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Since 1887, skillful artisans have been
making Suzuki violins. Carefully selected
fine woods are used. Only a fraction of the
selected wood is fit to be ultimately used
for violin making. The wood also must be
stored for long periods of time until it rea-
ches the required begree of maturity for
making melodious and beautifully

shaped instruments,

Please inquire at your dealer's, if you are
interested in Suzuki instruments. Violins,
_ from 1/16 size on, and violas and cellos
are available.

Skillfulness
In tradition.....
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Dr. Suzuki's Message to All Suzuki Teachers

It seems there is still misunderstanding about teaching the Suzuki Method.

In the Suzuki Method, an individual private lesson means that all students and
parents of that day are in the same room quietly observing one student being taught
at a time. Through this, students are motivated by their friends' progress and
parents are also inspired by seeing how other children are encouraged and develop.
This is entirely different from a group lesson in which all students enjoy playing

together.

It is extremely important for all Suzuki teachers to realize the nature of true
individual private lessons in order to foster your students successfully.
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Shin'ichi Suzuki

AN EDUCATIONAL SYSTEM FOR EVERY CHILD

The Suzuki Method

Fifty-odd years ago, I suddenly awoke to the
fact that children the world over, by age six and
seven, have developed their abilities to such a
high level that they can freely speak the
mother tongue. I was astonished by this
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discovery, because so many children who are
labeled as untalented are decidedly fluent in
their native language.

If indeed these children are unintelligent,
they should not be able to master the intricacies
of their native tongue. So it was that I realized
that the problem lies in the quality of education,
and decided to carry out research to figure out
what makes children acquire language with such
ease.

My new talent education method, the result
of studying how babies are taught to achieve
such command of their mother tongue, guarantees
similar success.

Furthermore, since the basic tenet of the
Suzuki Method is to "foster ability through
proper teaching” it can be used not only in music
education, but also in all other skill areas.

My ideas are finally being implemented in
public schools; this year the elementary schools
of Matsumoto are experimenting with the mother
tongue method by teaching all first graders to
achieve only perfect grades and to develop solid
ability. With this first step, we are coming into
a new age in which every child can develop to
full potential. ¢

The International Suzuki Journal

ON THE PUBLICATION

OF

THE INTERNATIONAL SUZUKI JOURNAL

As Executive Secretary of the ISA, I welcome
the publication of the long awaited inaugural
issue of International Suzuki Journal. This
bulletin of the International Suzuki Association
will contribute greatly to conveying the Suzuki
Method to the world more intimately, deeply,
and correctly. The rich, refreshing materials and
valuable international information will convince
non-member Suzuki organizations to become new
members of the Association.

I would like to take this opportunity to
explain a few basics about the ISA.

First, ISA should be a coalition of Suzuki
associations throughout the world. It should be
comprised of member associations pursuing
obligations consistent with the organizational
regulations. Consequently, every individual
member should be a member of such an
association, and each association a member of
ISA.

One of the objectives of ISA is to encourage,
promote, enlarge, and coordinate the Suzuki
method throughout the world. Another is to
provide general guidance to ISA activities. In
order to achieve these goals, we will carry out
the following activities:

1. Sponsor International and local con-
ferences;

2. Translate and publish the Journal,
the ISA newsletter, a teachers'
directory, and Suzuki literature.

3. Evaluate and issue International
Suzuki teacher certificates.

In order for ISA to be able to carry out these
activities, each member association is asked to

Toshio Takahashi
Executive Secretary

pay per capita fees (17 dollars or more for
instructors and 12 U.S. dollars or more for
parents). Since giving or receiving instruction
under the name of Suzuki means partaking of the
great benefits of the Suzuki method, it is natural
that everyone involved in Suzuki instruction
belongs to a Suzuki association somewhere in the
world and that each association pay a royalty to
the method in terms of per capita fees.

At present ISA memberships at the
association level are limited to only two or three
member nations. Others are registered as
individual dues paying members. This is far
from ideal. In passing, Japanese members' fees
are paid class by class or chapter by chapter,
while foreigners' fees are paid individually to
the US office of the association.

The number of foreign ISA members at present
is approximately 1,000. [ cannot refrain from
feeling disappointed by this number, so tiny in
the light of 6,600 teachers and 198,000 students
said to exist in the world. I think that at least
every Suzuki teacher has the duty to belong to
ISA as a registered member.

ISA intends to seek the cooperation of the
Talent Education Institute, Suzuki Association of
the Americas, European Suzuki Association, and
the Suzuki Talent Education Association of
Australia in order to move toward a system under
which members will register at organizational or
national level with each group paying per
capita fees.

Spreading the Suzuki method further in the
world requires a wecll-organized, rational
system. Without this our activities will be
limited. Therefore, I request your understanding
and cooperation. ¢




Shin‘ichi Suzuki

TOWARD ESTABLISHING
A SCIENTIFIC STRING PLAYING METHOD

From "Bowing," December 1951
My Study of String Playing

I first studied with Koh Andoh for one and a
half years before leaving for Germany at age
twenty-three. In Berlin, I studied for eight years
with Prof. Karl Klingler. Yet in spite of this,
how careless I was. I never thought deeply on my
own about how to produce tone, and, even by the
time I returned to Japan in 1930, I was not well
enough equipped to absorb what I should have
from the great teacher.

I had spent long, long years merely imitating
without thought what was on the outside of
these teachers.

