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E D IT o RI AL Catharina van Bohemen 

a m us i ca I offer i n g 

I wonder how many of you heard In the Bleak 
Midwinter on Concert FM's Beauty Spot just after the 
eight o'clock news on June 21st - the shortest day 

of our year. It's slow and meditative and English. Holst 
wrote the music in 1905 for words Christina Gabriel 
Rossetti had written more than thirty years before. I have 
always liked the lines 'frosty wind made moan/earth 
stood hard as iron/water like a stone'. They are so clear, 
cold and simple; so unlike 
the dancing waters of the 
Waitemata, whose name means 
sparkling, and which, even on a 
cold Auckland morning, catch 
the sun and toss it from wave 
crest to mountain top. There 
are good parts to every day 
and one of the best parts of my 
day as I drive to school, is the 
glimpse of the water moving to 
the music of Beauty Spot. 

The sons of Bach feature in our first story in this issue 
- an interview with Graham McPhail whom many of you 
know either because he is your teacher, or because you've 
met him at summer camps and workshops, but who is 
also the violinist in Extempore, one of the country's most 
established early music groups who are celebrating their 
twenty years as an ensemble with the release of a CD of 
the music of the sons of Bach. 

I love Beauty Spot, because in 
spite of my habitual anxiety as I 
endure several phases of lights 
without moving, it's always an 
oasis of possibilities. For a few 
minutes, another world offers 

Frederick the Great 

There is no President's Report: Val is 
in Scotland visiting members of her 
family. When she went to Scotland 
in 2002, you may remember her 
writing of Scottish terms relating to 
fiddles: someone who scurries about 
goes 'back and furrit like a fiddler 's 
elbow'; someone with big feet is 
'fiddle-fittit'; the term 'fiddle-diddle' 
might describe a player's music, or 
the movement of his arms, but it can 
also mean to fritter time away .. .I 
wonder what she will tell us when 
she returns. Instead of the President's 
Report, Juliet Le Couteur has written 
an account of the National Executive 
Workshop which was held recently. 

itself: Yoyo Ma playing Erbarme Dich and almost mak­
ing you forget that there are words, Rusalka singing to the 
moon, the Cavatina from the Beethoven string quartet. I 
wonder who chooses the music; I imagine being asked, 
and what I would choose, and sometimes I time-travel. 

This morning I was at the court of Frederick the Great 
in Potsdam, the night he cancelled his usual evening's 
entertainment because, as he said, 'Old Bach is come.' 
The Emperor and old Bach, (at this time, sixty two) fol­
lowed by an admiring retinue, visited every room which 
had a new pianoforte. Frederick, who was a skilled harp­
sichordist, played a theme from which Bach improvised a 
fugue . According to his son, Carl Philipp Emanuel, Johnn 
Sebastian 'was so impressed by the beauty and complex­
ity of the theme that he returned home [to Leipzig] with 
the intention to weave it into a full fugue and have it 
engraved on copperplate.' This became the Musical 
Offering, which he duly presented to Frederick. 
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It is with great pleasure that we wish Win Bickerstaff 
birthday greetings. She celebrated her soth birthday 
recently with Hawkes Bay violinists, and attributes her 
vitality to consideration for others, and playing the violin 
every day. She is an inspiration to many people in the 
New Zealand Suzuki world, not only for her skill and 
wisdom as a teacher of many pupils over many years, but 
also for her kindness and warmth. 

Some of you who have attended workshops in New 
Zealand and Australia will have met Harold and Nada 
Brissenden. They were old friends of Margaret Crawshaw 
- from their university days - and she has written a tribute 
to Harold who died in the last few months after a struggle 
with cancer. 

Every day from now on is a little lighter. Let us look 
forward to spring: to Larkin's 'trees almost coming into 
leaf.' 



NATIONAL EXECUTIVEJulietleCouteur 
long day at the office 

O
n Sunday 15 May 2005 NZSI branch del­
egates and other interested parties from 
around the country travelled to Auckland and 

spent the day in discussion. For some, this workshop 
event was much overdue. It is difficult to recall when 
the National Executive of NZSI last assembled in its 
entirety, and although a full day talking about our or­
ganisation and its structure may seem tiresome, by the 
day's end the feeling was unanimous that it had been 
worthwhile. 

The administrator, Juliet Le Couteur, commenced the 
proceedings by presenting an analysis of the organi­
sation as provided for in NZSI's Constitution, and as 
it functions in practice. Stacey Shuck spoke about 
teacher training, the role of the Director of Teacher 
Training and the Professional Advisory Group, known 
as the PAG. The meeting then embarked upon a SWOT 
analysis of NZSI under the baton of Nigel Wooding, 
delegate from the South Island Branch. This was a 
brain-storming session during which strengths, weak­
nesses, opportunities and threats to the organisation 
were identified as a preliminary step to getting down 
to the central business of planning a way forward for 
the organisation, and reshaping it to meet the needs 
and interests of the Suzuki community more effec­
tively and efficiently. 

With little hesitation the meeting resolved that the 
way forward lay in apportioning areas of responsibil­
ity to delegates, and to underpin the administrative 
requirements of the organisation by the employment 
of a paid administrator. The means of financing this 
new position is to be investigated by a subcommittee 
and the system of delegate responsibility is to be noti­
fied to branches in anticipation of the Annual General 
Meeting when delegates and their particular areas of 
responsibility will be confirmed. 

The day's discussions brought forward many use­
ful proposals for enhancing the effectiveness of our 
organisation, particularly in the area of communica­
tion. For example, a teleconference is to be held in 

November each year involving organisers of branch 
workshops and camps and the Director of Teacher 
Training, with a view to coordinating these events 
throughout the country where possible. Avril Hill­
ind, of Wellington Branch, provided delegates with a 
useful presentation on branch finances and financial 
management. 

In the course of the day, delegates reflected on the 
dedication of branch committees and individual 
members who so generously give of their time to the 
organisation so that members can enjoy and benefit 
from events such as workshops, camps and annual 
concerts which we have come to expect year in and 
year out. In recognition of the contribution of these 
members, National Executive resolved that a vote of 
thanks be extended to all those actively involved in 
the organisation. 

