rip o
Washington, DC, to see the memorials that stand in their honor.
The violinists were invited by the local Honor Flight chapter to
send these veterans off in style.

The Honor Flight program is a wonderful story of
communities coming together—just in time—to honor the
Greatest Generation. Honor Flight is a national network with
123 hubs from coast to coast. Each hub is run by volunteers
who raise their own funds to fly WWII veterans from their area
to sce their memorial in Wi hington. While WWII was one of
this nation’s largest conflicts in terms of scope and casualties,
the memorial dedicated to this defining event of the twentieth
century was not built until sixty

rs later, Despite a four-day
dedication ceremony over Memorial Day weekend in May 2004,
the majority of these now elderly veterans never had a chance to
see the memorial honoring their service. Most WWII veterans
do not have the means—cither physically or financially—to
make the pilgrimage 10 Washington, DC. In of the 16
million who served, only 1.5 million are still with us. According
to the US Department of Veterans Affairs, almost nine hundred
WWIveterans die every da

Many people have the image of the WWII veterans being
celebrated. as in the famous Times Square photo of the sailor

Students with Veteran Walter Roob

Mr. Roob playing with Barcel students

Kissing a nurse in the midst of falling confetti on V4 Day. The
reality of these soldiers’ homecomings, however, was quite
different. Most WWIT veterans will tell you they came back from
the war, threw their duffle bag in the hall and never talked about
itagain. In their minds, they didn’t want to burden their families
with the horrors of war. They also didn’t think what they did was
particularly special. They just answered the call to serve, like so
many other Americans.

Enter Honor Flight. The idea started with Earl Morse, a
physician’s assistant at a VA medical f

ity in Ohio, who
wanted his WWII veteran patients to see their memorial. When
he realized none of them thought a trip to Washington, DC,
was possible for them, Morse made an offer to one of his
patients that surprised even him. “Why don’t you let me fly you
Lo Washington,” said Morse, who was also a private pilot, to his
patient. So Morse got a dozen other pilots from his local flying
club together to make the trip. The only caich was the pilots
would foot the bill—the WWII veterans would not spend a dime
on this trip. So with that, the pilots and their precious cargo
of two dozen WWII veterans left for a day trip to Washington.
Morse says once he saw the veterans’ reaction to their memorial,
he was hooked. Morse came back from that trip determined to
make the same experience happen for more veterans. Today,
more than 125,000 WWII veterans have taken an Honor Flight
In Milwaukee, the local Honor Flight hub is called Stars and
Stripes Honor Flight. IU's a very successful hub that has raised
more than $1.5 million o take cighteen flights hosting more
than 2,500 vete
of the Milwaukee community. The people ol southeastern

ans. Part ol the s

retto its success is the support

Wisconsin have embraced the Honor Flight mission with all
their heart and soul. | have seen this first hand as @ member
ight board of directors and a

of the Stars and Swripes Honor

parent of o Barcel Suzuki String Academy students

“Iove to get up at 3 am. o play for the veterans,” my cleven-
yearold daughter said afier performing at het second Honor

1t send-ofl. 11 there was any doubt that we could motivate a

couple dozen children 1o wake up in the widdle of the night to

o to the airport and play their violins for two hours straight, it
was quashed after our first Honor Flight performance in May of
2010. Our Barcel teacher, Barbara Schaefer, worked up a playlist
that included a few songs from the Suzuki repertoire. but mostly
included new songs for the students to learn featuring all the
traditional patriotic songs and service medleys. Mrs. Schacfer
told the children, “Our goal is to provide a joyful experience
to cach veteran.” Litle did we know just how much joy the
children would truly bring.

The students got to the airport by 4 a.m. so they would have
time to go through security. We submitted all of our names and
dates of birth beforchand, but the students needed to bring
some form of picture ID (not always easy for an elementary
student) in order to get the special TSA security clearance to
g0 o the gate without a ticket. Honor Flight is an amazing
operation of a couple hundred volunteers greeting veterans,
pushing wheelchairs, helping the elderly tavelers through
security. The airport was abuzz with color guards and active
s who forged
the path for them. Our violin group felt like we were part of a

military, all on hand to greetand thank the veterar

well-oiled “Thank You" machine.
We set up to play next to the departing gate and the young
violinists were the first thing the veterans heard and saw as they

approached the waiting area. As you might imagine, boarding

a large aircraft loaded with passengers in wheelchairs does not
happen quickly. The live music is a welcome distraction to the
lengthy boarding process. But it's more than an entertaining

diversion for these veter

ns. 10 also their first glimpse of the
day o come—a day that is so much more than « sightseeing tip
10 Washington, DC. This day is about expressing gratitude and
saying thank you.

lie violinists knew they won over their crowd when on ou
fiest light, one of the veterans whipped out his harmonica and

started playing with our students. The music seemed to take
cightyseven-year-old Walter Roob back to that eighteens

Roob

old man who went olf to war, playing his harmonica.

served as a photographer in the United State:
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Top and above: World War Il Memorial, Washington DC.
Photos by Sandra Davis.
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in Europe. He served for the last two years of the war and
comparcd his Honor Flight with the thrill of coming home

from war all over again.
“Holy cats, God. You got us back and we're still

ive.

" he said as tears welled up in

What a fecling 1o be aliv

his eves.

Roob wore his emotion on his sleeve as he joyfully
jumped in with the Barcel students, playing his harmonica
ir. surrounded by young violinists who

from his wheelcl
were surprised, yet delighted, by their impromptu guest
performer.

The Barcel Suzuki String Academy kept in contact with
Concert where the

Mr. Roob, inviting him to our Festiv
Veterans were once again honored. Since his Honor Flight,
Roob suffered a massive stroke, but his face still litup at the
He said, *T was thrilled

sight and sounds of the violinists.
and honored to play with such talented children. Tt was like
Twas proud to have met
them and enjoyed watching them play.

It was an admiration that went both ways. As Suzuki

2

joy 1o the world hearing them play

parents, we stood in the terminal with one ear to our
children’s music, but our cyes firmly planted on the
veterans” faces. We saw veterans tear up after listening o
the children play. Some even had to be pushed away in
their wheelchairs when the emotions came on oo strong.
Through it all, the children kept playing. The gift of music
was sceded in their hearts along with the tremendous
gratitude that would color their entire day

Ireceived this email from one of my fellow Suzuki parents
after our children performed for an Honor Flight.

1 know I'm speaking for all the kids, teachers and parents
who were at the airport yesterday morning: THANK YOU so
much for giving our kids the opportunity to do this!

It was so rewarding, touching and simply an honor to add
our little violin program to this amazing event.

We were so touched by this great “Honor Flight” that my
Irusband and 1 actually went back to the airport last night (o
greet the veterans when they came back home, even though we
didn’t know anyone really

We could not have imagined the crowd of thousands of
preople and the spivit of appreciation for what these veterans
did so many years ago. I have never seen anything like it!

There was an about fourteen-year-old boy standing near
us, who would 11y to shake as many hands of veterans as
possible and thank them personally

Many of the veterans were erying when they saw this great
seception. They swere gverwhelmed and clearly didn’t expect
anything like this. They will never forget this day!

Walter Roob, our friend with the harmonica, was sobbing
when he was wheeled down the aiste. Then he stopped, ook
out his cell phone and videotaped the crowd! We heard that
he played his harmonica all day long and kissed all the girls
he could find. He had a blast.

Once the veterans were all boarded on their airplanes, our
job as the morning entertainment was done, but the veterans”
day was just beginning. Their Honor Flight tkes them on a

whirlwind sixteen-hour day and the surprises keep coming.
Before takeofll in Milwakee, their planes are given a water
cannon salute, a thrilling display when fire tricks come to the

tarmac and spray an arch of water ar the airplane as it taxis
towards takeof . Then, ance the plane lands in Washingion, DC.
the veterans are greeted by erowds of ol strangers cheering
for these veterans like they are their own grandparents

And sa it goes throughout the day in Washingzion. Visitors
to the spectacular WWIT Memorial. which rests between
the shadow of the Washington Monument and the Lincoln
Memorial, are treated almost daily o groups of Honor
Flight veterans. The veterans ean barcly go five feet without
someone wanting to come up to them and shake their
Americans

hand and say. “Thank vou for vour service
have gotten much better about recognizing and honoring
the sacrifices of our veterans since 9/11, but for these
WWII veterans this trip can be their first official thank vou
Perhaps that is because many veterans never talked about

their service. Many fmily members have wld us they never
heard details of their loved ones service in WWII uniil their
Honor Flight experience gave them permission to open up.

After a long day touring the war memorials and visiting,

Arlington National Cemectery where the veterans see
Changing of the Guard at the Tomb of the Unknown Soldier.
the already emotional day climbs to a new level. As the plane
flies back to Milwaukee
packet of mail from home in a good old-fashioned “Mail

. cach and every veteran is given a
Call” just like they had during WWIL Of course, letters from
home were the only form of communication back then.
so Honor Flight recreates that experience. The letiers are
secretly gathered by family and friends and given to Honor
Flight volunteers for the veteran'’s personalized mail call
packets. We've had veterans tell us that they didn't realize
their family still loved them undl they opened that packet
of mail.

As if that were not enough, the real fun begins when
the veterans deplane back in Milwaukee. They have no
idea of the crowd that has gathered at the airport to greet
each Honor Flight when it returns—sometimes very late at
night. Crowds of 6,000 people and more wait for hours to
line a makeshift parade route through Milwaukee's airport.
Bagpipers, marching bands, cheerleaders, uniformed active
duty military all come out o welcome the veterans home
Families go all out for their veterans, wearing matching
Lshirts or holding banners and postersized service era
pictures of their loved ones. 10y a history lesson and a love

story all wiapped into one amazing present. When the

veterans step ofl the plane int the arms of the adoring
crowds there isw'ta diy eye in the house. Thave seen tight
attendants get off the plane w take a peek at the crowd, and
ey come back to the plane in wars. The homecoming crowd
is simply w sight 1o hehold and the veterans cannot believe
it all these people are there for them. TOwill ke alinost
o hours for all the veterans W make their way through the
airport terminal into the arms of their cheering Gaily. The
crowd will e just as cnthusiastic for the Tastveteran as icis

for the lirst. No one leaves undl all the veterans have had

their walk down the parade route. It is a homecoming they
have never had. A final thank you. more than seventy vears

Jate—but just in time.
The Barcel students have had the privilege of performing
at many more Honor Flight send offs since that first one

in 2010. The same core group of performers comes back

time after time—despite that crazy. early wake up call—to
play for the veterans. With each flight. the students learn
another song from the WWII era. like “Hello Ma Baby™ or
“You are My Sunshine.” And each new flight brings more
smiles and more tears. We also had the unique experience
of performing for the veterans at Miller Park (home of
the Milwaukee Brewers baseball team) last summer. The
event was called Field of Honor: A Salute to the Greatest

Generation. More than 30.000 people filled the stadium in

ans. It was a chance to salute all WWIL

tribute to these vete

hose too frail to undertake the long day

terans. especially
of an Honor Flight. The event featured the world premiere
of the documentary film Honor Flight. which chronicles the
story of Stars and Stripes Honor Flight and the community
that came together to make the experience possible. If vou
-t a chance to see the film, vou'll catch a glimpse of our
violin students plaving for the veterans during one of those
carly morning send-offs. A bricf moment caught on film, but
an experience that will shape our violin students for the rest
of their lives. Honor Flight taught them that music is a gift
best shared, and it can ~av Thank Youin a way more powerful

than any words. ©8

For more information on an Honor Flight hub near

You, visit www. Aonorflight.org

To find out where fo see the documentary film
| Honor Fligi,
To see more pictures

Honor Fl

| website at www.barcelsuz

HonorFlight TheMovie.com

the students plaving for

vasit zhe Barcel Suzuki String Academy

com

T Renee Riddle is 2 proud Suzuki parent with
two children studying violin at the Barcel
Suzuki String Academy. Since 2009, Riddle has
served on the board of directors for Stars and
Stripes Honor Flight serving veterans in
southeastern Wisconsin and was part of the
team producing the film Honor Flight, now a
bestselling - documentary on  Amazon  and
iTunes. Riddle has also worked as a television
news anchor teporter for several stations in
Wisconsin and New Mevico.
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By Eric Davenport

ho would think that writer Samuel Beckeu would

have anything to do with Shinichi Suzukiz Beckettwas

an Irish-hom, English-peaking modermist plavwright
His play, Waiting for Godot, is one of the most significant English
language plays of the twentieth century. What some may not know
is that Beckett originally wrote that play in French, translating it
later into English. Beckeu had been a professional writer. but
adopted this unique method of wiiting which at finst may scem
absurd. He moved to Paris where he continued 1o write for an
English audience by writing plays and essays first only in French
and then tanslaing iem o English. When wridng in English,
Beckett felt his prose was 0o prejudiced with an innate siyle he
could not control because English was so automatic for him.
Writing in French forced him 1o say exactly what he meant in
a plain and eflicient way. Further, wriing in a second language
ensured that he slow down and think. Beckett wrote some of his
afier he adopted this method.!
Taking time to think was the subject of a recent study which

most famous wor

demons

ated that otherwise intelligent people make poor
decis

jons when given ques

jons phrased in a certain way* If
they would have taken more time to think, they would have

seen that a better decision was possible. But when bilingual
subjects were given the same test in their second language, the
one that they do not know as well, they overwhelmingly chose
the better answer. The rescarchers concluded that hecause the
subjects were forced 1o take time to think, they could interpret
the problem more efficiendy than if they had read the question
in their i

e language. The native speakers did not have 10
slow down, were swayed by the leading way the challenge was
worded, and thus chose the poorer answer. They fell into the
researcher's rap.

Alter
Germany, During his first rip there, his German Janguage skills

cading this study, I remembered that Suzuki had lived in

were rudimentary. Yet, it was his suuggles with the language that
started him thinking about why children, a [
spoke German so much better than he.

tion of his age,

ken one step further,
one might conclude that without his initial experience of heing

forced 1o speak German, Suzuki might not have developed his
theories of teaching music. Itis unlikely that when Suzuki lived in

Germany that he thought that his theories of clementary music
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Beckett and Suzuki

% Sy

pedagogy would he influenced merely becanse he ook Tonger
1o speak in German than in his primary inguage. Pethaps he
dowed down 10 process his methodology as he struggled with
the secand language. There may be a parallel hetween Beckett
and Suzukis experience with using a second language. This
fascinated me hecause Tam an American Suzuki violin teacher
living in Peru where [must speak and teach in Spanish

In January 2013, T moved 1o Peru o my fist month here, 1
attended the South American Festival in Lima as a teacher, and
Twas fortmate to study Book One with Nancy Lokken. Perhaps
the one thing that anvone taking her course will cany away
with them is her priority of using the stopped bow that Suzuki
pioncered. The stopped how accomplishes and allows us to do
many things. Stopping the bow allows us o listen more closely,
control the bow easier, create  pure deep tone from he

1w end. and ready our lefc hand before playing the note (finger,
bow, go!). All these things are accomplished because stopping
the bow forces us 1o slow down and think

By taking more time to think while using a stopped bow, we
hear the heginning of the note, the articulation of the start of
the note, the tone of the middle and how we end the sound, as
wellas the intonation. We can comprehend so much more. As it

is with speaking a forcign linguage, using a siopped bow is put

through a thought process rather than simply executed without
any consideration as when we speak in our native ongue or play
fast. As M. Lokken reminded us, *1tis casy 1o play fast, but it is
difficult 1 play slow.”

