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EDITOR'S NOTE
Masayoshi Kataoka

"When inner strength begins to grow, the child
smoothly improves as though another person," Mr.
Suzuki says in his article, "If Inner Strength Is
Created, There Will Be Rapid Progress." In order to
train children in the ability to feel beautiful music
and to discern the "natural tone" and intonation with
nuance, there is no other way than to place them in
a musical environment so as to foster such abilities
as inner strength. The best method for doing so, he
says, is to let them listen to records -- records of
such great performers as Kreisler and Casals.

The second part of "On Elementary Instruction by
the Suzuki Method," a discussion with piano teachers
in three parts by Haruko Kataoka includes a fine
discourse on young students-and written music: Mrs.
Kataoka explains why it is essential never to force
on the child what he cannot do and shows how to
skillfully introduce note reading gradually later on.

"Eleventh Kansai District Piano School Gradua-
tion" by Mrs. Tatsuko Aoyama, Piano Study Group in-
structor, is a report on a 1982 piano school gradua-
tion. Mr. Suzuki hopes that every Suzuki instructor
realizes the importance of this system which en-
courages students to practice.

"A New Method of Instruction in Violin Tonaliza-
tion" from Mr. Suzuki's instruction series shows how
to instruct in the correct bow hold. "Interest and
Concentration" is the third installment of Mr. Suzu-
ki's book, Talent Education for Young Children.

We are pleased to introduce a "Mother's Note,
Always with a Dream" by Mrs. Katsuko Eguchi. Her
daughter, Yuka, has visited the U. S. and Evrope
several times with the Suzuki Children's Tour Group,
most recently on the 1982 U. S. tour when she
performed the Zigeunerweisen.



IF INNER STRENGTH IS CREATED
THERE WILL BE
RAPID PROGRESS

Shin'ichi Suzuki

"Lectures on Violin Instruction,"
no. 4

Create Inner Strength by Daily Listening to the Re-
cords

Have the child listen daily to the recording of the
pieces he is studying--the more frequently the
better. This way of creating ability is the essence
of talent education. When inner strength begins to
grow, the child smoothly improves as though another
person. [ would especially like to ask parents to
take pains about this at home. The knack of the
talent education teacher's instruction lies in having
parents understand this well and play the records and
tapes frequently at home, thus preparing a home
environment in which every child in class will grow
smoothly and happily.

"Every child grows; everything depends on how they
are raised." Then how should they be raised every
day? First of all make efforts at home to have
children listen to records frequently. Wake the child
with the record. This is the first listening of the
day. Play it again at breakfast. Fine to play it while
the child is at play. Once again at supper. Why not
play it again when he goes to sleep in place of a
lullaby.

Whether in violin, cello, or piano, the child is to
practise while comparing himself with the tape or
record. When he can play the piece, let him practise
further by comparing his improved skills with the
recorded music.



When the child can play the piece, for the first
time he can go on to refine himself. This is the
most important step--this is what creating ability is.
It is crucial at that stage to practise by comparing
himself with the record. The idea is to create
ability with a piece he can play. There the child
stretches, grows, and refines himself to a higher
stage.

Anyway, if you let your child listen to the next
piece in advance, and let him listen to the present
piece every day, "inner strength" will grow securely.
This is most important.

Please practise this teaching method. Your child
will never fail to make good progress.

This year so far I have listened to about seventeen
hundred graduation tapes sent from all over the
country. It is truly my great joy to listen to the
performances of many students who are smoothly and
beautifully growing.

However, among the many tapes 1 find some
students who practise without at all listening to the
records.

Poor children, they are experiencing miserable
growth simply due to the clumsiness in fostering.

When I listen to their tapes, I can tell immediate-
ly. 1 can tell that they have practised without
listening to the records at all. They have no inner
strength.

Not only that, occasionally an entire class is
growing in such a miserable way. It is sad. This is
due to the failure of the teachers in charge: in other
words, instructors are neglecting to persuade parents
to play the records at home so as to foster
important inner strength in the children. This is the
instructors' responsibility, yet some teachers forget
to practise this talent education method. This makes
me really sad.

