
c^SEMSK 
ün~J 

A Newsletter of the Southeastern Miinnesota Suzuki Association 

ERIC THOMPSON 
1811 WALDEN LN SW 
ROCHESTER MN 55902 

Notes 
o 

Spring 1992 

A Letter from the 
President 

Dear SEMSA Members, 
As our Suzuki community grows 

and changes, it is helpful to reiterate 
periodically who SEMSA is and what we 
do. The Southeastern Minnesota Suzuki 
Association is a consortium of trained 
Suzuki teachers and their students' fami-
lies. We've had an active year so far, as 
those of you participating know, and I'd 
like to highlight the schoolyear's remain-
ing events and encourage all of you to 
mark them on your calendar. Accompa-
nying this letter you will find a financial 
report for 1991-92. 

The preamble to the SEMS A bylaws 
states "it is the purpose of the Southeast-
em Minnesota Suzuki Association to pro-
mote an appreciation of the aesthetic 
senses, especially through music, in par-
ents and children. SEMSA encourages 
commitments to thedevelopmentof char-
acter among family members." 

Coordinating activities that extend 
to more than each individual studio is the 
responsibility of the SEMSA board. 
Board members this year include myself 
as President, Vice President Julia Wood, 
Secretary Evie Wallin and Treasurer 
Mary Gustafson, teachers Barb Bartle-
son and Linda Thompson and parents Jan 
Dale, Mary Jane Kroulik and Mary Jo 
Tanaka. Of the officers, Mary and I are 
teachers and Evie and Julia are parents. 
We meet monthly and have enjoyed the 
additional help of several parent and 
teacher volunteers at specific events. 

We started our events calendar off 
last October with a one-day workshop 
called a GASHUKU, during which stu-
dents had classes with guest teachers, 
learned to dance the minuet and met Jo-
hann Sebastian Bach! 

Six recitals were planned, four of which 
have already taken place. In the fall, 
Rochester Covenant Church was the site 
of an ensemble recital, and we will con-
clude our recitals with more small group 
playing on May 3 in the same church. 
Three Honors recitals were held at the 
Schmitt Music store. Honors Recitals 
feature 12-15 students of all ages and lev-
els who present especially well polished 
performances. It is always fun to see and 
hear the mixture of instruments and rep-
ertoire. On March 8, Calvary Episcopal 
church wil be the venue for a Parent 
Recital. Parent Recitals alternate yearly 
with Teacher Recitals. 

Other events SEMSA sponsored this 
year include a parent orientation evening, 
newsletters and bulletins and a teen out-
ing (see article in this newsletter). We are 
very grateful to Charis Stenberg for her 
inspiring work over the last several years 
putting together and hosting the parent 
orientations. The busy fingers and great 
sense of style that result in these newslet-
ters belong to Julia and Doug Wood. I'm 
sure you are as appreciative as we on the 
Board are for their long hours of work. 

I would like to thank all of this year's 
Board members for their time, talent and 
patience. I believe the work they have 
done is important. We are eager for 
comments from you, parents and chil-
dren, about things we did this year and 
ideas you may have for the future. 

Sincerely, 
Kristi Knecht 

SEMSA 
Financial Report 

1991 

Newsletter expense $232 
Insurance 
Postage/copies 
Recital Expenses 

$200 
$40 
$132 

SEMSA Directories $ 60 

Gashuku 
Registration 

revenue 
Clinician fees 
Rent/misc 
Net (loss) 

$1095 
$1560 
$150 
-$615 

$.50 of each membership Is 
added to the scholarship fund. 

On Stevens Point Insti-
tute 

Last August, our whole family spent 
a week in Stevens Point enjoying the 
Suzuki camp. It was excellent The 
teachers were friendly but were fussy 
about us playing our best. My favorite 
class was where we got to play a duet on 
two grand pianos. But, by Wednesday 
we were tired so decided to go to the 
waterslide. And that got us over the 
hump. The concerts at the end of the week 
were impressive. My brotherplayed cello 
at a very fancy hall and the sound of all 
those cellos playing together was neat. I 
played the piece which I had been work-
ing on all week at my piano recital. If ou 
have a chance to go to an institute I think 
you should go. 