There was lots of talking on Sunday 15 May. Now 
it is time to get action plans underway and decisions 
implemented. Hopefully, by the time of the Annual 
General Meeting, scheduled at this stage for Sunday 
9 October, the organisation will have a new shape and 
will be ready to move forward in good heart. 

For members interested in further information about 
this meeting, the minutes are available from branch 
delegates. 
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EXT EM PO RECatharina van Bohemen 

ad libitum 

There is a billboard at the top of my street 
- the first thing I see as I emerge from the 
nearly bare trees walking to my daily cof­

fee - 'Nothing Beats Being Free'. Each time I've 
read this recently, I've thought of Extempore, the 
Auckland-based early music ensemble consisting 
of Graham McPhail, baroque violin, Sally Tibbles, 
baroque flute. Margaret Cooke, baroque cello and 
James Tibbles, fortepiano, harpsichord and organ. 
These musicians have been making music together 
for twenty years. Many of you will already know 
them, either as your regular Suzuki teachers, or 
from meeting them at string camps and workshops 
throughout the country. You may not, however, be 
aware of their other life as early music specialists 
who perform and record regularly, and who teach 
their instruments at the School of Music of the Uni­
versity of Auckland. 

In 1983-5, James, Sally and Graham were graduate 
students of early music in the Hague. There they 
played with an Australian cellist. When the time 
came to return to New Zealand, Graham said he 
knew 'the one' who would be their cellist at home. 
This was Margaret Cooke, who had been a student 
with him at Otago, and had studied baroque cello 
in London. And so Extempore was born. They gave 
their first concert with the Early Music Society in 
Wellington in 1985, and this year they celebrated 
their twentieth birthday with the release of a CD 
entitled Extempore - Chamber Music by the Sons of 
Bach. 

On a recent stormy afternoon after school, Graham 
and I met, and in between clatters of thunder and 
the occasional shaft of lightning, I asked him a few 
questions. 

Extempore is a good name for a group of baroque 
musicians. Who chose it? 
We all liked it because of its multiplicity of mean­
ings. 'It can mean 'out of time' - and sometimes we 
do play out of time - for fun and deliberate effect. 
It can mean that we are out of time - a group of 
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twentieth century musicians playing old music on 
old instruments. To extemporise is also about mak­
ing things up as you go along, and the freedom to 
improvise is a very important part of baroque per­
formance practice. 

Did you have a baroque musical epiphany? 
I was listening to a recorded performance of The 
Four Seasons played by Alice Harnoncourt. I 
thought, my goodness, how is she able to do all 
those wonderful naughty things - playing with the 
time, [ making] all sorts of different dramatic sounds, 
[ creating] such dramatic effects ... ? It was the free­
dom of her playing I liked so much and I suppose I 
thought I'd like to do that too. 

What about the others? 
I think it was similar for them. In Margaret's last 
year of high school in Christchurch, Concentus Mu­
sicus, Wien, were touring artists for Chamber Music 
New Zealand. She went to hear them play because 
she'd been given free tickets at school. She had no 
idea who they were, but the concert was a revelation. 
She says she felt so much relief because the music 
made sense. She'd been playing chamber music 
since she was thirteen and had noticed all these pat­
terns in the bass line as well as the other parts that 
needed to be pronounced - shapes the other players 
seemed to sail right over. At last she could hear these 
shapes that she saw when she played this music. She 
says she can't remember everything they played, but 
it was definitely Bach's Suite in B Minor. She adored 
the sounds of the instruments and came away from 
the concert knowing that she had to play the baroque 
cello. 

Sally had two moments. The first when she was 
about 14 and was taken by Anthony Jennings to 
the St Alban's International Organ Festival to hear 
Gustav Leonhardt and Frans Bruggen. She says she 
didn't really like their banana-shaped notes, but 
everything else about their playing was captivating. 
Later at the University of Auckland, she heard the 
Harnoncourt interpretation of the St John Passion. 

■ 



She says the mein Herz and ich folge arias changed indicates the character and the mood definition of a 
the course of her life: no more French Conservatoire piece as well. 
arias for her! 

Once you start looking into baroque music, you dis­
cover all the performance practice rules - guide lines 
you have to assimilate which may appear hidebound 
from the outside. I think you go through a phase of 
thinking 'I must do that', but I can safely say I'm 
over that now. You need to know the rules to hone 
your craft, but the time comes when you must find 
your own voice and you make your own decisions 
... be free. I haven't listened to that Hamoncourt re­
cording for years, and knowledge about the baroque 
has developed greatly since then; I don't even know 
ifl'd like it now, but that was the moment. 

What are some of the tenets of Baroque Music? 
Baroque music is like talking - the role of the mu­
sician is to convince the audience of an emotional 
state. Words are very important. For our first perfor­
mance in Wellington in 1985, we played a Handel 
trio sonata for which I wrote words .. .! may be a poet 
manque. The dance is also important. A tempo mark­
ing such as gigue is more than a clue to timing; it 

What about the way you play your instruments? 
Does this have anything to do with freedom? 
It's possible to argue that the way a baroque musi­
cian holds his instrument allows greater flexibility 
of movement than someone playing conventionally. 
I don't have a chin rest or a shoulder rest - the violin 
is held chin-free, thus creating a different sound, as 
well as a greater freedom of bowing. Margaret holds 
her cello directly with her legs - there is no spike to 
anchor it onto the ground. 

Baroque bows are also different from modem bows: 
they are shorter, have less hair and a different nut 
mechanism; their weight distribution is also differ­
ent, so a down-bow is heavier than an up-bow. 

Sally's flute is made of wood and has only one key. 
Its sound is gentler than its modem counterpart and 
of unequal tone. For her, the kinaesthetic relation­
ship with tone, intonation and articulation is really 
important. For example, in the ich folge in the St 
John Passion, where the key changes, and chro-
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matism flows, how the player feels when she blows 
and fingers affect the quality of the music, and were 
surely part of Bach's intention. 

James plays the harpsichord or fortepiano using 
historical keyboard fingerings which create specific 
sound articulations. All these distinctions are differ­
ent from conventional violin practice and offer pos­
sibilities of freedom. 

