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The Vivaldi Project
The Vivaldi Project is a social and educational initiative taken by Professor Ida
Bieler that aims to educate underprivileged children in music and violin playing. The
project pursues two goals: Firstly, to support early musical and instrumental
education for children who otherwise would not have this opportunity, and
secondly, to provide pedagogical training for violin students as part of their
performance education. In addition, the participating fellows acquire an increased
awareness about the realities of poverty and public education in the United States
through regular classroom instruction and engagement.
The Vivaldi Project’s fundamental objectives are based on the belief that every
child should be given the opportunity to be exposed to classical music and to use
this as means to develop curiosity about learning and knowledge. In conjunction,
young children should be given the chance to live an artistic experience that teaches
them the characteristics of effective learning: the power of concentration,
responsiveness, consistent effort, and creative imagination. Learning and
practicing, in all fields, is a life long task that can be learned from the practice of an
instrument.
When teaching, it is important as a music educator to instill a taste for classical
music in young students and to influence them in a positive way. It is at this age that
the fundamental values that provide a child with help and stability through out their
life can be imparted. Because of this, and of the remarkable learning capabilities of a
young child, our common task as music educators should above all be to instill these
values and to nurture a sensibility toward beauty and art.
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The Vivaldi Method
The Vivaldi Method is dedicated to the development of well-rounded artists. This
means that our method is not restricted to teaching merely the manual movements
necessary to learn to play the violin, but it also encourages the development of a
sensibility toward musical expression. Exposure of all aspects of music is crucial in
the early stages of learning music. This includes the acquisition of skills in hearing,
listening, singing, reading music, musical emotions, and learning aspects of music
away from the violin such as rhythm, theory and history. Making connections
between all dimensions of learning music is a key ideology in the Vivaldi Project.
The Vivaldi Method’s teaching principles are built on the fundamental teaching
methods of Ida Bieler. A key component of this method is the Ida Bieler technique,
which is taught from the very beginning stages of learning. This technique was built
on her belief that the way we hold the violin and the bow, the posture of playing,
and all the movements exercised to play the violin should be equally natural,
economical, and efficient with energy and motion.
The Vivaldi Project believes greatly in the vast capabilities of young students, and
the potential for fast and efficient development. For this reason, information is
delivered the same way to a young student than to and college-leveled student.
Essentially, the material taught is understandable to all ages, and the information is
not “dummed down”, rather, it is simplified according to level and age.
As we live in a time where pedagogical materials are overwhelmingly abundant,
this method promotes the return of simplistic pedagogy. It does not try to formulate
a new pedagogical structure; rather it intends to organize and systematize the most
effective and successful methods from the great tradition of violin playing and
pedagogy.
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Chapter 1: Early Training of Basic Violin Technique
The most efficient, natural and simple way of teaching basic body alignment and
how to hold the instrument and the bow for young students is explained by the
following steps.
Step 1: Holding the violin
1. Draw an outline of the student’s feet on a folder. During each lesson, they
will stand on their personal foot map. This is not to freeze the students
but rather to orient them.
2. How to hold the violin:
a. Instruct the student to put their right hand on their leg
b. Instruct the student to scratch their shoulder with their right hand

c. “Here comes the violin” (instructor places the violin on student’s
shoulder)
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3. The teacher should come up with small exercises to orient the student
with the instrument. For Example: Instruct them to show you the violin, to
put the violin in playing position and rest position themselves.
Ensure that the student is holding the violin with the jawbone. Have them scratch
their jawbone so they can feel where the violin will touch when placed on their
shoulder. Redirect students if they hold the violin with their chins. Always orienting
the students towards how something feels according to their own body is the most
effective way of teaching violin technique.
In the early training stage, young children learn in patterns. Therefore, it is
important that this routine of holding the violin be reiterated every lesson until it
becomes second nature.
The first few weeks are the time period where it is necessary to instill the joy of
playing in a student. For that reason, it is important to keep instruction clear and to
the point and avoid being overly detailed.
At this age, a sponge can be used on the back of the violin instead of a shoulder rest.
This helps to develop a feeling of the collarbone. The violin should not be fixated but
it should be stable.
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Step 2: Pizzicato
1)
2)
3)
4)

Teach the letter name of the strings
Instruct to place the thumb on the corner of the fingerboard
Instruct student to pizzicato open strings
Pizzicato the “A, E” piece and the “G,D” piece.

The student plays the quarter notes with pizzicato, and speaks the rhythm of the
second bar without pizzicato. The same piece can be played between the G and D
strings.
Step 3: Holding the bow
When teaching young students how to hold the bow, it is important to have them
hold it without having to feel its weight. This is to prevent students from gripping
the bow. The following routine is used to hold the bow:
1. “Give me a sleepy hand”
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2. Place the bow in their hand upside down

3. Place a “bumpy thumb” underneath the frog (on the silver part of the frog)
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4. Turn their hand with the bow around

5. Place the “curvy pinky” on top of the stick (on the inside of the bow)
6. The index finger lies on its bed
Then, use small exercises to orient them with the bow:
• Put the bow on your head
• Make a windshield wipers movement
• Point to the other side of the room
Ensure that the fingers are not only flopping over the bow. The joints should be
active, and they should feel this contact on the wood.
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Another effective way of holding the bow for beginning students is to have them
hold it a little higher on the stick (like baroque style).