While in Peru, 1ind that there is no choice for me but 1o speak
conscientiously, that s, 1 slow down. 1 am lierally transkating (as
best T ean) while speaking. 1 lave 1o do this, or 1 leave a store
without getting what 1 cune for! Playing with stopped bows,
however, takes selfdiscipline, unless you have a eacher who insists

upon it! Students, especially students who are not accustomed 0

Jistening 1o themseves, are fustrated when asked o play this way:

Buteven impadent sidents begin o hear the ditlerence in tone,

ionation, and articulation when they use the stopped bow o

slow dowaand think. I Per, all of my students are “anster”

students @lihough 1am really o tansler teacher here!) and they

are natused o this shor how practice. have introduced i stowly
by creating a “shont bow pracice picee

i cach Tesson, A ey
or intermediaie eview picee

is good or invoducing stopped

cosdent von o ke
Lo e o ow fller de oo
Bowe el Berer ther it s and
B cleaner theiv st crossing s 11
student s vounger nder sesen or e

v can queny the parent ahont o

the difevence is i plaving @ piece 1
regnlar” way aned plaving the prece il
stopped hows Ny parents will hear
ditlerence and he won aver too s nes
wav of plaving. OF conrse, e stecan
stopped how approach.and sond s o
the finished product of mest preces. i
it s the foundation of 4 fimshed pie

that will eventually have 1 more lecin

smoath sonnd

I helieve the stopped bow s one of
Suniki's grea W The parillel
between language and music s 4 nanl

one. Although Tdont know e Sizik
was thinking of how he haed o slow down

vhen

o process inasecond g,
e started using the stopped how, it s an
mteresting comadence. The stopped bow
reminds us 1o slow down and temeniber
we have plenty of time o pertect e ol

plaving the violin. o
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e know that when working
with  a  beginner we

cannot underestimate the
importance of the early set up of the
instrument and bow hold. These early
steps of holding the instrument and
bow with comfort and ease are crucial
to the development of good technique
and tone production. During the Pre-
Twinkle stage we are seuing imporant
expectations and laying a path that will
allow for a deuwiled attention w posture
and physical freedom, which will translate
later into possible musical expression
But how exactly do we make parent and
child understand how vital it is to work
with the body’s correct alignment and
a balanced physical approach The first
and most imporant thing is to spend
valuable lesson time on this subject.
because if we do not spend time making
the point of how important it is for the
child to hold the bow properly, then the
parent will not do it at home cither. Itis
also very important to send the parent
home knowing how to work so that
the student is able (o stand with feet in
playing position, with flexible knees, and
holding the instrument on the shoulder

consistenty on the same spot hefore we
@n move on o am plving. However
often we encounter sudents who moved
on too quickh from the early stages of
leamning how w “hold™ without plaving.
however. which later causes a large amount
of time spent on fixing sloppy posturc

So. T have come up with the term
“power of holding™ 10 refer 1o the
imporant vet simple fact of halding
0 develop basic muscle memon. By
climinating movement. the mind just
focuses on the wav the bad feels (1 call
that the “tower alignment” and it goes
like this: feet. knees, hips. shoulder
head. violin on shelf). 1 check their feet
hips. shoulders. and head alignment
constantly so that parents remember o
do that at home 100, We call the chin
rest Sjaw rest” and check eveny time if
the jaw, and not the chin, is on there. 1
also train parents 1o look at child from
behind w make sure neck stays suaight,
aligned with the spine and that the left
elbow and violin arc on top of the left
foot. If they are not aligned properly
or if they m a litde 10 the lefc or a
lile to the right (geuing the hips

out of alignment with the knees and

CLAIRE GIVENS VIOLINS, INC.

Ftatlehed 1977
Dealers, Makers & Restorers of
Fine Violins, Viohs, Cellos & Bows

1004 Marquette Avenue | Suite 205 | Minneapolis, MN 55403

Toll-Free: 800.279.4323

E-mail: cgivens@givensviolins.com | www.givensviolins,com

Phone: 612.375.0708
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9. The Power of Holding

By Cecilia Calvelo

<houlders) then the bow arm will have a
hard time bowing straight on the right
“lane” (Kreisler Highway 1.

One common exercise many teachers
do early on is 10 have the beginner hold
the box violin (or the bow. or both) while
the teacher plaws for them a vanation
or theme. 1 continue to do this exercise
for a long ume. well after they are
alieady plaving on the real violin. After
a while. I mav have the student hold
& linde longer while T play a couple of
variatons or a longer picce. the point
bemg mcremenung  the amount  of
time ey can hold with ease in one go
without changing the way the violin sits
on the “shell™ (shoulder) or the wav the
bow hold looks. 1 do this not only at the
beginning of the leson but again in
between coordination exercises, singing,
bow exercises, or reciting a small poem.
Also, I may ask them to go walk with violin
or bow in their correct holding position
while 1 play something, later adding the
layer of walking (o the beat of something
with astrong rhytim. This kind of holding
exercise iy part ol a big component of
e early lessons which 1 call “quict body,
quiet mind.” The students cannot alk
when they are holding their insuument;
the jaw focuses on resting comfortably on
top of the jaw rest and really rests there!
The weight of the head s all on the violin
and the instument almost leels like a
pillow. We do not stare at the instrument
the whole time, but instead train the eyes
10 be “spy eyes” which can peek here and
there but not stare constantly. 1 keep
doing that for a long time (even when
they get the real violin, and linde by litde,
the instument becomes an extension

ol the body, becoming “one”™ with the
playe

Ao, every time a beginner joins
nagroup class , we all hold in beautitul

plas st st b warl denn du
et moment This shows that even
we e move advaneedwe sl e o
remeniber that peacetul. comtortabl

sensation of having all pomis of contaes
with instriment and how i place. with
A stronz foundation cower alignment

and the how sitting on top ol 4 st

straight and ready w

Mam dimes [ ochoose nor o plas

amvthing while they hold Instead Topen

my eves really big o grah 1 magmibon

glass if necessany 't and Took under the
bow tor a hent thumh pomtat the violin
arm'selhons under the siolin i on o
look

round bow hold with the correct spacing

of the left toor.

Cihat prets

between fingers, checking alse on i flat

Ider feet m pla

wialin on top of the she
position. neck stright from befind

ete. We may e sand nmer and wain

n “holding positon™ unul all the <ind
woon the other sidesor Ty holid with
them myself, listening to the silence in
the room, and parents, while there

nothing but silence, get the pomt i

this is very impe

ant

A 1 inuoduce the stngs bevond
E. [ have them hold again i that new
position, feeling their right clbow just

lude higher tor A We do i€ again when

we nuoduce D, oand finalh wih Go
want them w teel the ditferent angles of
e right and lett elbows, while lett hand

tingens Ly ou wp ot the new suing. We do

silentsting crossing trom the me we add
Aw

eveny e it s with detuled stenuon ot

Later aclding the other sungs,

the twer alignment and bow placeicat
on the suing We tlk about “dancing
elbows.” weaning the elbows are parers

and therctore move i parallel moton (s

the tight elbow drops from 4 lower suing
w 4 higher one. the lel elbow swings
on that sune direction © hae cined
lelt fingers on the “tew” suing, i vice
versa going the other wav i, OF cowse by
then, the student is playing a lot, bu Lsull
Chieck on their “holding power:” they are
Cconstantly growing, so the Luniliar teeling
goes anay sometimes. 1 e w0 enind
wself it their bodies we ot like ours,
ey we constantly changing (o aie
wo, butata much slower pucel! The need
W cheek the “power of hold” is constant,
with special attention needed when they

CAEE W e ISt siz

Weecan b e s e holding
W wheneer s we omethim

deterratng with an lder
peardless of shat ook e cinled oo
Wecan Bl sath lete T i i appes

positon. ol a1 W e o

et making e ol more relesine
Vbl s el fesel Wk e
et e gt sk queston

NI

eouraphy amonym

Fohave them aneaer

holding™ winfe e pi
Jder stndenis 1
e focused on ot e
Bew do e comibs o
We should ot teel presure
dent or parent o jsck
wnvthing else . . b
st betng e
he student holds e

som L rhink
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MpOTant Dot
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‘teaching ng!

Waiting for Megan

By Tom Yang

Many of the ideas I share in this article are rooted in the Love
and Logic series by Jim Fay, David Funk and Foster Cline. 1
enthusiastically recommend this series (o you for further yeading.'

here are certain advantages to being both the piano
teacher and the practice parent to my o girls. For
one thing, I always scem (o understand exactly what
my girls’ piano teacher wants. So if one of my girls were ever
to say to me, “Mr. Yang wants it fingered with finger one,
ask Mr. Yang.” The

not two,” I can always tell them. “Let’
dialogue might run like th

“Hi, Mr. Yang, this is Mr. Yang. Megan wants to finger
this passage with finger one, I think that it should be
finger two. Who is right:”

“Mr. Yang, you are right—tell Megan that you are
always right and that she should always do whatever you
ask of her. Tell her that I think that you are the greatest
parent—coach in the history of Suzuki.”

“Thank you, Mr. Yang—you are a great piano teacher.”

Excepting this advantage, I find, like everyone else, that it is
very challenging to be a practice parent. For one, it's an every
day challenge—it’s not a thing that you can check off your
“bucket list.” You have a great practice session and you fecl
like you should be able to bask in the glow for the next weck,
right? Wrong! Tomorrow, you get (o start all over again. I have
begun to think that behind the question, “When will my child
want 1o do music on his own?” is really the question “How long
do I have to do the heavy lifting of providing the enthusiasm,
the energy and the initiative for my child’s practice sessions?”

I helieve that while helping our children leam is a long
journey, it can be an easier one for both the child and the
parent if the child is given more and more responsibility for
how the practice session goes. One way that has helped me
with my own children is to allow for what I call “waiting time.”
Some examples: Waiting time is used 1o allow my daughter
o quiet down on her own. Waiting time is used when she
is setting her posture, hand position and mental readiness
without interference. Waiting time is used 1o allow her to figure
out what needs correction or improvement. Waiting times are
short intervals of independent learning within the context of
a supervised practice. Putting it another way, waiting time is
when I shut up so that Megan can think.

Itis tempting for a parent to take over the practice session
by providing solutions as soon as it appears that the child is
off course, unfocused or about 1o make a mistake. We do this
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Decause we think that it saves time. In fact, by doing this, we
re removing an opportunity for our children to develop their
skills as independent learners. Further. it makes practicing
more tiring 1o us and more unpleasant for them. 1f we want

our children to take ownership of their music making, we need
1o build in intervals where they can figure things out on their
own. We need to encourage them to actively take part in the
learning. Building waiting tine in your practice sessions is a
way 1o do this. When we allow our students the time to work

through, process or resolve problems on their own, they will
gain experience in applying what they know in their heads to
solve problems on their own. As our student progresses, we will
need 1o allow increasing amounts of time for him 1o process,
because our goal is to gradually let him take over practicing and
fly solo. It is highly risky to bring our students to independent
learning without having loosened the reins beforehand. It is

important for us to prepare our children for independence
by getting them (o actively participate in the practice sessions
while we are still working with them.

It stands 1o reason, that if our children’s parts in practice

ons are growing, our parts must be shrinking. As

hrinking parents,” we give fewer directives and spend more
time waiching and waiting. We stop giving explanations and
speak more in terms of hints. We look less for the response of
“okay

and more for the reaction of *1 get itl”

My daughter Megan is a talker with a strong personality who
loves to fiddle with anything that catches her attention. Getting
her 1o reach the stillness necessary (o play the piano using

The problem was that | was giving her
information that she already knew, but |
wasn't really giving her time to work with
the information that she received before
repeating it to her.

outs

de prompting (i.e., giving her “the look,” bombarding
her with too many instructions, duct tape) is probably going o
be alost cause. 1t vaken w while, but Pve finally realized that
Twill never win in a talking contest with Megan, When you wy
10 "teach™ a talker with talking, the tlker scems 1o ke that as
a challenge 10 outalk you—betier 10 concede defeat, let her
do hervictory dance and then ave her quict down on fer o

My it al tendency when practicing with Meg is (o attempt
to anticipate and head off proble

s before they oceur - that

i1 tend o mictomanage Megan's

practice sessions. The problem s that

when the whole goal of a practice session
is heading off problems. e parent is
2oing 0 get ven tense
when problems occur Yau
know the feeling: vou're
silenthy pleading  “Please
plav it aceurarely  his
time—I want this practice
to he o™ Further. my
dircctions became more like nagging
(see if vou recognize any of these)
“Meg. set vour feet.” “Meg, keep vour
wrist level.™ “Meg, sit tall.” Frequently |
would get tired and irritated while Mey
would get bored or mad. She would
occasionally respond to my directives by
sitting with an exaggerated “tall posture”
or by moving cither ridiculously close or

far away from the piano. The problem

was that [ was giving her information

that she already knew, but 1 wasn't

really giving her time to work with the
information that she received  before
repeating it o her.

S0 Lset out 1o find out what she could

figure out on her own. | started out by
assuming that she knows that we practice
every day and that she could figure out
thatitis more fun to getsomething done
rauther than sit and be bored. After Meg
would get to the piano, | began with
statements such as, “We can begin when
you are ready—uake vour time and let
me know when you want o begin,” It

Meg was particularly fidgety, [ might get

up and say, “While you are geting ready,
I'll be in the kitchen, let me know when
you want o start.” 1t should be said thac
while waiting seems long. it probably
does not ke as much tme s we think it
wikes. Further, itis tme that is well worth
spending. By waiting tor our child o tell
us that they are ready o practice, we are
getting an acknowledgement from them
what il they want their practice w0 get

going. they will need W do something.
We are teaching our child that coming
(0 pratctice time is a jointresponsibiliy—
nota parental one.

When you think about it, the amount
o verbal communication needed W pass
on 1o a child playing an instument is
veally quite small. Most music students
know i their heads what w do bae
haven't trained their hands and s w

goal of his practic

sily do what they know s right. Henee,

“eminding” (ke nagang) a child o
st tall or set e hands 0 beatful
position is non adding w their fund of

If you want your student to develop
independence, he will need to know what the
and whether he is getting

or further to th

clo

information. What we have 1o do s o

et our student o ke the mtat

ready know

for practicimy what they
We do so. by wanting and grang them
+chance 0 attempt o master skills on

their own. It also rermnds them that tor

the practice 10 proceed. they wil need o

do something

ving Hints with Questions
1 was said earlier that the “shimking
parent” replaces direcioves with hinis.