How did Extempore meet Suzuki? 
Through the Tibbles children. After we came back 
to New Zealand, we had to work. I went teaching 
and Sally and James had 
their children. Sally met 
Val [Thorburn], who began 
teaching Lizzie and Helen, 
and marvelled at what she 
was doing. We persuaded 
her to come to St Cuthbert's, 
and then Margaret joined 
us. 

Is there a link between the 
Baroque and Suzuki? 
They could be linked through 
repertoire - obviously - and 
there is a similar technical 
approach: emphasis on good 
tone and string contact. I 
liked it too because it's a 
'complete' method: it looks 
at the whole person. It has 
a philosophical approach, it 
is clear and precise, and the 
professional support is very powerful - the 'family' 
of teachers is a very supportive body: as musicians 
and educators we could see many benefits. Ten years 
ago when I began my teacher-training, I was also 
conducting the Young Strings which at that time 
had many of Val's pupils (she is a national treasure) 
- Lara Hall, Amelia Giles, Simeon Broom, Simone 
Roggen to name a few. These people are all around 
the world now playing and studying. They were won­
derful to work with - they really confirmed a belief in 
the method. But today Val is no longer in Auckland 
and times have changed. We have consolidated our 
approach: Margaret is very responsive to her pupils' 
needs and is especially interested in students with 
particular needs, and Sally is now also very involved 
in training flute players and in the whole process of 
music education. 
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Why the sons of Bach? 
The choice was partly pragmatic. Paul Downie had 
recently finished building a fortepiano for the uni­
versity. This is an early piano with a wooden frame, 
a gentler action and a more intimate, articulated 
sound than a modern piano. We wanted to be able 
to use it both as an accompanying and a solo instru­
ment. Bach's sons were moving away from their 
father's polyphonic influence and developing a more 
melodic musical line and their music offers us good 
playing possibilities. 

The music we chose is true chamber music - techni­
cally demanding. It was not for 
amateurs - it is music to be 
performed in intimate settings. 
The brothers are all quite dif­
ferent: you could say perhaps 
that Carl Philipp Emanuel Bach 
was the 'weirdest'. His music is 
very intense, full of twists and 
turns, and not such easy lis­
tening compared with Johann 
Christian Bach whom Mozart 
greatly admired. His music 
is more mellifluous. Johann 
Christoph Friedrich is some­
where between the two, which 
you can tell from the sonata we 
play on the CD. 

Do you have authentic early 
instruments? 
I do. I have a French violin 
which I found in Waipukurau. 

It had been modernised but it still had its Hill Cer­
tificate of Authenticity which dates it at 1750 - the 
year Bach died. The others play modern copies - we 
have wonderful instrument makers in New Zealand: 
Margaret's cello was made in 1988 by Adrian Studer 
from Nelson from a copy of Stradivarius, James 
played Paul Downie's new fortepiano and Sally's 
flute is made by Rod Cameron from San Francisco. 

Have you ever dropped or lost your violin? 
Both. I dropped it when I was still getting used to 
playing without a chin rest, and I lost it in Holland. 
I was catching a train with Lynley Culliford to Am­
sterdam and when we arrived, I put my hand up to 
get my violin down from the overhead compartment. 
And I felt nothing. There was nothing there. I must 
have put the violin down on the platform and just got 



on the train. Panic set in, but the good thing about touch round the world, but mainly we listen to new 
Holland is that nothing is very far away, and forty recordings. We share whatever we hear, we talk 
minutes later I was back in Amsterdam. And a kind about what we like. 
person had handed it in! 

Who are your current favourites? 
What are you working on at present? Bach Collegium Japan - their St Matthew and St John 

Passions. I'm currently buying all their cantatas. 
Their interpretations are beautiful and elegant and 
their singers not too operatic but very sympathetic to 
the instruments they are singing with. The relation­
ship between the voice and baroque instruments is 
very special to us all, but particularly between the 
voice and a wind instrument because of articulation 
patterns and the closeness between breathing and 
speaking and producing a musical sound. 

Father Bach: the trio sonata from The Musical Offer­
ing, and probably the greatest piece of music for our 
combination of instruments. It's a very abstract work 
- as if everyone is talking at once. We'd like to think 
we might perform it in the next year. 

How do you keep in touch with trends in the Ba­
roque world? 
We have friends - musicians with whom we are in 
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B EA u TI Fu L Winifred Crock 

from the beginning 

B 
eautiful intonation is one of several advanced 
techniques that define a superior string player. 
Even an audience without any musical training 

or background will respond when the music is out of 
tune. Heads tum, faces wrinkle and comments are 
heard such as 'I'm not sure what was wrong, but 
something was'. 

There are a number of basic ideas that can help a 
child play with beautiful intonation. These involve 
the ear, the body and the intellect. The following 
ideas are basic to Suzuki philosophy but should be 
revisited periodically. 

Listen my children! 
In beginning Suzuki instruction, the first way we 
help children play in tune is by facilitating repetitive 
listening. Children develop an 'inner ear' for music 
by being surrounded with good music and hearing 
recordings frequently. This cognitive knowledge of 
the aural aspects of music aids all we do. Listening 
is a key to the success of the Suzuki method and it 
works beautifully. 

In schools we can play and perform music in our 
own classes, we can facilitate the use of music in 
integrated curriculum, we can encourage listening to 
music in the home and we can facilitate playing of 
music in the general classroom, cafeteria or school 
hallways. If music is a language, our children need to 
hear it spoken a lot to 'speak' it fluently themselves. 

Sing, sing, sing! 
The importance of singing is obvious. Sing often and 
sing beautifully with children. Sing in child-friendly 
keys: C,D, B flat and A- the 'speaking range ' keys. 
Singing songs in pentatonic with less than an octave 
range help children sing in tune and develop their 
aural skills. 

'One Violin' 
The child first experiences a perfect unison when 
playing open twinkle rhythms with their teacher. The 
concept of perfect unison, ie, 'Play together with one 
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violin sound' can be introduced at this point. Once 
student left hand fingers are placed, matching pitch 
study can begin in earnest. The 'One Violin Sound' 
concept is an important point of intonation study nd 
not just an ensemble practice technique. 

