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CHAPTER I 

INTRODUCTION 

Upon reflection from having taught piano lessons for years, I feel sttongly that 

the Suzuki concept provides the most natural approach to teaching. Students leam to 

play by listening, imitating, and continually reviewing previously leamed material. 

Every possible effort is made to adapt to the playing of the insttiiment the leaming 

process of one's native spoken language, including active involvement of the parents. 

This is generally referred to as the "mother tongue" approach. Suzuki students who 

respond well to the Suzuki approach often display exttaordinary advancement in musical 

imagination, expressive and communicative power, and technical ability. 

Children are taught to read and write only after they have gained considerable 

command of their spoken language. Likewise, in the Suzuki approach, the ttaditional 

practice of teaching beginning students to read music is postponed until much later, when 

the student has already acquired a relatively high level of performance skills. While the 

fundamental concept is sound, questions about when to inttoduce reading and what 

methods to use remain. A preponderance of Suzuki piano teachers concur that reading 

should only be taught when a student can play with pohshed refinement all the pieces in 

volume one of the Suzuki Piano School. At this point, in the absence of specific 

materials, teachers invariably adopt one or more of the ttaditional beginning piano 

courses. For instance, Madam Kataoka, the co-author of the Suzuki Piano School, 

advocates Emest Van de Velde's Method Rose, a dated method book pubHshed in 1947. 

Alternatively, Bigler and Lloyd-Watts, leading Suzuki piano teachers and co-authors of 

Studying Suzuki Piano: More than Music, recommend Frances Clark's Music Tree. ̂  

1 Carole L. Bigler, and Valery Lloyd-watts, Studying Suzuki Piano: More Than 
Music (Athens, Ohio: Ability Development Associates, hic, 1979) 63. 
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Most other teachers I have talked to use beginning series by Thompson, Noona, 

Gillock, Bastion, or Alfred. While all of these beginning courses have their own merits, 

they were all designed for students who have no previous musical experience or ability. I 

believe a well-consttiicted reading manual taking full advantage of the performance 

ability of the Suzuki students, which also is tailored to the more natural and spontaneous 

leaming habits already established, will sttengthen the entire Suzuki piano program. A 

course book like this has not yet been published. The purpose of this dissertation is to 

develop a course book which will help prepare the Suzuki student to read the pieces in 

Volume Two. Having acquired that ability, the student can then continue to expand it by 

reading through the remaining volumes. 

The idea of developing such a reading course fttst came to me when I attended 

my second Suzuki Institute in July of 1989. In one of the teacher ttaining classes, like 

many others, some questions were asked conceming how one might teach the Suzuki 

student to read music. Mr. Robert Fraley, the instmctor, suggested that since a good 

sight reader hears what he sees on the page, and then plays what he hears intemally, the 

first exposure to reading for a Suzuki student may be realized by photocopying the first 

one or two lines of all the pieces in volume one without the titles, placing them on the 

music stand at random, and letting the student identify and play the music. It is 

significant to note that prior to this, the student is supposed to have leamed to play all 

these works intimately well without having seen the printed pages. In order to correctiy 

identify them from the untitied copies, an instinctive effort has to be made to associate 

known musical sounds with the different forms, shapes, and directions of the printed 

pattems. Doris Koppelman, author of Inttoducing Suzuki Piano, expresses similar ideas: 

Notation concepts can be related back to pieces that have been 
played. For example, the fttst three notes of "Honeybee" can be put on 
the board by the teacher or parent and the student asked to determine if it's 
"Honeybee" or "Lightiy Row" by looking at the notes and imagining their 



sound...Bass and tteble clef signs, staccato, dynamics, etc., can be added 
gradually. 2 

Using "ttaditional" methods, the teaching of musical notation follows a rather 

complex intellectual approach. Bits and pieces of information and mles of notation are 

inttoduced preceding each piece. The student is directed to analyze and interpret the 

meaning of all the elements of the score, ttanslate them to the corresponding keys on the 

keyboard, and execute the notes in a timely manner, while stmggling awkwardly to gain 

conttol of his physical playing apparatus. This often results in a very slow and incoherent 

reading process. Poor reading habits frequently develop as students often fail to 

associate the printed notes with actual musical images, all the time thinking that music 

will automatically happen with a mechanical ttansfer from printed notes to pressed keys. 

With this project, I have developed an altemative approach wherein the very first 

reading exercises should evoke a cognitive and reflective rather than an analytical or 

interpretative response. Just as Kodaly insisted teaching note-reading only from familiar 

folk music, I beUeve a Suzuki piano student should leam to read by utilizing the music 

he knows well. In Leaming Sequences in Music. Gordon talks profoundly about 

progressing from the familiar to the unfamiliar. ̂  It is precisely how a reading course 

should be constmcted. 

To comply with the essential spirit of the Suzuki "mother tongue" approach, I 

have also explored some of the latest thoughts in the teaching of language. I am 

particularly interested in Ken Goodman's ideas on "Whole Language": 

This riddle has long ttoubled parents, teachers, and scholars: 
leaming language sometimes seems ridiculously easy and sometimes 
impossibly hard. And the easy times are outside school, the hard times in 
school...Careful observation is helping us to understand better what makes 
language easy or hard to learn. Many school ttaditions seem to have 

^Doris Koppelman, Inttoducing Suzuki Piano (San Diego, Califomia: 1978) 74. 
^Edwin Gordon, Leaming Sequences in Music: Skill. Content, and Pattems 

(Chicago, Illinois: G.I.A. Publications, Inc., 1980) 40. 
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actually hindered language development. In our zeal to make it easy, 
we've made it hard. How? Primarily by breaking whole (natural) 
language up into bite-size, but absttact littie pieces. It seemed so logical 
to think tiiat little children could best learn simple littie things. We took 
apart the language and turned it into words, syllables, and isolated sounds. 
Unfortunately, we also postponed its natural purpose - the communication 
of meaning - and tumed it into a set of absttactions, unrelated to the needs 
and experiences of the children we sought to help.^ 

There are some obvious parallels between the ttaditional teaching of language, as 

he has observed, and that of music. To relate a firm understanding of the expressive and 

communicative "whole" property of musical ideas as they appear in notation, in close 

association to what the student has learned from his playing experience, both aurally and 

technically, is a centtal theme of this reading course. 

This dissertation contains nine chapters. Chapters H, III and IV study the life and 

thoughts of Shinichi Suzuki, and the Suzuki piano program. In Chapter V, an evaluation 

of the Sttengths and weaknesses of the Suzuki piano programs reveals the critical need 

for a well thought-out approach to the teaching of reading. Chapter VI focuses on the 

deliberation of the various issues conceming the constmction of the course. 

Chapter VII is the reading course, which consists of three sections: Rhythmic 

Drills, Keyboard Orientation Exercises, and Reading Exercises. The Rhythmic Drills 

inttoduce visual recognition of note values and rhythmic pattems. Since the ability to 

perceive rhythm from notation is a prerequisite to successful reading, it is essential that 

students master these exercises thoroughly before moving on to subsequent sections. 

Familiar rhythms are included in these drills whenever they are applicable. 

To read at the piano with confidence, a student should first acquire a kinesthetic 

awareness of keyboard geography in relationship to the grand staff The Keyboard 

Orientation Exercises emphasize movements through various registers of the keyboard by 

^Ken Goodman, What's Whole in Whole Language? (Richmond Hill, Ontario, 
Canada: Scholastic-TAB Publications Ltd.,) 7. 
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feeling the different clusters of black-key groups. The student is ttained to develop a 

sense of distance between octaves as well as a feel for 2 or 3 black-key formations. Once 

this is accompUshed, he can then locate all the individual white keys by their relationship 

to the black-key groups. When a student can move to any given key or group of keys as 

indicated in the score, while keeping the eyes focused on the music, he is ready to go on 

to the Reading Exercises. 

The Reading Exercises consist of pieces with rhythmic, melodic, and textural 

features drawn from the familiar pieces. By the time a student is ready to explore these 

exercises, he is already very fluent with rhythmic notation. Also, he should be able to 

comfortably feel his way around the keyboard for the appropriate positions and keys. 

Thus, he is free to focus his attention on the total musical image of the score. The 

student should be encouraged to look at each musical example at length, and, with the 

help of the teacher, contemplate its sound, sing the different parts, work out the 

fingerings and hand movements in the air or on the keyboard cover, and, finally, when he 

feels confident of the content and the execution, play it on the piano. As the student 

gains proficiency in reading simple pieces, new materials addressing more complex 

technical and texmral elements are inttoduced to prepare him to read the pieces in 

Volume Two. 

Chapter VIII is an analysis of the reading course, with detailed explanation of its 

organization and internal stmcture. Students and teachers who would be using these 

materials will find the analysis helpful to their work. Chapter IX contains my 

conclusions. 

The joy of leaming is an unending adventure; the reward of teaching is the 

continuous sharing of the learning experience. The work I started out to do with this 

project will take a lifetime to finish. What is completed at this stage is a framework from 

which future volumes will continue to grow. To students and teachers who might find 
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this reading course useful in their quest for excellence, I extend my best wishes, and I 

cordially invite them to join me in the search for wisdom. 



CHAPTER II 

BACKGROUND 

Suzuki, a Brief Biography 

Shinichi Suzuki was bom on October 17, 1898 in Nagoya Japan. He was the 

third son in a family of seven boys and five giris. His grandfather, Masaham, a samurai 

(a Japanese feudal knightj, was a manufacturer of samisens (three-string, banjo-like 

insttoiments). Suzuki's mother, Ryo Fujie, came from a wealthy samurai family. As a 

young girl, she attended a singing school and received ttaining in samisen playing as well 

as other Japanese cultural arts. Suzuki's father, Masakichi, worked for his father from the 

age of 14 and mastered the art of making samisens. When he was 28 years old, he 

studied Japanese singing with Ryonosuke Tsunekawa. One day, while he was at a 

teacher's college, Masakichi heard the violin for the first time. He was immensely im

pressed by the sound and found the westem instmment most fascinating. After borrow

ing the instmment, and studying it for a few days, he began to build one just like it. In 

Febmary of 1888, Masakichi successfully produced his experimental violin. Two years 

later, he started the first violin factory in Japan. During the 1890's, the Suzuki Violin 

Factory produced around one hundred violins per day. By 1910, it became the largest 

factory in the world, producing 65,800 violins per year. 

As a teenager, Suzuki worked in his father's factory and gained in-depth knowl

edge of the making of string instruments. He did not develop a passion for playing the 

violin until the age of 17, when he received a hand-operated phonograph as a graduation 

present from his father. The first records he Hstened to were Schubert's "Ave Maria" and 

a Haydn "Minuet" performed by Mischa Elman. Suzuki was so overwhelmed by the 

beauty of the music that he took a violin home and managed to teach himself to play the 

"Minuet" by ear. Around this time, Suzuki also became acquainted with Tolstoy's Diary, 
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as well as Zen Buddhism. He studied Zen seriously with Fuzan Asano, his mother's un

cle, who was an eminent Zen master. Evelyn Hermann suggests that an idea stated in 

Daisetsu Suzuki's book. What is Zen, embodied what was to become the basis of leaming 

in Talent Education: 

One of the characteristics of human life is experience. That is be
cause he (man) remembers. Memory is an exttemely precious thing, and 
the fact that he speculates and conceives ideas is due to his having a mem
ory as a basis. Only because he has a memory is experience possible, and 
if experience is possible, how many ways of evolution are open to 
him...With memory as the basis, he has experiences, and because of expe
rience, he can reason.^ 

At the age of 21, Suzuki went to Tokyo to study the violin with Ko Ando. Miss 

Ando had been a student of Joseph Joachim. She was considered one of the best teachers 

in Japan. After taking lessons with Miss Ando for two years, Suzuki went to Germany to 

further his study. 

At the time, the young Suzuki was very serious about finding a teacher with 

whom he would study. After his arrival in Berlin in 1921, he went to concerts every day 

in search of a teacher. Three months later, when he was planning to move to Vienna to 

continue his search, he heard the Klingler Quartet in concert at the Singakademie. It was 

a concert that impressed him greatiy. He later talks about this experience nostalgically: 

...An indescribable, sublime, ecstatic joy had taken hold of my 
soul. I had been given a glimpse of Mozart's high spiritual world. 
Through sound, for the first time in my life I had been able to feel the 
highest pulsating beauty of the human spirit, and my blood bumed within 
me. It was a moment of sublime etemity when I, a human being, had 
gone beyond the limits of this physical body. That night I couldn't sleep 
at all. Mozart, the man, had shown me immortal Hght.... 

From that day until now, I have received power and sttength from 
Mozart....What I never cease to marvel at in Mozart's music is his super
human love. It is a great tenderness and love felt only by the soul. And 

5 Evelyn Hermann, Shinichi Su/uki: The Man and His Philosophy (Athens, Ohio: 
Ability Development Associates, Inc., 1981), 15. 
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this love takes cognizance of man's deep sorrow...birth and death...and the 
evanescence and lonehness of life...the all-pervasive sadness.... 

I can still vividly remember the sound of their performance that 
night. It was music of profound spirituality. It completely charmed my 
soul with its beauty, and it spoke to me gentiy. At the same time, it had 
superb order and technique. Without any inttoduction, and in English 
since as yet I could not write German, I wrote (to Klingler), "Please take 
me as your pupil."^ 

Karl Klingler, the first violinist of the Klingler Quartet, who normally did not 

teach, accepted Suzuki as his only student. Like Ko Ando, Klingler had been a student 

of Joseph Joachim, and was at times a substitute performer in the Joachim quartet. 

Between 1920 and 1928, Suzuki studied violin in Berlin with Klingler. During that time, 

he also took composition and orchesttation lessons from George Schumann in Leipzig. 