\sking questions e zood wans 10 pass

hints that help o childien Jear on
their own. By replacing our direcines
with questions, we do more listening and
less talking while our children do more
talking and more thinking

My work with Megan provides an

example of how this might work. Betore

she plays, 1 give her the reads direcine. 1t

she doesn't look ready, 'l sk questons
such as Do vour feet look okav: Wha
do vou think?
beautitul

“Do sour hands look

" "Are vou  comtoriabler
“Would vou temind me what we are going
10 do?” These questions imphy that she i
the checker of her itting position, hand
position and menial readines. 1t she

seconds

ready, 1y 0 wait two or thre
betore giving her the instuction w plav.
(Lwant o give her a chance W experience
what “ready” teels like, and abo w wan
her 1 he quiet betore plaving). 1 Meg
starts the picce by plaving the wrong note,
Ltell her g0 0 “rest” position. \fter 4
patse, Lask her 0 set herselt up again. |
don'tneed w tell her what the problem
was, she usually knows what's wiong, she
justieeds i chance Wi it on her oo, and
she usually does.

Note that the wait gives both the
student and the parent space o think.
Lets tace i, mistakes are setbacks that can
e tension. Quict tine southes ension
and allows the child o tigure out what

1t wrong and allows the parent o do
some silent diagnostics. so that when the
parent does need 1o sav something, it will
be more effective

After the playing, train
vour student to evaluate
the repetition by asking
him how it went. “How
did it gorT “Were vou
happy with that®" “What
“Did

st imtend 1l louder™ *Is that what

did it feel like:

son want=” At first, vour student may not
want 1o <av anvthing about a repetition—
dter all. he's been accustomed 10 vou
dong all the evalhuations for him. If vour
sndent needs help in evaluating what he
iras done. ask about specific aspects of
the pertormance. “Did vou keep a steady
pulses™ It vour wudent sull doesn’t know

was successtul, vou can sav

“Let's find out! Why don't sou play that
phrsse sgamn and e if vou hold a steady

pulse

wouwantsour student o develop
independence. he will need 1o know what
the goal of his practice is and whether he

urther to the g

< geinng coser ¢

Without developing this independent

wise of whether she is “geting there,”
her repetitions will be meaningles. Your
hild needs to know what she is tving to
1o and after inving 10 do it she needs to

Know whether she succeeded in doing it

It s ven tempung when a child plavs
wmething in s particularl beautiful
manner w0 tell hun how wondertully he
has done. (I'm sure that everv school
teacher thinks its more fun (o give out A
grades mther than C grades.) Ttstrikes me
that this puts an external pressure on the
child “That sure made Dad happv—I'd
better quit while I'm ahead))” You want
vour child to think “did it but vou want
him 0 come o that conclusion on his
own. You can lead him by saving “Did vou
like the way that went” “Was the sound
beautiful to vou:" Leading stuements like
these will remind them their goals; help
them to reflect on what they did and help
them t realize that they were successful.
When this happens vou can confirm their
thinking by saving "l agree.”

Check Yourself before Intervening

I recendy  inwoduced  my  older
daughter, Olivia, w a procedure for
Continued on p. 49
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By LauraYeh

13 Cmn 1 just start from the beginning?” I am sure we have
all heard that question! Breaking passages down into
“practice spots” and repeating the spot ten, twen
times is necessary for mastery but is usually the last thing a young
student wants to do. Such practice often feels dull since kids just
want to play pieces. In my studio, I have found that repetition
games are very useful in making the process of repetition fun for
young students, parents, and teachers too.
There are a number of things to consider in making repetition

games an eflective part of practice. Since young students often
take some time in geuing their posture set up and will often
stall during this process, it is best (o assign as many repetitions
as possible to each “wn” in the game. Otherwise you will have

Games should be saved as an occasional treat or for
a day that everyone needs a little mood boost. If used
in excess, kids will often get overly focused on playing

games rather than the enjoyment of playing music.

a very long and inefficient practice! Depending on the length of
the practice spot, two (o five correct repetitions is usually a good
number. Games should be saved as an occasional treat or for a
day that everyone needs a litde mood boost. If used in excess, kids
will often get overly focused on playing games rather than the
enjoyment of playing music. Lastly, since games take a little extra
time in the practice session it is best (o save them for days that do
not feel rushed.

Because students may complete the desired number of
repetitions before completing the game, I often just continue the
game with the next few practice spots and finish up with a run
through of the whole section or piece, Games are also awonderful
way 10 fit in some extra review pieces when a practice spot has
been completed. Instead of an assigned number of repetitions,
the student can play one piece for each trn in the game. With a
little creativity, repetition games can be uscd for any part of the
practice session and are not just limited to drilling practice spots.

Over the years, | have scoured toy and puzzle stores to find
games that are casily adaptable to music practice. Here are a few
favorites in my studio:

1. Pop-Up Pirate: This is a game from years ago, but it's still a lot
of fun. Tt consists of a pirate on a spring inside a plastic barrel
and some colorful plastic swords. The object is to make the
pirate “pop” out of the barrel by pushing the swords into the
barrel. Each time the child completes a certain predetermined
number of correct repetitions (usually between one and
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9,

4

5.

6.

7.

REPETITION CAN BE FUN: <,

five) both child and teacher/parent take a trn. Keep doing
repetitions tll the pirate “pops!” )

Piranha: In this game we have a litle plastic hat dangling
above a pond of piranha. After each correct repetition or
group of repetitions, we both hang a plastic piranha from
the hat. The object is to get all the fish on the hat without
knocking any off—no easy task when you get to twenty five or
thirty fish! For competitive kids, you can take score based on
who (adult or child) was able to hang the most number of fish
and knock off the fewest. Otherwise, just keep repeating tll
you cannot fit any more fish on the hat or you run out of fish.
Mr. Potato Head game: All you need for this is a Mr. (or Mrs.)
Potato Head and a bunch of parts. For each correct repetition,
the child puts a part on the Mr. Potato Head. For extra fun,
have two Mr. Potato heads, one for parent or teacher to build
and one for the child to build. This game can occasionally
geta bitsilly, so it's good to save for the end of the lesson or

practice session.

. Pick one: This is a good game for practicing endings

such as the two different endings in Long, Long

Ago. Tuse two tiny brightly colored rubber frogs, but

any small objects of different shapes or colors will

work. Tiny toys or brightly colored craft pom-poms

are usually the most appealing. Assign one ending

or practice spot to one object and the other ending

10 the other object. Behind your back, place one object in
cach hand and have the child pick one hand. The child will
then play the spot associated with the object chosen. This can
go on for several “rounds.” It is also fun 1o occasionally put
two objects in one hand so that the student either has to play
both spots or neither spot.

- HotHoops: This isa mini baskethall game with a small catapult

for shooting the liwe plastic basketball. For cach correct
repetition or group of repetitions child and adult each get to
shoota basket. For some kids, keeping score makes the game
all the more fun.

Flipping Frogs: In this game, we catapult liule plastic frogs
onlo a plastic tree. Because this game is a litle more time
consuming, we usually do groups of five repetitions for each
rn. At the end we see who got the most Irogs in the wree.
Pizza Pile Up: This game has two variations. For the youngest
students, (three 10 five years old) the game consists of @
plastic pizza and toppings. For each correct repetition, the
me can puta topping on the pizza, At the end we “bake”
itfora tasty pretend treat. For older students (six to eight

years old) we balance the pizza on the little chef that comes
with the game. As we put toppings on the pizza, we have to
be careful 1o balance everything so the pizza does not fall
over. We keep doing repetitions till everything falls off or all
the toppings have heen placed on the pizza.

8. Lite Bright: This game is particularly fun for kids who enjoy
art. For cach correct repetition or group of repetitions,
the child puts a plastic color in the Lite Bright. Once the
picture is complete, turn on the Lite Bright and admire the
lovely picture!

9. Penguin Pile Up: In this game, we have litte plastic penguins
and a slippery, plastic ice mountain. The object is to get all
the penguins on the mountain without falling off. For each
correct repetition, both child and parent/teacher get 1o place
a penguin on the mountain. Keep going till all the penguins
are on the mountain.

10. Mad Libs: Mad Libs bring lots of laughter to the practice
session and help kids with their language skills and creative
thinking. For each set of repetitions (usually three to five) the
child chooses a word for the mad lib. This is also is a great

game for a review session. For each review picce completed,
the child chooses a word. At the end of the practice session,
the adult or child reads the Mad Lib out loud. Since the
stories end up being prety silly, it’s a wonderfully fun way to
end practice.

While we cannot play games like this at every lesson or practice
session, they are an effective wa
practice when a litde extra fun is needed. Sometimes a child

' to bring some enthusiasm to

When our own attitude switches from feeling
stressed or frustrated to a sense of fun, then the
child can relax and have fun too.

will come home from a difficult day at school needing some
exura attention and taking the time to play a game lightens the
mood and helps makes the practice session a positive one. [ have
seen many a face brighten when 1 have asked “would you like
to pick out a game to play today?” It is also great to pull out a
game on a day that the child seems uncooperative or resistant to
practice. When our own attitude switches from feeling stressed
or frustrated to a sense of fun, then the child can relax and have
fun wo.

While parents and teachers may enjoy some of the games
mentioned above, it can be fun to think creatively about how to

create practice games from what you can lind at your local toy

store. Practicing may be hard work, but there is nothing like a

good game to make it seem like play tme! a8

Laura Yeh received her Bachelor of Music degree in
violin performance at the University of llinois,
Urbana-Champaign. She began musical studies with
Suzuki violin lessons at the age of five and now a
Suzuki teacher herself, Laura loves to share the fun ot
music she expericnced as a Suzuki student, Along
with teaching her own students, she co-founded and
directed the St Louis School of Music which served
music students in the St. Louis area for nine years.
Currently, teaches privately in St Louis,
Missouri and co-directs Simply Strings, a tour group
for motivatead violin, viola, and cello students.

~

Continued from p. 47
setting herself up to read a piece of music. I asked her to try
10 apply this (o a short piece. For me, it seemed like Olivia was
taking a long time to set up her hands. One of my weaknesses
as a teacher s that when a student takes ime, [ frequently jump
to the conclusion that she is stuck. Fortunately for Olivia (and
me). she sometimes processes things out loud and I checked
myself from intervening. She managed to set herself up on
her own and her successive attempts to use the score to play
became more confident. The worst thing that [ could have done
would have been to step in and “help” her. She was handling the
reading on her own and gaining confidence in the procedure
that she was learning to use. [ just had to hold stll while she
worked it out.

The ideas discussed in this article: waiting on our children
to give them tme to learn. giving hints through questions
rather than directives, allowing children the time to do their
own evaluating, and learning to check ourselves come from
an understanding that teaching is more about guiding than
directing. I have found that by allowing waiting time, the feeling
of having total responsibility for the success of a practice session
has dissipated somewhat. Megan. for her part has enjoyed being
more in charge of her lessons and seems to relish reminding
me that we forgot 1o cover certain pieces. (It is also a source
of satisfaction that I will occasionally have to chase her away
from the piano so that I can do my own practicing in peace).

In general, 1 find it that our practice sessions are more satisfying
and less stressful. Do [ occasionally revert to directing mode? Of
course! But if I'm patient and learn to wait on myself. perhaps
even I might improve as a musical guide for my daughters. ©8

This article first appeared in the March 2013 issue of the
Ambassador, the newsletter of the Aber Suzuki Center at
the University of Point. i with
permission.

Notes
L. Many of the ideas | share in this article are rooted in the Love and
Logic series by Jim Fay, David Funk and Foster Cline. I enthusiastically
recommend this seties 10 vou for further reading:
Jim Fay and Foster Cline, The Praris of Love and Logic for Parents and
Trachers. Golden, CO: Love and Logic Press. 2000
Jim Fay and David Funk, Traching with Love and Logic: Taking Control of
the Classmom. Golden, CO: Love and Logic Press, 1995,
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Pitch Perfect:

The Connection between Absolute Pitch
and Language Acquisition

By Jessica Jenkins Davis

Wlh the idea that “just as all children develop the ability
to speak their mother tongue, any child who is proper
uained can develop musical ability,” Dr. Shinichi Suzuki's
approach to music education was developed, and it transformed
the way music was taught. It is important that as Suzuki teachers.
we do not rely only on our own ideas or the ideas of Dr. Suzuki,
but we must consider outside research to advocate and direct
our teaching methods. Listening to music in the home as well
as starting musical training at a young age are two aspects of the
Suzuki approach that can find validation and support through
current scientific research. Research regarding absolute pitch
and tonal languages supports Dr. Suzuki’s idea that musical ability
and language acquisition are connected.

Absolute Pitch

Wouldn't it be great to
hear a song once and be
able 0 know exacly what
notes were played? This skill,
known as absolute pitch, is
the ability to recognize and
produce a pitch without any
reference. Absolute pitch is
possessed by less than one in
ten thousand people in the
general population, and it has
been linked o many famous
musicians, from Beethoven to
Yo-Yo Ma. Researchers in the
fields of psychology and music
have studied how people develop this skill, as well as its value to
modern musicians. Many music educators and musicians have
tried to teach themselves and their students absolute pitch, but
are usually unsuccessful. People with absolute pitch can sing
or identify pitches very quickly, with hardly any thought, and
compare the skill to the simplicity of identifying colors; most
people with absolute pitch do not remember ever learning it."

Age playsan important role in developing absolute pitch. In
a recent study, infants as young as eight months old were able
to perform tasks that required referencing absolute piiches
of tones.? In a survey of more than six hundred musicians,
it was found that 40% of musicians who began music lessons
before the age of four developed absolute pitch, while only
92.7% of musicians who started studying music afier the age
of twelve had developed absolute pitch.* These statistics
show that there is a correlation between the development of
absolute pitch and the age at which music lessons begin.

The average person is able to hum popular songs very clos

Painting of Beethoven by
Joseph Karl Stieler (1820)
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10 the song’s original key, but unable to verbally label the keys
in which she is humming' This demonstrates that humans have
excellent and reliable long-term memory of pitches, but most
people are unable o identy the pitch with a verbal label. Dr:
Diana Deutsch compares this lack of ability to people with color
anomia. which is the ability 1o recognize but not label colors.
Thereare only twelve tonesin the octave scale, and people without
absolute pitch can recognize that the tones are different, and that
they are familiar, but cannot label them. Some researchers now
believe that absolute pitch must be developed at an early age and
is directly linked 10 the parts of the brain that is primarily used
for language acquisition. Recently, researchers have speculated
that learning absolute pitch is similar to developing the nuances
of a native tongue.?

Speaking Naturally:
L Acquisition and Absolute Pitch

Native speakers of tonal languages such as Viemamese or
Mandarin use specific pitches when pronouncing words. For
example, in Mandarin the word “ma” translates to “mother”
at one pitch level and 1o *hemp” at another pitch level® It was
also discovered that the pitch range of a person’s speaking
voice is not determined by physical characteristics of a person,
such as height or weight, but by the person’s community. In a
stdy about tonal languages, Viemamese speakers were asked
10 recite the same list of words on o separate days and were
recorded 10 see if they read each word at the same pitch level
on different days. The speakers proved 1o be very consistent with
their pronunciations of the different words and most of the time
had a difference of less than a semitone between the two days.
Because tonal language speakers consistently associate a verbal
label with a specific pitch, it is believed that they have developed
aform of absolute pitch.”