In class, children can play 'Who can match the 
teacher?' They can work to match in the 'Join the 
group one at a time' game or they can try to match 
a partner. This type of game is often played in terms 
of ensemble skill development, but these games also 
develop intonation and aural skills. 

Clear, even tone! 
Good tone production is a necessity for intonation 
study. Consistent tone is required to determine if 
a bowed pitch is really accurate. If a student can't 
produce a consistent sound, he can 't hear the true 
pitch and if needed make an appropriate correction. 

When children are ready to bow long steady notes, 
have them hold their instrument and play while the 
teacher tunes their open strings. The teacher can tune 
a large group quickly and the child begins to hear the 
pitch adjust and match. 

But what is intonation? 
Even a very young child can learn the word 
intonation with a simple beginning definition like 
'Fingers on the tapes'. A child learns to match 
the teacher, then begins to listen and match in an 
ensemble. Soon resonating, ringing and sympathetic 
tones are explored. Intonation study continues, 
comprehension expands, and better technique 
develops. Beautiful intonation is a lifelong practice 
focus and must be a practice point from the first. 

Play games. All sorts. 
Repertoire review is the perfect vehicle for intonation 
practice. Play games such as 'Hits and Misses'. Play 
a piece and count hits and misses. Try for all hits! 
What about a F.O.T (fingers on tape) game? Divide 
the children into two groups. Everyone plays the 
same excerpt. If you play with perfect F.O.T, your 



1( team gets a letter. If your team spells 'Fingers on Tape' you win. Everyone always wins as the children are so focused. Teachers would not play everything with their students, but should play a piece each lesson with the perfect unison 'One Violin' goal in mind. 
The two 'P's Posture and position have huge impact on beautiful intonation. Rarely will you find a student with poor position or posture playing in tune. The angle and position of the fingers, hands and arms in relation to the instrument have a huge impact on intonation. Straight left wrist, relaxed thumb and a relaxed elbow that is free to move and carry the fingers from string to string are keys to ease and accuracy. Placement of the violin on the shoulder is also an issue. Incorrect position of the other string instruments can cause similar problems. Of course there are exceptions, but for most people good position makes things easier. 
Certain posture issues as they relate to intonation are so specific that they practically guarantee notes being out of tune. For example, the 'droopy necktie' violin posture or collapsed wrist are sure indications of intonation problems. Less obvious examples include bent or tight left thumb, crooked left wrist or left elbow that isn't free to move. 
Don't forget the little guy!It is very important to place the 4th finger on the violin when first establishing left hand violin position. If 4th finger placement and use is dramatically delayed, the angle of the hand is usually turned too far from the violin. Often this initial relationship of the hand to violin does not change when 4th is added and the child ends up with a flat collapsed 4th finger position. The hand can look fairly well set up, but if the 4th finger cannot reach, or cannot reach and be curved, problems will occur. Intonation, facility and eventually vibrato are affected. Even if the teacher chooses not to use 4th finger in the beginning, exercises and placement of the finger need to continue or long term problems can develop. 
Muscle memory! Muscle memory refers to the physical memory of. where the body is in space and how the body consistently relate to the instrument. It is the foundation of accurate intonation. Muscle memory is how advanced players play in tune quickly and accurately. Teach it from the first. 

In the beginning muscle memory develops subconsciously through directions and games. Kinaesthetic phrases like: 'Feel the fingers touch the finger board. Feel 2 and 3 touch each other. Feel the tips of each finger. Place l ,2,3 and 4 then freeze for 15 seconds. Let the fingers remember where to go/ stand/land' work well. 
In a class of children, set the first child's hand and ask him to freeze in this position, count to 20 as slowly as possible, and then move to rest position. As the child begins counting, move to the next child and continue to set positions. Several children will be holding while you are setting positions down the row. If the children count quickly or get wiggly, teach them to count in Japanese or Spanish, and if they forget, they have to freeze until they remember, • or until you unfreeze them.
Fix that fiddle! Good instrument maintenance is crucial to developing good intonation. Teachers should play students' instruments periodically to check for warped or warn bridges and nuts, uneven fingerboards, false strings and old bow hair. All have a negative influence on intonation. 
It is so important that a child play the correct size of instrument. Would a child wear his Dad's shoes to go jogging? 

~ 

I like to size instruments based on the angle of the left elbow in first position. If the left elbow angle is 90 degrees s square or less, the instrument usually fits the child. If the elbow angle is greater than 90 degrees, usually the left hand will be under strain and this often will affect intonation. Try this: hold tan invisible violin in first position with a 90 degree -1-­or less elbow angle. Check that your wrist is straight l.Lse.and thumb is relaxed. Move your fingers very quick!� as if you were playing a very fast piece. Now move�•beyond the 90 degree elbow angle and move your fingers quickly again. The stress on the arm, the hand and the fingers increases dramatically. 
Tune that violin. Bow, don't pluck the strings to tune small instruments. Always tune to A440. Don't guess. Really check! In lessons, in group classes and in orchestras, tune as carefully as time allows. Someone once said, 'I don't have time to tune carefully with my group.' The 
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reply is always: 'You don't have time not to.' For 
tuning groups, I recommend tuning one student's 
violin carefully and then tuning all violins to that 
instrument and your ensemble will sound better. 
Once the child can sustain a long steady tone, the 
'tuner' plays A,D,G,E in long smooth bows. The 
child I am tuning plays along. I can tune a good 
size class very quickly this way. In a large orchestra, 
I will at least tune the lower strings this carefully. I 
always do this type of tuning for concerts. 

Individual tuning to a piano A often results in open 
strings that do not match. Even skilled adults can 
tune 5th differently, or will interpret the pitch of the 
piano differently from player to player. 

Intonation is a social agreement - at least on the open 
strings. 

Fretting about fingertips. 
Finger tapes on the finger board are used to give a 
visual reference point while muscle memory and 
aural skills are being developed. 

If tapes are used as a point of departure for a limited 
time, and if they are checked frequently for correct 
placement, they can be a good teaching tool. 

When placing tapes, tune the instrument carefully 
and tape slim finger lines exactly. Check tape 
accuracy often, especially when weather changes 
or if the tape feels sticky. Tapes must be maintained 
to be a good accurate tool. A child with good aural 
training might not use his tapes, but they still provide 
a visual reference to the finger board. 