This is particularly helpful for string crossings because the student feels the weight
of the bow even less. As a general rule, if a student is having difficulties making a
healthy sound, then it is best to have them hold the bow at the frog. If the student’s
tendency is to grip and play a scratchy sound, then have them hold the bow higher
on the stick.
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Orienting the student with the violin and bow
In the first lessons, the teacher should place the violin on the student’s shoulder
by using the routine explained earlier. It is important in the beginning stages to have
the student orient himself or herself with the violin as much as possible. The teacher
can do this by playing quick games to get them situated and comfortable with the
instrument.
For example:
1. Place the violin on the floor in front of the student. Ask them to show you
their violin hand (left). Instruct the student to grab the violin by its neck,
and show you the violin. Finally, ask the student to place the violin on
their shoulder themselves.

2. Rest position: take this time to pizzicato with the thumb. This time can be
used to learn the note names of the strings.
3. Have them repeat putting their bow hold on the bow. You can have them
move with the bow to simulate motions that will be used to play the
violin. For example, you may teach them to do “windshield wipers”
motion with the bow, or to point at something in the room with the tip of
the bow, or to place the frog on their nose, as mentioned earlier.
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Putting the bow and violin together
When the time comes to put the two together, it is important to keep the routine
they have established so far regarding the violin hold and bow hold. Place two
pieces of tape that indicate what the middle part of the bow is. This will act as a
visual aid for the student. In the beginning, the student should play everything in the
middle part of the bow. Have the student practice the following bow exercises.
Collé- Teaching the student a very simple form of collé will help them get
comfortable with having the bow on the string. Have the student place the bow on
the string and then lift it off by rotating the wrist and putting the bow in the air in a
vertical position (half-way supination) and repeat this motion. The motion should
be done without a sound.

Opening and Closing the forearm: This is one of the most difficult movements for
beginners. Teach them that their right arm is like a gate that opens and closes. Have
the student open the gate (down bow) and close the gate (up bow), while ensuring
that the movement comes from opening the arm from the elbow joint and not from
the shoulder.
In the beginning, having instructors assist these students by holding their bow hand
and moving it can help the student understand the movement.
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Chapter 2: Right Hand Technique

Rhythms
It is important that a good sense of rhythm is established from the very first notes
the student plays on the violin. The first step in playing the violin with the bow is
playing rhythms on open A and E strings. E string is easiest because the student
does not need to worry about hitting other strings at this stage.
The first rhythm taught is Mis-sis-si-ppi hot-dog

As opposed to merely moving the bow back and forth with the same
undifferentiated note values, playing this motif already represents an exciting
musical task. Performing figures heightens interest and attentiveness. The figure
should be played at a lively tempo. If it is too slow, the figure looses its rhythmic
vitality and the child will not be able to understand the rhythm as one entity.
This rhythm already contains two of the most important basic bow strokes, detaché
and martellé.
Detaché- Detaché is taught in its early stages by breaking the Mis-sis-si-ppi hot dog
rhythm into two rhythmic entities. The student plays detaché by playing a repeated
“Mis-sis-si-ppi” pattern.
Martellé- The student learns how to play martellé by playing the rhythm “hot-dog”.
The stroke should be fast while stopping the bow between the notes.
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Down bow and up bow – To learn to how to make the difference between down
bow and up bow, the student learns the rhythm “down poney, up poney”

The final rhythm to teach on open strings is beau-ti-ful (triplets) to be also played
detaché.

When the student gets comfortable playing these rhythms on open strings, the
instructor can teach them to make longer rhythm segments. For example, you can
teach them to play Mississippi hot dog with two rests in between and say “stop,
stop” while maintaining a steady tempo. The rests become pauses for concentration
before every repetition of the rhythmic motif.
“Mississippi hot-dog, stop, stop, Mississippi hot-dog, stop, stop. “
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Rhythm and short rhythmic sequences help organize the student’s understanding
into motifs and patterns. The pauses encourage the development of good timing for
the coming lessons where the student will learn to put fingers down or change
strings. It also encourages the student to review what was just played and prepare
for an improved version.
String crossings
When the student feels comfortable playing rhythms on open strings, one can
begin teaching them how to cross strings. Strings crossings should be done with the
bow, not the arm. The bow must lead the string crossing and the arm should follow
naturally.
The silent Seesaw exercise is a good way to initiate crossing strings. Instruct
students to seesaw between specific strings and select a string for them to freeze on.
This should be done without making a sound. Once they understand the movement,
they can also seesaw to a specific string and then play a rhythm on that string.
After having done the exercise silently, the student can then practice the seesaw
between the A and E strings by doing the following rhythmic exercise. The teacher
can say “Stop, Cross” during the two quarter rests in rhythm to encourage the
student to execute the movement with good timing.

Once the student has learned to play rhythms on open strings, and has knowledge
on how to cross strings, they can proceed to learning their first song.
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Seesaw Song
The seesaw song combines all of the knowledge that the student has gained so far
into one song. Scaffolding instruction is helpful in facilitating learning for the
student by breaking up the elements of the song into small tasks. When students get
to the song, they can focus entirely on the succession of these tasks.
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Chapter 3: Left Hand Technique

Teaching how to put down the left hand fingers
The first step in teaching how to put the fingers down is to add tapes on the
fingerboard to visually orient the students. The tapes should be placed on F # and B
natural on the E string, and a B natural and E natural on the A string (1st and 4th
position). This already orients them to listening to a perfect fourth interval, and to
the desired hand shape of a tetra chord. Note that the dot in the 4th position is to
initiate how to put the 1st finger down in 4th position. This way, the hand can feel the
side of the violin and this is much more comfortable for the students. The 4th finger
is not taught right away.