A Teachers who are poor at instructing students .
. . . even though they work very hard, children don't
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grow. That is because they do not foster inner
strength.

A Parents who are poor at fostering children . . .
though they watch the children practice diligently,
children don't grow since they don't foster inner
strength by having them listen to the records.

"Listen and practise"--through this approach,
children will certainly grow. I hope that both
teachers and parents, with faith in the talent
education approach, skillfully foster children so that
they will feel motivated to practise well.

Then every child will make smooth and rapid
progress.

You already know very well from observing your
own that children make smooth and proper progress
in Japanese which they learn by listening. Avoid
such miserable ways of fostering as in school English
which is taught by keeping students from listening.

Creating Inner Strength and Motivation

When a three year old who has sufficient growth of
inner strength through seeing and hearing older
siblings' violin practice starts his own violin lesson,
he makes smooth and rapid progress indeed.

The reason is not only that there already is
sufficient growth of inner strength but that he is so
motivated that he thinks "Of course I'm going to do
it too," or "I want to do it."

If, without creating inner strength, i. e., without
even letting the child listen to the records, you try
to get him started by saying, "Now, let's practise,"
the child has no desire, no incentive.

There is no way he can make smooth progress.

Many of those who failed in the past failed due to
that kind of clumsy approach.

When a little sister or brother who grows up seeing
and hearing a big brother or sister practise and listen
to the records every day accumulates sufficient inner
strength before anyone knows it, and feels he wants
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to do it, that child is provided with the best condi-
tion.

However, it cannot be expected that in every
family the baby is born under optimal conditions with
a big brother or sister who is studying violin, so we
must somehow provide the two elements of a good
environment: watching and listening. Thus, in talent
education, we use various devices: we encourage the
child to listen and watch other students' lessons,
provide the joy of playing together at group lessons,
etc.

Those who do not feel that these represent an
important "educational approach for creating
motivation" fail to attend group lessons, or leave as
soon as their children finish their lessons.

This is one type of clumsiness in fostering.

Creating motivation . . . showing other children
playing creates a great effect, motivating the child
to do it himself.

Therefore, it is ideal to provide at home the two
conditions, listening and watching.

The recently developed '"cassette videotape" may
be found helpful in this area. If a tape is made of a
performance of, say, Bach's minuet, by a child who
can play it well, or a group performance of it, you
can show it to your child at home every day before
his practice. If in addition I record some instruction
as to how to practise, it will reinforce good
conditions for home practice. As long as there is a
TV set to connect it to, every family can enjoy an
environment comparable to having big brothers and
sisters who practise violin every day.




ON ELEMENTARY INSTRUCTION
BY THE SUZUKI METHOD

Haruko Kataoka

PART II

4. Don't Force on the Child What He Cannot Do

5. Little Lesson
6. Introduce Note Reading Later on Gradually

7. Make Sure that the Child Listens to the Re-
cord

Don't Force on the Child What He Cannot Do

Q: Does the teacher tell the student the name of the
note, for example the note he is playing is do, or re?
Kataoka: You don't have to say anything like that at
all.

Q: Is it just that the child knows he is playing the
note which is the same pitch as in the record?
Kataoka: Yes. I don't think the child thinks when he
speaks Japanese. It is fine to do it the same way.
In other words it is something that comes before
having to think about such difficult things.

Q: Is it that the child just plays the note?

Kataoka: Traditional piano training to which teachers
have been exposed has all been such that it is only
natural that they think in those terms: it has
continued from generation to generation. It will be
fine if you think of our method as totally different
from that kind of training. Such high class things
will be taken care of later; we are concerned about
what comes before. In a sense we are teaching
babies, so it is quite useless to explain. It would be
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interesting if we studied children more deeply. . . .
Preschool children of three to five years old don't
understand at all even if you explain. They
understand by intuition only--even in their daily
lives. So, I don't find them listening when I explain
something. When you understand this, teaching will
become fun.

Q: Do we leave ear training for later also?

Kataoka: We don't teach anything like that at all
either. We just have them listen and repeat what
they have heard. For children, that is the easiest
and most pleasant.

Q: Children often search for notes, when, for
example, they hear a record. They somehow manage
to find the right notes and play a piece like Lightly
Row. Are we talking about that kind of approach?
Or do we tell the student to hit this key here?