In response 1o thes

findings, rescarchers hypothesize that the
ability 10 associate verbal pitches with labels is usually acquired
within the first year of life, during the critical period during which
x{)ﬁmu acquire other features of speech.* The critical period is a
time sensitive phase during a person’s

I development in which he
or she has an intensified ability 1o acquire particular skills, such
as the ability 10 speak teir native tongue. If absolute pitch can
be dL“\‘tlupc(l during the short critical period linked 1o language
acquisition, then it is possible that absolute pitch originally
E\ul}'crl as a part ol speech and not a musical ability. These
findings show that language acquisition might be more related
10 musical ability than was previously b “This
theory supports Dr. Suzaki’s belief (
ability in the same

liceved by scientis
{ that people develop musical
way that they develop their native language.

Difficulties in Absolute Pitch
Acquisition

Although ot impossible, it is very
challenging for adulis 10 |

an asecond
language, because the  eritical period
for language development has ended.
Similarly, when compared to adulis, it is
more likely that a child will regain the
ability to speak after experiencing a brain
injury.” Scienti
due 1o the eritical period of language

s believe that this is also

learning. In an effort to teach ahsolute
pitch to adulis, some participants
improved their ability to identify pitches.
but none were able to reach the same
level of accuracy as someone who has
absolute pitch.

So why is it that some non-tonal
language  speakers  have
absolute pitch without heing exposed to
verbal labels of pitches before the age
of one? It is believed that certain people
have an exceptionally long critical period
for speech acquisition, and this allows
them to memorize pitches as young
music students. Such a predisposition
for an extended critical period might be
determined by genetics and is possibly
h brain  organization.

developed

connected Wi
Absolute  pitch is  more commonly
s, and even between

found within fami

siblings, suggesting that there might be
a genetic link to an exceptionally long
critical period for language acquisition.
Musicians  with absolute pitch  tend
to exhibit an unusual form of brain
structure. It has been found that people
with absolute pitch have greater lefoward
asymmeury in the part of the brain that is
involved with speech processing."” Again,
these findings point toward the idea that
absolute pitch is connected to speech
development.

How Does This Affect Teachers
and Parents?

There has been much debate among
musicians over the value of absolute pitch.
Some say that they would love o have
absolute piteh while some possessors of
absolute pitch wish that they did not have
the skill. Although many great musicians
< had absolute pitch, this

are known to h
ability alone does not make a superior
performer: In fact, some musicians with
absolute pitch make octwe erors when
naming pitches, have touble playing in
unstable pitch environments, and have
ditficulty playing picces outside of their
oviginal  keys!t Many  musicians and
performers believe that having o strong
sense ol relative pitch, or understanding

of the distances and relationships between
notes, is a more valuable skill 0 hone.

\s Suzuki teachers and parents. it
is important 1o understand how  the
research that is tiking place in fields
outside of music can support the ways we
teach and understand music. Rescarch
showing how the development of absolute
pitch is linked 1o language acquisition
reinforees Dr. Suzuki's idea that. “musical
ability is not an inborn talent but an

ability which can be developed.” It is our
job as teachers and parents o nurture
the inborn talents of our students, and
10 understand that the potential of all
children is boundless, o5
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or our 215t year, we return to the Vilar Performing Arts Center 90 minutes west of Denver.
Join students worldwide receiving premier Suzuki musical instruction and enrichment classes that
nurture well rounded musicians. Teachers of vio]in, vio]a, cello, l)ass, piano, ﬂuie, guilar, and harp are
invited to receive short-term teacher training at all levels. Join us in the beautiful Colorado mountains for
a musical experience and affordable {amily vacation. We promise(l youyl] go home motivated to pracﬁce!

Session 1: June 16 - 21, 2014
Violin ® Viola ® Cello ® Piano ® Flute Harp
Session 2: June 23 - 28, 2014
Violin ® Viola ® Cello Bass ® Piano ® Voice ® Guitar
CHAMBER MUSIC of the ROCKIES

For Advanced Instrumentalists:

June 16 - 29, 2014

@

Colorado
Suzuki Institute

DBeaver Crech |20 1 4

Contact Gail Seay: 303-399-5764 or
in£o@colorac105llzlllzi.org

Www.coloradosuzulzi.org’




Suzuki Parenting
Has Inspired My Work as an Early
Childhood Educator

By Julie Peipert Oudin

any years ago, during my tenure as Preschool

Principal of the Beth Yeshurun Day School in

Houston, Texas, I wrote an article to the parents
in which I shared the story of the beginning of my daughter
Jessica Oudin’s musical career.

I began by describing the vigneue on the television show
Sesame Street in which, as I remember it, Mr. Izhak Perlman
arduously climbs four or five steps of a brownstone building
using his crutches, after which he proceeds to serenade us
with a beautiful melody, as only Mr. Perlman can. Immediately
thereafier, a litde girl of five or six years old, scampers up the very
same steps, violin in hand. When she reaches the top alongside
M. Perlman, she delicately places her instrument under her
chin and artfully plays a simple, well-practiced melody. I honestly
can’t remember who speaks first, but the message that they each
convey (o one another is, “Some things that are ca

y for you arc
very hard for me.” It is a poignant moment during which an
important lesson is learned by all.

Perhaps you've seen the segment. I must confess, with grown
children I am no longer a viewer of the celebrated TV show, so
I'don’t know if it continues to be run, but at one time, it clearly
had a decisive and powerful influence on my daughter, as from
the moment she saw it, at the age of cightcen months, all she
could speak of was wanting to play the violin.

I honestly thought she was 0o young for such things. We
all know better now! Not long after, another television show
caught my attention, a local morning news program, during
which a group of Suzuki children no more than three to five
years old was heing featured. 1 couldn't take my eyes off of
them. Was this possible? Clearly it was. From that moment on,
my interest in Suzuki e and Suzuki phi| was

staple of the Suzuki repertoire, Twinkle, Twinkle, Little Star.

Afiter continuing on with my own philosophical assumptions
about how children “need to be children” and need not
be pushed 100 hard for fear that we will “rob them of the
childhood they so rightly deserve,” 1 then shared with the
readers that on the upcoming Saturday night, my daughter,
Jessica Oudin, at twenty-one years old, would be performing
the Brahms Sextet with Mr. Perlman at his summer home in
Shelter Island, New York.

I can only imagine the surprise, and hopefully delight
experienced by all who were following my story to learn that
Jessica was well on her way to becoming a professional musician,

Therein lies perhaps one of the most successful attributes
of the Suzuki approach; learning can and should be fun.

especially after my detailed explanations of practice sessions
that lasted no more than fifteen minutes when Jess was four
years old. After all, it was my uunost desire not to do anything
1o squelch the passion and love of music that was brewing deep
inside h

Tw

Isuppose I was drawn o the Suzuki approach and underlying

Suzuki philosophy because 1 viewed it 4

to quote a perhaps
ppropriate. 1 found Dr.
Suzuki’s mother tongue approach, based on the way a parent
teaches a baby to talk, very much in sync with how early

diché phrase, developmentall

childhood educators continue to foster language development.
ing with young
children, one in which I felt at case. If nothing else, 1 loved
the way my daughter’s efforts were met with reassurance and

For me, it was a comfortable approach to wor

sparked, and I began (o investigate options for Jessica near our
home in Houston.

As the article continued, 1 went on 1o describe Jessica’s
carliest lessons with her wonderfully skillful teacher, Pam Reit—
how Jessica’s attention span was not terribly long, and yet how
sensitively Miss Pam met her where she was, accepting her need
to run across the room periodically before introducing another
clement into the lesson. I describe Jessica's slow but steady
progress, measure by measure. Our practice sessions and her
lessons were always characierized by love and nurturance, And
50, because 1 did not push excssively and because Jessica was
ceriainly nota prodigy, it took her one whole year 1o master the
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by her teacher, always with a smile. 1 was equally
ken with group, where multi-age children were supporting
one another, actively engaged in cooperative learning.

My formal work as an early childhood educator will be
drawing 10 a close at the conclusion of this academic year. At
this time, 1 find myself reflecting back on all those things that
influenced my work with young children. Without a doubt, the
absolute first thing that comes 1o mind are all those years Ispent
worl

ing with Jess as a Suzuki parent—practicing with her cach
day, atending lessons and workshops, and reading the fouwrnal
Children are capable of the most extraordinary things if we
only listen 10 them and do whatever it takes (o nurture their
talent. Each of us is born with talent, The Suzuki approach is

Based on that Gaeand [helieve inwithallofms heart. Something
spoke 10 my davghier when she warched M Pecdin on
Sevarme Syt that dav it e hed something deep mside of her
The funny thing is that when she got o the Perman Musi

Program many vears Later, and had an opportunins o talk with

other voung musicians just fike hersell, many shared similar
Stories—even when it comes to having seen it very same
television segment!

Children develop at their own pace: some learn more quickly
than athers. The kev is o mateh the instruction with the pace
and learning snvle of the child. [n order o dothis, we need 1o
listen to the child. Tsn't the entire Suznki approach ased on

listening. in numerous senses ol the word= [n Jessica’s case. the

Everything about the Suzuki approach tsp
children’s natural curiasity and o

e gourg

e of learming

Kev was not to push oo hard, Perbaps. had T done so, she would
have progressed more quickly through the Suzuki repertoire, |
think. however, that it is £

s more likely that had [pushed her oo
hard. Twould have squelehed the passion that was vers much
part of who she was.

So. from watching Jessica’s musical progress, |learned that it is

r more important o meet children where they are, o build on

what they can do, 1o stay positive, and 10 genthy “up the ante.” if
vou will, cach time. Does it really matter how quickly vou accon-
plish a goal as long s you are moving in the direction towards

growth and mastery? Educators in the carly childhood clisoom
do this all the time. Ideally, we ty o follow the childs interests,
we getasense of what he or she knows, and then we build on
that knowledge. That is called scaffolding, We may introduce
new idea. We may even demonstrae it ounselves, Can the child
imitate us? Can he do it with our help? Can he do it again and
again, presuming he is inclined © do o7 For while repetitive
rote learning is not considered developmentally appropriate.
learning by repetition is what children do nawrally. Repetition is
another one of the foundations of Suzuki education.

Another comerstone of Suzuki education, and one thac |
stress incessantly in my work as 4 consulant or tainer, is the
imporance of including parents in the process. [ even use
slide depicting the Suzuki triangle refationship betveen parent,
wacher, and child in my PowerPoint presentations with educ
wrs, with appropriate credit given, of course! On a personal
level, Lloved being included and valued in Jesica's lessons, and
1 do take some—although not o much!—credit for her success
because of our consistent practice sessions at home. Lam forever
saying o teachers that no one knows a child beter tan his or
her parent, and that 1 accomplish anything atall via the child

vouneed o, on some level, “join with” the parent. That certainly

doesn’tmean that the parent takes the lead, tor in Suzuki music

instruction, itis the teacher that must do tat Gagain, with strong
atention being paid w where the child is), but there is no doubt
it o benetit the child best, all thiee must work ogether. Here
again, we have D Suzuki o thank.

Finally, with young childien, we e cone o see that learning
viasocial interactions, i the way - go. Children learn from
watching and being inspired by one another. D Suzuki has

bevn telling us this all along with the concept of group, whereby
sonnger children are mixed in with older children. exposed
1 more adsanced pieces and varving skill levels. all working
together while rejoicing in one another's progress. Group s fun!
Fherein lies perhaps one of the most successful attributes of the
Susiki approach: learming can and should be fun. Regardless
ol the “work” w0 be done (and isn't play the work of voung

Childrens ) when sou mm anvihing into a game. it becomes
smtrmsically movatng. Eversthing about the Suzuki approach

taps it voung children’s natural curiosity and love of learning,

Certamly, not all Suzuk children grow up to be professional
smusicrans. That is not the zoal Dr. Suzuki ensisioned when he
<t onton this journes. But. hopefully. as Suzuki students, these
Cinddren will grow up 1w be carng and confident individuals
with sensitary wowards others and a deep sense of community,
1 ense of being a part of something greater than themselves.
ri
Jast them throughout their lifetimes. They will have learned

v will possess a love of music and s love of learning that will

that they are capable of 4 zreat many things previously not
encouraged by tacher

thought possible, because ©
nd parent. both of whom « ed cach and every step

dong the wav. They will have Jearned that hard work pavs off,

that the discipline that comes with practice. with setting goals

d working 10 schieve therm even i incremental seps, can be

transierred 1o any other pursuit

Ihroughout my career as an carh childhood educator. 1 have

had the privilege of knowing an < with many children

ad their tamlies. |

ave o

iileged 1o mise ™o

incredible daughters and while ¢ >ne has chosen to become

4 protesional musician, both are harciworking, succeful,
and happy human beings with big hearts Both benefitted
enormoushy trom their musical instruction, and 1 can only hope
that the children with whom ve come in contct over the
vears have benefitted cqually well from all [ have gleaned as a
Suzuki parent. It is one thing 1o read something theoretical or
philssophical

Ui another thing w live it

Lhave many Suzuki educatons to thank, perhaps o numerous
s lite and helped her realize
her dream and who, either direcdy or indirectly, shared their
Knowledge and expertise with me. Whether | learned from
obsenation, from modeling, or from our many conversations,
Lleamed, and Lwas able to then wke this Knowledge and share
itwith the many children, families, and early childhood teachers
whuose lives Lhave wuched.

Whether we work ws Suzuki educators, early childhood
educatons, or both, our goals, [ would think, are similar. More
important than imparting specific curricula, we seek t foster
the deselopment of the whole human being, w develop sell-
discipline, W enhance ereatvin, and o infuse each child with

t© mention, who wuched Jesi



a sense of empowerment. What better gift
than to give a child the belief that he or
she is capable of just about anything! T am
encouraged and excited by the new Suzuki
early childhood education classes which
do just that and merge these two not-atall
divergent worlds.

Thank you, Suzuki community, for all you
have given to me and to my daughter. <3

Julie Oudin, LMSW, has been a preschool
director, a special needs consultant, a mentor
teacher, parenting group facilitator, and a
classroom teacher in Houston, Texas for over
twenty years. She holds a bachelor’s degree
in psychology from Mount Holyoke College,
and a master’s degree in social work from the
University of Houston. She and her husband,
Chip, reside in The Woodlands, Texas, a
suburb of Houston, where they raised their two
daughters, Jessica and Jeanie.

Jessica Oudin is currently a violist with the
Atlanta Symphony Orchestra She is also an
active chamber mu: the Atlanta area.
In Houston, Iollowlng "her initial instruction
with Pam Reit, she was a student of Lucy Shaw
ten years. It is hard to separate out ‘Jessica as a
musician’ from the person she has become, and
thal is, in large part thanks to Lucy Shaw. She
then attended the Cleveland Institute of Music,
where she was a student of Jeffrey Irvine, and
The Juilliard School, where she was a student of
both Heidi Castleman and Misha Amory, before
returning to CIM for further professional studies
with Robert Vernon.

SIMPLIFIED
CONCERTO
ACCOMPANIMENTS

Your solution for those
impossible piano parts.
Comlng soon — Favorite
Violin Concerto Movements,

including Vivaldi A minor,
Bach A minor, Bach Double,
Haydn G Major and more.