Some teachers really use the finger tapes as a 
reference for the parents rather than for the child! 

Use the piano wisely. 
Playing with piano accompaniments is not the best 
way to help a child or an ensemble play in tune. 
Piano accompaniments are very useful for ensemble 
skill development and for keeping the ensemble 
playing together, but they should not be used when 
practising intonation. It is easier for children to hear 
and match pitch on a violin or string instrument. 

If a class or group is having trouble staying together, 
try some of the following to develop ensemble skills 
rather than always playing the piano: 
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Have the children finger silently while you play the 
piece. 
Have the children play an invisible violin while you 
play the piece. 
Have the children play very softly while you play 
the piece. 
Play 'Frozen solid' by calling 'Freeze' in the middle 
of a group playing a piece. Find a position to begin 
and then continue. 
Practise 'Stop, Ready, Go' by starting and stopping 
in a regular pattern through a piece. 

The mind is a powerful tool in playing with beautiful 
intonation. As soon as the child is ready, begin to 
bring conscious involvement to practice and playing. 
Name the notes. Identify and listen to sympathetic 
vibrations, find the ring of the tone and play 'find 
the note that isn't right'. Ask questions and help the 
children find the answers: which one is it? Can you 
tell me how to fix it? Is this higher or lower? 

Tune their instrument while they hold it and ask 
them to tell you when the pitch matches. 

Intonation is a life-long technical issue which must 
be practised until accuracy and eases are automatic. 
Beautiful intonation is not a given. By focusing on 
a few key points at the beginning, the foundation of 
playing with beautiful intonation is established. The 
early stages are crucial. 

*** 

Winifred Crock is the orchestra director of 
Parkway Central High School and maintains a 
suburban private violin studio in central St Louis, 
MO. Winifred holds music degrees from Southern 
Illinois University at Edwardsville, and Kent State 
University. She also graduated from the Suzuki 
Talent Education Institute in Matsumoto, Japan. 
Winifred began teaching privately 25 years ago and 
in the public schools 18 years ago. 

This article first appeared in the American Suzuki 
Journal Vol.33#2, 2005 and is reprinted with 
permission of the Editor. 



TH RE E Joseph Kaminsky 

the magic number 

The number '3' conjures up a number of power­
ful images in our mind, images enduring from 
ancient societies through to the 21st century. 

Two of the more powerful images would be the sym­
bolic 'trinity' in Christianity and the self-evident fact 
that every 'one' child has 'two' biological parents. 
The simple inference is that the number '3' repre­
sents a complete entity, a wholeness without which 
there would remain a void. 

In the Suzuki method, the number '3' also has special 
prominence, and again it represents the wholeness of 
the Suzuki parent-teacher-child triangle. This 'Suzu­
ki Triangle' has a special place in the development of 
the child and, equally important, in the development 
of the parent and teacher as well. The elasticity of 
this triangle is necessary to ensure its ultimate suc­
cess - the education of all three members. 

To visualize the power of' 3' let's assume that a per­
son can be represented symbolically by a single line. 
If we let a person be a line, that person can be a rigid 
but breakable line ( I ); an open u-shaped line ( U ) 
ready to capture what the world has to offer; a closed 
off u-shaped line repelling the outside world ( ) ); 
or a circle ( 0 ) representing a powerful sustaining 
independence. In architecture, a line is structurally 
weak, while an arc is much stronger, and a circle 
extremely structurally sound. Notice how nature 
protects the young by encapsulating them in a quasi­
circular egg. 

Relationships can also be depicted with lines repre­
senting people too. For instance, three parallel lines 
( I I I ) could represent three separate people who 
have never had any interaction, while a 'X' could 
represent two people whose paths cross fleetingly, 
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then continue on, unaffected by their meeting. When 
three people form a relationship there are many ways 
the three lines can interact, the strongest of which is 
the triangle. The uniqueness of the triangle is that if 
one side grows ( or shrinks) the other side changes 
length accordingly, to keep the triangle intact. Con­
sider that when a child starts music lessons, it is 
usual the parent and the teacher that have the stron­
gest initial investment in the Suzuki triangle, so the 
triangle might look like this: 

As the child progresses, he or she accepts more 
responsibility for his or her own progress and the 
student's side of the triangle "grows." The parent's 
side of the triangle will usually be the first to dimin­
ish in size as parental involvement in the day-to-day 
practice responsibilities wanes, and the child gets 
older and more independent. Eventually as the child 
becomes an advanced player, the parent's role is re­
duced even further, though always remaining part of 
the triangle. This is a very common pattern for the 
evolving parent-child-teacher relationship, but it is 
by no means universal. 

The power of Suzuki triangle stems from the tri­
angle's innate ability to adapt and handle adverse 
conditions as they may arise. If after a few years of 
lessons, the child wants to quit playing, his input into 
the triangle will become vastly reduced, resulting in 
a broken triangle. 

Only through the teacher and parent adapting to the 
crisis can the triangle again be returned to whole­
ness. The teacher may reduce expectations for the 
child temporarily, just to keep the child going. The 
parent may arrange more performance opportunities 
for the child and perhaps bring the child regularly to 
watch an advanced student's lesson, a student whom 
the child has always respected. These adaptations 
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may save the triangle while the child is attempting to 
withdraw from the process. 

It's not always the child who is stressing the triangle. 
It could be a teacher who takes the summer off, 
resulting in no lessons for the child. With a "tradi­
tional" student-teacher relationship where the parent 
is much less involved, there will be a gross lack of 
motivation on the part of most students when they 
have no weekly lesson to prepare for. With the Su­
zuki triangle, if the parent can become creative, the 
summer can become a whole new avenue to work on 
old technique issues, to set up more performances of 
review pieces, to organize some practice parties, and 
to make an effort to attend summer music camps. 
The parent may pick up some Disney music songs 
and have the student work on those pieces, while 
always encouraging the student to keep in mind the 
technique and posture issues that the teacher has 
stressed. A wise parent can make the parent's side 
of the triangle grow to compensate for the summer 
reduction in the teacher's side of that triangle. This 
way the student can still grow, even when he is not 
learning any new Suzuki pieces, and his motivation 
is kept intact. 