Little Lesson

Kataoka: So, we have just talked about Twinkle. We
do only very little at the lesson. When mothers say,
"My child plays as he likes at home; what shall I
do?" I answer, "Just leave him alone; he is having a
nice time." However, once he has formally started
lessons, I ask the mother to have the child
conscientiously practise up to where [ have assigned
every day, whether it's three minutes or f{ive
minutes. Before everything else, we help the child
to talk, help the child to walk. Fine to teach him
what's difficult later. In the past we tried to teach
what is difficult from the start, so there were
problems.

Mr. Suzuki is a really wonderful person, for he is
clearly aware of that. What is taught verbally is
useless. Although this is not about the piano, long
ago my mother was an English teacher and she
repeatedly taught me how to pronounce the 'f' and
1th' sounds, but I don't think my pronunciation
improved much. When I gave a lesson in the States,
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I had three year olds say the finger numbers, one,
two, three . . . . [ watched their mouths without a
thought. When they came to three, they pronounced
the 'th' sound beautifully. I don't think those
children learned how to pronounce it. Only three
years from birth, and they pronounce it so skillfully
that I almost hate them. What a child receives
spontaneously becomes a great power. We can make
use of this. As we practise this little by little from
the beginning of Book 1, the children teach us many
things. Watch that; study them. If the teacher
watches children, instead of thinking too hard, they
do many things. Then teachers will come to an
understanding: "I see, this is how it happens." Okay?

Introduce Note Reading Later on Gradually

Q: When a child develops the habit of playing by ear
without looking at the printed music, he cannot
watch the music when he is taught to read the music.
Kataoka: Children don't like to look at the music.

Q: They try to pick it up anyway by listening with
the ear. When that continues, it gradually becomes
more difficult to play new pieces.

Kataoka: Yes, so you have to train them in note
reading separately. | start note reading when the
child enters Book 2. I hear from violin people that
in violin it is possible to catch up later even if
reading is delayed, but in piano the child has to
develop reading ability rather early, for soon the
mother won't be able to read his music. So in piano
training music reading has to be done solidly on the
earlier side.

Q: What is a good way to switch?

Kataoka: I start when the child finishes Book 1, after
entering Book 2. It's no good to use the book.
Something really easy among other pieces that the
child has never heard; anything you have handy'll do.
Using one hand, let the child gradually read
something equivalent to five or six measure pieces
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for beginners in the traditional methods. Train the
student on it. Otherwise, when the child reaches the
end of Book 4, the parent can no longer help. Just
looking at this is enough to let us know how poorly
children were fostered by the traditional method.
Even a child who plays pieces at the end of Book 2
and who does so very well does not like reading.
When they play such difficult pieces by heart they
really hate reading easy pieces. So, that shows how
bothersome note reading is. Children don't like that
kind of thing while their knowledge 1is not yet
developed. However, they get stuck unless they
gradually start reading.

Q: I have a seven year old student who just refuses
to look at the music.

Kataoka: He just has to; there is no choice. Let him
do it slowly by giving him homework. Until they are
second or third graders in elementary school, they
don't play by reading the notes. They may be
looking at the music, but they are looking at it with
intuition. "How is it possible that he can't read
what he could read one hour ago?" mothers often ask
me, but usually that's how children are. Yet, when
you work on them little by little, they start to be
able to read, partly with the help of intuition, by the
end of Book &.

Q: Does one have to give dictation and sight-reading
exercises?

Kataoka: I let the student read for about five
minutes at the end of the lesson. Since I don't have
much time, I don't teach reading so thoroughly, but
if 1 did, they might learn better. Playing what they
can play seems to be the happiest of all the types of
practice.