Check out all of our smng
concerto reductions at
frustratedaccompanist.com
(920) 858-5766
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Refresh and Renew

By Merry Bing Pruitt with inspiration and ideas from
the Suzuki Piano Friends of Columbus, Ohio: Jennifer
Hancock, Keiko Reeves, Allan Roth, and Jordan Werring

ith the start of another
teaching year, it is time 0
hit the “refresh” button.
Some students (and teachers) have
kept up their piano skills through
the summer, but others are returning
after several weeks of litle or no
listening or practice. To improve
ceverybody's comfort and ability to
work together, it is useful o pay
attention to verbal and non-verbal
communication between teacher,
parent and student. For anybody
in the studio—teacher, parent, or
student—there is no such thing as
a dumb question. Some cues that
a student might need to have a
point clarified are: a confused facial
expression, {rustration, or moving
somewhat stiffly, as if they have to
think about each action.

Parents
might seem less interested, display
defensive body language, or become
uncooperative.

Refreshing your students: Spend
a few minutes thinking about your
sidents either as a group or as
individuals. Il you have a video or
sound recording of them performing
or taking a lesson, or if you have
some notes on what they worked on
last year, that might give you clues
as o what would benefit, excite,
and motivate them. Maybe some
composition, jazz, a buddy s

tem,
ensemble work, or technology could
be in order,

One question you might hear (or
addr
why should we listen (o the vecordings

ss even if you don't hear it) is,

of pieces we aleady know? 1t seems
obvious to the teacher that this is
how we refresh our memory of how
it goes and how we pick up on more
details. The parent might think, if
the notes are still in the memory, we
don’t need to listen, and that our
memories are perfect. It is a rude
but necessary awakening to find and
weed out any random wrong notes
that have crept in and become part
of how we remember the song.

Parents ht need to refresh
their knowledge and habits. The
teacher might have worked with the

parentalotat the beginning of Book
One, but not much since. Topics
covered during the initial parent
orientation may include studio
policy, sharing of expectations, how
10 play the Twinkle Variations, how
to work with the child’s hand, Suzuki
history and philosophy, listening,
review, and how the family must
cooperate by allowing practice to
proceed without distractions such
as the TV. After that initial period is
over, one teacher keeps parents up
to date by occasionally handing out
information (o the parent. She tells
the parent that there will be a short
(wo or three question) quiz on it
at the next lesson with a reward for
both parent and student if the parent
answers the questions  correctly.
Sometimes the student will remind
the parent 1o read through the
information at home. If the parent
comes unprepared, the teacher can
give the parent two minutes 1o look

b

it over hefore the quiz. The reward for
a good quiz score conld he a picee of
candy for parent and student.

Some parents do not follow through
on the teacher’s directions, which
limits what the student can accomplish

For instance, a parent may neglect (o
provide listening time.

Some parents may equate the child’s
They think

the parent just sits there and then the

music lessons with sports

child improves under the coaching.
even without practicing at home.

The Suzuki parent has a lot more
work to do than the average soccer

mom. Be

ides being the one in
charge of practicing at_home. most
Suzuki parents are also responsible
for making sure the student listens o
the recordings. Fortunately, the

are
options for specific listening such as
the iPod, so that the student can listen
virtually anywhere.

Ifa parentallows “creative [ingering™
or other incorrect habits to develop.
the teacher can explain that learning
likely to  build
confidence and skill, and it’s also more

correctly is more

financially cfficient.
When correct isn't alw:

right:
Keep in mind that parents who s

em
concerned with only learning  the
correct notes, o the exclusion of
technique and expression, risk the
child’s physic
at the piano.

al and emotional comfort

Refresh your studi
love your pets, you should not wait

As much as you

until there are tumbleweeds of cat hair
decorating your studio. Also, please
wipe off that keyboard cover before
you tell a student 1o tap out a rhythm
on it, so Johuny doesn't start writing
his name in the dust! Note: Using
shen the air is

plants or Nowers 1o fr
safer than sprays or scent for students
with very sensitive noses, as they can be
whisked out of the room if they bother
anybody.

You can put new wall art up, or
dlisplay pictures of your students along
with other musicians on the wall,

1oan album—

on a corkboard, or
imagine seeing your photo in the same
Gamily album as Tehaikovsky or Clara
One

Schumann! Here's afree ides

teacher has a Mystery Musician every
few months, with a factoid posted
every week, but the musician’s picture
doesn’t appear until the end of the
lime period. Students who guess the
answer usually love to keep the secret

from other students.

Refresh your group class by playing
game-show games—Hollswood Squares
is one that kids love. Write questions
based on music history or theory.

Refresh yourself. As teachers. we
can learn new picces or relearn ones
that have been in our repertoire. We
can pick up fresh ideas from new
(or a review of old) books. videos.
recordings. performances. museums.
nature, or even food (Beethoven
loved macaroni and cheese—can vou
connect with your students over this?)
Have you read more than one book
on Suzuki philosophy and teaching?
While glancing at the glossary at the

s Frve Centuries

back of John Gillesp

101 Japanese

Children’s Songs

by Yoko Abe

From the author:
This book is a collection of

of Keyboard Music. one teacher read
that the minuet is the only Baroque
dance to maintain its popularity in
the Classical era. Then she read up
on the passepied, and was reminded
that Debussy was quite the radical guy
for his minuet and passepied in Suite
Bergumasque. which one of her students
was currently studying.

Refresh your spirit: Read thank-you
letters from students. Play for vour
own enjoyment. Pound out a song you
learned when you were five years old.
Remind vourself why vou teach, and it
will keep vou voung at heart. 8

Suzuki Piano Friends was founded |
in 2006 by Marvfrances Kirsh, Merry
Bing Prustt, and Judy Scurci with the
g0l of encouraging Suzuki piano
ral Ohio area

teachers in the cer

|6 1 Japanese
, Children’s Songs
Zxoreamaron

For VIGUN

101

Japanese children’s songs which were

mostly composed from 1884 to 1921.

Japanese people admire the beauty
of nature, season, and scenic places.
Many lyricists and composers have
expressed such beauty by creating

songs for children. From 1912 on,

v——

Western music was accessible to the

Japanese. Prior to that, however, they used the pentatonic five tone
pattern, which is challenging to children who have not grown up hearing
these tunes. Unable to guess notes or kays, they must truly read each

note to play it correctly.

| hape that this collection not only improves note-reading and sight-
reading skills for young students, but that it also provides them with

pleasure while playing the tunes.

“This book of Japanese folk songs is a wonderful gift: It is a fine collection
of basic sight-reading material, mostly modal, and it strengthens the
bond between Suzuki children of the Japanese and Western cultures. Dr.
Suzuki would love this book!”
— William Starr

ilable at www.su

q
or call the SAA at 1-888.378.9854.

/store




Setting Your Studio Up for Success:
Strategies for Young Teachers
Part VI

By Ruth Marie Ballance and Lucy Lewis

This series of articles has been adapted from a presentation titled
“Setting Your Studio Up for Success: Strategies for Young Teachers™
that Ruth Marie Ballance and Lucy Lewis gave at the Suzuki
Association of the Americas Biennial Conference in May of 2012.
Parts One through Three were published in ASJ 41.2, page 61, and
Parts Four and Five were published in AS] 41.3, page 52.

Part Six: Dealing with Fears, Intimidation,
and the “Older, Wiser” Parent

When Ruth Marie started her career as a Suzuki teacher
at age twentyssix, there was one thing she really did not like

come into the studio with a facade of confidence, and even
art telling you how you “should” be doing something, but
it is important to keep in mind that they are generally not
completely sure on the inside that they're making the right
choices. In addition, most know little about violin and cven
less about how to play it. This should lead you to sympathize

- them. You have knowledge and

with parents, rather than fe
skill that can help them—you are their ally.

Many young, childless teachers also find it helpful to
ad about child development and parenting. While there
really nothing like the experience of being a parent, a
litde more knowledge can give you confi

about Suzuki: parents. Kids were easier to d, she
liked them and they liked her, but having the parent in
the lesson made her feel like she was being watched and
scrutinized, and seemed to afford her less freedom o do
what she needed.

Intellectually we can understand the necessity of having
parents in the lesson and in the home practice, but it can be
very uncomfortable telling older, and seemingly wiser people
what to do. What ifyou are wrong? What if they don'tlike you?
As a twentysomething graduate student or new graduate,
perhaps newly married and living in a tiny one-bedroom
apartment upstairs from a bar, you may find yourself dealing
with people five, ten, and fifteen years older, professionally
established, owners of homes, raising children. Giving them
advice may seem an impossible business, Several years later
you will find that you now have a few parents in your studio
who are of similar age or younger, which is a b

That said, in addition to getting a litle older th
things which we have found (o be extremely helpful;

The first is watching friends who have kids. 1fyou do not yet
have friends with children, find the blog of a new parent. You
might be surprised to learn that most parents ofien have 7o
ideawhat they are doing—even if they think they do. They do
not know why their baby is crying, and they are conjecturing
and making their best guesses as to how to deal with i.. Many
often do make effective choices, but parenting is a whole lot
of trial and error and guesswork,

In comparison with actually raising the children, the task
of teaching them the violin is pretty easy—particularly if they
know exactly what you want them to do! Many parents may
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you may understand what is going on at leas
well as the parent does, if not better, since you are physi
and emotionally detached from th
work with children every week from
and thus can tansfer knowledge and expe
family to another (with varying success!), where:
parents who come in really only know their own children and
a few others intimately.

When the teacher begi realize that parents really do
not feel they have all the a , it may be empowering to
see that the violin actually looks really complicated to them
and empathize with their difficulties in learning about it. It
is ofien easier for a child to learn the new skills than it is
for the parent, Thus parents usually need more practice with
something than children do, because they have a lot more
personal baggage and inhibitions.

1 (Ruth Marie) have been working with a new three-
ar-old boy and his dad recently. The dad is some type
of surgeon. 1 do not know very much about surgery, but I
assume anyone who practices it is extremely well educated,
physically skilled, and calm. But with my new insight into the
uncertainty of parenting, I am able to pick up on litle cues
from this brilliant and talented grown man that he is afvaid
to learn the violin and is afraid he will not know how to help
his son at home. This enables me to remain the calm center
af the raom, repeat the same practice over and over with
the dad, and make a litle joke that violin is really tough,
but even surgeons can figure it out. The dad, 1 think, feels
relieved (o know it is okay to think violin is hard. I am able
ta share with him that most parents know very litile about

violin ar the first lesson, and evervome
i able to carcl an evennally

When | was fivst a Suzuki teacher |
had a very intimidating sinati
T was reaching nvo sisters whose mnm

n where

came o the lesons amd oversaw e
practice. I thought they were making
good progress and [ enjoved them, bt
the dad called a con
to tell me how upset he

we with me

was that [ was
holding the vounger daughter hack and
how frustrated she was with how slowly
she was progressing. [ had oot seen
signs of this in lessons, but the dad was
forcefully insistent that he knew hetter
than T did. [ was about to collapse under
the weight of guilt and confusion, but 1
managed to politely suggest o him that
he came to observe some lessons and
afterward let me know what he thought
1 could do to help his danghter better.
He did not take me up on the offer, and
[ realized atterward that he was afrid /
thought his younger daughter was not
as smart or talented as the older one,
k by not
those were

and so [ was holding her bi
believing in her. However,

his own feelings, not his daughter's.
When he realized [ was on his daughter's

side, he no longer felt confrontational,

In fact, when | moved away four vears
later, his younger d
my most dependable students, and this

ughter was one of

father was one of those most sorry 1o see
me go. A person who can seem like your
biggest critic can turn out to be one of
your biggest fans.

How to Handle Conflict
We all know that conflict is something
that we will inevitably have to deal with
at some point when we are in a “long-
term” relationship with someone else,
whether it be family members, a spouse
or significant other, close friends, or
families in our Suzuki studio. That said,
i conflict is hi; that

aned Dring abunit 4 positive solution. So
Tow clon swes oy thiine

For me (Lucyl, the found
1w and conllier
cesalution s Laid in my studio during
parent education, | make sure thit § el
. the

wn for

eflective communis

my parents how mieh | valie e

time they are investing in e <l by
commuttng W bemg a Susuki garent.
Wherr celaionship with thew <. and
1ghts and feedbak. 1t s made
while Lam the “expert™ whes it
comes 10 s hing e violin, | reeognize

clear th

thit they are the “expert™ when |
w0 knowing their child. This doess’t
that | won't have thoughts sbout
the child 1 share with the parent as |

s

me,

et 10 know them—in fact, (eachers are
often able 10 see things from a more
objective standpont than a parent, and
this pe Ilws s 10 be abie 10 share
insights with the parents that we are
working with (if and when appropriate)
However, parents are sl our greatest

ndd | have found that it s very
an such and
nuch vou value

resource,

important 1o alfirm the
discuss with them |

As the teacher, we need 10 be

wise about how we set up guidelines
for  communication.  Technology.
unfortunately, can be a vehicle for
communicauon that can ewalate a
situation rather than diffuse it unce it
can be very ditficult 10 deternune the
tone of the person who is cmailing
vou. Email is inevitably part of our
communication chain with the families
in our sudios, but resolving conilict
is much, much (did we say much:
better done in person, in the form of
a parent—teacher conference outside of
the lesson ume, or, if need be, over the
phone. It vou do receive an cmail (or
a text) that seems inflammatory, please
again b is much casier 10

can be foreseen and other times it can
take a person completely by surprise.
Regardless of which situation we might
find ourselves in, it behooves us w be
prepared so that we will have the wols in
our box 1o be able to L. recognize that a
parent’s anger most often stems from a
place of contusion and,/or wanting what
is best for their child, 2. listen in a way
that allows our parents o feel that their
concerns have been uuly heard and
undenstood, and 3. know how o respond
ina manner that ditfuses the tension and
allows us as teachers W conumunicate
our feelings and/or concerns elfectively

misread the wne of something vou
have received clectronically. If vou
are sull fairly cerwin that vou have
not misundenstood the tone, then
walk away from the computer or your
cell phone and give yourself tme o
cool down and think rdonally before
responding to the parent. When you
respand, do not da it via email or text
unless you are going w simply reply o
say, "When would be a good ume for
me to call you so that we can alk and
resolve this situations”

Sometimes coutlict with a parent can
also rear its head during a lesson, and

wee alsor need w be prepared for that.
If something comes up during a lesson
with 4 parent. you can say something
like, “1 understand that vou have some
concerns, and | would 1o talk these
through with you, so let’s find a time to
talk about this outside the lesson. When
wounld be a good nme for me w call youz™

By the ume you are able to connect
with . parent on the phone it is possible
that they may have calmed down
enongh that the conversaton can be
mote constructve rght off the bat. The
oppesite could be true, however, so we
abvocate bemny in wuch with a parent
45 s porssible once vou know that
there s an sue. Waiting 0o long to
deal mith something can only make it
worse 1§ you teach through a music
schoul and want 10 talk with your boss
before commumcatng with the parent,
then that s completely understandable
(and often a very wise move depending
on the wtuaton).” Just make sure that
vou let the parent know that their
Concerns are important 1o you and try
10 st up an appointment 1o talk with
them s won as possible so that they
do not feel & though you are putting
them off.