The 1st finger
Note: Initially, it is best to have the student hold the violin in 4th position and to
learn the feeling of the left hand in 4th position first. Putting their 1st finger down
closer to the body teaches them a manual relationship to the body of the instrument,
and is easier in the beginning because they feel less weight, just like using the
middle of the bow is easier than other parts of the bow in the beginning.
Step 1: Get the students used to the feeling of curling their fingers in the air.
Step 2: Instruct the student to hold their hand out like a traffic cop. This encourages
them to keep their fingers high and above the fingerboard as opposed to curled up
and retracted. Turn it around and place their hand on the fingerboard. Instruct the
student to put the 1st finger down like a box on the 4th position tape. Make it into an
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exercise where they feel the finger going up and down. Ensure that they have a
curved thumb on the other side of the fingerboard. The thumb should look at 2nd
finger and should be placed on the left side. It is also important to teach that the
student put their fingers down on the left side of their fingertip.

Step 3: Play the seesaw song with the 1st finger. First, in 4th position and then in 1st
position.

Step 4: The teacher comes up with small exercises in rhythm with the 1st finger to
teach them how to put the finger down in a continuous rhythm. Do these exercises
in 1st position. Again, the pauses enforce good timing and preparation for the next
tasks, and the frequent repetition of each figure offers the opportunity to listen and
correct.
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Step 5: Teach the first line of Twinkle Twinkle, which only deals with the 1st finger.

The 2nd and 3rd fingers
Teaching the 2nd and 3rd fingers should come quickly after teaching the 1st finger.
Put a 2nd finger tape on C# on the A string and on G# on the E string. We teach high
2nd finger because the Suzuki book 1 uses A major in the beginning songs. It is not
necessary to put a 3rd finger dot because it is a half step. Half steps are much more
reliable and easier to play than whole steps and there is less room for error. When
one teaches the 3rd finger, one simply teaches the student that their 2nd finger must
touch the 3rd finger and be very close.
The student should now play the Seesaw Song with any finger or a mix of them.
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Learning Twinkle Twinkle Little Star
At this stage, the student should already have a basic knowledge of how to play
rhythms with the bow and how to put fingers down. The well-devised preparatory
exercises that have been seen in the Seesaw song now enables the student to play
“Variation A” of Twinkle. Learning Twinkle firstly with the “Mississippi hot dog
rhythm” is important because it enforces that the bow move fast and the left hand
fingers move slowly. In learning this piece, it is important to give students the time
to put their fingers down but still move fast with the bow. This concept can be
understood by this simple equation:
fast bow + slow fingers= rhythm
Instilling a good sense of rhythm in a student from the beginning stages is
imperative. The difficulties that arise from violin playing lie mostly in the control of
the right hand. This is why it is important for students to already begin to
understand the translation of rhythm into the bow.
By teaching them to put the fingers down, one has already taught the first line of
Twinkle.
When teaching the second line, one must teach the student to put all of their fingers
down together. At the beginning, students may not be able to put them together as a
unit. However, students can put the 1st then 2nd then 3rd until they are able to do so.
Make sure they have all three of them down. This enables the student to learn that
when they lift one finger, the next finger is already placed.
If the student needs time between the string crossing and putting the fingers down,
this is acceptable. It is undoubtedly a complicated motion for them.
After having learned Variation A, the student can then play the other variations (C,
D, E). It is not important that they learn Variation B.
Once the student is taught Twinkle, they will have a familiarity with the key of A
major. However, they will only have learned A major on the A string.
One should also teach the student to play an A major scale. This allows for the
student to understand the key of A major on both the A string and the E string.
A major scale: a chosen rhythm from the Twinkle variations
one octave up and down, starting on the A string.
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On the subject of knowing when to move on to the next step
As mentioned before, using scaffolding strategies is an effective pedagogical tool
when learning an instrument. Equally important is to understand the significance of
variety and diversity of information when providing instruction. It is easy to become
fixated on one piece of information when the student does not execute the task at
our ideal standard. However, it is important to move on to new information even if
the student does not yet have a full comprehension of the previous information. This
is important for a few reasons. Firstly, it prevents the student to lose interest.
Secondly, one will discover that a variety of information will help add on to the
student’s ability to understand it. It is often the case that, students can only absorb a
certain amount of information about one subject matter until they go on to learn
something else and view the old information through a different lens.
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Chapter 4: Practical Methodological Commentary on Teaching
Suzuki Book 1
The following chapter contains practical methodological commentary on Suzuki
Violin School book 1. The first few Suzuki books are very important guidebooks for
the teacher. However, these books are merely a tool in the hands of the teacher,
whose good or poor use of it will determine its success or failure. The following
instructions reveal how one can teach these books in an efficient and systematic
manner.
About learning pieces and the Suzuki books
A serious student must never stop learning a piece. The teacher should always
enforce revision of old pieces. After learning the entire Suzuki book 1, the student
should be able to play its entirety from memory. This is already a great
accomplishment for a young student.
The first half of Suzuki Book 1 is taught by memory; the students do not read the
sheet music yet. They should start learning how to read music after having reached
Perpetual Motion in the middle of the book.
The progression of pieces in the book is based on the following principle: A new
technical problem is singled out and worked on, and it is then integrated into the
context of a piece of music.
* See Suzuki book with notation indications along with these written instructions
Lightly Row:
1. Left Hand: One major difficulty with this piece is dealing with putting all
of their fingers down together. This is the first exposure they get to non
stepwise motion finger placement. Make sure that student keeps the 1st
finger down. It is also important that one gets the students to lift all the
fingers together.
2. Coordination: It is likely that the student will be sloppy with the string
crossing (they will hit the E string while trying to play on the A string).
Here, it is important to start reiterating the special coordination of the
bow, which is finger down, then bow (left before right). This is an
unnatural movement and one must start repeating and teaching them this
right away.
3. Dynamics: In this piece, it is important to also start working on
dynamics; learn what they are, and how to produce them with more or
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less bow. A big bow is forte and a small bow is piano. For this, the student
must also realize that they must play parallel to the bridge. The teacher
can insert dynamics, however, it is also important for the children to also
insert their own. Encourage them to play with emotions, and with
different sounds.
4. Bow Division: A schematic division of the bow should be used. The
quarter notes should be played with half bow and the half notes with a
whole bow. Likewise, the bow division should be planned according to
the dynamics.
Song of the Wind:
1.