Perhaps the child has a teacher who isn't very posi­
tive in reinforcing the good in the child's playing. Or 
maybe the teacher isn't experienced enough to see 
the value of mastering each step before moving the 
child on to the nest piece. With a skillful parent, it is 
possible to keep a working Suzuki triangle relation­
ship while overcoming some of the shortcomings on 
the teacher's end. The parent could have the child 
play in church, where wonderful comments from 
everyone will bolster the child's confidence. Even 
having the child audition for a youth orchestra and 
get a good seat could build the child's self-esteem. 
For dealing with an inexperienced teacher, parents 
may compensate by attending Suzuki institutes and 
workshops, always taking good notes and tape re­
cording what the workshop teacher worked on. The 
parents could give their teacher a gift certificate to an 
institute for a Christmas gift to come to the institute 
to get further Suzuki training! 

Sometimes it is the parent who is stressing the trian­
gle. Parents usually stress the triangle in one of two 
ways - being under-involved or being over-involved. 
Under-involved parents tend to show up late for les­
sons and may even read the newspaper or write out 
bills during their child's lesson. They may not bring 



the child to many group classes, or they may drop 
the child off for lesson while they run errands. They 
may skip practicing with their child or only listen to 
their child practice in the distant living room while 
they make dinner in the kitchen. (They may even 
be careful to shout out comments every once in a 
while to let the child know that they are still listen­
ing.) They also tend to place the practice sessions 
at the end of the day, when the child and parent are 
often tired and not in receptive states for learning. 
Sometimes they will even miss a concert, telling the 
teacher: 'We had soccer practice'. Under-involved 
parents are basically saying to their children (with 
every non-verbal cue) that music lessons are a low­
priority item. To keep the Suzuki triangle intact, both 
the teacher and the child have to exert a tremendous 
amount of effort, but unfortunately the child often 
picks up the cues of the under-involved parent and 
reduces his or her effort too, bringing unfortunate 
consequences. 

Over-involved parents can stress the triangle. While 
possessing the best intentions, they have to remem­
ber that when one side of the triangle grows much 
faster than the two other sides, the other sides shrink 
by comparison. Involved parents are wonderful. I 
love it when parents videotape their child's lesson 
and actually take the time to watch the tape with 
their child. Involved parents may show up early to 
their lessons to let their child warm up in the waiting 
area, or they may stay and together with their child 
watch some of the next lesson - a valuable learning 
expenence. 

However, the commitment can become overzeal­
ous. The face of the child is a good indicator when 
the parents are being too overbearing. Sometimes 
both parents come to the lesson and nag the child 
to fix his posture right in front of the teacher. Must 
the child try to satisfy three teachers in the lesson, 
when he has enough trouble trying to satisfy only 
one? Overzealous parents often try to push the child 
on the next piece against the wishes of the teacher. 
They do this either by surreptitiously teaching the 
notes to the next piece before the teacher has given 
them permission to do so, or by going into the les­
son and announcing to the teacher, ' We are going to 
polish off Two Grenadiers today.' They may force 
the violin practice in to their schedules regardless 
of the cost, with the chid sometimes practicing until 
10:30 or 11 :00 at night. Weekend activities revolve 
around going to concerts or recitals. This relentless 

push often results in a backlash from the child. One 
could even wonder, with the common knowledge 
that Albert Einstein was a violinist, if perhaps his 
early musical training might have influenced his 
later thought processes? Could his theory that every 
action produces an equal and opposite reaction pos­
sibly have stemmed from his early musical training? 
Wouldn't it be something if Albert were a product of 
overzealous parents who smothered him in violin, 
which produced an equal and opposite reaction of 
refusing to practice, which eventually lead him to 
his theory? It certainly is within the realm of pos­
sibility that Albert's exposure to music lesson may 
have played a small part in the future development 
of this theories. Regardless, highly involved parents 
are successful only when the child and the parent are 
on the same wavelength, so the triangle can grow 
proportionally. 

The Suzuki parent-teacher-child triangle is not 
unique in its representation of 'oneness,' but it is 
unique in the field of music education. It is through 
the adaptive flexibility of the triangle shape that it is 
so effective in nurturing the growth of all the chil­
dren and all the parties involved. I remember John 
Kendall's insightful statement on deciding when it 
was time for a student to stop taking lessons: "If a 
child wants to quit, the parent wants him to quit, and 
the teacher wants them both to quit, all simultane­
ously, for six months straight, then I think it is time 
to quit." Hopefully such simultaneous occurrences 
will be rare, and the power of the Suzuki triangle 
will be able to work its magic again and again. 

*** 

Joseph Kaminsky is an SAA violin Teacher Trainer and 
was one of 23 violin teachers worldwide to be invited to 
teach at the 1999 Suzuki World Convention in Japan. He 
has taught Suzuki violin 23 years and has been a guest 
clinician training students and teacher in o er 25 states. 
Kaminsky is on the adjunct faculty of both Maryville Uni­
versity of Missouri-St. Louis, where he teaches college 
applied violin/viola and string pedagogy. He is director 
of the Kirkwood Academy of Music, which he founded 
in 1991. His students have won numerous awards in lo­
cal and state contests and have performed throughout 
St.Louis, and in Chicago, Wisconsin, Minneapolis and 
Orlando. 