I had believed what people said when
listening to, say, Kreisler or Thibaut. That
beautiful tone, I thought, was the product of
Kreisler's or Thibaut's inate gift; it was a genius'
tone. What foolish thoughts hampered me.

Later I suddenly realized that even
Kreisler's or Thibaut's tone was, in brief, simply
a matter of scientific conditions born of the
relationship between the string and the horse
hair of the bow, not a matter of genius or
anything like that. Foolish as I was, my eyes
started to open.

At that moment I began my study of the
relationship between bow and horse hair. Not
only that, I attempted to start over again from
the white paper state. Over ten years since then,
I have come to have some scientific grounds for a
string playing method.

Therefore this method may be uniquely mine.
There are no two truths, however. I believe
that, despite the different views on tone
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production developed by many world class
masters, this path toward truth that a Japanese
has sought is, in essence, probably the same as
theirs.

So as not to be enslaved by subjectivity, 1
have constantly fought against my old subjective
views. Irealized poignantly how many non-facts
existed among the common sense we had been
taught. Thus I became one of those individuals
who looked at everything in the world with a
constant reminder: truth is a friend of the law of
cause and effect found in historical inevitability,
not a friend of common sense of a certain age given
by the society of that age.

My study of human talent started in this
manner. Our Talent Education Institute was also
born as a movement of reflection upon and
awareness of all humanity. This movement for
creating an era when all humans are raised with
a quest for truth, goodness, and beauty is being
advanced by many people who have the passion
to make this uncomfortable world a better place
inhabited by more humane people. In the age
when this movement thoroughly pervades,
today's world of semi-humans lacking in
goodness and beauty will disappear.

For this to happen, I strongly feel that we
humans need a period of great sclf-reflection and
awareness,

Even in the single activity of playing violin,
we often remain foolishly restricted by subjective
views, and fail to see reality.

———p—

Don't be a slave to subjectivity — this is
what I constantly tell myself.

On the Nature of the Bow

In order to produce beautiful, fine tone,
naturally it is necessary to think about the
nature of the violin bow.

For the bow to perform efficiently, its user
must begin by understanding how best to put to use
the bow maker’s creativity, or the life that he
informed the bow with. Let me, therefore, first
introduce my view on this.

It may be helpful for this purpose to think
about the historical transitions that preceded
the creation of today's bow.

The Ravanastron, a one-stringed Egyptian
musical instrument discovered in 5,000 year old
pyramids, already had a string made out of
sheep gut. This is an interesting fact indicative
of an aspect of the height of Egyptian culture.
This instrument, however, was preserved
without the accompanying bow. It is conceivable
that some bow-like thing existed, but there is no
proof.

What can be regarded as an ancestor of
today's bow is the Kona garika which was in use
in India approximately 2,000 years ago. This
was a stick with carvings like the teeth of a saw.
By rolling this across the string, tone could be
held. In the days when the string was merely
hit or plucked, this marked a stage of a device
for producing continuous tone.

However, rubbing with this sort of stick did
not allow a quest for satisfactory, beautiful tone;
nor was technical development possible.
Naturally a transition to the next stage of
invention followed: the use of pine rosin to
produce continuous tone. A one-stringed viol
dating approximately from the ninth century
appears in an old document preserved in St.
Brusius' Church in Schwarzwald, Germany. This
crescent shaped bow was used with pine rosin.
Horse hair was not yet used; instead the bow
hair was made out of reed or silk thread in the
old viol days.

It took a long time before the crescent shape
of the bow changed to the present arched shape.
The old and present shapes make an interesting
comparison in terms of resiliency. The greater
resiliency of today's bow is a big advance over
the old bow.

A Scientific String Playing Method

Horse hair seems to have come into use in or
after the seventeenth century. This was a great
invention. However, a greater achievement was
made by those who determined the shape and
material for today's bow.

Francis Tourte (1747-1835), a great French
master, not only designed the shape of today's
bow but, conducting much research on the
material, chose wood produced in the area of
Pernambuco, Brazil, and left superior bows.

The quality of wood, including its resiliency,
durability, weight, etc., greatly influences the
tension and bounce of the horse hair. The quality
of the bow is determined by the tension, bounce,
weight, center of gravity, and so on.

As we can see from thus tracing the history of
the development of the bow, in the Kona garika
days wood was the main portion. Gradually, it
progressed so that elasticity could be used, and
finally the emphasis shifted to the horse hair.

The efforts of the makers of superior bows, I
think, focused on the value of the bow's
efficiency manifested in the horse hair.

These are traces of the bow's historical

progress.

Therefore, I think that to use the bow in such
a way that we give it life is to make use of the
tension and resilience that work on the horse
hair. In short, to give life to the horse hair is to
give life to the bow.

However, many work with the common sense
understanding that "the violin is to be played
with resilience and pressure from the stick part
of the bow.” Their heart is in the wood, and
they play while adjusting its pressure with the
index finger. Their concern is with the wood.

In producing tone, one should follow the bow
makers’ intention as they developed the present
form of the bow. I think one should not go beyond
this and play with pressure from the wood part
of the bow.

This is a conceptual question, somewhat hard
to explain, but one should concentrate one’s soul
on the horse hair, not the stick. ~This small
difference in focus creates a radical difference in
tone production.

If I asked you not to play with the stick, it
would incense even those who add pressure to the
stick with the index finger. "Of course I'm not
playing with the stick,” you would say, "I'm
playing with the horse hair. How can anyone