Left Hand: Teach the student the middle of the piece first. This part
requires a lot of work to keep the fingers down and to cover the fifths,
which is a new concept for them.

2.

Right Hand: While up until now there has been continuous bowing back
and forth, we are now introduced to beginning each new entrance with a
down bow after carrying out a silent up bow in the air (retake). On the
quarter note before the rest, instruct the student to lift the bow. This
teaches them a very elementary level of collé.

Go Tell Aunt Rhody
1. Right Hand: In contrast to the lively tempo of the previous song, this one
required a more subdued interpretation. This is the first piece where the
legato stroke is introduced. The student should play with a long bow on
the quarter notes and smaller bows on the eight notes.
2. Dynamics: The student should play with a singing sound and with
phrasing and dynamics. Children very strongly imitate what their teacher
demonstrates. It is important to play often for your student (in finely
nuanced manner) for them to grasp a good concept of sound and musical
expression.
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O Come, Little Children
1. Left Hand: Enforcing to keep fingers down whenever possible.
2. Right Hand: In this song, the shape of the melody plays an essential role.
Phrase the melody with crescendo and decrescendo. It is also important
to let the students try their own dynamics.
3. Up Beat: This is the first time they will see an up beat, and learn how to
start a piece up bow.

May Song
1. Left Hand: One can teach a simple arpeggio pattern to practice the hand
shape that will be introduced in this song.
2. Right Hand: A well-considered division of the bow should be used here.
Division of the bow should take into consideration the tone producing
factors of pressure, speed and sounding point. Use a little bow on the
eight note. This will make the bow travel.
3. Character: The character should be rhythmic, and happy and should use
a Martellé like stroke.
4. Dotted Rhythm: It is unnecessary to spend time explaining dotted
rhythm as subdivions of eight notes at this point. The basic meter that is
audible in the piano accompaniment will provide the impulse for the
student to play it correctly.
Long, Long Ago
1. Right Hand: This piece, like Go Tell Aunt Rhody, should be played in a
lyrical manner with a legato bow stroke ensuring that the student is
keeping a flexible wrist and fingers.
* It is important that the teacher continues to review the old pieces when the student
moves on to a new piece.
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Allegro
1. Right Hand: This is a very lively piece that students enjoy playing. This
piece marks the first real introduction to the martellé stroke and the
combination of this stroke with legato (in the B section).
2. Form and character: The teacher can introduce the concept of a simple
ABA form, and how the character changes in the B section. In the B
section, it is written dolce, and should be played with a sweet and
heartfelt sound.
3. Ritardando: This is the first time that the student will come across this
term. They should gradually slow down and hold the note at the fermata
before breathing and retaking the bow for the last A section of the piece.