When vou connect with the parent
on the phone or in person, and if they
are angry, alwavs remember—they are
coming from a place of wanting what is
best for their child. As the teacher, vou
want the same thing, o v 10 keep a
“team” mindsct when there is conflict.
\ddivonally, cven though you may
have every right to feel angrv vourself,
remember that kindness (without being
patrenizing) in the face of bad behavior
is one of the best ways to diffuse a
ditficult situation and help a parent
calm down. Be willing to listen to them
and reflect what you are hearing from
them—for example, when a parent
shares a concern with you, valid or not
as it may seem (0 you, you might say,
-So what I hear vou saying and
then allow them 10 give you feedback
untl all their concerns have been
heard. This helps parents clarify any
miscommunication and lets them know
you are listening to their concerns.
Once they have felt heard, then they
are much more likely to calm down and
realize that you care about them and
are on their side. This does not mean
that you let parents (or anyone for that
matter) walk all over you. If you have
been able o stay calm, listen reflectively,
and speak kindly, then when you need




to share your thoughts and/or set boundaries, chances are
good that the parent you are relating to will hear what you
are saying, because you have gained their respect through the
way you have chosen to handle the situation.

When we gave this talk at the SAA Conference in May
2012, we included a section on our handouts that delineates
some of the most common fear-inducing situations that young
teachers face when dealing with older parents in their studio.
We decided to include it here as well in the hopes that it will be
a resource and an encouragement (o you.

pti That

C Fears and I\
Young Teachers Experience

Misconception: Because these parents are older than me they
must know more than I do.

Truth is ... they might be “older” in life experiences,
but you are the trained, professional Suzuki teacher. This
is your area of expertise and whether or not you realize
it, they are choosing to respect you by bringing their
child to you for instruction. You must be confident in the
training and experiences you have and choose to put your
best foot forward.

Fear: I'm worried that if I “lay down the law” with this parent
who is out of line they will get really angry with me.

Reality is ... depending on the circumstance and the
person you are dealing with, this could be a very real
possibility! However, the kinder you are when you add;
issues, the less likely itis that they will react in an unpleasant
manner. It’s always important to remember that parents
want what’s best for their children and this is tyy
underlying motive for all that they do. With that
you can approach parents from the angle of also wanting
what is best for the child. Honoring the Suzuki wiangle
relationship with open and honest communication and
a teamwork mindset is one of the best tools you have in
resolving conflict. All that said, if a parent is not willing
to comply with your program guidelines and expectations,
you should not be afraid to let them go elsewhere.

Misconception: Because I don’t have children of my own, T
truthfully am probably not qualified to give advice to parents
about how to work with their children.

Truth is ... most parents are learning how to “parent” as
they go. They might be “experts” on their children, but this
doesn't necessarily make them “experts” in knowing how to
constructively work with their children—especially when it
comes to learning how to play a musical instrument. More
often than not, the daily practice experience can prove quite
a challenge for some parents, because they have be willing Lo
adapt and grow as well to be able 1o meet their child's needs
and communicate with them effectively. For this process 1o
be successful, parents really need all the help they can get,
and thal is what we as teachers are here for—to facilitate the
growth process for the child and, yes, the parent.

Fear: I don’t want to insult this parent’s intelligence by giving
them simple instructions

Reality is ... we often assume that parents “get it" or already
know things, but really parents can be confused and often
appreciate clarification and instruction!
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Fear: h
student (and/or the parent)? ]
al with fear and confusion ton}

What if 1 push too hard and then 1 overwhelm the

Reality is ... parents de
Parents want to give a lot to their children and are sometimes
Aliid to make them do anything too hard because they

don't want them to become frustrated. They also deal with
the fears that their child is going 1o have 1o work really
hard (and won't want to), or that they won't succeed after
all the effort has been put in. You can sooth these fears by
making sure that you stick 1o the “one point a week™ rule for
home practice and that your assignments are |;||1m“('r| to the
sudent's specific needs (versus a goal like completing Book
One by such and such a date).

We hope our thoughts have been helpful to you. We
certainly understand that human relationships and successfully
achieving healthy communication in all Jegs of the Suzuki
wiangle are challenges that we all face as Suzuki teachers and
parents. If you have any additional thoughts or ideas that you
would like to share with us, we would welcome them!

As always, we certainly wish you the best and if you would
like to contact us with any questions or comments you might
have, please feel free to do so through the SAA website, s

Notes

1. It you are teaching as a meniber of a school or organization, please know:
dvice from your superiors sooner rather than
110 liave a more experienced teacher/ mentor
u can rely on for advice, but this is even more important when you
challenging situation in your studio. Do not be afraid 10 go o these
e for help—it is what they are there for and their advice could make:
abig difference in whether a situation ends positively or negatively. Lean
on them and learn from them!

Ruth Marie Ballance teaches in the Seattle area
with her cellist husband Jared in their program
Ballance Talent Education. She has previously
served on the faculty of Suzuki Talent
Education Program Birmingham, University of
Alabama-Birmingham, Samford  University,
Hochstein  School of Music and Dance,
Cleveland Institute of Music, and Credo
Chamber Music. She earned the SAA Certificate
of Achievement in 2011, and enjoys reading.
hiking, and baking in her spare time, of which
there is precious little due (o her new baby daughter.

Lucy Lewis is currently pursuing her DMA in
Vioin Performance at the University of lowa.
studying with Scott Canklin. In addition to her
studies, Ms. Lewis is also on the violin and
chamber music faculty of the Preucil School of
Music. ~ Ms. Lewis holds degrees in Music
Education and Violin Performance from.
Andrews University, where she studied with
Carla Trynchuk. While at Andrews, she
direcled the string program at the Ruth
Murdoch Elementary School and completed
her student teaching under Roberta Guaspari
<0 (about whom the Grammy award winning
movie “Music of the Heart” was made) at the Rivereast Elementary
Public School, Central Park East 1 & 11 Public Schaols, and the Opus
118 Harlem School of Music in East Harlem, New York City. She also
halds a masters degree in Vialin Periormance from the University
Cincinnati College-Canservatory of Music, where she studied with
Piotr Milewski and taught in the Preparatory Department as a Suzuki
vialin/viala teacher and as a coach for the Accent Chamber Music
TProgram. Ms. Lewis has registered Suzuki teacher training with
Mashe Neumann, Edmund Sprunger, Edward Kreitman, Ann
Mantzka-Smelser, Alice Joy Lewis, Carol Dallinger, Naney Lokhesy
Susan Kempter, Christie Felsing, and Mark Bjork: 3
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Why Music Matters

By Karl Paulnack

The sperch beluw o
Boston Co

of music di

s given to parents of freshman students at

cervatory by Karl Paulnach, pranist and director
an at Boston Conservatory, an September 1.
2004. Reprinted with permission.

O.w of my parents” deepest fears, [ suspect, is that wcety
would nat properly value me as a musician, drat T wouldn’t
be appreciated. T had very good grades in high school, | was good
in science and math, and they imagined that as a doctor or

rescarch chemist or an engineer, [ might be more appreciated
1 still remember my mother's
remark when Fannounced my decision © apply 10 music schook—
she saidl, “You're wasting your SAT scorest” On some level, | think,
my parents were not sure themselves what the value of 1

than [ would be as a musicr,

i
was, what its purpose was. And they loved musie: they listened to
classical music all the time. They just weren't really clear about its
function. So let me talk about that a lite bit, becs
asociety that puts music in the “arts and entertainment” section
of the newspaper, and serious music, the kind your kids are
about o engage in, has absolutely nothing whatsoever 1o do with
entertinment; in fact, it's the opposite of entertainment. Let me
talk a litde bit about music, and how it works.

One of the first cultures to articulate how music really works
were the ancient Greeks. And this is going (o fascinate you: the
Greeks said that music and astronomy were two sides of the same
coin. Astronomy was seen as the study of relationships between
observable, permanent, external objects, and music was seen as
the study of relationships between invisible, internal, hidden
objects. Music has a way of finding the big, invisible moving
picces inside our hearts and souls and helping us figure out the
position of things inside us. Let me give you some examples of
how this works.

One of the most profound musical compusitions of all time
is the Quartet for the End of Time written by French compuser
Olivier Messiaen in 1940. Messiaen was thiry-one yeans old
when France entered the war against Nazi Germany. He was
captwred by the Germans in June of 1940 and imp lina

e we live in

music? Andd yet—sven from the comcentration canps, we have
poetry, we have mussc, we bave ssaal art: it wasn't just this one
Fanatie Mesarsen: many, many peopie created ar. Why? Well, in
a place where peophe ase onby focsed on survval, on the bare
necessities, the obwous condusson s that st must be, swomehow,
esential for life. The camps wese anhout money, mithout hope,
without commerce, without recreanon, without base respect,
but they were not without st Art s part of sarvival; art s part of
the humman spat, an unquend hable expreswn of who we are.
A1t is one of the wavs in winch we v, 1 am alive, and my life
has meaning.”

In September of 200) | was a ressdent of Manhattan. On the
morming of September | 1, 1 reac hed 3 new undersanding
of my artand 18 relatoming 10 the worid. |t down at the piano
that morming at 10 am. 10 pracixce as was v dash rouune; 1 did
it by force of habat, without thinking sbowt it 1 hifted the cover
on the kevboard, and opened nn mused, and put my hands on
the kew and 160k mv hands off the kews. And | <at there and
thought, does thes even matter” k't this compietely irrelevant”
Plaving the pranc night now, gnen what happened in this city
vesterday, seems ully, abwird, ireverent, pomntles. Why am 1
here? What place has 2 muscian i thss moment in ume? Who
needs 4 piano plaver nght now? | was compictely lost

And then 1, along with the rest of New York, went through the
journey of getung through that week 1 did not play the piano
that day, and in tact | contemplated bieth whether [ would ever
want 1o play the piano again. And then 1 observed how we got
through the dav.

At least in my neighborhood, we didn't shoot hoops or play
Scrabble. We didn't plav cards 1o pass the ume, we didn't waich
TV, we didn't shop, we musit certunly did not o © the mall
The first onganized activity that | saw in New York, on the very
evening of September 11, was unging. People sang. People ang
around fire houses, people sang “We Shall Overcome.” Lots of
peuple sang America the Beannful The firt onganized public
cvent that [ remember was the Brahms Requiem, kater that
week, at Lincoln Center, with the New York Philharmonic. The

prisoner-ofwar camp.

He was forwnate w find a sympathetic prison guard who
gave him paper and a place w compose, and forunate w haye
musician colleagues in the camp, a cellist, a violinist, and a
clarinetist. Messiaen wrote his quartet with these specilic players
in wind. It was performed in January 1941 for tour thousand
prisoners and guards in the prison camp. Today it is one of the
most fmous masterworks in the repertoire.

Given what we have since leamed about life in the Nazi
camps, why would anyone in his right mind waste tme and
cncrgy wiiting o playing musicz There was barely enough
energy on a good day o find fwod and water, w avoid a beating,
0 stay warm, W escape Witure—why would anyone bather with

finst ong 1 public of grief, our firt communal
response to that historic event, was a concert. That was the
beginning of A sense that life might go on. The US Miliaary
secured the ainpace, but recovery was led by the ars, and by
music in particular, that very night. :

Fram these vo experiences, | have come to undersand that
music is nut part of "t and entertinment” as the newspaper
section would have us believe. It's not a luxury, a layish thing
that we fund from leftovers of our budgets, not a plaything or
an amusement or 4 pass time. Music is a basic need of human
survival. Music is one of the ways we make sense of our lives, one
ol the ways in which we express feelings when we have no words,
away tor us to undentand things with our hearts when we can't
with our minds.
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Some of you may know Samuel Barber's heart wrenchingly
beautiful piece Adagio for Strings. If you don’t know it by that
name, then some of you may know it as the background music
which accompanied the Oliver Stone movie Platoon, a film
about the Vietnam War. If you know that piece of music cither
way, you know it has the ability to crack your heart open like a
walnug; it can make you cry over sadness you didn’t know y
had. Music can slip beneath our conscious reality to get at what's
really going on inside us the way a good therapist does.

Very few of you have ever been to a wedding where there was
absolutely no music. There might have been only a litde music,
there might have been some really bad music, but with few
exceptions there is some music. And something very predictable
happens at weddings—people get all pent up with all kinds of
emotions, and then there’s some musical moment where the
action of the wedding stops and someone sings or plays the flute
or something. And even if the music is lame, even if the quality
isn’t good, predictably thirty or forty percent of the people who
are going (o cry at a wedding cry a couple of moments after the
music starts. Why? The Greeks. Music allows us 1o move around
those big invisible pieces of ourselves and rearrange our insides
so that we can express what we feel even when we can’t alk
about it. Can you imagine watching Indiana_Jones or Superman
or Star Wars with the dialogue but no music? What is it about
the music swelling up at just the right moment in £7'so that
all the softies in the audience start crying at exactly the same
moment 1 guarantee you if you showed the movie with the
music stripped out, it wouldn’t happen that way. The Greeks.

Music is the understanding of the relationship between invisible
internal objects.

I'll give you one more example, the story of the mostimportant
concert of my life. I must tell you I have played a litde less than
a thousand concerts in my life so far. I have played in places
that I thought were important. I like playing in Camegic Hall;
I enjoyed playing in Paris; it made me very happy to pleasc the
critics in St. Petersburg. I have played for people I thought were
important; music critics of major newspapers, foreign heads of
state. The most important concert of my entire life took place
in a nursing home in a small Midwestern town a few years ago.
I was playing with a very dear friend of mine who is a violinist
‘We began, as we often do, with Aaron Copland’s Sonata, which
was written during World War Il and dedicated to a young friend
of Copland's, a young pilot who was shot down during the war.
Now we often talk to our audiences about the pieces we are
going to play rather than providing them with written program
notes. But in this case, because we began the concert with this
piece, we decided to talk about the piece later in the program
and 10 just come out and play the music without explanation.
Midway through the picce, an clderly man seated in a
wheelchair near the front of the concert hall began 1o weep.
This man, whom I later met, was clearly a soldier—even in his
seventies, it was clear from his buzz-cut hair, square jaw and
general demeanor that he had spent a good deal of his life in
the military. I thought it a litle bit odd that someone would be
moved to tears by that particular movement of that particular
piece, but it wasn't the first time I've heard crying in a concert
and we went on with the concert and finished the pie
When we came out to play the next picce on the program,
we decided o talk about both the first and second picces, and
we described the circumstances in which the Copland was
written and mentioned its dedication 1o a downed pilot. The
man in the front of the audience became so disturbed that he
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had 10 leave the auditorium. 1 honestly figured that we would
not see him again, but he did come backstage alterwards, tears
and all, 1o explain himsell.