Berlin in the 1920's was a city of exttaordinary cultural richness. Besides work

ing with Klingler, Suzuki continued to attend memorable performances by eminent mu

sicians such as Kreisler, Glazunov, Sttauss, Mascagni, Busoni, Furtwangler, and 

Schnabel. Through Klingler, he also developed cordial friendships with Albert Einstein 

and Fritz Busch. It was in Berlin that he met the love of his Hfe, the beautiful young 

singer, Walttaud Prange. 

On Febmary 8,1928, Suzuki married Walttaud in a Catholic Church. Shortly 

after the wedding, they began their journey back to Japan. Upon his return, Suzuki 

started the family string quartet with his three younger brothers. They concertized ex

tensively throughout Japan and performed on radio broadcasts. He also began accepting 

private students. His very first pupils were Toshiya Eto and Koji Toyoda. Eto was four-

years-old and Koji was three when they began lessons. Both these pupils grew up to be 

very successful musicians. Eto became a professor at tiie Curtis Institute and Koji was 

appointed the concertmaster of the Beriin Radio Symphony Ochestta. Accepting two 

students of such young age at the beginning of his teaching career was both a challenge 

^ Hermann, Suzuki. 21-2. 



and a blessing. The challenge motivated Suzuki to do some soul searching about how 

one should approach the teaching of playing an insttaiment to such a young child. The 

blessing was that from this, the first seed of the whole Talent Education movement was 

sewn. 

In 1937, Suzuki accepted appointments to teach VioHn at the Imperial Music 

School and the Kunitachi Music School in Tokyo. The following years of the Second 

World War brought much hardship to life in Japan and Suzuki's family was greatly 

affected. During the war, he spent some time living in the mountains, and subsequentiy 

started a lumber mill there. His teaching career did not resume until after the war, in 

1945, when he was invited by a singer, Mrs. Tamiki Mori, to help her start a new music 

school in Matsumoto. Mrs. Mori had taught with Suzuki at the Imperial Music School in 

Tokyo. Upon her invitation, Suzuki wrote in reply: 

I am not very interested in doing 'repair' work on people who can 
play already. I did enough of that before in Tokyo. What I want to try is 
infant education. I have worked out a new method [by which] I want to 
teach small children - not to tum out geniuses, but through violin playing 
to extend the child's ability. I have been doing research for many years. 
That is why I want to put all my efforts into this kind of education in the 
future. If my idea finds approval, I will help with the teaching along these 
lines.^ 

This marked the beginning of the Talent Education movement. The newly 

founded Matsumoto Music School grew rapidly. Within a year, a concert was presented 

at the Hibiya Auditorium. More than thirty children from four to nine years of age per

formed to an audience of about three thousand. In 1951, the fu:st Summer Institute was 

held at Kirigama. On October 25, 1952, the first student graduation ceremony took place 

"7 Shinichi Suzuki, Nurtured bv Love: The Classic Approach to Talent Education. 
2nd ed. (Smithtown, New York: Exposition Press, 1983), 29. 
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at the Kyoritsu Hall.^ Neariy two hundred students graduated. The following year, at 

the second graduation ceremony, three hundred and sixty-three children graduated. 

Since then, an Annual Concert has replaced the graduation ceremony. Every child, 

graduated or otherwise, could attend and play in the Annual Concerts. In March, 1955, 

the First Annual Concert was held at the Tokyo Gymnasium. About 1500 children from 

all over Japan participated in the event. Hermann cited an account of the concert given 

by the Consul General of Finland in Japan, Mr. Ragnar Smedslund: 

The scene is Tokyo's new Sportshall on a Sunday in March. The 
galleries are full of 10,000 spectators who, spellbound, are following the 
spectacle in the arena where 1200 violin playing children of the age of 4 
to 15 are playing Vivaldi's "Concerto in A minor." In the middle of the 
arena there is a platform with a grand piano and on all four sides thereof 
the youngest children are lined up. 

The program was commenced by the first movement of the Mozart 
"VioUn Concerto in A Major," played by the 80 most advanced vioHnists. 
Thereupon, 120 of the next lower class joined them for playing the first 
movement of Bach's "Concerto in A Minor." And for each new item on 
the program a new group marched in until the total reached 1200. After 
the Vivaldi Concerto the program consisted of various selections of Bach, 
Lully and Handel. 

Behind this concert there is an all-Japan organization for "the edu
cation of the children's talents." It has its headquarters in Matsumoto, 
Nagano Prefecture, and 65 branches in various parts of Japan. The total 
number of pupils is at present about 4,000. The founder and leader of this 
organization is a well-known violin teacher, Shinichi Suzuki, who natu
rally conducted this concert. 

Everyone who was present at the concert in the Tokyo Sportshall 
must have found it an eloquent testimony of the possibihties of bringing to 
light and developing children's talents at a tender age. And everyone of 
the audience is no doubt willing to subscribe to the statement by William 
James quoted in the program as follows: "Compared with what we ought 
to be we are only half awake. We are making use of only a small part of 
our physical and mental resources. Stating the thing broadly the human 

^Students in the Suzuki violin program are required to graduate from levels 1, 3, 
4, 5, 6, 7, and 10, with some variations from different programs. For instance, the Texas 
Tech program requires students to graduate from level 2 as well. 
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individual lives far within his limits. He possesses powers of various sorts 
which he habitually fails to use."^ 

Naturally, concerts of this magnitude atttacted a lot of attention. In the years that 

followed, the success of Suzuki's Talent Education movement began to receive in

ternational recognition. In 1961, Pablo Casals, during a tour in Japan, attended a concert 

in which 400 children performed. At the end of the concert, he went up on stage to 

congratulate the performers. Casals was so moved by the performance that he was in 

tears when he spoke to the audience. ̂ ^ 

As stories of the Suzuki movement in Japan spread, some American music 

teachers went to Japan to study the phenomenon. Among the first of these teachers were 

Jacqueline Corina from Califomia, Professor John Kendall, of Southem Illinois 

University, and Dr. Clifford Cook of the Oberiin Conservatory. In 1963, a plan for 

Suzuki's first American tour with his pupils was underway. The planning committee 

included Dr. Robert Klotman, president of the American String Teachers Association, 

John Kendall, and Clifford Cook. In the Spring of the following year, Suzuki embarked 

on his American tour with ten of his pupils. The oldest of these children was thirteen, 

and the youngest, five. The group performed at the University of Washington, Southem 

Illinois University, the New England Conservatory, the United Nations, the Juilliard 

School, and in Philadelphia for the national convention of the Music Educators National 

Conference. An article appearing in the March 25th issue oi Newsweek gave the 

following account of one of these concerts: 

Seven-year-old Asako Hata playfully dropped a chunk of ice down 
her neighbor's back, and the long table of children at lunch one day last 
week burst into delighted giggles. Forty minutes later, Asako was stand
ing on the stage of New York's august Juilliard School of Music, bobbing 
her head shyly to acknowledge the thunderous clapping that greeted her 
performance of a complicated Veracini sonata. The solo climaxed a 

^ Hermann, Suzuki. 62-63. 
10 Suzuki, Nurtured, 114. 
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concert that was at once impressive and absurd, in which ten tiny Japanese 
children, ranging in age [from] 5 to 14 played Bach and Vivaldi that drew 
bravos from a highly critical audience of Juilliard students and faculty. If 
their applause was tinged with sentimentality (when the children's teacher. 
Professor Shinichi Suzuki, stepped on stage to tune a 5-year-old's quarter-
size violin, the audience sighed), it was nonetheless wholly deserved. 
"This is amazing," said JuiUiard violin professor, Ivan Galamian. "They 
show remarkable ttaining, a wonderful feeling for the rhythm and flow of 
music." 

Playing without a conductor and using no score, the youngsters 
were a living testimonial to the validity of Suzuki's unorthodox teaching 
method. He starts his children [at] about 3, but the first lessons are for the 
child's mother. She comes once a week with her youngster, and after 
three months has normally progressed to "Twinkle, twinkle, little star." 
"By that time," Suzuki explains in a mixture of German and EngHsh as 
expressive as his face, "the child has watched the mother play and wants 
to imitate her." Only then is the pupil given a pint-size violin. Through 
exposure to classical recordings and constant repetition, the child is ready 
to tackle simple Bach gavottes within a year. The 150,000 children 
Suzuki's system has ttained in 30 years are far from robots. They 
combine virtuosity with feeling so successfully that when Pablo Casals 
heard a Suzuki recital in Tokyo, he mshed to the stage, shouting "bravo," 
and hugged the children. ̂  ̂  

The opening speech made by John Kendall on the March 15 MENC concert 

addressed some of the significance of Suzuki's ideas and experiments: 

There are moments in history when a place, a time, a man, and an 
idea converge to produce results of great significance. Such an historical 
moment occurred when Shinichi Suzuki began his experiments in violin 
teaching in Japan. The results have atttacted widespread attention and 
have generated much speculation about the nature of musical leaming and 
the way in which every human being develops in the early formative 
years. It is not that any particular segment of Suzuki's ideas is new, but 
rather he has thrown a clear Ught on the question we all wish to explore, 
how the human being becomes musical. Suzuki's ideas have stmck fire in 
America because they go directiy to the heart of a process universally 
intriguing: how infant human beings emerge from early shapelessness to 
the phenomenal powers of the formative years. In the understanding of 
this process, as Suzuki points out, lies the future of the human race. It 
would seem that we have only begun to recognize the leaming capacities 
of very young children. It is likely that teachers and parents who seek an 
easy way will be disappointed. However, those who have the energy, the 

l i Suzuki, Njuirtiired, 104-105. 
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imagination and the courage to experiment, to change and to grow with 
the teaching process will certainly fmd stimulation in the ideas of Suzuki. 
In a decade the stimulation of his ideas has moved violin teaching and 
performing to the forefront of educational experiment and study-a move 
that can only result in profound and positive influence on both. Countless 
teachers, parents and students in all parts of America are already 
illusttating that Suzuki's ideas bear fruit in our country as well as Japan. 
The relevancy of Suzuki's ideas may be demonsttated best through the 
constant work and expert teaching of dedicated people and it is 
appropriate tiiat his faith lies ultimately in the great ability of human 
beings to improve themselves and their way of life. In addition to the 
success of his teaching methods-a success so dramatically demonsttated 
by his own pupils-we owe a debt to Shinichi Suzuki for his wide and 
significant contribution to the human condition. ̂  2 

After the first American tour, the interest in the Suzuki Method among teachers 

and schools in the United States spread quickly. The success of the tour prompted a 

second tour in 1966. In 1970, the Suzuki students embarked on the fttst European tour. 

Hermann noted that Suzuki did not take part on this tour, but that Mrs. Suzuki ttaveled 

with them as their interpreter. ̂ ^ 

Between 1965 and 1969, Suzuki was invited to conduct workshops in several 

universities. In June of 1966, he received an honorary Doctor of Music degree from the 

New England Conservatory. Later, he also received similar degrees from the University 

of Louisville, the University of Rochester, and the Cleveland Institute of Music. With 

the founding of the Talent Education USA in the late 1960's, the Suzuki Association of 

the Americas in 1972, and the First International Suzuki Teachers' Conference in 1975, 

the widening support of the Suzuki method of teaching was firmly established. Dr. 

Suzuki is looking forward to celebrating his 95th birthday on October 17, 1993. 

Since 1971, numerous American Suzuki Institutes are held on various university 

campuses across the country, mostiy in summers. The main activities at these Institutes 

include teacher ttaining and various workshops, master classes, and concerts for students. 

l^Hermann, Suzuki. 80-1. 
l^Hermann. Suzuki. 102. 
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Today, Dr. Suzuki continues his relentiess efforts in teaching children to play, appearing 

in different workshops and institutes, and writing about his ideas. Talent Education 

continues to grow worldwide. The Suzuki Violin Method has been successfully adapted 

to many other insttuments, including the piano, viola, cello, bass, guitar, harp, and flute. 

The Suzuki method has also been eamestiy studied by educators outside the musical 

disciplines. 
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CHAPTER III 

THE SUZUKI PHILOSOPHY 

General 

Envkonmental Influence 

To understand the success of the "Suzuki Method," one has to understand the 

thoughts behind this method. The "Suzuki Method" is a set of specific insttiictional 

approaches evolved from the underlying philosophical thoughts of Dr. Suzuki. These 

include his thoughts in general on humanity and the subsequent mminations on music 

and musical ttaining in relation to the humanitarian vision. 

The dominating factor in the Suzuki philosophy is his firm conviction that man is 

a product of his environment. Much of his writing has been devoted to this issue. 

Every single human being's personality—his ability, his way of 
thinking and feeling—is carved and chiseled by ttaining and environment. 
It shows in each person's face and eyes. His whole character becomes 
visible. The stamp of history changes day by day, matching the steps of 
man's living. This is life's delicate working.!'^ 

We don't have to look for specific innate abilities or talents. It is a 
superior environment that has the greatest effect in creating superior 
abiUties...AbiHties are bom and developed by the working of the vital 
forces of the organism as it strives to live and to adapt to its environment 
right in the beginning.. Therefore, the only superior quality a child can 
have at birth is the ability to adapt itself with more speed and sensitivity to 
its environment than others.... 

...I firmly beUeve that cultural and musical aptitude does not come 
from within, and is not inherited, but occurs through suitable 
environmental conditions. It is only a question of sensitivity and adaptive 
speed...If Einstein, Goethe, and Beethoven had been bom during the Stone 
Age, wouldn't they likewise have had only the cultural ability and 
education of men of the Stone Age? The converse is also ttue: If I were 
to receive a suckling babe of the Stone Age and educate him, before long 
he would be able to play a violin sonata by Beethoven as well as any 
young person of today.... 

l^Suzuki, Nurtured. 8. 
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There is no result without cause. Wrong education and upbringing 
produces ugly personaUties, whereas a fine upbringing and good education 
will bring forth superior sense and feeling, as well as nobility and purity 
of mind. 

All children adapt the vital forces of their organism to their 
respective environments.... 