Perpetual Motion
*This piece is an important stage of a student’s development. It combines many of
the concepts that have been seen in previous pieces and also introduces new ones. It
is important that when the student reaches this piece, that they change their
“beginning” bow hold to a normal bow hold at the frog.
1. Left Hand: Keeping fingers down. This piece offers the opportunity to
examine the interval of the third. This piece utilizes the different thirds
intervals (by step wise motion) that create the hand shape for this piece.
The major and minor thirds are comprehended aurally, and manually. In
this piece, one can teach the student to put the 4th finger down, and to
utilize the pinky bone as a visual aid for correct hand position placement.
2. Transposition: Have the student also learn this piece in D major and
then G major (with arm rotation in proper placement for playing in low
strings).
3. Right Hand: Have the student play variation B of this piece, which
teaches the beginning stages of a sautillé bow stroke.
When teaching the lower strings, one will find that playing the bigger strings is
difficult for young students. Have them play lower in the bow for lower strings.
Also, have them, as much as you can, understand that each string has a different
color.
When a student reaches the piece Perpetual Motion, one should start teaching the
student how to read music. The reasoning behind it is that at this stage, the student
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has acquired an understanding of scale patterns. Also, the student will have reached
a stage where they have a good amount of manual control.
On teaching how to read music
The relationship between the music notes on the staff and the manual knowledge
the student has acquired thus far is what is crucial to focus on when teaching how to
read music. The following method teaches how to read music atonally utilizing fifths
(left hand fingers) between two strings. This encourages learning how to read music
through understanding the relationship between the visual, manual and aural
senses as opposed to relying on aural memory alone.
When teaching young students how to read music, teach how to read the open
strings first. After having played half of Suzuki book 1, the student now has a good
manual understanding of open strings. Therefore, it is easier for them to relate open
strings on a music staff to the violin.
The teacher can then make up songs using open strings and have the student play
them. The students must then write their own open string songs.
Once they have understood this, the teacher must then add the notes using the first
finger between two strings.
Then add two fingers and then three, and still only compose between two strings
(with all the notes learned, including open strings, 1st, 2nd, and 3rd fingers)
The teacher must write out all of the pieces, and the student must do the same.
These small compositions become small etudes. It is important to always write
songs with open strings and fingers that they cannot memorize. If the pieces are too
tonal, they students can memorize them and then they are not truly learning how to
read music on the staff.
After teaching them how to read music, the teacher should then start Seybold book
1 with the student, in addition to the continuation of the Suzuki method books.
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On teaching rhythmic division
(for ages older than 6, when they start learning to read):
When teaching rhythm, it is important to relate rhythm to time and to teach
rhythm as a symbol for time. The following method teaches rhythm by relating it to
the time and using eating an apple as an example.
Ask the student if they are hungry and if they would like an apple.
A whole apple is a like a whole note, it gets 4 beats.
Draw the apple, and a bar with a whole note. Also explain that a bar can have
different beats in it. Explain that you have time to eat the whole apple. If you do not
have as much time to eat the apple, then you cut it in half, and now the apple is only
two beats. Draw a slash through the apple. If you have even less time, then you have
to cut the apple in 4, and each piece gets one beat. Anything of a smaller proportion,
add a flag to the apple so it is clear that is only part of a beat (like a flag on an eight
note).
One cannot teach dotted rhythms until this is clear first.
Have the student make up exercises in which they have to write a piece using
different note values.
Dotted rhythm: The dot signifies the following value added on to that note. The
subdivision of the note with the dot must therefore be the value of the note that
follows.
Suzuki Book 1 continued
Allegretto
1. Right Hand: Teach the eighth notes legato, and not with dots as
indicated in the score. The quarter notes should be played with a real
martellé stroke. Have the student play this piece in the middle of the bow
only.
2. Character: Explain that this is a German Folk song (style)
3. String crossings: This is the first piece we see in D major. These next few
pieces in the book, the student will discover what it is like to play on the
lower strings. String crossings on the fast notes will be difficult for the
student.
Teach them about different voices (bass notes for G string, and melody
on higher strings). Explain and show them that with different strings of
the violin, we can play like different instruments.
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Andantino
1. Rhythm: This piece utilizes the same rhythm as Allegretto, however the
rhythmic motif is shifted one beat (it starts on the beat as opposed to a
pick up). Have the student feel the rhythm starting on the beat.
2. Characters: Explore different emotional characters with the student
There are ritardandos and a tempo markings. This is also the first time
they will see a fermata. Have the student play a small scale
interpretation. Question them: Where can the music ask a question, slow
down, smile, where does it answer?
Etude
1. Left Hand: Keep fingers down. This piece demands that the 1st finger
especially stays down.
2. Right Hand: Have the student play detaché (not “staccato” as it says).
This facilitates keeping the left hand fingers down. It is much more
difficult to keep fingers down when playing short with the bow. Doing
variation B of this piece is important because it allows the student to
start practicing the sautillé bow stroke.*
3. Dynamics: Have the student explore dynamic contrast in this piece and
put in their own since the indication is only mf.
4. Side way motion: This piece is the first time the student will see a C
natural and G natural. Here, you can introduce the side way motion of the
finger by writing out small exercises, and teaching them a short
chromatic scale. Since the student is already being introduced to the side
way motion of the 2nd finger, it is also beneficial to introduce the side way
motion of the 3rd finger (D sharp).
*If a student is particularly talented with this bow stroke, the teacher may assign the
student the Elves Dance by Jenkinson, which is a sautillé piece. You can also wait until
book 2 to assign it.
In the next three pieces we enter the realm of standard musical literature with
Minuets by J.S. Bach. The concept of a minuet should be explained to the student and
one should teach them that it is a dance in triple meter. It is also the responsibility
of the teacher to clarify the musical structure of the piece through phrasing,
dynamics and articulation.
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Minuet no. 1
1. Right Hand: Teach Martellé for the two attached quarter notes. It is
important here to demonstrate bow division, and teach the student
about the three parts of the bow and wandering bow. Use collé for lifting
the bow at the end of the first section and retaking to start the new
section. Make sure the student is utilizing their pinky finger when taking
the bow off the string.
2. Rhythm: A difficulty that will arise in this piece is sustaining the dotted
half note for 3 beats. Long sustained bows are difficult for young
students.
3. Musical Understanding: There are many different concepts to deal with
melodically in this piece and these can be explored with the student.
Minuet no. 2
1. Right Hand: First finger B natural must stay down during the repetitive
opening motif. The quarter notes should be played martellé.
2. Bow Division: Have the student understand that long notes get more
bow and short notes get less bow. This is a particular difficult piece
because it combines very difficult string crossings with wandering bow.
There are some very large string crossings from the E string to the D
string. These large string crossings should be supported by a rotation of
the left arm.
3. Rhythm: This is the first time the student will see a triplet. Explain that
they have seen it already in beau-ti-ful, and that this figure is called a
triplet.
4. Left Hand: The short B major section in measure 23-24 will require the
student play a high third finger, which is something they should have
already seen by practicing side way motion in Etude and in chromatic
scales.