This article first appeared in the American Suzuki Jour­
nal, vol 33#2 and is reprinted with editorial permission. 
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REVIEWING FOR MASTERY 
eel lo 

Week 1 Doy 1 Doy 2 Doy 3 Doy 4 Doy 5 Doy 6 

Twinkle Twinkle Twinkle Twinkle 
Twinkle Theme 

French Folk 
Variation A Variation B Variation C Variation D Song 

Perpetual Long, Long 
Allegretto Andantino Rigadoon Etude 

Motion Ago 

Minuet 3 Chorus 
Hunters' 

Musette March in G Witches' Dance 
Chorus 

Scherzo 
Beethoven Gavotte in ec M inuet #3 bk 

Humoresque 
La 

Minuet minor 3 Cinquantaine 

Chanson T riste 
Vivaldi e min Vivaldi e minor Vivaldi e minor Vivaldi e minor 

Danse Rustique 
I II 111 IV 

Vivaldi Double Eccles I Eccles II Bach Bourees Popper Gavotte Sicilienne 

Haydn I Haydn II Haydn Ill Boccherini I Boccherini II Boccherini Ill 

Week 2 Doy 1 Day 2 Day 3 Day 4 Day 5 Day 6 

Lightly Row 
Song of the Go Tell Aunt 0 Come Little 

May Song Allegro 
Wind Rhody Children 

Happy Farmer Minuet in C Minuet #2 
Long Long Ago 

Maytime Minuet #1 
(bk 2) 

The Two 
Gossec Gavotte Handel Bouree Berceuse 

Gavotte Minuet 
Grenadiers Lully Boccherini 

Allegro 
Breval I Breval II Marcello I Marcello II 

Minuets 
Moderato Bach 

Arioso Goltermann 
The Swan Allegro 

Tarantella 
Rondo 

Saint-Saens Vivaldi Breval 

Sammartini I Sammartini II Samartini Ill 
Allego 

Elegie 
Scherzo 

Appassionata van Goens 

Haydn I Haydn II Haydn Ill Boccherini I Boccherini II Boccherini Ill 
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REVIEWING FOR MASTERY 
flute 

Monday Tuesday Wednesday Thursday Friday Saturday Sunday 

Mary had a 
Fireflies 

Kagome 
Cuckoo Lightly Row 

Twinkle Twinkle 
little lamb Kagome var. 1 var.2 

Twinkle Go Tell Aunt 
Amaryllis Allegro Honeybee 

Long Long Lullaby 
Theme Rhody Ago Schubert 

Moon Over the Minuet 1 Minuet 2 Minuet 3 Bouree Minuet Theme 
Ruined Castle Bach Bach Bach Handel Gluck Beethoven 

Minuet in g Minuet in b Melancholic 
Allegretto 

Minuet in a 
March Last Rose of from Carnival 

minor 
Bach 

minor 
Summer 

Fantasy 
of Venice 

minor 
Bach Bach Reichert 

Genin 
Telemann 

Gavotte Polonaise 
On Wings of 

Humoresque Orphee Serenade Scherzino 
Bach Bach 

Song 
Dvorak Gluck Drigo Andersen 

Mendelssohn 

Serenade Pierrette Minuet Menuetto Siciliano Minuet Allegro 
Woodall Szulc Bizet Bach Bach Handel Handel 

Andante Allemande Gavotte Sarabande Finale Rondeau Sarabande 
Blavet Blavet Blavet Blavet Blavet Bach Bach 

Concerto for Concerto for Concerto for 
Bouree 1 Bouree 2 Two Flutes Two Flutes Allegretto Swiss Air Vars. Two Flutes 

Bach Bach mvt.2 mvt. 3 Godard Boehm mvt. 1 
Cimarosa Cimarosa Cimarosa 

Polonaise & 
Carnival of 

Carnival Carnival 
Double 

Minuet Badinerie Ouverture Venice -
Var. 1 Var, 2 

Bach Bach Bach Theme 
Bach 

Genin 
Genin Genin 

Carnival Carnival Carnival 
Hungarian 

Var. 3 Var. 4 Var. 5 
By the Brook Pastorale 

Genin Genin Genin 
Wetzger Fantasy 

Doppler 
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REQU I ESCAT IN PACEMargaretCrawshaw 
harold brissenden 

The international Suzuki world lost one of its 
most valued members with the recent death on 
June 11 of Harold Brissenden, the founder and 

honorary President of Suzuki Talent Education Aus­
tralia. In 1970 Harold, at that time a senior lecturer 
in music education at the Wollongong Teachers' Col­
lege, and his wife Nada, had been awarded Churchill 
Scholarships to enable them to embark on a world­
wide study tour. This included a visit to Dr. Suzuki in 
Japan. On his return to Australia, Harold set up a pi­
lot scheme at the Church of England Girls' Grammar 
School in Wollongong to examine the adaptability of 
the Suzuki Method in Australia. From these begin­
nings grew the Suzuki Talent Education Association 
of Australia which in tum became a great stimulus to 
the Suzuki movement in New Zealand. 

My association with Nada and Harold began when 
we met as students in the four-year tertiary diploma 
course at Sydney Conservatorium. Harold and I made 
our student concert debuts with a performance of 
Mendelssohn's D minor Trio. My friendship with 
them has lasted many decades in spite of my eventual 
exit to New Zealand. 

The Brissendens subsequently moved to Sydney, 
where they continued to make a huge contribution to 
music education, not only with the training of school 
music teachers but organising many important cours­
es for diploma and degree levels. As well, they taught 
piano and violin privately and organised courses for 
Suzuki teacher training. 

Harold was the first president of the Australian Suzuki 
Association, and he held this position for many years. 
Unfortunately, he began to have health problems, first 
cancer, and then the discovery that he had been given 
contaminated blood during one of his hospital ses­
sions. He resigned as President and was succeeded by 
Yasuki Nakamura, but Dr. Suzuki himself appointed 
Harold an honorary President. Since then, both he 
and Nada have served on the International Board, and 
the respect that the Japanese and other intemation-
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als had for Harold was publicly acknowledged at the 
Teachers' Forum held in Tokyo last year. 

In the earlier years of our Institute, the Brissendens 
visited New Zealand on a number of occasions to tu­
tor and perform at our workshops. Harold's failing 
health became obvious over the last few years, but his 
indomitable spirit was strong enough for him to make 
the trips to Singapore in 2003 for the Asia Pacific Su­
zuki Conference and to Japan in 2004 for the Teach­
ers' Forum and the 50th Children's Gala Concert. 
Even when he was finally very frail and confined to 
the wheel chair, his interest in Suzuki events never 
wavered and he still showed his whimsical sense of 
humour. 

His last weeks were very painful, but his contribution 
to music and education was nationally recognised 
with his inclusion in the recent Australian Queen's 
Birthday Honours, and his medals were presented to 
him in hospital before he died. 