Good environmental conditions and a fine education cannot help 
but contribute to children's welfare and happiness, as well as promising 
light and hope for the future of mankind.!^ 

Talent is Not Inbom 

Deducing from his environmental theories, Suzuki further proclaims that talent is 

only an ability which is also subjected to the influence of the environment, and thus can 

be cultivated through education. He sttongly objects to the conventional wisdom of 

ascribing the success or failure of one's musical ttaining to the amount of one's inbom 

talent. This underlies the reason for subsequentiy naming the Suzuki approach "Talent 

Education." 
Talent is no accident of bkth. In today's society a good many 

people seem to have the idea that if one is bom without talent, there is 
nothing he can do about it; they simply resign themselves to what they 
consider to be their "fate." Consequentiy they go through life without 
living it to the full or ever knowing life's tme joy. That is man's greatest 
ttagedy.l" 

I cannot emphasize firmly enough and often enough how wrong it 
is to judge an akeady ttained child and to say that its abilities are due to 
superiority or inferiority at birth. This kind of thinking should be 
abandoned. We must put an end to this misconception. There is no 
telling to what heights children can attain if we educate them properly 
right after birth. 1̂  

When we say children have inbom ability, often those children 
already have been nurtured to the age of five or six. When looking at a 
newbom baby, absolutely nobody can say, "This child will be a talented 
musician," or, "This child will be a talented literary person." 

Saying what is the inbom ability of a five or six year old child 
cannot be the same as what we mean when speaking of the inbom ability 

i^Suzuki, Nurtured, 13-15. 
l^Suzuki, Nurtured, ix. 
l^Suzuki. Nurtured. 14-15. 

17 



of an infant. Instead, it should be called the results of education, because 
it is the grown form of a five or six year old that is being observed. 

Re-evaluate the school of thought which mistakenly calls the 
results of education as inborn ability. Start from scratch and think about 
the talent of man. What kind of person is the newbom child and what 
kind of talent is hidden within him? This is what I hope to see re
evaluated. ̂ ^ 

Suzuki's sttong promulgation of talent as a product of environmental influence 

may be a consequence of his own frusttations as a young man and his compassionate 

desire to encourage others to have a positive attitude toward their studies. One has to 

examine his ideas under a broader context of cultural and motivational connotations 

rather than in narrow debates over scientific findings. The word "talent" in the English 

language by itself implies certain exttaordinary inbom abilities. This is a point which 

might cause difficulty when westem educators tty to confront the Suzuki concepts with 

the usual scholarly scmtinies. It is enth-ely possible that "talent" in this case is only a 

word chosen by the ttanslators to represent a Japanese character which may embody 

broad conceptual meanings not found in any one English word. Dane Rudhyar says it 

well when he analyzes some of the problems in cross-cultural studies: 

Many Westem youths, atttacted by the apparentiy all inclusive 
scope of Asian philosophies with their many levels of consciousness and 
reality, or fascinated by reports or experiences of a reputed gum's power, 
lack discrimination and an objective, historical approach to what is 
presented to them. They fail to realize that the teachings of the gum, even 
if modified for Westem consumption, are as much the product of a 
particular culture's mentality and psychism...^^ 

When Suzuki talks about "talent," he is addressing the need for parents and 

teachers to provide the best possible environment as well as positive encouragement for 

the young students to fully realize their potential. He is speaking from the standpoint of 

l^Shinichi Suzuki, Ability Development from Age Zero (Athens, Ohio: Ability 
Development Associates. Inc., 1981), 3-4. 

l^Dane Rudhyar, The Magic of Tone and the Art of Music (Boulder, Colorado: 
Shambhala Publications, Inc., 1982), HI. 
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a compassionate educator, a humanitarian, not a Freudian or a scientist. The motive of 

his reasoning is made clear when he writes: 

I spent most of my twenties abroad studying in BerUn...I practiced 
every day for five hours, but however hard I tried, it was as if a big wall 
prevented my advance. This continued many days, many months. I didn't 
get ahead at all. A sad resignation settied over. "It is hopeless, I have no 
talent."..."what a pity! Without talent, ttying so hard, every day-it's not 
worth it," I told myself I felt that I had no ability, and wanted to die. 
This kind of feeling more or less afflicts every young person, especially 
those who want to embrace art closely. Seeing the great work and talent 
of predecessors and comparing it with his or her own ability, as well as 
being told that talent is inbom, can make a young person melancholy and 
filled with despair. 

Many young people who doubt their talent may even entertain 
suicidal thoughts. But instead of being morose, without hope, they should 
begin by saying, "Talent is not inbom, it has to be created." If one knows 
this, he or she can be buoyed up with hope even though the road is one of 
hardship and disttess. Exertion is always beneficial as long as one is 
aware that it is goal oriented. ̂ ^ 

The most important link between the theory of environmental influence and the 

"Suzuki Method" is in Suzuki's observation of the universal ability of children in learning 

to speak their mother tongue. While this ability is taken for granted by most as a natural 

gift, Suzuki contends that the way children are taught to speak is an example of the 

greatest educational method. 

When the root to this idea occurred to me some twenty-five or 
twenty-six years ago, I was overwhelmed by the fact that all children in 
Japan speak Japanese easily. 

"Of course they do...It's nothing to be surprised about," is what 
people say to me with skeptical eyes. However, for me it was an 
enUghtening thought. Five and six year old children speak Japanese 
easily. They speak Osaka, Aomori, and Kagoshima dialects without any 
problem. They have the talent to catch the delicate nuances of the Osaka 
dialect and the ability to master the nasal pronunciation of Aomori and 
Akita dialects. I was astounded; this abiUty is no small accompHshment. 
The children show such a high level of educational possibilities. 

^^Suzuki, Nurtured. 36. 
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Already, at five and six years old, children have developed and 
internalized language, and I was deeply moved by this discovery which 
led to my understanding of the education involved in learning the mother 
tongue...I need to explain my surprise at seeing children speak Japanese 
freely. Such a high level of development seemed to show a successful 
education method which works unconsciously. I also profited from the 
Sttong belief that any child has seeds of ability which can be nurtured as 
far as the capacity of the brain will allow. 

It is so commonplace for children to speak their own language that 
people tend to ignore it and not really look at the facts. Possibly I was so 
stimulated when taking note of such a happening because at that time I 
had been thinking seriously about a new music education method. In a 
way it was a flash of inspiration. 

To speak Japanese well, children must develop their language 
ability to a very high level. One cannot simply say that Japanese children 
speak Japanese because they are Japanese. If an American spoke Japanese 
as well as Japanese children do, it would be called a brilliant language 
ability. Yet a baby starts from scratch at birth and by five or six years of 
age has intemalized the language. Here is a wonderful method of 
education. The best method in the world is hidden within the mother 
tongue education, I thought. This event should fit into all education 
methods. I began to search. Then at last I decided, "If a child speaks his 
language fluently, he has developmental possibilities. Other abilities 
should therefore develop according to the way he is raised."...However, 
education of Japanese does not involve only leaming Japanese in bits and 
pieces. It also involves developing the ability to learn a language at the 
same time. Until now, the majority of education methods have 
concenttated merely upon teaching in bits and pieces instead of nurturing 
talent. 

"If I use this wonderful language education method, surely I will 
get good results. I shall use the method of ability breeding ability." I 
began to get moving. 

Everyone has a sprout of talent. Developing that sprout into a 
wonderful ability depends upon how it is cultivated.^! 

21Suzuki, Ability, 4-7. 
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Musical Training 

Broad 

Moral Purpose of Music 

Suzuki sees a very positive influence of music on man. He often suggests that 

music can save tiie worid and that musical ttaining is essential in the cultivation of a 

sensitive and fine human being. It is his stated purpose to bring music to all mankind. 

His teachings often take on a broad humanitarian approach which exceeds the mere 

confines of specific methods of musical ttaining. 

There are people who think that art exists for its own sake, but I do 
not think so. Art exists for the human species. I think that all of the 
people who love art, those who teach art, and all of you, should bum with 
the obligation to save the world. ̂ ^ 

Music exists for the purpose of growing an admirable heart.^^ 
Education has been given various definitions, but I would define it 

as knowledge of and respect for the nobleness of human beings.^^ 
...If we listen to the music of Bach or Mozart, we can feel the 

hearts of Bach and Mozart in their music...If a child is raised on Bach 
from a young age, the noble soul, the powerful personality and the 
religious sensitivity of Bach will develop in the child. If a child is raised 
on Mozart, then the loving soul of Mozart will develop in the child. The 
life force in the child will absorb those ttaits to a high level. The heart 
that feels music will feel people.^^ 

At a time when so many of the westem aesthetic philosophies center on absttact 

formal study, Suzuki's assertion of moral value in music is not easily accepted. In an 

attempt to understand Suzuki from a cultural or reHgious view point, Barbara Crelder 

suggests that Suzuki's pressing concems in creating a sensitive heart in the child through 

music could have come from the Buddhist influence. 

It is helpful to look at Suzuki's writings within the context of the 
Buddist ttadition out of which he is working. One aspect of this ttadition 

^^Suzuki. Ability. 61. 
23Suzuki, Ability. 62. 
24suzuki, Ability. 37. 
25suzuki, Ability. 40. 
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is the use of a physical discipline, such as archery in Zen Buddhism, as a 
means of spiritual advancement. Suzuki has adapted aspects of this to 
leaming the vioUn, and considers violin study as a discipline that can be 
used to shape the growing personaUty of the child.26 

Interestingly, in his authoritative work on the history of westem music, Donald Jay Grout 

finds similar thoughts on music in ancient Greece. 

The doctrine of ethos, or the moral qualities and effects of music 
seems to be rooted in the Pythagorean view of music as a microcosm, a 
system of sound and rhythm ruled by the same mathematical laws that 
operate in the whole of the visible and invisible creation...A later, more 
scientific age emphasized the effect of music on the will and thus on the 
character and conduct of human beings. How music worked on the will 
was explained by Aristotle through the doctrine of imitation. Music, he 
says, directiy imitates (that is, represents) the passions or states of the 
soul-gentieness, anger, courage, temperance, and their opposites and other 
qualities; hence, when one Hstens to music that imitates a certain passion, 
he becomes imbued with the same passion...^^ 

The Life Force 

There are nevertheless some evidences of oriental influences in Suzuki's thoughts. 

He talks about the "Life Force" which is an essential element in all oriental philosophies. 

For instance, the entire book of I-Ching from ancient China evolves around the "Tai Chi" 

(life force) and its embodiment of the two opposing but harmonious forces, "Yin" and 

"Yang." The author of I-Ching contends that this "Tai Chi" is a metaphysical or spiritual, 

living force which is the source of life in all creatures big or small, including the cosmos 

itself The entire book of I-Ching tries to explain how an individual can cultivate his "Tai 

Chi" in order to expand the power of his being. Subsequentiy, philosophers such as Lao 

Tse, Chuang Tse, Confucius, Wan Tse and numerous others expounded on this and 

^^Barbara Hanna Crelder, Music Leaming Theory and the Suzuki Method. 
Readings in Music Leaming Theory, ed. Darrel L. Walters and Cynthia Cmmp Taggart 
(Chicago, Illinois: G.I.A. Publications, Inc., 1989), 261. 

^^Donald Jay Grout, A History of Westem Music. (New York: W. W. Norton & 
Co., 1960), 8-9. 
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brought forth the rich historic philosophic macrocosm of the entire Chinese culture. The 

conception of "Tai Chi" and "Yin-Yang" filttates into every aspect of that culture, 

including art, literature, medicine, religion, government, social order, and folk customs. 

In view of the thousands of philosophical volumes through the centuries elaborating on 

this powerful thought, and the endless inventions of new words and phrases to explore 

and delineate its meaning, "the Life Force," a commonly accepted English ttanslation, is 

another example of the difficulty and inadequacy of ttanslation practices. As ancient 

China has a sttong influence on the Japanese culture, not unlike many eastem 

philosophers or scholars, Suzuki also convenientiy associates the idea of the "Life Force" 

with his thoughts on education. 

Mother Nature gives every one of us the potential to live this kind 
of life. But the life force is beyond human intellect. If people only 
realized what a marvelous thing it is, they would have greater respect for 
it, and appreciate it in children, in adults, in themselves.^^ 

Children can catch any difficult pronunciation. Concenttation 
upon this very powerful Ufe force is what education should be. I suggest 
that the combined energies of parents and teachers be concenttated on this 
powerful force for a wonderful education. Knowing that children have 
such a wonderful life force, it is inexcusable not to develop it. (I want to 
shout this fact many times when I think that this life force is the root of 
education.)29 

Non-competitive Nature of Musical Training 

Suzuki often proclaims that it is not his wish to ttain all of his students to become 

professional musicians. He believes that every child should be encouraged to develop 

and grow at his own pace. He also believes that leaming to play an instmment well will 

foster in a child the abiUties to overcome other difficulties in life.^^ This non

competitive approach by no means suggests a lack of aspiration for the pursuit of 

^^Suzuki, Nurtured. 85. 
29Suzuki, Ability. 12. 
30suzuki, Ability. 62. 
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excellence. On the conttary, the development of great ability is an essential element in 

Talent Education. Instead of competing against one another, children are challenged to 

compete against the highest artistic standards set forth by the greatest artists. In an effort 

to outiine the means to attain ability, Suzuki suggests: 

Here are the conditions for developing great ability. 
1. Begin as early as possible. 
2. Qeate the best possible environment. 
3. Use the finest teaching method. 
4. Provide a great deal of ttaining. 
5. Use the finest teachers. 