Minuet no.3
1. Right Hand: This is the first time the student will have to play a string
crossing in a slur. The quarter notes with dots in one bow should be
played martellé just like the previous Minuet.
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2. Bow Division: Have the student understand the correct bow division,
longer notes get more bow, and short notes with slurs also get more bow.
Be mindful of the big string crossing from the E string to the D string in
bar 4, which will be difficult for the student. It should be supported by
the rotation of the left arm.
3. Left Hand: One should be aware of the modulation to D major in the B
section of the piece, which will require the student to high second finger
(C sharp) for this section. The character of this middle section should
also be different from the A section. It should be played with a longing
and beautiful sound.
The Happy Farmer
1. Right Hand: This is the first time the student will see legato and martellé
as a simultaneous bow stroke (on dotted quarter and eight with dot). For
successful execution of this bow stroke, it is important to be mindful of
bow division. This bow stroke should also be practiced on open strings.
2. Style: Teach the stylistic language of the piece. It is a peasant folk dance.
In this piece we see our first tempo marking: allegro giocoso, and this
should be explained.
3. Rhythm: Teach that the eight note of a dotted pattern as a leading figure
to the next note. This will help the student play the rhythm correctly.
4. Left Hand: The triadic figure in the opening gives the teacher the
opportunity to talk about major triads and how they are constructed. The
teacher can then instruct the student to play triad exercises by playing
major triads beginning on each finger.
Gavotte
1. Right Hand: Have the student play legato except for quarter note with
grace note (this should be played short, and joke-like). Because of the
sixteenth notes in the slur, the student will struggle with playing fast
fingers and a slow bow but it is an important technical development.
2. Left Hand: Ensure a good hand position and instruct to keep fingers
down
3. Rhythm: This will be their first time seeing sixteenth notes
4. Dynamics: A bigger variety of dynamics are used here with the addition
of mp and mf.
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Through constant repetition of the previous pieces and the introduction and
practice of new technical and musical concepts, the student should have an
increased instrumental ability and a deepened musical sensibility after completely
Suzuki Book 1.

Chapter 5: Practical Methodological Commentary on Teaching
Suzuki Book 2
The student should now be playing scales in D and A major as well as first position
arpeggios in addition to these songs.
Chorus from Judas Maccabaeus
1. Right Hand: Slurs are becoming more frequent here. In this piece there
is a variety of slurs with different string crossings, and also slurs
containing four notes, which will be difficult for them. (fast fingers, slow
bow).
2. Bow Division: Use logical division of the bow corresponding to the note
values. Be cautious of bow division especially on dotted slurs, and ensure
that the student is note using too much bow on the eight note. This can
distort the rhythm. The bow division must be proportionate.
Musette
1. Right Hand: A variety of slurs with different string crossings, and also
slurs containing four notes, which will be difficult for them. (fast fingers,
slow bow).
2. Left Hand: The broken thirds will require that the student lifts two
fingers together with purposeful vivacity, especially the ones under a slur
because the rhythm is created by the left hand in this case.
3. Bow Division: Use logical division of the bow corresponding to the note
values.
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Hunter’s Chorus
1. Right Hand: Four note slurs at an even faster value (sixteenth notes),
which is even more difficult because left hand fingers have to move even
faster while sustaining the bow. A real martellé stroke is used in m. 21
with the “down poney up poney figure”. The figure at m. 25 should be
played at the frog. This is when one should teach the student to lift off the
string. When they come back to the string they should use collé.
2. Bow Division: m.31 the eight note should be played longer and the two
sixteeth notes in the upper half so that there is enough bow for the
following quarter note.
Long, long, Ago
1.

Right Hand: This piece should be played legato. The variation makes
good use of the staccato stroke (which is two martellé stokes in one bow)