Harold's friends and colleagues mourn his passing 
but remember him with great affection and respect. 
Our thoughts and sympathies go to Nada, their chil­
dren, Alex and Harry, and their families . 
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BRANCH NEWS 

bay of plenty 
Our April workshop was based on Music Mind 
Games whereby the children of all ages and stages 
had fun learning music theory through a variety of 
activities and games. 

In June our delegate attended the Executive AGM 
and was amazed at the amount of hard work that 
has gone on 'behind the scenes' that we all benefit 
from and usually take for granted. No wonder the 
Suzuki method is so special and unique. 

Winter is usually a quiet time, but some families 
will be looking forward to the Hamilton Branch's 

Winter Workshop and to the Performing Arts Com­
petitions in Tauranga. 

Suzanne Gargan 

south island 

The Winter Workshop is being held in the first week 
of the school holidays at Christchurch Boys' High 
School. 

The Summer Camp Oamaru dates for next year are 
17 - 22 January 2006. 

20°/o off Suzuki! 
You better read on! 
Just purchase the book and CD together and we'll take 
20% off the combined price. 
That's book and CD for just $54.40! 

Just call NZ's largest print music retailer ... 
PIANO TRADERS LTD. 
This offer is valid until December 31•\ 2005. 
Post/courier & packaging are additional. 
Book and CD must be purchased at the same time. 

Phone t, 

4' '° .... ,...M, 
LIMITED 
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BRANCH NEWS 
hawkes bay 

Our June play-in concluded with a celebration of 
Win Bickerstaff's 80th birthday. The birthday cake, 
complete with chocolate notes for the Twinkle 
Theme, was enjoyed by all. When asked what 
advice she had to offer from 80 year's experience, 
Win replied, 'to think of others before yourself and 
to practise, practise your violin - every day!' 

Earlier this term Hawkes Bay students attended a 
local workshop for piano and violin. Fleur Chee 
and Kerry Langdon were principal tutors. We all 
enjoyed their enthusiasm and expertise. Tutors 
in general musicianship extended the students in 
drumming, note reading, singing and rhythmic 
games. Our current membership is small but enthu­
siastic. Hawkes Bay families were highly support­
ive of our workshop and all enjoyed the concluding 
concert. We were grateful to secure financial sup­
port from the Heretaunga Community Trust to assist 
with keeping students' costs down. 
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Below: Helena Kerr and Hawkes Bay violinists, 
playing Happy Birthday to Win Bickerstaff 

FOR SALE 

!/2 size violin, made .. ir1 ~pr~a; 
lively, bright tone 

Also comes wi.th.. shoulder rest, 
case and bow. 

Wp~fh $500. SeUigg for $300 

If interested, please coll Judy Sole on 
(04) 4'Z5-J310. 



EXECUTIVE MEMBERS OF THE NEW 
ZEALAND SUZUKI INSTITUTE 2005 

Lois McCallum 
26 Perry St 
Christchurch 5 
Ph.(03) 352 7769 

Administrator 

Juliet Le Couteur 
PO Box 74092 
Market Rd, Auckland 
Ph. (09) 368 7022 
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Val Thorburn 
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Bethlehem, T auranga 3050 
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Jan Beck 
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Stacey Shuck 

Branch Delegates 
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Ph. (07) 839 9990 
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marting@clear.net.nz 

Ph. (07) 577 0191 robyn@buyonline.co.nz 

Ph. (06) 835 5729 
Ph. (06) 836 6045 

Ph. (04) 499 8633 
Ph. (04) 386 1994 
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Ph. (03) 359 0007 
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r1ew ze nd 
uzuki Institute 

branch membership form 2005 

This is an NZSI branch membership form for teachers and students of the Suzuki Method. Membership fees are payable annually at 
the beginning of each calendar year. One membership, at a cost of $35, entitles all the members of a family learning an instrument 
by the Suzuki Method to participate in events and opportunities provided by local NZSI branches. For a family membership, please 

complete the form below and send it to your local branch of NZSI. Branch addresses appear at the foot of this page. Cheques 
should be made payable to the branch, eg, 'NZSI - Wellington Branch' . Early payment of your membership will ensure that you 

receive branch newsletters and Journals from the beginning of the new year. 
Teacher memberships should be sent to NZSI, Box 7 4092, Market Road, Auckland. Unless paid by February 2005, an invoice will 
be issued to each teacher by NZSl's Administrator. A receipt will be provided on request. The teacher fee is $60, reduced to $50, in 

the case of teacher trainees in full-time tertiary education. if there is more than one teacher in a household, the first teacher mem­
bership is payable at the full rate, and thereafter the fee is reduced to $25 per teacher member in the household. The rebate is only 

available where the same postal address applies to the teacher members. 

NAME: .............................................................................................................................. . 

ADDRESS: ......................................................................................................................... . 

PHONE: ................................. F A:X..: ................................... EMAi L: ..................................... . 

NEW MEMBERSHIP □ OR MEMBERSHIP RENEWAL □ 

TYPE OF MEMBERSHIP 

STUDENT'S NAME 

□ 

□ 

FAMILY 
TEACHER/TRAINEE 

INSTRUMENT 

1 ....................................................... . 
2 ....................................................... . 
3 ....................................................... . 

NAME OF SUZUKI TEACHER($): ...................................................................... . 

FEE ENCLOSED: 

NORTHLAND 

AUCKLAND 

HAMILTON 

BAY OF PLENTY 

HAWKES BAY 

WELLINGTON 

SOUTH ISLAND 

$35.00 (FAMILY) FEES INCLUDE GST 
$60.00 (TEACHER) 
$50.00 (TEACHER-TRAINEE FIT Tertiary) 

BRANCH ADDRESSES 

F. Davies, Going Rd, R.D. l, Komo 
PO Box 7 4092, Market Rd, Auckland 
Bill Rout 38 Fenwick Crescent, Hillcrest, Hamilton 
Petra Stephenson, PO Box 16075, Bethlehem, Tauranga 
K. Hensman, 63 Kaponga Road, Havelock North 
A. Kozyniak, 45 Matai Road, Hataitai, Wellington 
E. Rayner, 9 Heathvale Place, Heathcote, Christchurch 