When all of these conditions are working together, the flower of 
really wonderful ability will bloom. ̂ ^ 

Specific 

Out of the broad philosophical backdrop of humanity, music, environmental influence, 

and language development, a set of specific teaching methods was created. Collectively, 

these practices became the hallmarks of the "Suzuki method." For the convenience of 

distinguishing the Suzuki approaches from others, Suzuki teachers often refer to all non-

Suzuki methods as the "ttaditional methods." The term "ttaditional method" naturally 

encompasses a countiess variety of teaching methods, many of which have a reputation 

of producing very capable musicians. To many skilled and creative teachers, any 

estabhshed "method" would only serve as a general framework for a point of departure, 

and the practical matter of day to day teaching is a living art which is constantiy growing 

and developing. Therefore, the wisdom of referring to all teaching methods other than 

the Suzuki approaches as "ttaditional method" is often questionable. In any case, the 

"Suzuki Method" has generated a large following among music teachers and has become 

a "ttadition" of its own. 

31Suzuki, Ability, 23. 
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Many of these practices have been developed from Suzuki's conviction that the 

best educational approach is the way children are taught universally to speak their native 

language; that music is a universal language which should be taught as such; that all 

children who are capable of leaming to speak can be taught to play a musical instmment; 

and that an encouraging environment fostered with love is paramount to the success of 

any teaching effort. 

Early Beginning and Parental Involvement 

Suzuki advocates that lessons should begin at an early age, usually between age 3 

and 4. Undersize instmments (except for the piano) are built for the young children. At 

least one of the parents is required to attend all the lessons and to practice with the child 

at home. In the early stages, the beginning student only attends and observes lessons of 

others, accompanied by the parents. As the youngster is observing these lessons, the 

parent is often taught to play the Suzuki repertoire so that he will be able to teach the 

child when he is ready to play. At home, the parent will play for the child a recording of 

the Suzuki repertoire over a period of time, until the child is totally familiar with the 

music. 

Until the parent can play the fttst piece, the child doesn't get to 
play the violin. What this aims at has a very important meaning. 
However much the parent wishes the child to leam violin, a child of three 
or four has no deske at all to practice violin. What is necessary, therefore, 
is to prepare him so that he will feel like it unconsciously: "I want to do it 
too." To begin with, therefore, the mother lets him daily listen at home to 
the piece he will leam fttst, takes him to lessons and places him amidst 
children who play the violin. This means giving that environment to the 
child. Moreover, in the classroom and at home, his mother plays on the 
small violin which seems to fit him better. 
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In the meanwhile, the child begins to feel like doing it himself He 
begins to think that he wants to take the violin away from his mother and 
"play with" it.32 

Listening and Imitating 

In the Suzuki ttaining, great emphasis is placed on the child's Ustening activities. 

It is modeled after the way children leam to speak. Because of this, the Suzuki method is 

widely known as the "mother tongue approach." Every effort is made to ensure that the 

child has internalized a piece of music through listening before he leams to play it. By 

the time he is insttiicted to play the piece, it is just a matter of exploring the physical 

manipulation of the insttument in order to realize the musical impressions fully 

ingrained. 

The fttst condition for fostering your children as persons with 
musical sensitivity and high sensibiHty is to repeatedly play the records of 
the teaching materials. This builds abiUty. If in your heart you wish to 
bring up your child as a person of fine musical sensitivity, please let him 
Usten to the records and tapes every day. Without fail, he will develop 
fine musical sensitivity...In life, before they realize it, children 
indiscriminately imbibe repeated outside stimuli, good or bad, and that 
becomes[sic] their abiUty. If you don't let them listen, nothing will be 
fostered.^^ 

I also taught a six-year-old tone deaf child who was successfully 
able to develop talent. The tone deaf child was not bom that way. When 
he was a baby, his mother or grandmother sang out-of-tune lullabies to 
him, and as he heard them he became tone deaf. To cure the child's tone 
deafness, I used the following method: 

It is very difficult to correct tone deafness which has become 
intemalized. Therefore, instead of correcting the old tone deaf gamut, I 
made a new gamut for which I repeated the ttaining over and over again. 
When the new gamut had been experienced more times than the old 

32shinichi Suzuki, Talent Education for Young Children (New Albany, Indiana: 
World-Wide Press, 1986), 44. 

^^Shinichi Suzuki, Where Love is Deep (New Albany, Indiana: World-Wide 
Press, 1982), 42. 

26 



gamut, the old gamut gradually wore thin and was erased. That child 
nurtured his talent so well as to have a recital in Canada.34 

Suzuki students are not only expected to listen to the pieces they are going to 

leam, they are also encouraged to listen to a wide variety of fine music performed by 

great artists. Suzuki often says that his students do not really study with him, but with 

such great artists as Kreisler or Gmmiaux. 

No matter how well I play for a student, it will be different to hear 
a world famous violinist like Kreisler playing the same piece. Therefore, 
I have children listen to the performances of Kreisler many times while I 
teach them the technique of violin playing and tone production. In this 
way, children will surpass the sensitivity of my own performance, 
intemalize the sensitivity of Kreisler, and maybe even surpass him. I 
teach them how to study, but Kreisler teaches them musical sensitivity...I 
want the student to know that I am only helping him in his lessons with 
Kreisler. The children will be happy and proud because they are the 
students of the best in the world. Further, by listening to good music 
continuously, they will internalize it.^^ 

Postponement of Reading 

Universally, children are taught to read and write only after they have gained 

considerable command in their spoken language. In the Suzuki method, the 

conventional practice of teaching the beginning student to read and play from printed 

music is postponed until much later. Suzuki does not address a specific stage when 

reading should be inttoduced. There is a variety of practices among Suzuki teachers. 

Some teachers start "note-reading" and simple theory in the form of games at a very early 

age. These are usually games to inttoduce note-names, clefs, the staff, time values and 

time signatures. However, the practice of reading, that is, to render a piece of music with 

an insttument from the printed score, is postponed until an appropriate time, determined 

by the child's technical command of the instmment and the abihty to focus on the printed 

34Suzuki, Ability. 7. 
35Suzuki, Ability. 25. 
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page while playing. The most commonly accepted practice among Suzuki piano teachers 

is to teach a student to read when he has successfully completed Volume 1 and can play 

all of the pieces with polished refinement. By this time, the student is already well 

adapted to using the insttument as a musically expressive tool and is physically 

comfortable in handling the insttument. 

Emphasis on Memory bv Continual Review 

In the absence of the printed music, at least at the early stage, the Suzuki student 

only plays from memory. In fact, most pieces are memorized through repetitive listening 

before he attempts to play them. However, having leamed to play a piece of music, he 

does not just forget about it and learn another piece. Rather, a continual reviewing 

process is always in place, both at the lesson and at home. Students are encouraged to 

retain as much of their repertoire as possible. 

...Keep every piece learned [emphasis added] so that it can be 
played at any time. This is not just the power of memorization, but the 
power of intemalization....These children are receiving much memory 
ttaining. It is one talent cultivated when they are very little. They do not 
try to memorize, but something sticks to them and stays there as a sttong 
memory...3^ 

It is in this reviewing process that musicianship and artistry are gradually imbued. The 

better the student knows the piece, the more time can be devoted to the refinement of 

esthetic concems. 

After a student has leamed to play a piece, I tell him..."Now that 
your preparation is complete, let's practise in order to build your abihty. 
This lesson is just beginning." I let him practise by comparing his 
performance with the record, or by playing along with the record. This 
serves to gradually foster musical rhythm, refined tonahty, and beautiful 
posture. This is the cmx of my approach to fostering fine students. ̂ ^ 

36suzuki, Ability. 87. 
^^Suzuki, Love. 52. 
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Mere repetition is not enough, only bad and ugly things develop 
from thoughtless repetition.^^ 

Group Activities 

A major part of Suzuki ttaining is in group activities. Aside from their individual 

lessons, Suzuki string students often practice or perform in large groups. Most of the 

time they will be playing a piece of music in unison. Student of different ages will play 

in the same group. Invariably, the more advanced students will enjoy a sense of 

leadership and the less advanced ones will play along with more confidence. Children 

usually enjoy doing what their peers are doing, and these group performances provide a 

source of motivation. Performances by large groups of string students are very popular. 

Group performances on the scale of the Suzuki string programs are less adaptable to 

piano classes for very practical reasons. It is an aspect in the Suzuki piano program 

which needs sttengthening. Suzuki said of the group lessons: 

Again, in talent education classes, group lessons are given from 
time to time so children can enjoy practicing together. It's a great joy for 
them to play with friends. They start to play vigorously as though waking 
from slumber. 39 

Element of "Fun" 

Suzuki is aware of the fact that he is working with very littie children. Not unlike 

adults, but even more so, children love to do things which are "fun" for them. The 

greatest problem facing most teachers and parents is that students do not like to practice. 

Suzuki's answer is to make it "fun!" "If ttaining can be combined with the fun, a child 

has the power to do things which surprise adults.'"+0 

38Suzuki, Ability, 17. 
39suzuki, Love. 49. 
40suzuki, Ability. 23. 
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Consequentiy, there is a proliferation of all kinds of musical games published specifically 

for the Suzuki studios. Most of these are note-reading and theory games. They are 

particularly useful in group lessons. 

The Power of Love 

Not a single method or any combination of basic principles cited above can 

account for the success of the Suzuki approach in the absence of love. Suzuki's love for 

children, for music, for humanity, and for life itself has created an educational movement 

which is sweeping the world. It is a subject not often discussed in pedagogy classes, yet 

it is of such paramount importance that the lack of it depletes all pedagogic skills. 

Children are examples of life in its tmest form, for they really try 
to live in pure love and joy. I cannot live without children.... 

It is in our power to educate all the children of the world to 
become a little better as people, a little happier. We have to work toward 
this. I ask no more than the love and happiness of mankind, and I believe 
that this is what everyone really wants.... 

I searched for the meaning of art in music, and it was through 
music that I found my work and my purpose in life.^l 

41Suzuki,Nurmm(i, 83. 
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CHAPTER IV 

THE SUZUKI PIANO PROGRAM 

The Six Volumes of Suzuki Piano School. 
and the Companion Recordings 

The principal teaching material for the Suzuki Piano program is found in the six 

volumes of Suzuki Piano School published by Summy-Birchard, Inc.42 These volumes 

were put together by Suzuki with the help of Madam Hamko Kataoka. Some of the 

pieces from the fkst volume of the Suzuki Violin School have been retained. The first 

volume contains the well known "Twinkle, Twinkle, Littie Star Variations" and two 

other pieces by Suzuki, eight simple arrangements of folk songs, and eight piano 

compositions by known or anonymous composers. Volumes two through six contain 

piano compositions by well known composers from the Baroque to late Romantic 

periods. The choice of materials could have been influenced by the Kodaly Method, as 

described by Choksy: 

...the one area in which the Kodaly approach differs from its 
predecessors and achieves what none of the others has, is in the selection 
of materials. Kodaly insisted that the materials used for teaching music to 
young children could come from only three sources: 

1. Authentic children's games and nursery songs, 
2. Authentic folk music, 
3. Good composed music, i.e., music written by recognized 

composers.43 

42suzuki Piano School. 6 vols. Princeton, New Jersey: Birch Tree Group Ltd., 
1978. 

43Lois Choksy, The Kodalv Method: Comprehensive Music Education from 
Infant to Adult (Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1974), 22. 
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The Infusion of Ideas From a Number of 
Suzuki Piano Teachers 

The "Suzuki Method" originated as a series of thoughts on how best to teach a 

young child to play the violin, as well as Dr. Suzuki's philosophy on music and teaching 

in general. It does not provide specific insttuctional approaches to the teaching of the 

piano. As it is adapted to the piano, naturally many specific pedagogical concems 

pertaining to the insttument must be addressed. Kataoka has written two books on the 

subject. Most of her writings focus on very specific technical approaches to the teaching 

and playing of the piano. Many other ideas have been generated by different American 

teachers. Most notable among them are Elizabeth and the late Harlow Mills, Constance 

Starr, Carole Bigler and Valery Lloyd-Watts, Mary Craig Powell, and Doris Koppelman. 

Today, what is generally known as the "Suzuki Piano Method" is an infusion of ideas 

from many active teachers building upon Suzuki's thoughts. The "Suzuki Method" is not 

meant to be a set of mles which others must rigidly follow. Ray Landers, a leading 

Suzuki teacher, noted, 

I have heard Dr. Suzuki often say that a "Suzuki" teacher should 
refer to himself as a music teacher, a teacher of man,..if he must call 
himself a Suzuki teacher, he should perhaps inttoduce himself as a teacher 
of the "Suzuki-(teacher's name) Method- for example: Suzuki-Landers 
Method. "44 

Aside from the injections of a wealth of musical and technical suggestions from the many 

Suzuki teachers, the common practices of early beginning, parental involvement, listen 

and play, and the mother tongue approach are generally observed. 

44Ray Landers, Is Suzuki Education Working in America? (Chicago, Illinois: 
Daniel Press, 1987), 12. 
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Common Practices of the Piano Program 

The Early Stage 

Most Suzuki piano students begin lessons between three and five years of age. 

The young child will be given a recording of the pieces in Volume 1. The parents are 

insttucted to play these recordings for the child as often as possible. In most cases, if the 

child is not ready to sit at the piano and play, he will be encouraged to observe lessons of 

others. Some teachers will follow the Japanese custom of teaching, requesting the 

student to take a bow before and after each lesson. At this time, many teachers will teach 

the parent to play the pieces in the Suzuki Volume 1. The child will observe as the 

mother leams to play these pieces and practices them at home. This may go on from 

weeks to months until the child is well motivated to play. However, not all American 

teachers follow this procedure. 

By the time the child is ready to receive instmctions to play, he would have 

already heard the pieces numerous times, both consciously and unconsciously. The 

teacher will first attend to physical activities such as sitting posture and hand shapes. 

Depending on the age and the individual, sometimes it takes a student several lessons or 

more to leam to balance his arm on a finger tip on a key surface. A foot stool is 

normally used so that the young child can balance his body properly and securely in the 

sitting position. The Suzuki method is exttemely sensitive to the natural leaming stages 

of each individual student. There is never a set timetable for progress. Most writers on 

Suzuki teaching sttess the importance of breaking down the desired objective into small 

steps and letting the student thoroughly master each step before inttoducing the next one. 