2. Dynamics: Use bow division according to the written dynamics.
* Connections can be made with Seybold book 1. The teacher should encourage the
practice of etudes along with these songs.
Waltz
1. String Crossings: This is a level of difficulty higher than the student has
seen before. The string crossings are unviolinistic, and go in the opposite
direction than the students are used to. The bow hair should be flat to
facilitate the string crossings. The fast eight notes at the end of the bow
(grace notes) will also be difficult for them.
2. Left Hand: Cover the fifths, for example in m. 4, the third finger.
*Note: This piece can be skipped if the child is having too many difficulties.
However, there are important things to learn if they can manage it.
Bourrée
1. String Crossings: Once again, a new technique involving slurs and string
crossings is added. This time, there is a two note slur and two detached
notes in one eight note segment (m. 2 &14,15). This will be especially
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difficult as there is a string crossing on the detached notes of the figure.
This figure is the same as Kreutzer Etude no.2 The figure should stay in
the same part of the bow.
2. Tempo: The student should know that a Bourrée is a fast dance, do not
let them play this piece too slow.
*the exercise at the bottom of this page is a good one because it introduces low first
finger (f natural) for the pieces to follow
The Two Grenadiers
1. Key: This is the first minor piece. F natural is introduce, and the student
must play in half position for the first time. The piece also modulates in D
major for the B part
2. Bow Articulation: Have the student articulate properly in the style of a
march, especially the dotted eight and sixteenth slurred figure in the first
bow.
Theme from Witches’ Dance
1. Bow Articulation: Here we see the articulated dotted eight and sixteenth
note figure again, and it is used much more frequently in this piece.
These should be played with a good martellé stroke and the triplets
should be played with a legato.
2. Left Hand: For the arpeggios, make sure that the student is preparing the
hand shape during the quarter note rests.
Gavotte from Mignon
It is fine to skip this piece because it does not teach anything new and significant,
and the piece is difficult for the students. This piece can be taught at the end of the
book.
Gavotte
1. Key: This is the first piece the student will play in harmonic minor, and
they will have to learn how to play and augmented 2nd. They will need to
learn to extend their 1st finger back without pulling their hand position
out of shape, which means to play the F natural with a flatter finger.
2. Left Hand: The student is introduced to their first trill.
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Minuet in G
1. Left Hand: The difficulty in this piece is the slurred dotted eight and
sixteenth notes. Many beginners have difficulty moving the bow slowly,
and here the left hand fingers must be lifted with vivacity to produce the
rhythm in a con grazia style. Also, the student must not only play in half
position but also make a small shift from first position to half position in
m.5.
2. Right Hand: In the Trio, there are 4 note staccato strokes (martellé all up
bows), which the student will have to learn to articulate clearly while
also managing the string crossings.
Minuet
This piece combines all of the elements and new techniques that were introduced in
book 2. It acts as a large review. The student will have to be mindful of fast fingers +
slow bow in the sixteenth note slurs, of fast string crossings on dotted figures,
accidentals, dynamics, keeping fingers down, and covering fifths.
1. Rhythm: The first measure introduces syncopations. Teach that
syncopation is a disturbance of the natural beats.
2. Right Hand: In Trio is where a student starts to use the spiccato bow
stroke. The stroke should be done at the frog and should allow the bow
to fly.
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Didactic
Beginning stage

Violin schools: Suzuki, Auer, Mazas, Küchler, Doflein, Dancla, Crickboom, Seling,
Schrakieck, Stanzeleit, Sassmanshaus, Isselmann
Methodical Literature: Ear Training and Violin Playing: A Suzuki Method by H.
Zehetmair and B. Steinschaden

Technique Development:
1) Scales

a) 1 to 2 octaves
b) Position, Tone, Finger articulation, Intonation, etc.
c) Rhythm and Bow Technique
d) Bow strokes: Detaché, Martelé, Legato

2) Exercises

Sevcik, Suzuki, M.Bang, Note Reading

3) Etudes

Seybold, Wohlfahrt, Kayser, Küchler, Pracht, Spohr, L.Mozart

Musical Development
1) See List about the Beginning stage Repertoire
2) Duets

a) Mozart edition
b) Telemann

3) Chamber Music

e.g. Telemann, Concerto for 4 Violins
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Transition to Intermediate Stage
Important material:
Study of Positions: Etudes from the Seybold collection
Study of Shifting between Positions: Exercises of young pupils, Suzuki,
Pracht, Galamian
Study of Vibrato: Galamian
Please note: for the following is important to develop your own exercises!
Note reading, Vibrato exercises
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Repertoire of the Beginning Stage
Bacewicz, Grazjana
Bartok, Béla
Elgar, Edward
Küchler, Ferdinand
Mozart, Leopold
Rieding, Oscar
Seitz, Hans
Vivaldi, A

Small Pieces, Concertino
Pieces for Children, Hungarian Folksongs
Six very easy pieces op.22
Concertini, op.11, 12, 14, 15
First Ensemble Playing op.10
Little pieces from notebook for Wolfgang A.
Concertini op. 5, 7, 21, 24, 25, 34, 35, 36
Concertini, op. 31, 65, 70
Various Concerti
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Didactic
Middle Stage
Technique Development:
1) Scales

2) Exercises

3) Etudes

a) 2 to 3 octaves
b) Bow strokes: Detaché, Martelé, Legato, Slurs
All at the Frog and Tip
Bow changes, Spiccato, Sautillé, Staccato, Dotted Rhythms
c) Galamian Scales: Rhythms & Variations
d) Arpeggios
e) Flesch (Transition to Upper level)
a) Finger Exercises
b) Shifting
c) Double Stops
d) Chords
Suitable for this are the following schools: Sevcik, Galamian,
Flesch, Hirmaly, Schradieck, Sitt
Development order
a) Seybold collection, Wohlfahrt, Kayser (Dont preperation)
b) Kreutzer, de Beriot, Mazas, Spohr, Campagnoli
c) Fiorillo

Musical Development
1) See List about the Beginning stage Repertoire
2) Chamber Music and Orchestra

38

Repertoire of the Middle Stage
Accolay, J.B.
Bacewicz, Grazjana
Bach, J.S.
Bartok, Bela
Beethoven, L.v.
Beriot, Charles de
Bohm, Carl
Corelli, Arcangelo
Dancla, Charles
Fiocco, Joseph-Hector
Geminiani, Francesco
Handel, Georg Friedrich
Haydn, Joseph
Hubay, Jenö
Kodaly, Zoltan
Kreutzer, Rodolphe
Leclair, Jean-Marie
Locatelli, Pietro
Mazas, Jacques-Fereol
Mendelssohn, Felix
Nardini, Pietro
Novacek, Ottokar
Rode, Pierre
Stamitz, Johann
Tartini, Guiseppe
Telemann, Georg Philipp
Viotti, Giovanni Battista
Vivaldi, Antonio
Wieniawski, Henri