What he told us was this: “During World War 11, Twas a pilot,
and 1 was in an acrial combat situation where one of my team’s
planes was hit, 1 vaiched my friend bail out, and watched his
parachute open, but the Japanese planes which had engaged
U returned and machine gunned across the parachute cords
50 as to separate the parachute from the pil.o}, and 1 watched
my friend drop away into the occan, realizing that he was
Jost. 1 have not thought about this for many years, but during
that first piece of music you played, this memory returned to
me so vividly that it was as though 1 was reliving it. 1 didn’t
understand why this was happening, why now, but then when
you came out to explain that this picce of music was written
{o commemorate a lost pilot, it was a little more than 1 could
handle. How does the music do that? How did it find those
feelings and those memories in me?”

Remember the Greeks: music is the swdy of invisible
relationships between internal objects. The concert in the
nursing home was the mostimportant work Thave ever done. For
me to play for this old soldier and help him connect, somehow,
with Aaron Copland, and to connect their memories of their
lost friends, to help him remember and mourn his friend, this is
my work. This is why music matters.

What follows is part of the talk 1 will give (o this year’s
freshman class when I welcome them a few days from now. The
vesponsibility I will charge your sons and daughters with is this:

If we were a medical school, and you were here as a med
student practicing appendectomies, you'd take your work very
seriously because you would imagine that some night at 2 a.m.
someone is going Lo waltz into your emergency room and you're
going 10 have to save their life. Well, my friends, someday at 8
p-m. someonc is going 1o walk into your concert hall and bring
you a mind that is confused, a heart that is overwhelmed, a soul
that is weary. Whether they go out whole again will depend
partly on how well you do your crafi.

You're not here 1o become an entertainer, and you don't
have 1o sell yourself. The tuth is you don’t have anything to
sell; being a musician isn't about dispensing a product, like
selling used cars. I'm not an enter tainer; I'm a lot closer to a
paramedic, a firefighter, a rescue worker. You'

e here 10 become

a sort of therapist for the human soul, a spiritual version of a

chiropractor, physical therapist, someone who works with our

?naldc: Lo see if they get things (o line up, Lo see if we can come

into harmony with ourselves and be healthy
Frankly,

and happy and well.
! ladies and gendemen, 1 expect you not only to master
music; I expect you to save the planet. If there is a future wave of
wellness on this planet, of harmony, of peace, of an end to war, of
mutual understanding, of equality, of faimess, | don't expect it
will come from a government, a military force or a corporation.
1 o longer even expect it 1o come from the religions of the
world, which together seem 1o have brought us as much war as
they h}n’r peace. Il there is a future of peace for humankind, if
there is to he an understanding of how these invisible, internal
things should fit together, T expect it will come from the artists:
because that's what we do, As in the concentration camp and
the evening of 911, the anists arc e ones who might be able
1o help us with our internal, invisible lives, o8

http://www.bostonc,

ons -
welcome-addross ervatory.edu/music/karl-paulnack

The 2013 Suziki Student Writing Contest attracted
more than fifty entries from sudents ages 6-18 from
around the world. The first place entries from each
age group were publishee in the 2003 Minijournal.

How | Learned to
Play Guitar

By Kian Kizewski
Second Place, 6-8 year age group

Ismncd playing guitar a year and a half ago. One of the first
things T learned was the rthythms. In order to get the beat of
the rhythms, you have to start on the back of the guitar. which
has no strings. The rhythms I learned are *Mississippi hot dog,”
“wish 1 had a motorcycle.” “grasshopper-grasshopper.” “ice
cream-cone,” and “cantaloupe-cantaloupe.”

After T learned the thythms, [ started learning the Gescale.
The G-scale isn't played on the back of the guitar, it's plaved on
the side of the guitar with strings. Some notes won't sound right
50 you have 1o use your left hand and press down on the strings.
When you press down on the strings it makes different sounds,
sounds thatare impossible to make without pressing down. Press
down on dilTerent strings to make different sounds,

The notes of the G scale are: G, F-sharp, G.
The G scale is an exercise for your left hand and so you can
memorize the names of the notes. After [ learned the G scale
[ started to learn some songs. The first song | learned is I'm
a Lide Monkey. Afier 1 leamed that song, | learned Twinkle,
Twinkle, Litde Star. Twinkle is my favorite. Just as such things as
movies, the first is always the best

After 1 learned Twinkle, I leamed Lighty Row. It moves
like a pauern, the different sections have different patterns.
This is the only song I know of with paterns. The pattern of
the first section goes from high notes to low notes. The second
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section goes from low notes to high notes

1 like 10 plav guitar but | reallv can’t v why. One reason [
like 10 play guitar is because in recitals 1 like to plav guitar for
people that never heard  guitar before. 1 plan to grow up and
be a famous guitanist.

My name s Kian Kizewski and [ 2m 7 vears old. 1
ive in Pinsburgn,

P 2nd have ewn prachicing guitar

or almoss

wgethe

|

in Maine. Before we went on our o
wip, wy teacher, Ms. Blaise, said we
should uy w find an unusual place w
practice the Twinkle song.

A\Ccamp L met Julie. She is seven
years old and ven nie
lricnds right away. We went swinming Sh
i the lake and practiced the violin

' Twinkle on the Rock

By Sophia Hadi
Third Place, 6-8 year age group

l ast summer we taveled w my
tirst Suzuki

Sophia sarted taking
violin lessons at the age
4 She likes to
perform  for  other
| people to make them
happy. Sophia loves to

read. draw and paint.

Sophia enjovs playing

outside and she loves

all Ninds o animals.

She wants to be a
teacher when she grows up.

summer insttute

. We becune

There was a huge tock in the widdle
al the park. One day we climbed up
and played our violins, We' pled
Livinkle on the rock,

Uhis is the wmost unustal place 1 have
practiced Twinkle.
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Clementi’s Three

By Kezia Leung
Second Place, 9-11 year age group

I dance with the wind.

I'see a fair.

I pick up the music.

It rushes in the air.
alook,

Sonatina first movment

The music feels like a roller coaster

ride,

Above the clouds we go.

I wemble in my seat.

While we are tumbling on the flow.

Sonatina second movment

Slowly the music sounds like a lullaby,
With the wind it twirls.

The notes are crisp and soft,

While the music swirls.

Sonatinas in C Major

Sonatina third movment
Finally rain starts to sprinkle,

The drips of the rain form a pool.
The the sun is pecking, trying to take

While the weather is cool.

Kezia Ellie Leung is 10
years old from  West
Hartford, Connecticut.
Currently, she plays the
piano at  KinderU
Suzuki Music Academy
of Hong Kong. Her
teacher is Rebekah Lau.
She  started  Suzuki
piano with Malgosia Lis
at the Hartt School. She

enjoys music, dance, art and books.

By Gayatri Rajan
Third Place, 9-11 year age group

Beauty

Bty
Whn 7 whole 4, ;
Iw/w/ww Yo

Cvon a crealeing , ol gloi.
WA&?L(/MM
Bumby w Lo wilf you vy ooy,
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Gayatri Rajan currently studies vio-
lin with Mrs. Kathy Johnston. She is
nine years old and lives in Beaver-
creek; Ohio,

Gayalri loves to write, read, and
compose music. Her other inter-
ests include swimming, biking, and
amusement park rides. Despite her
busy schedule, she tries to follow Su-
zuki's advice, "Practice only on the
days you eal."

She: dreams of performing with
the Dayton Philharmonic, launching
a web site for lweens, and getting
bestseller published.

Gayalri believes that the best way
to gel betler in anything is to really
desire il. Her words of wisdom are
“Let beauty be your inspiration.”

2013 Suzuki Student Writing Contest

Tuning Fork

By Clem Smith
Second Place, 12-14 year age group

After T heard a tuning fork in one of my violin lessons, [
thought that it was intevesting, and [wanted one. [ looed how
you could hear so many different pure notes by using different
tuning forks. It prompted me to write the following poem.

Clem Smith, from Nashville, has taken
Suzuki violin in the studio of Maureen
Riley since he was 3 years old. He also
enjoys science, writing, computers and
photography. and can often be found in
the back vard playing with his two dogs,
Buddy and Fritz. Fle (s looking forward to
joining the orchy b

Bell Buckle, Tennessee, whe

begin high school in August,

The steel rod
stretches its arms
outin song,
metal

ver sing

with silvery ringing

This echo near.
held to my ear

With a steady tap

ound starts 1 glow.

Its task. one note 1 alwass know.

Humming «tll with dving sound
noise falls lowly 1o the ground.

How to Truly Commit to Learning the Violin

By Sophie Arnold
Third Place, 12-14 year age group

hen you commit yourself to leaming the art of violin

playing, you are not just committing to practicing a liue
everyday, and showing up 1o lessons, and uying hard. You are
committing to practicing religiously every day, and doing it well. You
are committing to listening and obeying your teacher, and weating
his or her words like that of the person you respect most in this
world. You are conunitting to not only wholeheartedly trying to do
your best, but also actually enthusiastically doing your best. You are
committing yourself o the art of violin playing.

Are we all capable of doing this seconds alter picking up aviolin
for the first ime? No! And we shouldn't be. The art of loving w0
learn the violin takes time to discover and cultivate, and it really
shouldn’t be rushed. you loathe practicing, don't force yourself 1o

Fevery wtslow, so that
up 1o your goal. It will become easier and
casicr o practice. None of us are capable of practicing very long at
first, s0 don’t even uy! You'll just encl up miserable and frustrated.

Just showing up for a lesson and zoning out as yowr teacher
drones on about something completely uninteresting o you is just
0L going 1o cutit. Show up on time, artive prepared and alert, and
Ppay attention w your teacher, no matter how baring those scales are.
By uppinng your focus level during a lesson, you can suceeed even
wore in violin. Your showing up for the lesson is great, but being an
involved and auentive studentis really going the exuzmile,

Showing motivation when you are practicing is o huge part of all
of this, butwhen you bring that motivation along with you o vecitals,

< |
<=
. . i |
competitions, and auditions, vou can really [ \
do well. Incentives are great for this—in

10 make a deal with vour parents to see if
vou can cam something for
It will help vou say motivated during vour
practicing.

Committing vourself 1o plaving the violin
has o deceptive things that go along with
and that it won't
exactly be satisfving. Well, both of those
are incorrect! Now, don't get me wrong—
violin is very difficult, but the more vou
play, the more vou will enjov it, and it will
become less of a brutal chore t© improve
somewhere. Also, violin is so incredibly rewardin

cticing well.

The feeling of

working hard on a piece and then performing it fuildessly is an
awesome teeling, and it makes you have greater confidence in
vourselt, Committing to leaming  play the violin is so enjovable,
and so worth it.

Sophie Amold, a homeschooled H-year-old from
Muncie, Indiana, is a violin student of Mary Kothman.
Sophie has a passion for performing, whether it is
playing her violin, acting in Shakespearean comedies,
dancing en painte in The Nuteracker and other ballets,
or historically reenacting 1836 Indiana prairie life at
Conner Prairie Interactive History Park.
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XXIX International Suzuki Festival

January 4 to January 25, 2014 - Lima, Peru
Asociacion Suzuki Del Peru
Alimentando el espiritu a través de la musica
“Feeding the Spirit through Music

January 4 to January 10

Suzuki Philosophy January 4 -
Talent Education January 4 - 8
Cello Book Three + Teaching strategies Januany 4- 10
Cello Book Five + Teaching strategics January 4 - 10
Recorder Book Three + Teaching strategies January 4 - 10
Flute Book Two + Teaching strategics January 4 - 10
Flute Book Eight + Teaching strategies January 4 - 10
Guitar Book Four + Teaching strategics January 4 - 10
Guitar Book Seven + Teaching strategies January 4 - 10
Piano Book Three + Teaching strategies January 4 - 10
Violin Book Two + Teaching surategies January 4 - 10
Violin Book Four + Teaching strategies January 4 - 10
Teaching Music in Elementary Schools January 4 - §
Introduction to Music (age four (o seven) January 9 - 10

January 11 to January 13

VI Encuentro de Profesores de América Latina
I Encuentro de Estimulacion Temprana de América Latina

January 14 to January 20

Early Childhood Music One January 14 - 16
Early Childhood Music Two January 17 - 19
Cello Book One January 14 - 20
Recorder Book One January 1¢
Flute Book One January 14
Guitar Book Two + Teaching strategic January 14
Piano Book One January 14 - 20
Piano Book Seven + Teaching strategies January 14 - 20
Violin Book One January 14 - 20
Violin Book Five + Teaching strategics January 14

anuary 21 to January 25
y y

Early Childhood Music Teaching strategics January 21 - 22
Kodaly Two January 21 - 23
Kodaly Teaching strategics January

Music Reading One January 21
Music Reading strategies January

Para obtener mis informacién, por favor visite: www.asociacionsuzukidelperu,org

uese con: infors Kidelperu.org
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Encuentro Mexicano:

the First Mexican National Suzuki Conference

Guanajuato, Mexico, Februa

ne nation, o languages: Spanish and Music. An opportunity

Om acknowledge one another, © lisien  one another, 1o
wuch one another’s hearts, o ouch one another - lives

The Mexican Encuentro was more than 1 musical experience
itwas a gadhering of hearts and souls all under one common idex:
Shinichi Suzuki's philosophs.

Encuentro; in Spanish, this word means so many things

When applied w0 a musical instrument: One can look at
piano, for instance, appreciate ity outside beauty, its smoothness
to the touch, but the real encounter happens when vour fingers
play the instrument. I that moment one’s own being and the
piano become one, vuur spinit meets” te prano and te sounds
it produces; there is i exchange

1 abso means meeting someone for the it tme. 1t cn
include expectations, feclings, wonder; it means you'll give
something and receive something back from someone ehe, even
i itis only tie meeting of the eyes, or an exchange of smiles. 1t
means acknowledging someone clse

his encuentro happened with music, with other swidents,
and other familics

Iostarted with the encuenio betveen cach child and his own
insuument ten te sharing ot this experience with his parents,
grandparents, brothers and sisterss with his fricnds and with
other children that e ad never metbutwith whow he alieady
had something in common: nusic naking

e parcits all shared something, wos their commiunent o
music education thiough te Suzuki philosaphy

Lhe Mexican Fncucnto was all ol these iy encuentios

ry 2013

wiualh happe s fint mecung, thes fire gathenng, this

First Natonal Conference

Ihis muss c wonderful, hi

alled Real de Minas,

which provided us with many h

conference roc

was evervihing

nd their families and one
than one thowand people!

People came from twenny ditferent sates in Mexico and one
group came from Portland, Oregon, in the United Sates; the

students cune from schooks, insumtons, private studios and

wademies which otfer Suzuki programs.

We had a g

il team of internavonal teachers who taught

morming and afternoon lewons over the weekend  for
difterent msuuments:

Caroline Fraser ught the Philasophy course; Nancy Lokken,
Caral Waldhogel, and Augwsio Diemecke, violing Christine
Loewe Diemecke, cello; Kelly Williamson, flute; Michiko Yurko
and Naomi Kusano, piano; Joseph Pecoraro, guitar; Humberto
Lopez, vk Emesto ™ Tat” Garcia Velasco, choir.

Al ol them are extrmordinary teachers with a great deal of
experience, otfering support atall times; all of them were willing
wshare their expertise m teaching the Suzuki Method all over
the world and guiding us with their knowledge. They were
wally enjoying this experience, this musical tourism adventure
ol intense sharing tiough concerts, recitals and weachings.