For instance, Mary Craig Powell states: "Mastery is accomplished by a one-step-at-a-
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time approach. Each step, no matter how small, is to be mastered before continuing to 

the next step."45 Similarly, Haruko Kataoka suggests: 

I have a feeling that ttaditional teachers taught a lot at each lesson; 
so much that, after all, the student could absorb nothing. 

Dr. Suzuki often talks of a "one-point lesson." During the lesson 
correct thoroughly just one thing which is the biggest problem, and 
insttuct how to practice it for a week. When the student has accompUshed 
one thing, add a next step to it. It is impossible to acquire many things all 
at once.46 

When the student has mastered the basic balancing conttols, he is taught to play 

the first piece-the first Twinkle variation. The teacher will first show the student the 

proper fingering and finger movements. At this stage, most children have better conttol 

of the larger muscles in the arms than the smaller ones in the hand and fingers. Many 

teachers will encourage the use of the larger muscles to produce the desired musical 

sound. However, the more rigid school of thought led by Hamko Kataoka and Lorraine 

Landefield insists on using only small finger movements, thus, the smaller muscles, to 

play the first Twinkle variation. While this practice is pianistically correct according to 

the "Species of Touch" as discussed by Tobias Matthay, it sometimes requires the child 

several months to master the specific finger movements. Pedagogically, this could 

present serious problems if the teacher insists that the student master one thing at a time 

before inttoducing him to the next thing, and if the parent and the child become totally 

fmsttated or bored from doing one thing for perhaps months. In the end, it is a judgment 

each teacher will make. 

45Mary Craig Powell, Focus on Suzuki Piano: Creative & Effective Ideas for 
Teachers & Parents (Athens, Ohio: AbiUty Development, 1988), 3. 

46Haruko Kataoka, Thoughts on the Suzuki Piano School: A Suzuki Method 
Symposium (Princeton, New Jersey: Suzuki Method Intemational, 1985), 26. 
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Listen and Play 

In a typical Suzuki studio, after the child is shown the location and sequence of 

keys to play, and the proper fingerings, the teacher will play a short phrase at one piano 

while the student would duplicate what he hears on another piano. If there is only one 

piano, the teacher will play at an octave or two above or below the student. How much 

the teacher will play each time depends on the ability of the student to absorb and 

imitate. It ranges from a complete musical phrase to a single note. There is 

comparatively little verbal communication but much listening and playing and listening. 

Typically, if the student makes a mistake, the teacher will simply play the correct phrase 

or tone again and ask the student to tty again. This practice includes the teaching of 

correct pitches, rhythm, tone quality, inflection, and balance, as well as all expressive 

nuances. From the very fttSt lessons, the student leams to listen with discrimination to 

subtle differences in tone qualities, rhythmic variants, and the shaping of phrases. 

The smdent will leam to play with one hand at a time. There is no uniform 

practice on when he will play with both hands together. One school, as led by Kataoka 

and Landefield, wiU teach the student to play the right hand part of all the pieces in 

Volume 1 before leaming the left hand parts. Others, as demonsttated by Robert Fraley, 

will teach the student to play each piece with both hands separately and then together 

before proceeding to the next piece. To help the student leam the left hand part, Robert 

Fraley suggests that each teacher should make his own recording for his smdents, 

including separate performances of the right hand part, left hand part, and both parts 

together of each piece. This is an important suggestion because the commercial 

recordings available provide only the complete performance of each piece. Young and 

innocent minds may have difficulty understanding that they have to hear two separate 

parts of a given piece while listening to the recording of its whole. Hearing the recording 

which demonsttates each hand-part, and then the combination of both parts, would 

35 



undoubtedly make it easier for the child to leam the piece. However, for very practical 

reasons and not wanting to violate copyright law, most Suzuki teachers continue to use 

only the commercial recordings, and most if not all students continue to learn to play the 

pieces with these recordings. 

The Role of the Parents 

The success in the student's progress depends to a large extent on the involvement 

and dedication of one or both of his parents. At least one of the parents is required to 

attend all the lessons, and act as the teacher at home. The parent not only will practice 

with the child each day and play the Suzuki recording for the child whenever it is 

possible, but also prepare the child as much as he can for each lesson. After the initial 

lessons, most Suzuki teachers require the parent to work with the child on leaming to 

play the notes of each new piece at home. The teacher will then focus on matters such as 

shaping musical conceptions, refining rhythmical and tonal conttols, and overcoming 

technical problems at the lessons. This system works very well in Japan where 

ttaditionally the mother will devote much of her time at home with the child. In the 

United States, where many families have both parents working, it is sometimes very 

difficult to expect the same kind of devotion from the Suzuki parents. In a study 

published in 1987, Ray Landers makes the following observation: 

When Talent Education first began to develop in America in the 
mid 1960's, many critics felt that this aspect of the method would be one 
of the most difficult to implement because of the large number of working 
American mothers, the great freedom of the culture that often limits 
"quality" family time together because of diversions such as television, the 
early independence of the American child, the relative lack of 
involvement of parents as teachers when compared to the Japanese 
culture, and other factors. However, the success of Suzuki education in 
America in terms of the great numbers of smdents and parents involved 
has, to a large extent, proven these critics wrong. I have not attended 
Suzuki workshops or institutes where, with rare exceptions, the parents 
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weren't in attendance; in general the parents I meet seem caring, 
supportive, and involved. However, thinking in terms of home practice 
and listening, I believe American parents, partially because of limited 
schedules, don't give the equivalent time as the Japanese parents...From 
this standpoint. Talent Education has room for improvement in 
America. 47 

As Landers rightfully points out, in spite of circumstantial difficulties, many 

parents are supportive of the Suzuki ideals. These parents make much effort in working 

with their children at home. They help motivate them and provide support in time of 

difficulties. When this is the case, the child blossoms beautifully in his musical 

development, and as a result of working closely together for a long time in pursuit of a 

common goal, and in sharing the same satisfactions at each incremental success, a very 

Sttong feeUng of closeness between the child and the parent is usually noticeable. 

Continual Review of Repertoire 

As the student makes progress and continues to leam new pieces, a portion of the 

lesson time is always devoted to reviewing previously leamed pieces. The reviewing 

process enables the consistent refinement of each piece. More subtle points of 

musicianship, artistry, and technical aspects are being explored. Usually, the reviewing 

of leamed repertoire becomes the most enjoyable activity in the lessons and practice 

sessions. The student has already gone past the more deliberate stage of working out the 

notes, rhythm, and fingerings of these pieces and is engaged in the more satisfying act of 

playing the piano-making music. He is becoming more and more aware of interpreting 

a piece in a variety of different ways. In a very direct way, this reviewing and refining 

process could play a major role in the development of his musical taste and intuition. 

In the real world of teaching, as I have observed from Suzuki institutes and 

master classes, teachers use review for various reasons. It is obvious that some Suzuki 

47Landers, Education. 16. 
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teachers are more concerned about technical matters, such as certain aspects of hand or 

finger positions or movements, than refining musical conceptions. Yet there are those 

who are much more interested in the exploration of creative ideas and musical effects. 

Naturally, the playing of the student will in some way reflect the way he is taught. This 

is an area where the individual teacher makes a big difference in the outcome, while 

working within the general concepts of the Suzuki approach. 

In any case, it is the reviewing and retaining process which aUows the student to 

be able to play a body of pieces with ease, and to develop certain rapport with the 

insttument. The more he plays a piece, the more comfortable he will feel at the 

keyboard. In the best scenario, the piano will become a tool which he manipulates to 

express his musical ideas. 

As the student has completed Volume 1, it is a common practice for the teacher to 

ask him to play through all of the pieces in one session before he proceeds to Volume 2. 

Some teachers will insist on having the student continue to review all of the pieces he has 

leamed, regardless of his level; others wUl gradually drop some of the earlier pieces. 

Group Lessons and Performances 

Unlike the string programs, it is impractical, if not impossible, to have large 

groups of piano smdents playing the same piece of music together. As a result, the piano 

students do not have the same opportunities of playing in large ensembles as the stting 

students. Nevertheless, conscientious Suzuki teachers try to hold group lessons as often 

as possible. These group lessons will take the form of master classes where students will 

take tums playing for each other, either by themselves or with the teacher accompanying 

at a second piano. The teacher will work with each student on various aspects of the 

performance as others observe. Many teachers also conduct periodic recitals so that the 

students will gain performing experiences. These recitals vary from small gatherings 
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followed by refreshments to formal concerts for the public audience. This emphasis on 

performance plays an important role in the Suzuki ttadition. 

Post - Volume 1 

The main characteristic of the Suzuki approach as opposed to other insttuctional 

methods is in the way a child is taught to play at the early stages. As he progresses into 

the second and third volumes, the differences between the Suzuki Method and the 

"ttaditional methods" become less obvious. The rest of the volumes contain a collection 

of various classical piano pieces by different composers. The student will continue to use 

the companion recordings to learn these pieces. However, because the pieces in Volume 

2 are significantly more complex than those in Volume 1, some reading abiUty is needed 

to facilitate the learning of the notes. Much of this repertoire consists of standard 

teaching pieces. There is no stmctural framework in terms of inttoduction of musical 

theories or technical etudes. The pieces are progressive in difficulty and the student 

could develop a significant pianistic technique by mastering all of these pieces. In the 

lessons, the teacher will be working with the student in leaming to play these 

compositions and to refine them afterward. In terms of "ttaditional" musical 

interpretation, stylistic considerations, pianistic skills and performance practices, there is 

littie difference between a Suzuki lesson and a "ttaditional" one. Nevertheless, the 

emphasis on listening, reviewing, performing, as well as group lessons, remains a 

primary characteristic of the Suzuki piano program. 
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CHAPTER V 

THE STRENGTHS AND WEAKNESSES 

OF THE CURRENT PROGRAM 

Sttengths 

Hearing Ability 

In the Suzuki approach, there is a sttong emphasis on ear ttaining. The student 

leams to play by means of listening and imitating. Through repetitive listening, he is 

expected to become totally familiar with a piece of music before he attempts to play it. 

In other words, a sttong musical conception is formulated before he leams to recreate it 

through the instmment. This differs significantiy from the conventional practice of first 

inttoducing the meanings of bits and pieces of musical notation and by relating these 

symbols to the geography of the keyboard, instmcting the student to render them into 

musical sound. 

Without the printed score, "audiation," the ability to hear music intemally in the 

absence of physical sound, becomes a necessary condition for the Suzuki student to leam 

to play. This ability has far reaching significance for the future musical development of 

the student. Darrel Walters succinctly sums up the nature and condition of audiation: 

Visual parallels are helpful in constmcting a definition and 
connotation for the term "audiation," because visual terms and visual 
processes are common and familiar to us. We know, for example, that to 
be capable of visualizing objects, one must have previously seen those 
objects and acquired a degree of visual understanding of them. Nearly 
everyone in our culture can visualize an automobile; relatively few can 
visualize the inside of a ttansmission. The greater the frequency with 
which one sees an object, and the greater the understanding that 
accompanies that seeing, the more completely and accurately will that 
person be able to "see" when the image is not actuaUy present-that is, the 
greater will be his powers of visualization. 
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Following the same line of thought, to be capable of audiating 
sounds one must have previously heard those sounds and acquired a 
degree of aural understanding of them.48 

In the much emphasized reviewing and refining process, the Suzuki student is 

also directed to listen discriminatingly to different tonal and rhythmic qualities in his 

playing. Careful cultivation of tone, phrase shaping, voicing, balance, articulation, and 

rhythmic conttol is an integral part of lessons. As a result, this early ear ttaining leads to 

superior aural perception of music. 

Memory 

A beneficial by-product of the listening approach is the ease of memory. Unlike 

the conventional practice of leaming to play a piece of music from the printed score and 

then committing it to memory, the Suzuki student plays only from memory, sometimes 

never seeing the printed page. Moreover, a piece is memorized unconsciously from 

repetitious listening before he leams to play it. Subsequently, the word "memorization" 

is very seldom used in lessons. The process of reviewing pieces long after their initial 

leaming further sttengthens the memory of them. As a result, for the Suzuki student, 

memorization normally comes easily and naturally. 

Technical Ability 

An integral part of any musical instmction is the development of technique. The 

overwhelming consensus of practicing professionals, both performers and teachers, is 

that technique should only be a means to achieve a musical end. Tobias Matthay offers a 

definitive insight in his authoritative work. The Visible and Invisible in Pianoforte 

Technique: 

48Darrel L. Walters, Audiation: The Term and The Process. Readings in Music 
Leaming Theory, ed. Darrel L. Walters and Cynthia Cmmp Taggart (Chicago, Illinois: 
G.I.A. Publications, Inc., 1989), 4. 
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Technique means the power of expressing oneself musicaUy. It 
embraces all tiie physico-mechanical means through which one's musical 
perceptions are expressed. 

It is therefore absurd and hopeless to try to acquire Technique 
dissociated from its purpose to express Music.The folly in the past has 
been to suppose that one could acquire a musical technique dissociated 
form the practice of actual, real Music. 

On the conttary, be sure to realize from the very beginning, that 
what you have to do, is to make a strong bond between Musical Intention 
and the means of its practical Fulfillment. From the very first, you must 
tty to make strict association between the spiritual and physical in 
playing.49 

Having first become very familiar with a piece through repetitious listening, and 

not given the burden of the study of notation, the Suzuki student is able to focus a large 

portion of his study time on working out and solving technical problems. Since the 

reproduction of known musical sound is the driving force for acquiring the ability to 

play, the development of technique appropriately serves as a tool to realize musical 

conceptions. 