Concerti: No. 1, a minor; No.2; d minor; No.3, e minor
Various Concerti, Pieces, Sonatas
Concerto in a minor, BWV 1041
Romanian Folk Dances
Romances, Op.40 & 50
Concerti, Scenes de Ballets op.100
Various Pieces
Sonatas
Various Pieces, Concerto solo
Allegro, Various Pieces
Sonatas, Various Pieces
Sonatas
Concerto in G major, Hob. 7a:4
Concerti, Hejre Kati, op.32, various pieces
Various Pieces
Concerti
Sonatas, Concerti
Sonatas
Concertino
Concerto in d minor
Sonatas, Concerti
Different Pieces
Concerto in a minor
Concerti, Sonata in G major op.6a
Sonata, Concerti
Sonatas, Concerti
Concerti 1,2,3,4
Concerti
Legende

Transition to Upper Stage
Bruch
Dvorak, A.
Hindemith
Kreisler, F.
Lalo, E.
Mozart, W.A.
Prokofiev. S
Sarasate, Pablo de
Schubert, F.
Schumann

Concerto 1st mvt
Romantic Pieces, Sonatina op.100
Recitative and Scherzo Caprice
Preludium & Allegro
Concerto, 1st mvt
Selected Sonatas, Concertos K.211 & 216
Five melodies
Spanish Dances (selection)
Sonatinas in D major and g minor
Fantasy Pieces

Sophr, Louis
Vieuxtemps, H.

Gesangszene
Rondino
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Didactic
Upper Stage
Technique Development:
1) Scales

2) Exercises

3) Etudes

a) 3 to 4 octaves
b) All Bow Strokes & Rhythm. Variations (Galamian)
c) All Double Stops (Flesch, Sitt)
d) Scales on one string (Flesch)
e) Chromatic Scales & Broken Thirds (Flesch)
f) Arpeggios, 3 to 4 octaves (Flesch)
a) Finger Exercises
b) Shifting
c) Double Stops
d) Vibrato
e) Chord Technique
Suitable for this are the following Schools: Sevcik, Flesch,
Schradieck, Dont
Development order
a) Kreutzer
b) Rode
c) Dont
d) Gaviniés
e) Wieniawski (Etudes & Caprices; École Moderne

Special Technique Study Material:
Capet- Technique of the bow
Casorti- Technique of the bow
Tartini- Art of the bow
Dounis- Method and Technique
Martinu- Rhythmic Etudes
Ysaye- Exercises and Scales
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Method Literature, Schools and Etudes for Violin
Auer, Leopold
Bang, Maia
Bériot, Charles de
Campagnoli, Bartolommeo
Capet, Lucien
Casorti, August
Crickboom, Mathieu
Dancla, Charles
Doflein, E& E.
Dont, Jakob
Dounis, Demetrius
Ernst, Heinrich Wilhelm
Fiorillo, Federigo
Fischer, Simon
Flesch, Carl
Galamian, Ivan
Gavinies, Pierre
Geminiani, F.
Gilels, Elisabeth
Hindemith, Paul
Hrimaly, J.
Joachim, Joseph
Kayser, Heinrich Ernst
Kreutzer, Rodolphe
Küchler, Ferdinand
Locatelli, Pietro
Martinu, Bohuslav
Mazas, Jacques-Fereol
Mozart, Leopold
Paganini, N.
Ricci, Ruggiero
Rode, Pierre
Rostal, Max
Schradieck, Henry
Seling
Sevcik, Otakar
Seybold, Arthur
Sitt, Hans
Spohr, Ludwig
Suzuki, Shinichi
Tartini, Giuseppe

School; Masterworks about their interpretation
School; Scale Technique
Method, op.102, Concert Studies, op.123
Divertimenti, op.18, Metodo
Technique supérieure de l’archet
Technique of Bowing
Progressive Studies, Technique & Practice
Method, Studies, School
The Violin School
Etudes & Caprices op 35 & 37, Exercises, op. 38
Method & Technique (Exercises)
Etudes
Etudes
Basics (school)
Basic Studies, Scale-System, Etude collection, Art of
Violin Playing
Contemporary Violin Technique
Etudes
Violin School
Scale System
Exercises for Violin
Scale System
Violin School
Violin Playing as I teach it
Etudes, op.20, Studies, op.67
Etudes & Studies
Etudes, Violin Method
Arte del Violino, 15 Capricci
Rhythmic Etudes with Piano, Études faciles
Etudes, op.2, 36, Bk. 1&2&3, Violin School
Basic Violin School
24 Caprices
Left-Hand Violin Technique
Caprices and Etudes
Handbook about violin playing
Violin School and Studies
Violin School
Violin School and Studies
Violin School, op. 172, 182, 275, 184, Etudes
Exercises, Scales, Studies op.32, 80, 92
Studies & Violin School
Violin School, Method
Art of the Bow
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Vieuxtemps, Henri
Wohlfahrt, Franz
Ysaye, Eugene

Etudes de Concert op.16, Studies op.48
Method, Studies op45. 54, 74
Exercises & Scales
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