But st importanty, we got o know every group, every school:
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participation of cighty students, lollowed
by the Closure Concert with all the fouy

} PRODUCT HIGHLIGHTS
FROM OUR

Tundred participants at the Teatro Judrez:
violins, violas, ccllos, guitars, flutes, a few

|
|

pianists, and all the fantastic choirs filled |

Top: Estudiantina; Abov

Groups  whose
included dancers while the children
were playing and parents and siblings
all joined together by the musical
performance, everyone  sharing  a

performances

healthy learning experience

Groups that displayed impeccable
playing at a very high level, and groups
that had all beginners showing great
enthusiasm, joy and pride in their work.

Groups that served those in need:
orphans, children with special need
and children coming from a very low

socio-economic stratum, giving them
the opportunity to be nurtured by
music through volunteer help. It was an
experience full of love which filled all of
our hearts and moved us deepl,

We became aware of these groups’
needs and their goals, their difficulties
through
presentations, videos and live recitals.

and accomplishments,

One unforgettable activity was (he
“Suzukionada™ the Callejoneada is
a unique experience in the beautiful
streets of Guanajuato where a group
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of musicians pa

rades through town
followed by pedestrians while eve

one
sings popular songs. What we had

was this nighttime experience at the

very famous “university staircase,
a beautiful architectural attraction
of the Universidad de Guanajuato
where our Suzuki children sang and
played for the passershy.
unforgettable experience for all
parents and children alike!

We also had the marvelous
opportunity to attend two fantastic
concerts at the Teawro Juarez, a

It was an

beaudful theater built at the end
of the nineteenth century: a violin
and piano recital by Shari Mason
(concertmistress al Mexico's National
Symphony) and Carlos Salmerén
(Instituto Nacional de Bellas Artes
pianist) and a recital of two pianos
with Santiago Pinciria and Carlos
Salmerén (both Bellas Artes pianists
and both Suzuki teachers)

And we ended this extraordinary
experience with a piano recital with the

¥ Dicmecke,

no teachers and students.

with children. There were many teachers
organizing the students and supporting
us backstage. Thanks to all teachers and
udents for making this an amazing
experience for everyone!

1 wish to thank the people who started
the Mexican Suzuki Association: Carmen
de  Diemecke,  Augusto
na Diemecke, Beatriz Ibara
de Munoz, Teresita Chagolla and Gabricl
Plicgo, as well as our board of directors:
Gabricl Pliego. Etna Diemecke, Rodrigo
Barragin, Uziel Luna, Ricardo S
Teresa Chagolla, Leslie Mizrahi, My
special thanks to Alvaro Sinchez, it was

Rodriguez

alinas,

fun sharing as presenter, and Juan Carlos
and Jorge for being there always. Thanks
10 the large group of volunteers, for their

hard work and support!

And most of all, T wish to thank the
students and their families for making this
first Encuentro an amazing experience.

1 wish 10 add my personal thoughts by
saying 1'm grateful 1o life for giving me
the opportunity to be part of this soul-
enriching, experience.
There’s a lot 1o learn, there’s a lot o
do, but this has been a first step. As Dr.
Suzuki said, “Never hurry, never rest.”
We're already working towards the next
step! See you at the Second Me:
Encuentro in 2015! ¢8

life<changing

an

Leslie Mizrahi taught music
in pre-school at Eton School
in Mexico City fr 2000 to
2012 and has been teaching
Suzuki piano both in school
and privately since 2005.
Leslie has been a member
of the board of directors of
the Mexican Suzuki Association since August
2010. She became a cerlified Suzuki piano
teacher in 2005 and has taken continuosly
taken different Suzuki piano levels and
enrichment courses such as group lessons,
music reading, and practicum courses with
Caroline Fraser. Leslie has been part of diverse
workshops and courses af the Kodaly center at
HNU, the Orff pedagogy at the San Francisco
School, as well as Early’ Music Slimulation in
Peru and Dalcroze pedagogy at Centro Escolar
Cedros in Mexico Cily. Her studenls have
participated in diverse Suzuki national and
international workshops ~ and festivals in
Mexico City, Monlerrey  City, Guadalajara,
Pucbla as well as in Lima, Peru, San Jose, Costa
Rica and Oakland CA in (he USA
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BRAND NEW Dominant E
String From Thomastik-Infeld

A balance between brilliance
and warmth, the new tin plated
E string Is a superior fit with
the sound quality of
Dominant Strings.

DOMINAN

www.connollymusic.com

Developed in the studios of Suzuki wachers with decades of experi-
pupuilr Things 4 Strings® bow accessories help shape and
stabilize b holds — instantly providing beginning players with a re-
laxed and functional bow hold. The accessories uniquely train the
hand 1 hold the bow correetly and naturally, through muscle mem-
oy, thereby freeing the plver w learn and enjoy other elements of
string pla: Universal Fit bow accessories: *Bow Hold Buddie:

set for Violin/Vioks. and *CelloPhant3* for cello/bass. /"Finally. an
instant bow hold!” ww. ThingsdStrings.com

> Gompanyy
. Tinee 1996
Have questions about buying or renting « bowed siringed

instrument? Download our free Answer Book 2013 wday. Link
10 our website www.pottersviolins.com 10 download

SL Super Light Hybrid
Mobile Cello Case
The Perfect Cello Case:
Easy on Your Back and on Your Wallet!

strong carbon reinforced shell.
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shell, and it all

ST

vorwisEarnusic oS \ el

& SuzZUK1

blished 1887 inNpgoya Nothing compares to

CodaBow LUMA™

Inspired by the historically distinctive
bows of Franois Voirin (1833-1885) and

Joseph Lamy (1850-1919). the LUMA

‘wasterfully combines light facility and

vich tonality. a highly<lesirable, but rare.

performance blend wellsuited to young

players. Using leading edge technology

and materials, CodaBow's master makers

and scientists have reached back in history and recovercd performance
once thought lost.  Autists, teachers, and students alike delight i the
LUMA's handling and marvel atits sound. “The LUMA s 4 technological
uibute 1o history's remarkable makers and < estunent o modem bow
design,” said Jefl Van Fossen, president of CodaBow liemational,

Crafted in the USA 10:ear Wartangy. -
Available for violin (MSRP $545) and cello (MSRP $655)

E:

20 Size /0 aNEW Nagoya Suzuki..
2
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You CRAFTED N
exceptan old one!

Www.nagoyasuzukiamerica.com

Super-Sensitive Musical ~Suring
Co. announces the release of Red
Label Pearl, & mylon core string
designed  for - swdents whose
technique and skill have advanced
beyond the company's legendary
steel core Red Label suing
Stdents with advanced bow
speed, bow weight, and pointol
contact techniques will hear and
develop new inuicacies i their
playing - leading w0 new levels of
acconplishments,
Pearls nvlon core s made up
o multiple independent stands ol fiber The wesult is @ core that is
warn andd performs broad wnd tull Additionally, Pearl's nylou core is
anchored with copper eyelcts that increase 1one dynamics - cea
more contered midiange wnes which creates greater wanth

New and Revised Titles from
the Suzuki Method

Mlfred Music is pleased 1o present new
and revised editions of Harp Schood, Volume
4, Vivlin School, Volume &, and Shinichi
Suzuki's Nurtured by Love, plus  book, CD
At ol il Volumes £ andd 2 Performed by
\ngela Dastrup,
wadlable in boak, €D, and book CD format. Viedin School, Volume o
is abso available in these formats wnd feates 4 CD recorded by the
Concertmaster of the Cleveland Orchestra, William Preucil, as well
5 plan accompaniments tecorded by Linda Perry. In addition, Viols
Volumes T and 2 are now wailable as Book, €D Kits. Nurturd by Love
(Revised Editon) i 4 tresh ook at the teachings of the master in 4 new
tanshation directy rom the original Japanese. This fall,
Vi Vol 9wl be releasenl Alived & alse warking © | Alfred
ke the CDy ailable as mpd downloads and o create
cBooks - stay e tor those veleases! Additional tides [@

can be tound at alfred.c




IN MEMORIAM

Studio 155:
Remembering
Janos Starker, the
Teacher

By Meredith Blecha Wells

ome years ago, I found mysell standing awkwardly outside
Suf Janos Starker’s studio, room 155, at Indiana University.
Completely awestruck and intimidated by this  musical
powerhouse, I nervously presed my ear to the door. It was the
start of Mr. Starker’s teaching day, so I had anticipated that he'd
be working with a student and I could easily slip in to observe the
lesson. When I didn’t hear anything, I felt a wave of anxiety as 1
realized that he could come around the comer any second and
see me compromised with my head glued to his door. I quickly
stood back and opened the door. Much to my surprise, his student
had not arrived yet and I found myself alone with the legendary,
larger-than-life Janos Starker! While Mr. Starker was actually quite
personable and funny—hysteri i
harder task than making small @lk Mlul someone I revered and
respected so much. In my mind, he was the authority on cello,
and he may as well have been some kind of demigod. I managed
0 muster up a meek “hello,” and I quickly found a scat. We
were alone for a second or two as he sorted mail from his swivel

armchair, and in that moment, I remember looking at a picuure of
David Popper that hung on the mustard<olored wall. I thought of
Starker's incredible CD, Romantic Cello Favonites: A Tribute to Cellist/
Composer David Popper; and as I was in the middle of pron
, his student armived.

myself I'd start practicing m
For those of us lucky enough o have a lesson or several lessons
in room 155, we have countess memories that we hold dear to our
hearts. For many of us, Mr. Starker was a teacher first and a player
second. O neverforget hiscelbrated Grammy Avard-
winning. dings or his | i irati per ance
but as he himsell mled in a 2006 i uncrvu-w for Snings, "No mauer

wenching: At the end of his day, in o collegin and loving spirit, Vi
Starker would usunlly visit with Tis cello colleagoes. He'd sis hello
10 Tsuyoshi “Teutsumi ane Einilio Colon, just a few doors down, and
then mike his way over to see Flelgn Winald in Meevill 1l

1 think part of the specintness of this routine rested on Starker's
openstdio policy and the aceessibility it provided sudents
¢ hours, five

Cellists—in fact, any 1V

clavs 1 week, we could always learn from i iy exceptional plas

and teacher. Starker's openatudio policy followed a miasierlas

model in that the student would prepire and play throngh e
entire piece hefore he gave any feedback. Some v there might

just be one or two other students in a leson, but that was rare

More likely, there would be a small crowd sitting just a few feet
from your *hot seat” as you “entertained” the room

In this respect, Mi: Starkers teaching philosophy was pivotal in

fashioning a unique environment. He, alongside his colleagues,

Hel

a place unlike anywhere else in the world.

Winold, Tsuyohsi Tsutsumi, and Emilio Colon, created

ey encouraged
collaborative learning, in which studying with multiple cello
teachers was not only tolerated, it was encouraged! In fact, over
the course of my two degrees, 1 had the fortunate opportunity o
study with all four of these exceptional minds,

While there are many facers of M Starker's teaching 1
appre
expectation of bringing # new picee to every ley

his

iate, one of the unique challenges 1 faced was 1o me
on. 1 believe this

particular expectation stemmed from a number of goals, one
being his desire to foster experimentation, My, Starker encouraged
his students (o learn various techniques in the repertaire and then
discover how they could be applied in different scenarios. While

this fastpaced and high-pressured approach proved 1o be difficult
at times, 1 am confident that it exponentially benefitted my work
stdent

e so many of his other pupi

ional today

g

nd continues to help me as @ profes
. 1 think of Mi: Starker daily
echoing phrases that he repeated during
“Be the beat”
don’t gete

1
Often I hear his voic

lesson “Create excitement,

Not at the frog”

ited.” 1will carry these reminders as well as his lager
pedagogical ideas with me for the vest of my teaching davs. As a
teacher, 1 cherish the high standard he set for his students, and
in keeping with the goals set forth in studio 153, 1 will work 1o

create the same Kind of drive and ambition in my own stadio. It

how great the ovation is afier a concen, the people
sit down and stop applauding. But if you teach, you may affect
generations.” Fueled by his commitment o waching, Mr. Starker
taught at Indiana University for more than fifty years, instructing
hundreds of young cellists, His work has had a ripple effect, as his
suxdean have lhtmwlv&s hecome successful teachers who spread
inciples and philosophies of cello playing o the

own ;mdcnu hul'cly all of usin llu- music world are connected 1o M;
Starker with far fewer than the proverbial six degrees of separation,

There was something specinl about Mr, Starker's daily routine as
a professor at Indiana University, At 12:30 on any given weekday,
he would come into his office, hang his jacket on the coar rack,
and make his way over (o his desk, checking 1o see \v]m h.ul been
penciled in as hi "victims"—a nick
gave his students. He'd then proceed to teach three students
over the course of the afiernoon, and we would gobble up every
word and suggestion as fast as our mortal brains could digest his
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is i 10 acki ge everything that Mr: Starker did for
me s an individual, and it's even more of a challenge 1 recoguize
the indispensable impact he had on the music world. While there
are several stories of Starker’s brash or hrazen demeanar, 1 knew
truthful, brilliant, humble, and warm. 1 knew a
man who wanted to miake a diflerence and leave the world a beter
pliace. And that is exactly what he did. Thank you, Mr: Starker. o8

a teacher who wa

Dr. Meredith Blecha-Wells is the Assistant Prafessor
of Cello at Oklahoma State University whese she was
recently awarded the Callege of Arts and Science
Junior Faculty Award tor Scholaly Excellence. Dec
lechaVells teceived @ Bachelar and Masters Dogree
in Cello Iertormance fom - Indiana University,
studying wnder Janos Starker and Helga Winald
Additionally. she holds a Doctorate af Mysical Aets
Pertarmance and Literature from the Bastman Schoa
of Music, where she served as the teaching assistant (o
ln.m.,,m:lmi Pratessar Alan Haweis

delition 1o her eaching pusition at Oklahoma
State University, Dr. lﬂule Wull- direets the Suzubi celo progtam at OSU
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Australia (NSW), Gillian Churchill, Administrator, PO Box 814, St Ives
2075 NSW Australia. Phone: 61-2 9488 8260; Fax: 61-2.9488-8601
Email: i

Suzuki Association are encouraged 1o do so through various levels of sponsor-
ship: Sponsor (§12:599), Donor ($200-499), Patron ($500-§999) or Bencfactor
($1,000 and above)
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Chairman: Martin Riuimann
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President: Mr. Hwang Kyung 1k
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Violins, Violas, Cellos, and Bows

Student to Professional since 19

1531 Monroe Ave.

Rochester, NY 800-828-3548

www.thestringhouse.com
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800.248.SHAR (7427)

SHAR MARKET
PRICE ALERTS

Updated Constantly!

“Significantly lower prices than Amazon.com. .. ”
Lisanne R, Fairfax, VA

#| checked online to find cheaper or bette”r
rices and you guys even beat eBay.com

Mark T, Reedley, CA

“Best prices anywhere!”
Jessica B, Kalamazoo, M|

V3 Creat

Prices
Julia C, AL

Alpine, g~ 0 Strings!”
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