There have been observations among teachers that the first Twinkle variation 

involves fast repeated notes which are easy to play on the violin but not at all appropriate 

for the beginning piano student. Some even suggest using different "pre-Twinkle" 

materials to prepare the students for the Twinkle Variations. Cynthia Rutledge remarks 

that: 

The researcher has observed, through actual teaching experience, 
that the requisite techniques embodied in the "Twinkle" Variations require 
nine to twelve months of study for the typical child between four and six 
years of age to master. This observation suggested a need for less difficult 
repertoire which will methodically develop the young student's technique 
to the point of readiness for the "Twinkle" Variations.^O 

49Tobias Matthay, Visible and Invisible in Pianoforte Technique (London: 
Oxford University Press, 1932), 3. 

^Ocheryl J. Rutledge, "An AppUcation of the Philosophy of Shinichi Suzuki to 
Selected American and European Pedagogical Materials," Ph.D. diss., Louisiana State 
University and Agricultural and Mechanical College, 1983, 3. 
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While it is ttue that fast repeated notes are often considered by piano pedagogues 

to belong to advanced technical studies, the fact that many Suzuki students are able to 

execute this first Twinkle variation beautifully suggests that the Suzuki approach has 

validity in the development of insttumental skills. 

Musicality 

For the Suzuki student, the first acquaintance with a piece of music is hearing it 

in its entirety, and the first objective is to gradually recreate its whole. From the earliest 

lessons, he leams to use the insttument as a tool to express organic musical conceptions. 

He does not know counterpoint, functional harmony, or keys. Nor does he know letter 

names of notes. What he knows is the reality of living, recognizable, organized tones. 

As soon as he is able to reproduce what he hears with the insttument, he leams to refine 

different aspects of these interrelated tones. He leams to hear the distinction between a 

pleasing and an annoying tone. He develops the ability to produce tones with different 

dynamic levels. He tries to create different moods, and gives expressive shape to 

phrases. He leams all about rhythm, not by performing mathematical calculations but by 

feeling and experiencing the different pulsations and durations of the piece as a whole. 

Using his instmment, he leams to recreate and communicate these musical ideas in a very 

direct manner. The desire to make music is the sole purpose of playing the instmment. 

In this regard, the Suzuki student comes close to fulfiUing the ideals of playing as 

expressed by Matthay: "Never sound a single note without a distinct musical purpose. 

This implies a definite rhythmical Intention for each note, and also applies to your very 

first experiments at the keyboard."51 

Naturally, the nature of the Suzuki approach results in cultivating a high degree 

of musicality which is otherwise undermined in the conventional approaches in which 

51 Matthay, Technique. 4. 
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most of the early efforts are to label printed symbols and to make connections between 

those symbols and the keyboard. All too often, when such great efforts are made to 

accurately ttansfer printed symbols to pressed keys, the resulting sounds are a series of 

mechanical tones devoid of musical intention. The power of making music is 

unconsciously relinquished to the printed page. 

Weaknesses 

Uneven Standards in Quality of Training 

Not unlike other human endeavors, the Suzuki approach has its share of 

problems. It began as a man's unceasing search for ttuth and wisdom in teaching young 

children to play a musical instmment. To a conscientious mind, a search like this is an 

on-going process which grows and develops with new experiences. Seeing Suzuki's 

successes, many seek his secrets. Some of the teachers who attempt to emulate Suzuki's 

method overlook the motivating passion behind it and unfortunately reduce it to a set of 

simplistic formulas. The result is a reduction of a powerful, living, creative force to 

nothing more than a few rigid doctrines. The phenomenon echoes what Victor 

Shklovsky describes as the passage of the word from that which is poetic to that which is 

prosaic.52 Evelyn Hermann describes the early Talent Education movement in this 

country as rather disappointing. 

Coming to the United States had mixed blessings for Suzuki. 
Overwhelmed by the performance of the Japanese chUdren, America's 
leading stting pedagogues wrote glowingly of Suzuki's accompUshment, 
and thousands of teachers were quick to initiate programs bearing his 
name. Some of these early programs flourished under the direction of 
conscientious teachers who continuously sought to improve their teaching 
methods. Unfortunately, most teachers grossly misjudged the depth of 
understanding necessary to implement a successful mother tongue 

42. 
52victor Shklovsky, The Resurrection of the Word. 20th Century Studies (1973), 
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program. Many sttuck out on their own, only to declare months later that 
they had abandoned "rote teaching." Even those who attended Suzuki 
workshops found the insttuctional format less than adequate to aid them in 
a step by step approach to the achievements of Japan's teachers. Of 
course, the language barrier and cultural differences amplified the 
problems. Stting teachers serving in the public schools eageriy embraced 
the notion that Suzuki students were apparently ttained in groups, since 
their appearances gave that mistaken impression. However, the less 
obvious necessities of the successful method eluded most. Missing were 
the essential elements of the live performing model to emulate, the sttess 
on posture and tone development, the intensive listening, and the basic 
philosophy under which the Mother Tongue Approach functions. 
Consequently, within a short period of time, Suzuki's name had been 
blemished and one heard more and more negative things about the Suzuki 
method.53 

Ray Landers tties to relate some of these problems to the cultural differences 

between the East and the West: 

In Talent Education in America, it is certainly tme that some 
adherents of the Suzuki approach have misunderstand the broadness of the 
Suzuki approach; they have not understood, as Rudhyar would agree, the 
cultural aspects of the method. They have ignored the "collective 
psychism" of the two cultures and have emphasized entirely too much the 
means for producing and organizing sounds they believe found in the 
Japanese Suzuki approach...with the result that too much energy is 
devoted to that teacher's pedagogical and technical approach and not to the 
general philosophy. As a result, these so-called "adherents" of the Suzuki 
method "preach" a narrow, limiting approach that becomes elitist in its 
belief in its rightness, and then* teachings tend to alienate others who 
differ in their technical approaches. Anyone who has attended a good 
music conservatory, school, or college understands the wide variety of 
technical approaches usually represented by various teachers: yet a 
common "thread" among the most humanitarian, caring, excellent teachers 
is their philosophy of sharing, growing, and helping others to grow-theu-
love of music and its importance. Where an educator such as Suzuki 
differs from some of these is his great ambition and ideal to reach 
everyone with music. Thus those who advocate narrow approaches to 
technique or pedagogy without understanding the broad implications of 
the Talent Education philosophy are, in many respects, faUing below even 
the expectations of excellent "ttaditional" teachers...and much further 
below the ideals of the Suzuki method.54 

53Hermann, Suzuki. 83-4. 
54Landers, Education. 9. 
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The evidence of unevenness in quality of ttaining unfortunately grows with the 

enormous expansion in the number of teachers and students participating in the Suzuki 

movement. However, such unevenness undoubtedly exists in any other ascribed 

"method" which is adopted on a large scale. It would be both unfair and unwise to 

attribute it uniquely to the Suzuki Talent Education. 

Lack of Well Thought-Out Approach to Reading 

The Suzuki method emphasizes the postponement of reading to a much later time. 

However, there has been no systematic approach to address the teaching of reading to 

Suzuki students. As a result, the question of reading ability among Suzuki piano students 

is a common target for criticism of the program. Mary Craig Powell makes a rather 

astute observation on this issue: 

For years I have been hearing the criticism of individuals outside 
the Suzuki movement that Suzuki students do not leam to read music. I 
have thought to myself what a ridiculous notion it is. Of course they can 
leam to read music. 

There is nothing inherent in the method or philosophy to prevent 
leaming the reading of musical notation. It makes no more sense than to 
say the child who leamed to talk first cannot leam to read when he begins 
first grade. In fact, my sttong feeling is that Suzuki students can become 
the finest of readers because they are able to hear what they are reading. 

But are they leaming to read? I am cognizant of a rising concem 
among many of us who teach the method that our students are not 
developing as they should in this area. If the problem is not the method, 
then what is it?55 

By the time a Suzuki student is ready to leam to read, he has already developed 

relatively sophisticated hearing ability, musical conceptions, and technical skiUs. 

Naturally, reading courses designed for beginners who has no prior musical ttaining are 

not suitable. There is cleariy a need for a reading course specifically developed for 

Suzuki piano students. 

55powell, Focus. 56. 
46 



CHAPTER VI 

CONSIDERATIONS FOR A READING COURSE 

DEVELOPED SPECIFICALLY FOR 

SUZUKI PIANO STUDENTS 

In designing a reading course for the Suzuki piano student, there are some 

important issues one has to consider. First of all, it is essential to look at the mental and 

physical processes involved in reading at the piano. Secondly, there should be an 

assessment of tiie musical ability and leaming habits of Suzuki students in general, at the 

time tiiey are ready for reading insttiictions. Finally, a set of activities will be carefuUy 

cultivated to provide a well-stmctured course to help the student acquire the ability to 

read at the piano, while such activities should build upon his previous musical ttaining 

and experience. 

Reading at the Piano 

In this paper, the term "reading" refers to the general understanding among 

musicians as the act of rendering a piece of music on an instmment from a printed score 

or a music manuscript. In this context, there is a major difference between "reading," 

which is the focus of this paper, and "note-reading," as discussed by many Suzuki 

teachers. In light of the lack of a stmctured reading course for the Suzuki programs, 

many Suzuki teachers suggest that one should begin teaching "note-reading" from the 

early stage, or even from the beginning. In practice, "note-reading" instmction usually 

involves the recognition of note names, time values, and basic music theory. There have 

been many "note-reading" materials pubUshed for Suzuki students. Most of them involve 
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leaming the basics of music notation. Michiko Yurko's Music Mind Games^^ and Peggy 

Wise and Barbara Rubenstein's Ready, Set, Read! 57 are the leading examples of tiiese. 

In the context of its being a purely visual and inteUectual exercise, which does not 

involve tiie physical act of realizing the printed notes into live music, "note-reading" 

should not be confused with "reading." 

The Importance of "Note-Reading" in Regard to "Reading" 

The reason some teachers place such importance on the early inttoduction to 

"note-reading" is rather obvious: They presume that "note-reading" is the fttst step 

towards "reading." While such a presumption seems reasonable on the surface, its 

validity merits further deliberation. The concept of teaching "note-reading" to the 

beginning student bears resemblance to how most children are taught to read and write. 

First they are taught to recognize letters of the alphabet; then these letters are arranged in 

different ways to represent different words; finally, words are arranged together into 

sentences. Such universal practice easily leads a piano teacher to the supposition that to 

be able to read music at the piano, a student must first leam to spell the letter names of 

the notes, recognize different note values, understand time signamres and key signatures, 

count out the rhythmic content of the notation, and then ttanslate all of this through the 

keyboard. 

AU of this seems a reasonable approach until one tries to analyze the act of 

"reading" at the piano. Robert Fraley, an eminent Suzuki teacher, observed in a master 

class that a good reader hears what he sees on the page, and then plays what he hears. 

56Michiko Yurko, Michiko Yurko, Mnsic Mind Games (Miami, Florida: CPP-
Belwin, 1992.) 

57peggy Wise and Barbara Rubenstein, Readv. Set. Read! A Creative System for 
Teaching Competent Note Reading to the- Young Child (Winnetka, lUinois: Creative 
Music Development Co., 1984.) 
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Reading at the piano involves a rather complex interaction among one's perceptual, 

visual, aural, and physical coordination. A skillful reader wiU study the notation with an 

inquisitive mind. From what he can perceive as different arrangements of rhythmic 

stmctures and tonal pattems, he will tty to conceive the intended musical image. As a 

conclusion to these perceptual and conceptual activities, he would have consttucted a 

mental picture of the actual musical sound. He will then utilize his physical skills to 

realize this mental image into actual sound at the piano. As he plays, he will constantiy 

monitor the resulting sound and compare it to what he hears internally. Ideally, all of 

this would be happening almost simultaneously. 

The written or printed notation is only a set of symbols a composer used to 

represent certain musical sounds. The common problem of the "note-reading" approach 

is too much emphasis being placed on the verbal recognition or "labeling" of these 

symbols, often at the expense of ttaining the student to "hear" from the notation. A good 

student who diligentiy leams to spell very well may be able to label all of the notes in a 

printed score with their English alphabet equivalencies, and have no idea how it is 

supposed to sound. The tendency would then be to artificially ttanslate these letter 

names or pitch names to the corresponding keys, and then conjure some kind of musical 

conception from the resulting sounds. 

Such a reading process may work for some, particularly those who have a mature 

musical mind. It presents obvious problems for others, particularly beginners. Young 

students not only have to spell the notes and calculate the relative rhythmic values they 

represent, they also must leam to gain conttol of their physical playing apparatus as weU 

as to locate the appropriate keys on the keyboard. The common outcome is a slow and 

clumsy process which results in incoherent and fragmented musical phrases embodied 

with erroneous notes and distorted rhythms. Repeated attempts at this tiial and error 

process could easily create a musical image fuU of mistaken rhythmic and tonal 
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connotations in the student's memory. Prolonged practice like this is likely to produce 

deeply engrained habits which could take a lifetime to correct, if they are at all 

correctable. 

Musical notation at its best can only implicitly represent musical conceptions 

carefully worked out by the composer. A reading of the notation should be a careful 

contemplation of the actual sound the composer had in mind, and then to produce such 

sound through the insttument. At its best, it should be a smooth interaction of visual, 

conceptual, and physical activities. To engage in actively labeling the notation with a set 

of nomenclature and to delay the conceptual stage of hearing the intended musical image 

until after a repetitive pondering at the piano are conttadictory to the logic of good 

reading. In this regard, a vigorous pursuit in "note-reading" ttaining at the early lessons 

is not only unnecessary, it may even be actually harmful to the student's development of 

good reading habits. 

One might argue that there is nothing to prohibit the ttaining of hearing ability in 

close association with that of spelling notes. As a matter of fact, many classroom 

practices such as the Kodaly and Gordon methods emphasize sight singing from the very 

beginning. Undoubtedly, it is a desirable practice which will help to develop hearing 

ability. However, when it comes to reading at the piano, we are faced with a specific 

problem. 