Q: You said that you introduce reading from Book 2.
When the child starts a new piece, does he memorize
the piece from the record and play it without the
music at lesson? And how does he memorize it?
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Make Sure that the Child Listens to the Record
Kataoka: After all the parent has developed a good
habit since the time of Twinkle. Since in the case
of a little child the parent has to be there, it
becomes a habit that she takes care of each
homework. "Please have your child do this much," I
ask the parent. If the child in Book 1 is listening to
the record frequently, I think he already knows the
melody. If, mind you, he is listening frequently. If
he is not listening, you can't get anywhere. So I ask
parents to pay attention just to fingering. When the
child learns the piece with strange fingering, then it
will be a problem later. When this is done, most
every child can play the right hand part. As for the
left hand, in Book 1 it is very simple. So mothers
with ordinary school background have no problems.
Moreover, what is interesting is that the child has
intuition if he has been listening to the record
frequently--intuition for the left hand sounds, and for
the sounds of both hands. It may be a little hard at
first, but they learn unexpectedly well once past that
stage, don't they? At the very start there may be
some resistance. If they try hard two or three days,
they learn so much that they surprise me. So, with
siblings, the younger one learns more quickly. I have
a case in my class which disappointed me. 1 trusted
a mother thinking that she understood the talent
education method and she was playing the record
often. When the older daughter graduated from the
Middle Level, the younger one started. Then one
day, the mother said to me, "Mrs. Kataoka, it really
makes a lot of difference when you play the record.
I have finally come to understand it recently."
"What!?" 1 said, shocked. She told me she had never
thought that listening all day made that much
difference until she started the younger child. So, it
seems some mothers don't understand until four or
five years have passed. And they understand when
one day they wake to a reality.
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Have children listen to the record often. This is
the hardest job for the teacher. You mustn't trust
mothers. "Are you playing the record?" I ask, and
"Yes, I am," they answer, but do they really? A's
mother says, "Yes, [ am," and B's mother says, "Well,
this week, I . . . ." But you never from their words
know which of the two is really playing the record.
Their family situations are different, and their
standards are different. The teacher has to see
through this. Since 1 have been doing this many
years, I can immediately tell if they don't play the
record. If [ say, "You didn't play the record, did
you?" they always answer they didn't. No matter
how much I ask they just don't play the record. So
you have to start with saying, "Are you playing the
record?'" Some parents believe they have played the
day's share after playing it two or three times. But
children don't easily learn the piece after two or
three times. Think of TV commercials: they are
repeated so persistently. While those catchy phrases
are repeated children memorize them before they
know it. Unless it's repeated a fair amount, children
don't learn a piece. It's all right no matter how
many times it is repeatedly fed to their ear . . . .
Occasionally someone asks, "Won't my child become
weird if I have him listen so much?" The worst is
when the parent is a music teacher. If the parent is
tired, he can't stand listening to the same thing over
and over. So it's the worst when the father is a
music teacher. "Mrs. Kataoka, my husband tells me
to stop because if 1 keep playing the same thing over
and over again our child will turn into an idiot." Or
he says it is noisy when the child practises.
Childhood is a period when it's all right to hear the
same thing repeatedly. What proves it is this: if you
play a game with a little child, he wants to do it
again and again never getting bored.
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When Switching in the Middle

Q: Let me ask you about when a child switches In
the middle. I have a sixth grade girl. She has been
doing etudes and what not, and now she is switching
to the Suzuki method. How can I best switch her?
Kataoka: I have had many such students in the long
years, including those who joined us because their
fathers were transferred. By whatever method, both
parent and child have been working hard. I think it
would be a shock to them if they are told that their
method is no good, that we are doing it this way
here. I felt so sorry that I'could never say that, but
after trying many different ways, I came up with a
nice way. "You play really well, but have you ever
received a lesson without the music?" I ask, and the
student usually answers "no." "Then let's do it
without the music. It's neat to have lessons without
the music, because you get good at memorizing. For
that it is better to use easy things, so let's start
with the beginning of Book 1." When I say this,
usually they smile and say yes, please. 5So I do it
from the start. If you say, "well, she can play this
much," and start her from the middle, say, Bach's
minuet, it doesn't work well. Then the child does
not come to the lesson with the piece all memorized.
It's hard work for the child from the start to come
with the piece memorized, you see. Whether the
child is a middle school student or a five year old, I
explain as I did just now, and say that this is
practice in bringing a memorized piece to the lesson
from the start, so let's do it with an easy piece like
Twinkle. When 1 say this, nobody says no. It's
faster this way.