Jonathan Dale 
Age 11 
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Violin Column 

Guiding Students Toward Independence from the Beginning 
by Linda Thompson 

Beginning the journey of studying a musical instrument at a very young age, as is often done in the Suzuki 
Method, creates the situation of parents being responsible for a great deal. As time goes on, students must gradually 
take on their share in order to develop into independent, thinkking musicians. How parents and teachers encourage 
this maturation often is the fine line that determines whether or not students continue to play...and, if they continue 
to play, how well they play. 

Using the lyrics of Oscar Hammerstein I suggest: "Let's start at the very beginning, a very good place to start." 
What can the child be accountable for from the beginning? 

1. Carrying the instrument into and out of lessons 
2. Helping select a time to practice (from a list of parent free times) 
3. Deciding order of practice (at least three or four times a week) 
4. Deciding on a place to practice (if possible) 
5. Remembering one special point the teacher made at a lesson 
6. Remembering specific points before parent mentions them at practice. 
Getting into book one the student can make choices regarding special points to follow for an entire section or piece : 

1. Point nose at scroll 6. Use a soft thumb on violin hand 
2. Keep mousehole open 7. Keep eyes on the bow 
3. Keep guide finger soft 8. Use tip toe fingers 
4. Stay out of poison ivy 9. Keep violin up on shoulder 
5. Use a bent thumb on bow hand 10. Keep elbow under the violin 

11. Keep pinky curved on top of bow 
Books two and three require more concentration. Students should be using as many senses as possible-sound, 

touch, sight. Books on accelerated learning stress that involving as many senses as possible creates better long-term 
learning. Thus, questions such as these can help maintain the focus during practice sessions. 

1. Do you hear a ringing sound? 
2. Does that sound in tune? 
3. Can you feel your second and third fingers touching? (Or, first and second) 
4. Can you feel the strings with your fingertips? 
5. Can you see if the bow and bridge are straight? 
6. Can you see the fingernails of your violin hand looking at your nose? 
Often musicians are so involved in the process of "remembering" an endless loist of details that it is difficult to 

bear in mind the MUSIC. After the physical and technical points have been set in place, then more complicated 
questions can be asked. 

1. What kind of feeling do you want to give your audience? 
2. How do you move your bow to give that effect? 
3. What kind of bow speed works best? 
4. Do you need flexible fingers in your bow hand? 
5. Does your left hand need independent (walking) fingers for this 

passage or should it be using anchors? 
As students progess into books four, five and six, questons concerning vibrato, bow proximity to bridge, 

shifting, timbre, bow arm techniques keep young musicians conscious of the many possibilities and 
capabilities they have with their instruments. They should now be processing this type of thinking internally 
with less and less prompting. There will always be more professors, conductors, and even students with 
answers and more questions. 
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Editor's note: The fol-
lowing is adapted with per-
mission from the MacPhail 
Suzuki Division Newsletter. 

Tender Buds-Full 
Blooms 

A nagging feeling sometimes haunts 
us-of not being able to meet the expecta-
tions (real or imagined) of teachers, or 
parents or peers. This occurs in many 
areas of out lives, but it seems to be 
particularly nettlesome in music because 
of its very nature. The development of 
artistic expression through music is a 
never-ending, life-longprocess, and while 
there are basic technical skills, intellec-
tual understanding, and faithfulness to a 
written score, there is also a wide field of 
subjective judgments which to a large 
degree are personal, based on the extent 
of our own experience. Parents and stu-
dents are sometimes confused by what 
seem to be contradictory expectations 
among teachers. Often these are merely 
a variety of paths to the same end. 