Unlike music written for most other instmments, piano music (for that matter, 

keyboard music in general) is always either conttapuntal or homophonic. SpeUing letter 

names or singing musical pitches by theu* very nature can only address one note at a 

time. While it is possible for ttained ears to hear complex musical pattems in multiple 

voices as they appear on the page, it is physically impossible to spell or sing more than 

one syllable at one time. Moreover, the sheer range in keyboard music makes sight 

singing even just the melodic element rather difficult. 
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Furthennore, a student who relies on the ability to spell and interpret notation to 

play can only play at the speed he is able to spell, even if he attempts to leam a single 

melodic or harmonic element at a time. The process of describing the notation of a piece 

of piano music in terms of letter names and note values with aU its rhythmic, melodic, 

harmonic, and textural complexity would entail a gross distortion of its intended 

rhythmic integrity. 

The problem of a "spelling" approach in the teaching of reading music has been 

identified by some scholars. Florence Windebank notes: 

For many years the teaching of reading, as apart from music-
reading, generally began with teaching the alphabet...If in our day there 
has been a radical change in method of teaching, it is because a new 
understanding of the working of the mind in leaming has aroused in 
educationists a desire to smooth the child's path towards this new 
world...In the teaching of music-reading no such change of method 
appears to have been attempted. The "spelling" method in one form or 
another is still used. In the early stages pitch and rhythm are separated 
and attention has to be fixed on the single note, either to give it a solfa 
syllable or a time-name. All too often this attention to single notes 
becomes so fixed a habit that many people, if they admit to music-reading 
at all, can only spell out the simplest tune and at the end are scarcely 
aware of its phrase stmcture, its shape and balance-in fact, of its 
meaning. 5 8 

Elizabeth Mills makes a similar observation: 

Unfortunately, it is typical to teach reading principally by driUing 
on note names, with some agonizing counting thrown in, of course. The 
musical results are similar to what they are in word reading when a child 
has been driUed on alphabet recognition to the point that the alphabet is aU 
he sees when he comes to a word. He sees individual letters but doesn't 
hear the word in his mind, thus "getting the message." He can say "it's a 
half note" when queried about the kind of a note that he missed, but he 
didn't feel two beats. 59 

58Florence Windebank, Music Reading For Young Children (London: Novello 
and Co., Ltd., 1966), 9. 

59EUzabeth Mills, To Parents Concerned About Music Reading. The Suzuki 
Concept: An Inttoduction tn a Successful Method for Rariv Music Education, ed. 
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Howell Jones did a study which concludes that verbal and music reading are 

essentially different activities and require different teaching approaches. 

In this study, there was no relationship found between verbal 
reading ability and music reading ability. Music background, perceptual 
time span, verbal reading ability and intelligence have little if any bearing 
on the abihty to read music as indicated by the data of this study. It is 
Sttongly mdicated that music reading ability does not necessarily relate to 
tiie above factors; therefore, it can be concluded that music reading is a 
special ability and should be tteated as one. If the teaching of music 
reading is a special goal of music education, then new programs must be 
devised which are geared towards music reading and which employ new 
approaches."^ 

A Cognitive Approach 

"Note-reading" has an important place in the leaming of music. In order to fully 

master any language, a thorough understanding and command of its grammar are 

paramount. Music theory is the "grammar" of the musical language. A working 

knowledge of music theory is only possible with the acquisition of the verbal 

terminology of musical notation. Traditional "note-reading" instiiiction is the fttst 

building block of tiiat knowledge. Many Suzuki teachers will teach "note-reading" from 

the very early stages, using flash cards or theory games as insttiiction material. One of 

the best known of these materials is Michiko Yurko's Music Mind Games, formerly 

published as No-H-In Snake: Music Theory for Children. With the Music Mind Games, 

the students would fttst spend much time playing different games using large flash cards 

of the music alphabets (A through G). These games mostiy involve the arranging and re

arranging of these cards in various orders, reflecting scale or chord pattems. Gradually, 

staffs and clefs are inttoduced and the games become placing round buttons with the 

Elizabeth Mills and Sr. Therese Cecil Murphy (Berkeley, CaUfornia: Diablo Press Inc., 
1973), 139. 

"Lowell Thomas Jones, Jr., "The Relationship of Selected Factors and Music 
Reading Achievement," Ph.D. diss., Michigan State University, 1968, 57 
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letters on the appropriate lines or space of the staff As the book progresses, these round 

buttons with letters are gradually replaced with notes. Note values and rhythms are 

taught toward the end of the book. While this material is widely used by many, it should 

be noted that not all Suzuki teachers share the same interest in it. 

The reading course developed in this dissertation is designed for students with or 

without prior ttaining in theory, with the added assumption that the majority of students 

who are ready to begin reading do not have any theory background. For the student with 

no prior instmction in theory, the teacher will have the added responsibility of providing 

numerous explanations of the printed symbols and notation as the student progresses 

through the course. There is no question that "note-reading" and music theory should be 

taught in piano lessons. The question lies in whether it should be taught in conjunction 

with or as a prerequisite to "reading" for the Suzuki student. 

In her study on correlations between reading music and reading language, Lois 

Hahn observes that: 

Gestalt psychologists, studying visual and aural perception, 
observed that subjects process stimuU by organizing input: by perceiving 
pattems, relationships, and units rather than single details.^ 1 

Bmner described a process in which the perceiver actively selects 
information and subjects it to analysis, using inference, probabiUty and 
formal codes, and theories to develop cognitive categories and use them 
for subsequent decisions. Music reading may be an example of this 
cyclical process. Pre-reading experiences with music develop the 
cognitive categories (concepts) by which subsequent musical data are 
selected, stored, and analyzed."^ 

She further suggests that, 

a "whole music" approach to inttoducing music reading was more 
effective than a part-to-whole approach. Children inttoduced to notation 

6lLois Blackburn Hahn, "Correlations Between Reading Music and Reading 
Language, with Implications for Music Insttnction," Ph.D. diss.. The University of 
Arizona, 1985, (University Microfilms Intemational, 8525597), 72. 

62Hahn, Correlations. 30. 
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through a "whole music" approach performed significantly better than the 
conttol group in reading both familiar and unfamiliar musical examples. 
A "whole-music" approach, one which promotes a focus on tonal and 
rhythmic units rather than on recognition of isolated notes, develops 
music-reading skill in searching for musical meaning. Pre-reading 
experiences develop "competence" and schemata in the cultural idiom, 
enabling the music reader to sample from a musical score and predict 
likely extensions as he or she continues.^^ 

By the time a Suzuki student is ready for reading instmction, he has already 

acquired a certain amount of schemata from his listening and playing experience. He 

knows a body of pieces by heart and has both the mental and physical dexterity to 

execute them on the piano. The most logical first step for him to leam to read would be 

to let him observe the printed music of the pieces he knows. He will then make a mental 

association between the pattems of printed notes and the sound they represent. Robert 

Fraley suggests that the fttst exposure to reading for a Suzuki student may be realized by 

photocopying the fttst one or two lines of all the pieces in Volume 1 without the titles, 

placing them on the music stand at random, and letting the student identify and play the 

music. It is significant to note that prior to this, the student is supposed to have leamed 

to play all these works intimately well without having seen the printed pages. In order to 

correctly identify them from the untitled copies, an instinctive effort has to be made to 

associate known musical sounds with the different form, shapes, and directions of the 

printed pattems. Doris Koppelman, a Suzuki piano teacher and author, expresses similar 

ideas: 

Notation concepts can be related back to pieces that have been 
played. For example, the first three notes of "Honeybee" can be put on 
the board by the teacher or parent and the student asked to determine if it's 
"Honeybee" or "Lightiy Row" by looking at the notes and imagining their 
sound...Bass and tteble clef signs, staccato, dynamics, etc., can be added 
gradually.64 

^^Hahn. Correlations. 118. 
64Doris Koppelman, Inttoducing Suzuki Piano (San Diego, Califomia: 1978), 74. 
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The first recognition of the link between known musical sound to note-patterns appearing 

on the staff is an important step toward reading. It suggests to the learning mind that 

musical conception precedes notation. The inquisitive mind would then vigorously 

attempt to match the new set of note-patterns to sound-patterns, or schemata, which 

readily exist in one's memory. As long as the Suzuki student can successfully identify 

the note-patterns with these schemata, he can also play them. This would constitute his 

fttSt experience in reading at the piano. 

The Progression from the Familiar to the Unfamiliar 

Once a desirable initial reading habit is established, steps should be taken to 

encourage the student to explore notation which suggests musical pattems beyond what 

he can readily play. In Learning Sequences in Music, Edwin Gordon talks profoundly 

about progressing from the familiar to the unfamiliar.^5 j ^ jg precisely how a reading 

course should be constmcted. Similar thoughts pertaining to the study of visual art are 

eloquently expressed by E. H. Gombrich: 

...The familiar will always remain the likely starting point for the 
rendering of the unfamiliar; an existing representation will always exert its 
spell over the artist even while he strives to record the ttuth...For so much 
certainly emerges from a study of portrayal in art: you cannot create a 
faithful image out of nothing. You must have learned the trick if only 
from other pictures you have seen."" 

This certainly agrees with Suzuki's philosophy "What does not exist in the 

environment is not developed."^7 jn order to countenance the leaming mind to actively 

associate the familiar with the unfamiUar, the sequences of known pattems can be 

^5Edwin Gordon, Learning Sequences in Music: Skill. Content, and Pattems 
(Chicago, Illinois: G.I.A. Publications, Inc., 1980), 40. 

^^E. H. Gombrich, Art and Illusion: A Study in the Psychology of Pictorial 
Representation (Princeton, New Jersey: Princeton University Press, 1960), 78-83. 

^7suzuki, Nurtured, 23. 
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arranged into different orders. Different patterns taken from different pieces can be 

placed together to form a new total image. Subsequentiy, new elements, such as 

different pitches and rhythmic values can be inttoduced in increments into these familiar 

pattems. As long as the inttoduction of unfamiliar elements is incremental to the familiar 

ones, it would be an interesting and manageable challenge to the young inquisitive mind. 

On the conttary, when new material is dissociated from what is familiar to the student, 

total fmsttation is the predictable outcome. 

Rhythmic Drills 

As an aid to the student in his attempts to match printed notes with musical 

images he is familiar with, the mdiments of rhythmic notation should first be inttoduced. 

The principles of note value, its subdivisions, and its relationship to meters should be 

weU leamed. A set of rhythmic drills that allows the student to practice tapping out 

various rhythmic pattems in the absence of pitch orientation will form the basics of his 

first reading activity. Preferably, the rhythmic drills should include familiar pattems 

taken from some of the Suzuki pieces. In recognizing these pattems, the student will 

then understand the relationship of printed pattems and sound pattems. For students who 

are well versed in "note-reading," this would serve as a continuous development of their 

knowledge. For the students who are studying notation for the first time, the teacher can 

simply give guidance as each new element is inttoduced. 

Keyboard Orientation Exercises 

In order to cultivate good reading ability at the piano, besides being able to 

formulate a musical image from the notation, the reader should also feel very 

comfortable about the location of the different keys of the keyboard in relation to the 

notes on the staff Continuous rhythmic progression from the beginning to the ending of 
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a piece is a fundamental characteristic of music. It therefore requires the reader to be 

able to follow the notation in a similarly unintermpted manner. However, the music 

stand of the piano is located at a distance from the keyboard in such a way that when one 

looks at the music, one cannot see the keys very well, and vice versa. If a reader needs to 

take his eyes off the notation in order to look for the cortesponding keys on the 

keyboard, the chances are he would lose his place on the score. He would then need to 

take time to find his place on the page. In doing so, the continuity of the rhythmic 

progression is interrupted. 

An experienced reader is able to move around the keyboard by the feel of the 

keys and by an innate sense of distances. He would also have developed the ability to 

take quick glances at the keyboard without losing his visual fixation on the score. To 

develop a good reading ability, the student would need to feel comfortable playing 

without looking at the keyboard all the time. However, the Suzuki student is brought up 

to play the piano looking at nothing but the keys and hands. Before he leams to read, he 

has no need to look away from the keyboard. It is only natural that he would feel a 

certain uneasiness at the initial stage of leaming to read. It follows that in order to help 

him overcome this uneasiness and to acquire the ability to play without depending on 

looking at what his hands are doing all the time, certain keyboard orientation exercises 

developed for this specific purpose would be required in the reading course. These 

exercises will ttain the student to physically react to the geographical relationship 

between the grand staff and the keyboard. They will also ttain him to develop the ability 

of locating individual keys or groups of keys by feel, as well as estimating distances in 

leaps. These exercises will be placed before the reading exercises, so that the student 

will first develop the independent ability of locating different notes or note groups by 

feel. For those students who find it immensely difficult or insecure to play without 
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visual contact with the keys and hands, practicing playing his enttte repertoire while 

blindfolded or in the dark would be very helpful preparation for reading. 

Scales and Chords 

An analysis of the first pieces in Suzuki Volume 2 reveals a prolific usage of 

triads, broken chords, dominant sevenths, and scales. For example, in the very first 

piece, "Ecossaise" by Hummel, the opening theme contains broken chord pattems 

covering a full octave. A difficult G dominant seventh broken chord appears in the 

cadence of the second section. In "A Short Story" by Liehner, the left hand is required to 

play a series of scale pattems moving upward from G to c", as well as downward from c' 

to C. Schumann's "The Happy Farmer," the third piece in the same Volume, uses octave 

broken chords for the left hand melody and solid triads and seventh chords as right hand 

accompaniments. To be able to read these pieces, the student must first be able to 

execute basic scale and chord pattems. Generally, scales and chords are the building 

blocks of piano music prior to the twentieth century. Most of the problems an 

inexperienced reader will encounter at the piano come from his inability to perceive and 

to execute pattems derived from scales or chords. As a result, he would exert 

painstaking efforts to match each printed note from within these pattems to a key. The 

common results of such futile attempts are usually fragmented stiings of unrelated tones 

bearing no resemblance to the printed music, a phenomenon all too familiar to anyone 

who has taught music. In view of the importance of being able to recognize and execute 

basic scale and chord pattems, an integral part of the reading exercises will be the study 

of these elements. 
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Goals and Limits 

The goal of this reading course is to provide a volume of working material to 

inttoduce the Suzuki student to reading at the piano, taking into account his abilities, 

musical experiences, and leaming habits. Since there is not a specific time frame for the 

inttoduction of reading, one can only address the acquisition of cumulative abilities in 

general temis. 