Watching other children's lessons, mothers often
despair saying, "Playing the piece from memory from
the start is hardly possible for my child." In about
half a year, however, they become capable of
memorizing. I don't know about adults, but if you're
talking about children, even sixth graders and first or
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second year junior high school students usually seem
to do it within half a year.
Q: I see. Thank you.

The
The
The
The
The

Piano Instruction by the Suzuki
Method, Talent Education Piano
Center, no. 4 (November 1977)

To be continued.

earlier period

better environment
better teaching method
more training

superior instructor.

Five Mottoes of Talent Education
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ELEVENTH
KANSAI DISTRICT

PIANO SCHOOL GRADUATION
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PENR QAT TS
Yukiko Yamamoto performing the third movement
of the Coronation concerto

Tatsuko Aoyama
Piano Study Group instructor

Thanks to Shin'ichi Suzuki who showed us the moth-
er tongue approach which was like epiphany to us,
this year again we were able to hold a graduation
ceremony on the springy day of Saturday, March 27.
Mr. Suzuki attended the ceremony in good health; so
did Mr. Aoki.

What is the source of that youthful energy of Mr.
Suzuki? Face to face with the wonderful power of
life of one who follows heaven's will, glowing with
love of humanity, we, who tend to become
perfunctory, recover our initial vision. Rekindling
with the great joy and emotion we had shared when
first meeting Mr. Suzuki and his method, we thought
we must live with fresh experience from day to day.

Mr. Suzuki flew to Europe immediately after the
grand national concert and the four district-level
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graduations. What energy. He travels from east to
west true to his own words, "Where love is deep,
much will be accomplished," and shows no fatigue.
Instead, he enthusiastically and insightfullytalks to us
on fundamental problems of piano playing. He really
puts us unfocused teachers to shame. We must
deeply reflect upon ourselves for being apt to
neglect study on the pretext that we are busy, and
apply ourselves in the study of the Suzuki method
and the search for the more beautiful sound.

o o o

"Man is a child of the environment." "Every child
grows; everything depends upon how they are raised."
--The students had a joyful day today, having
smoothly grown in the environment provided by their
great parents. Let me thank you parents for the
love with which you have fostered their ability and
their heart. You have worked hard every day.

The Suzuki method is a wonderful approach which,
breaking the previous commonsense, makes the
impossible possible. 1 think that a beautiful life is
beginning for every one of your students. We have
come to know the preciousness and wonder of the
power of life.

“"Sound breathes life-- without form it lives."
"Let's have heart in sound, life in sound." "Let's
have a beautiful sound, a beautiful heart."

Fostered by beautiful music on records they hear
every day, children have yearly developed wonderful
ability. I feel that the performances this year are of
considerably higher quality than in the graduation ten
years ago. Being insiders to the method, we already
take what we do for granted, yet I think it is great
when we compare this to examples in other schools.
We must, 1 think, refrain from neglecting our quest
for the better and higher sound to which Mr. Suzuki
constantly aspires.

Music is called the cry of the heart, or the cry
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from the soul. When the ripples of the Suzuki
method spread not only in Japan but in the entire
world, and when people fostered by the method
actively work in various fields of society, I am
convinced that the true world peace which Mr.
Suzuki wishes for and which Maestro Casals dreamed
of will come.

(4] (4] (1)

In the first section of the program, I was moved to
hear the six year old blind girl Masayo perform
really beautifully. Accompanied by her father, she
listened until the "Coronation," the last piece of the
entire program, quietly in her seat without fidgeting.
The performance of the "Faun" by the French female
composer Chaminade was also refreshing. [ look
forward to more performances of pieces like this
beside the graduation assignments.

The 'celebration performance" was a wonderful
violin performance by a student from Nara who
played for us for the first time. We were very
pleased.

The performers of the assigned pieces ranged in
age from three year old Mari to big sisters in high
school. This year all the movements of the
"Appassionata" sonata were performed. The
"Coronation" was performed on two pianos.

Keiko Nitta, representing the graduating students,
gave a heartfelt thank you speech appropriate for
one fostered by the method. Students graduating
from the Third Stage of the Post Advanced Level
each received a certificate and a lovely clock.