For a teacher, the achievement of a 
fine performance on the part of a student 
has many implications. The "blooming" 
of a student is such a delicate process. It 
is much like the blooming of roses. There 
is nothing lovelier than to watch a bou-
quet of rose buds which have been prop-
erly nurtured unfold to their full color in 
bloom. I have had th good fortune of 
occasionally receiving such roses during 
"rose season". These beautiful flowers 
quite obviously reflect the loving care of 
a master gardener. On the other hand, I 
have also received bouquets of rosebuds 
and been so disappointed to watch them 
in anticipation of their full bloom only to 
see them droop and shrivel, never to open 
their petals into their mature blooms. I 
am told the reason for this is that they 
have been "forced" in the greenhouse. 
Or, on the other hand, they may never 
have received the necessary nurturing to 
bring them to maturity. Sometimes we 
want to force our children to "bloom" 

before their time, impatient for their 
achievements at an early age. This can be 
true of both teachers and parents, and so 
we need to work to help each other in our 
undeerstanding of how to balance the 
fine line between "forcing" (perfecting) 
and laissez faire. Last spring our faculty 
discussed this issue with particular refer-
ence to the question which oftern comes 
from parents and students, "When can I 
goon?" (to the next piece). Several of the 
teachers agreed to write some of their 
thoughts and guidelines on the subject. 
We share them with you here in hopes 
they will bring some broader perspective 
on the variety of responses. 

Nancy Pederson 

At a master class several years ago, a 
member of the audience asked violinist 
Isaac Stern how he managed to memorize 
the large number of concertos that he 
performs every year with orchestras 
throughtout the world. Mr. Stem looked 
baffled, and didn't answer right away. 
Then he said, "It's not that I memorize the 
pieces I play, it's just that I know them." 

What is different between memoriz-
ing something and knowing it? I know 
my address and phone number, even 
though I had to memorize them when I 
first moved to my house. I know my 
mother's maiden name, and my brother's 
birthday, even though I may go for months 
and months without using these facts. A 
gymnastknows how to tum a somersault 
A ballroom dancer knows how to tango, 
even though a student might begin by 
memorizing the basic steps. I know the 
story of "Goldilocks and the Three Bears" 
even though I might not tell it in exactly 
the same words every time. I know the 
"Star Spangled Banner"-I can sing it and 
I recognize it when I hear it. 

Weknow something when the infor-
mation or skill is always available, in 
many different contexts, even in new 
situations, without much prior warning 
or preparation. When we know some-
thing, we can use the skill or information 
in new ways-we can improvise. When 
something is merely memorized, the in-
formation or skill is much more fragile, 
and generally requires a whole network 
of supporting circumstances or memory 

cues. Music students who only 
memorize, frequently complain, "I coudld 
do it at home." But the different acous-
tics, or thedifferentpiano, or thedifferent 
chair or the different biorhythms at the 
lesson or concert cause them to fall apart. 
The students who know their pieces can 
adjust to the circumstances. The gymnast 
doesn't have to do a cartwheel, a flip, a 
walkover and then the somersault, but 
students who have only memorized a 
piece frequently are unable to play a 
phrase from the middle. "I can only play 
if I start at the beginning," they say. A 
person who knows the story can launch 
into "Goldilocks" without asking, "How 
does that one go? Is that the one with the 
wolf and the granny?" Students who 
have merely memorzied their piece may 
nee prompting to get started, the story 
teller will be able to tell the story in 
different words, improvising around the 
story line that stays constant. Students 
who merely memorize a piece will be 
unable to rescue themselves if a fingering 
slips. For a person who knows a piece, 
hearing it causes instant and unmistak-
able recognition. Students who memorze 
and then forget may frequently find them-
selves in that stuttering state of non-recall 
when they snap their fingers and look to 
the sky and say, "On wait a minute, uh, 
that one, uh, oh yeah, uh, I used to know 
how that song goes." 

I recommend that my students are 
ready to move on to the next piece when 
they know their current pieces. 

Faith Fan-

Think of the pieces in the repertoire 
as stairs of different lengths. They carry 
you upward and forward, however, htere 
is no point of arrival, the goal is the 
journey towards artistic growth. 

If you are impatient with your child's 
progress, discuss it with the teacher-not 
the child, the teacher needs the confi-
dence of knowing that his or her methods 
are not being undermined by the parent 
casting seeds of doubt. 

The Latin root of the word graduate 
means step. Think of "graduation" from 
a book as climbing from something we 
have built to something higher, and the 
taller the tower. Alan Johnston 
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