It is reasonable to expect the student to be able to play all of the pieces in Volume 

1 with polish and refinement when he is ready to leam to read. It is the consensus among 

Suzuki piano teachers tiiat when the student completes Volume 1 of the Suzuki Piano 

School, reading should be inttoduced. Katoaka, e.g., says: "I start reading when the 

child can play Book 1 skillfully and advances to Book 2. My method is the same 

whether the child is 3 or older...The Suzuki texts are not suitable because they are 

familiar through the records and because Book 2 pieces are already fairly difficult."^^ 

Similarly, Powell says: 

My students generally begin reading books as an adjunct to their 
lesson in early Book 2. By then, I hope to have accomplished sufficient 
musical, technical, and physical results in Book 1 that they can maintain 
them without as much intensity provided in the lesson as was previously 
given. Thus, I can devote the time needed to start them successfully in 
their reading books.^^ 

The pieces in Volume 1 can be useful to help the student recognize and associate printed 

notation with the musical sounds he is famiUar with. However, it is not appropriate to 

depend exclusively on these pieces as reading exercises; because the students know them 

by heart, the tendency would be to play each piece from memory once they recognize the 

title. The pieces in Volume 2 would be a little too complicated for beginning reading 

studies. For this Project, a series of reading exercises in two to eight measure phrases 

^^Hamko Kataoka, Suzuki. 44-5. 
^^Mary Craig PoweU, Focus. 57. 
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will be devised from the rhythmic and tonal elements found in Volume 1. To prepare the 

student to recognize and execute the basic stmctures of keyboard music, the course will 

cover essential elements including scales, triad inversions, broken chords, and dominant 

seventh chords. These exercises will gradually develop toward a level of complexity 

similar to the pieces in Volume 2. The final objective will be to help the student acquire 

the necessary ability to read the pieces in Volume 2 of the Suzuki Piano School. Once he 

can read Volume 2, he can then further his ability by reading through the rest of the 

Suzuki volumes as well as other literature. Due to the different page layout of the 

musical score. Chapter VII, which contains the Reading Course, is compiled in a separate 

volume with independent pagination, and is placed in separate pocket at the end of this 

volume. 
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CHAPTER VII 

READING COURSE 

This chapter is placed in the pocket inside the back cover. 
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CHAPTER VIII 

AN ANALYSIS OF THE READING COURSE 

Rhythmic Drills 

A prerequisite for reading is the ability to comprehend rhythmic pattems. The 

fttst section of the reading course is a group of twenty rhythmic drills to introduce the 

student to rhythmic notation. The student should be able to tap out each drill with both 

hands while counting the beat before he progresses to the next drill. He should also 

practice tapping each drill with the mettonome at different speeds. The fttst four drills 

inttoduce whole, half, and quarter notes and rests in simple quadmple meter. Dotted 

notes, ties, 8th notes, and rests are added in numbers Five through Ten. Triplets are first 

presented in number Eleven, followed by compound duple time in number Twelve. 

Number Fourteen inttoduces the 16th note. From numbers Fourteen through Seventeen, 

quarter notes, 8th notes, and 16th notes are used in different combinations. Number 

Eighteen includes "twos against threes." The last two driUs combine all note values in 

compound triple and compound quadmple respectively. 

Familiar rhythmic pattems borrowed from the pieces in Suzuki Volume 1 are 

included in some of these drills. The rhythmic theme of "Lightly Row" and "Cuckoo" 

appear in numbers Six and Seven. "Chant Arabe" and "Christmas-Day Secrets" are used 

in numbers Nine and Ten. Numbers Twelve and Thirteen contain the opening rhythms 

of "Musette" and "Littie Playmates." The weU know pattems of the "Twinkle 

Variations" are incorporated in numbers Ten, Fourteen, and Fifteen. It is essential for 

the student to form a cognitive association between some of these printed pattems and 

the known musical images. At some point in the study, he should begin to understand 

that the printed pattems represent actual sound pattems, with all their implied energy and 

movements, pertaining to musical images that they are familiar with. When the student 
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has mastered these drills, he will then be able to identify the piece of Suzuki Volume 1 

by looking at clippings of these pieces.70 

Keyboard Orientation Exercises 

As discussed in Chapter VI, to develop an efficient reading skill, the student 

should feel comfortable locating different keys on the keyboard as they appear on the 

staff The second section of the reading course is a set of Keyboard Orientation 

Exercises developed for that purpose. As soon as the student understands basic rhythmic 

notation, he will be able to begin working on these exercises. Since the primary intention 

of these exercises is to ttain the student in keyboard geography, rhythmic interest is kept 

to a minimum. Before the student attempts to play each new exercise, the teacher should 

discuss thoroughly with him its content, and demonsttate its execution at the keyboard. 

To develop accuracy and confidence in tactile responsiveness, the student should 

try to locate the different keys by feeling only, and to avoid looking at the keyboard. 

Exercises One through Nine explore the clusters of three-black-keys in different registers 

and combinations. The three-black-key groups are chosen because they are easily 

identified by feel alone. In Number Ten, the student leams to move from a three-black-

key group to a two-black-key group. Numbers Eleven and Twelve further explore the 

two-black-key clusters. From numbers Thirteen through Fifteen, the clusters are written 

out as single-note patterns. 

Conttary to conventional thinking, students who are exploring musical notation 

for the first time wiU not perceive notes with "sharp" or "flat" signs as more difficult than 

notes without them. The early exposure to seeing many "sharps," "flats," and "naturals" 

would help eliminate some of the inhibition and apprehensiveness that often hinder 

70The practice of showing the student a portion of the music without revealing 
the tide, as suggested by Robert Fraley and Doris Koppehnan. (Details of the practice 
have been described and documented in Chapter VI.) 
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students who are ttained for a long time to read and play only white keys, before sharp or 

flat keys are inttoduced. The "Middle C" approach of many reading courses has a 

tendency to create a certain insecureness in students when they have to read notes beyond 

the first octaves above and below c'. These exercises attempt to correct this common 

problem by covering the full range of the piano early on. 

From numbers Sixteen through Twenty-five, the notation moves freely between 

the black and white keys using "sharps" and "naturals." Numbers Twenty-six through 

Thirty-four explore the same two or three-black-key clusters using "flat" signs. Number 

Thirty-five shows the same notation of number Thirty-four without the "flats." For the 

fttst time, the student plays three-note clusters in all white keys. Numbers Thirty-seven, 

Thirty-eight, and Thttty-nine move from the interval of a 2nd, to a 3rd, and finally to a 

full triad. Numbers Thirty-nine through Fifty-two cover all the major and minor triads in 

both solid and broken forms. 

Reading Exercises 

The third section of the reading course is a set of sixty exercises to help the 

student prepare for reading the pieces in Suzuki Volume 2. The first ten numbers are 

simple pieces built upon materials from the pieces in Volume 1. The exercises are 

constmcted in two four-measure phrases. The first phrase either borrows or paraphrases 

a familiar theme, and the second phrase answers with a new idea written in similar 

setting. From a comfortable recognition of the first line of music, the student is 

challenged to comprehend and execute the second line. 

The themes used in numbers One through Ten are respectively, "Lightly Row," 

"French Children Song," "Cuckoo," "Allegretto I," "Chant Arabe," "Good-bye to 

Winter," "Musette," "Little Playmates," "Christmas-Day Secrets," and "AUegretto 2." 

64 



The entire Number Ten is ttansposed to different keys in numbers Eleven through 

Sixteen. The purpose is to allow the student to practice reading the five-finger major 

pattem of number Ten in various keys. Number Seventeen is a study of the five-finger 

pattem in minor beginning on all white keys. Numbers Eighteen and Nineteen are two 

conttapuntal pieces built upon familiar themes. Eighteen is a canon using the opening 

themes of "Long, Long Ago." Nineteen is a two-part imitative piece building from the 

opening motive of "Chant Arabe." 

The next group of reading exercises will focus primarily on the study of scales 

and chords. Number Twenty is a paraphrase of Suzuki's own "Allegro." It is the first 

time a full major scale for the right hand is used, while the left hand plays harmonizing 

chords of the tonic, subdominant, and dominant seventh. The exercise is ttansposed 

through the keys of D, A, E, B, and F major. In these studies, the concept of key 

signature is first inttoduced. From numbers Twenty-seven through Thirty-two, the left 

hand major scale pattem is fttst inttoduced in the key of C, and then ttansposed through 

the keys of G, D, A, E, and F. 

There are three instances of minor keys used in Suzuki Volumes 1 and 2. In 

Volume 1, "Chant Arabe" and "Musette" are written in A minor and D minor. In 

Volume 2, there are two "Minuets" in G minor by J. S. Bach, and "Melody" in A minor 

by Schumann. Numbers Thttty-three through Thuty-eight help prepare the student for 

these keys. The same exercise consisting of scales and broken chords is first inttoduced 

in a major key and then in its relative minor. The keys covered are B-flat major and G 

minor, F major and D minor, and C major and A minor. 

Numbers Thirty-nine through Forty-four focus on major and minor triad 

inversions in various keys. Numbers Forty-five through Forty-eight present tiiad 

inversions in the left hand while the right hand plays the theme from the "Twinkle 

Variations." Numbers Forty-nine through Fifty-seven are studies of extended tiiad 
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inversions (in full octaves). These triads are written in broken form because very few 

students at this age have hands big enough to reach an octave chord. The well-known 

theme from Haydn's "Surprise" Symphony is used to counter the broken chord patterns. 

Numbers Fifty-eight and Fifty-nine are studies of dominant seventh chord inversions, 

with a chromatic melodic line in the other voice. The last exercise is a three-part 

composition using themes from "Minuet in G" by J. S. Bach, "Cradle Song" by Weber, 

and "Good-bye to Winter." 

Before the first playing of each Reading Exercise, the teacher should help the 

student by discussing the musical content, tapping out the rhythm, and singing each 

melodic part. The student should only attempt to play an exercise after he has spent 

enough time observing, contemplating, and understanding the notation. By the first time 

he plays it, he should have established a clear idea on its stmcmral design, tonal image, 

keyboard position, and fingering considerations. With the teacher's or parent's help, he 

should also have worked out proper solutions for any potential problems he may 

encounter. It is always advisable to do most of these preliminary studies away from the 

piano. They should take considerably more time than the actual playing. By the time he 

is ready to play it, he should focus all of his attention on making the first reading as 

accurate and musical as possible. The student does not have to complete all the 

Rhythmic Drills and the Keyboard Oientation Exercises before he begins the Reading 

Exercises. He could start working on the first Reading Exercise by the time he finishes 

the fttst ten Rhythmic Drills and twenty-one Keyboard Orientation Exercises. However, 

he should thoroughly master each Reading Exercise before he moves on to the next one. 
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CHAPTER IX 

CONCLUSION 

The Reading Course is designed to ttain the student in mastering some of the 

most essential mdimentary skills. As he begins to master these skiUs, he should also 

expand his ability to read by playing through a large number of musical compositions. 

The existing list of compositions suitable for such purpose is inexhaustible. One of the 

most comprehensive lists of suggested supplementary reading material is contained in the 

work of Cheryl J. Rutiedge on the subject.71 

A teaching course at its best is only a tool for leaming. A tool has to be used 

properly if it is expected to perform the job it is designed for. A well-motivated student 

will leam what he desires to leam regardless of approaches or materials. Good teachers 

and material can help him avoid mistakes and therefore facilitate leaming. However, if 

the desire to leam is lacking, no amount of teaching or materials can do any good. For a 

music teacher, there is no greater job than to help inspire in the student a love for music 

and a desire to express this love through playing. The words of Tobias Matthay are a 

good reminder of this: 

To begin with, let us recognize the fact that, accurately speaking, 
we cannot "teach" anyone anything - in the sense of our being able 
directly to lodge any knowledge of ours in another mind. 

All we can really do is to stimulate another mind to wish to learn, 
and suggestively to place before that other mind the things which...should 
be apprehended. It is always the other mind which has to make the effort 
to apprehend, and unless that effort is made, nothing can be learnt. 

We cannot teach others, but we can help them to leam. In fact, I 
will go so far as to say that unless we teachers do recognize this 
fundamental tiiith, we cannot hope to begin to succeed in our vocation... 

Good teaching consists not in trying to make the pupil do things so 
that the result of his efforts shall seem like playing, but consists in trying 
to make him think, so that it shall really be playing. 

7lRutledge. Pedagogical Materials. 148-50. 
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The good teacher does not try to tum his pupil into an automaton, 
but tries to prompt him to grow into a living intelligent being.72 

A good teacher also recognizes that each student is a unique individual. He will 

have sttengths and weaknesses quite different from anyone else. Ideally, a teacher 

should work out a reading course for each student, composing exercises and pieces to suit 

his particular needs as he progresses. Unfortunately, in the modern teaching studio, this 

is often quite impossible, due to the large number of students one has to teach. In this 

context, this reading course is only a general framework, developed with the best of 

intentions and logic, to tiy to provide the most help possible to the large number of 

Suzuki piano students. Teachers, students and parents should use it both inteUigently and 

creatively in their quest for tmth, beauty, and excellence. 

72Tobias Matthay, Musical Interpretation: Its laws and Principles, and Their 
Application in Teaching and Performing (Westport, Connecticut: Greenwood Press, 
Publishers, 1913), 2. 
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