I would like to thank Mr. Suzuki who woke at three
every morning to listen to graduation tapes and made
possible this graduation. Let me also thank Mr. Aoki
who wused minute care to plan the graduation
ceremony. My thanks are also due to the staff in
the office who supported the graduation behind the
curtains as well as teachers of the classrooms whose
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turn it was this year.

It amazes me to realize how beautiful a fruit is
born when many people work toward a purpose with
love. On finishing this graduation without mishap, I
repeat my thanks with a prayer: may there be always
light on the Suzuki method.

Talent Education, no. 60

"Man is a child of the environment."

"Sound breathes life--
Without form it lives."

"Strings are mindless
They only sing forth the heart
Of those who ring them out.”

--words of Shin'ichi Suzuki
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A NEW METHOD OF
INSTRUCTION IN VIOLIN TONALIZATION

Shin'ichi Suzuki

Instruction in playing with power at the tip of the
bow is most important for producing fine tone. I
would like you to try this method on young children
as well as older students.

In performance, whether or not a strong elastic
power runs through the bow to the very tip, and how
this is achieved, is the question. The quality of the
bow hold determines the quality of the sound with
which the string rings.

This is the point in instruction of the "panda" bow
hold which helps fix the power at the tip so the bow
won't wobble. A student who holds the bow so that
it wobbles without power at the tip plays with a
weak, small, powerless sound. The most important
point in instructing tonalization is to diagnose such
students' gutless, volumeless sound and teach the
correct bow hold.

As an approach to this, I have devised the follow-
ing new method which allows us to teach good tone
even to very young students. Try it on every
student.

The elasticity that runs through the horse hair of
the bow to the tip of the bow which we aim at is
the same as the tension in a tightrope which is taut.
If one end of the rope is even a little loose like the
tip of a wobbly bow, the tightrope dancer will fall.
Consider this the same as the relationship between
the elasticity of the horse hair and the sound.

A New Approach
Look at the photographs carefully. Let your



students try as in
the photos the ex-
ercise of raising
and lowering the
tip of whatever
replaces the bow,
a ball-point or
wooden chopstick.
This is designed to
create finger-ma-
neuvering ability.
Next, have them
repeatedly prac-
tise this: freeze
where the ball-
point tip is lower-
ed, holding it still
firmly with the
thumb, the little
finger, and the In-
dex finger. These
three fingers must
hold the ballpoint
securely so that it
does not at all
move when pushed
from underneath.
This should help
increase fingertip
power as well as
maneuvering skill.

Add to this in-
struction for re-
laxing the wrist:
without changing
the above condi-
tion, raise the
hand straight up
above the head or
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lower it in order to create pliant wrist movement.
This is because the wrist must not be stiff.

Using this "panda" method, you can help even very
young students achieve power at the tip of the bow
through finger maneuvering. Provide this instruction
from the beginner stage.

With advanced students, too, use this instruction
in the use of the forefinger and the little finger to
have them fix their power at the bow tip, then
assign as tonalization homework playing Chorus from
Judas Maccabaeus using the entire bow on the
Kreisler highway, and with beautiful tone.  This
should be followed by playing the same piece five
steps down starting from 3 on the D string so that
they will also be trained on the G string.

When the student is sufficiently skilled to play the
piece with good tone, have him play his present
piece--a portion is fine--using only the index and
little fingers, to encourage him to develop ability to
play with the power at the tip of the bow.

After this let him play the same piece with the
regular bow hold putting down the middle and ring
fingers light. Instruct the student while diagnosing
by the sound whether he is playing with the index
and little fingers which fix the power at the tip.

The maneuvering of the middle finger and the
thumb concerns the second important playing
technique. [ will discuss it on another occasion.
Anyway, instruction in fixing power at the tip--to let
the sound ring by fixing power at the tip with the
panda fingers--is, I think, the basis of string playing.
Since everything depends on "the ability to place the
weight of the bow on the string," it is necessary for
advanced students to try playing, say, the Chorus
from Judas Maccabaeus, beautifully and ringingly
using just the forefinger and the thumb. This is a
method for preparing the ability to ring the string
with the weight of the bow. Anyway, by all means
please try this instruction for the index and little






