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ABSTRACT

To be a versatile violinist, one needs interdependence of aural, visual and kinesthetic
skills. This thesis introduces aural, visual and kinesthetic learning modalities, and explores
the way each is used in the Suzuki, Paul Rolland, Orff, Kodaly, and Dalcroze methods, as
well as in Edwin Gordon’s Musical Learning Theory. Other methods and pedagogical
approaches were consulted and influential in developing the curriculum, such as the teaching
of Mimi Zweig, but were not included in this paper either because of an overlap with other
methods or insufficient comparable material. This paper additionally presents a new
curriculum for teaching beginning violin that incorporates aural, visual, and kinesthetic
learning in a systematic and comprehensive manner. It also details a sequenced progression
to learn new repertoire and develop proficiency with rhythm, solfége, reading and writing

musical notation, and left- and right-hand technique.
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CHAPTER 1
RESEARCH ON LEARNING STYLES
INTRODUCTION

Teachers sometimes encounter students who progress to a certain level and seem
unable to go beyond it. Training in three primary perceptual learning modalities: visual, aural
and kinesthetic, may help students avoid this plateau. When students are taught through
their perceptual strength, and use their strength to develop weaker perceptual skills, they can
become more versatile learners. While it is possible to identify deficiencies of perceptual
modalities at a later stage, it can be a tedious process for both the student and the teacher.
Therefore, ensuring that the child becomes adept in all three perceptual aspects at a young
age is crucial for efficient and integrated musical education and training,

PURPOSE OF RESEARCH

This research paper will explore current research on perceptual learning styles and
how they may help inform violin pedagogy. By examining the skill set of a versatile violinist -
through specific aspects such as intonation, sight-reading, ensemble skills, and transfer of
skills,' T will examine the interdependence of aural, visual and kinesthetic skills in violin
playing. When one understands the interdependence of these skills, the importance of mixed
learning modalities becomes clearer.

This thesis will further examine music education methods including Gordon
Learning Theory, Dalcroze Eurhythmics, and the Kodaly Method, as well as specific violin

pedagogical approaches by Shinichi Suzuki and Paul Rolland along with other method

! Transfer of skills is the ability to utilize what is known or familiar in unknown or unfamiliar
circumstances.
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books. It will culminate in a curriculum for teaching beginning violinists, incorporating the
three perceptual learning styles in order to develop the interdependence of visual, aural and
kinesthetic skills in violinists. Other methods and pedagogical approaches were consulted
and influential in developing the curriculum, such as the teaching of Mimi Zweig, but were
not included in this paper either because of an overlap with other methods or insufficient
comparable material.
PERSONAL EXPERIENCE LEADING TO RESEARCH

As a young child, I had perfect pitch and good auditory perceptual strength, but my
academic and violin education encouraged visual learning. After many years of being taught
violin visually, learning etudes every week by sight, I started to learn all music visually.
Learning which involved creating muscle memory through blind repetitions was not
beneficial since kinesthetic learning only occurs with mindful repetitions. As I began to study
more difficult repertoire, the number of practicing hours increased. By the time I was an
undergraduate violin performance major, I was spending more than eight hours a day
practicing, because that was the only way I knew to learn challenging concertos and keep
them in my fingers for auditions and recitals. As I struggled with injuries from excessive daily
practice, my inability to memorize music caused me greater stress. It seemed absurd that I
spent more time trying to memorize the music than it took to learn the music. I also became
aware of many other problems in my playing, such as my inability to execute many technical
demands and a lack of consistency with sight-reading.

Things started to change when I realized that only my visual learning modality was
well-trained, without regard to aural and kinesthetic learning. Without well-developed aural
and kinesthetic learning abilities, the interdependence needed among these three perceptual

2



skills was also limited. Although I had auditory strength at a young age, this strength was not
cultivated, so there was a disconnect between my visual and aural skills. This realization
helped me to consciously use my visual learning strengths to aid both my aural and
kinesthetic sense. Doing so enabled me to build interdependence amongst the skill sets, and
create a mixed-modalities learning style.

I often wondered why I could occasionally sight-read effectively and at other times
feel like a beginner. I’'ve come to realize that this inconsistency was due to the disconnection
of aural and visual skills. Since I had a strong aural sense, there were instances where visual
images of a score were connected to my aural perception which translated well to my fingers,
and sometimes not. I had to train myself to be able to audiate’ music that I read, and as my
audiation and kinesthetic abilities improved, so did my ability to sight-read consistently.
Being able to visualize and audiate music while performing also played an important role in
memorizing music.

In performance, the lack of interdependence of the aural and kinesthetic senses, as
well as the absence of visual feedback, was a hindrance in fixing mistakes quickly. By
improving both my kinesthetic and aural skills through visual learning strength, I was able to
improve my mixed learning modalities.

WHY LEARNING CAPABILITIES OF VIOLIN STUDENTS STAGNATE

As a violin teacher, I have found two common areas related to perceptual modalities
that cause students’ musical learning to stagnate. The first is the student’s lack of awareness
of issues outside their perceptual learning strength. A student taught primarily aurally may

perceive playing the notes of a tune as a sign of success, but the lack of visual or kinesthetic

? Audiation is the ability to hear musical sounds without presence of actual sounds. In

Chapter 2 - Gordon Learning Theory, audiation will be discussed in more detail.
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skills may prevent the student from being aware of issues such as a crooked bow or
collapsed left-hand frame.

The second common area is a student’s disconnection between the inability to
execute and their perceptual feedback. This could be a violinist lacking kinesthetic
flexibilities in being able to fix intonation even though he hears that the note is out of tune;
or a violinist being unable to adapt to visual cues in an orchestra, such as playing a passage at
the frog. Many students are also unable to execute rhythms on the instrument, though they
comprehend them visually, due to a lack of aural or kinesthetic ability.

PERCEPTUAL LEARNING STYLES

Rita and Kenneth Dunn’s research on individual learning styles reveals that while
some methods of teaching were highly effective for some, they were limiting for others.
Many studies have led researchers to accrue evidence attesting to the fact that, for each child
to learn successfully, different methods that appeal to a different selection of students, must
be developed.’ These differences are due to the fact that each person has their own cognitive
style, experience and musical background, which are essentially their preferred ways to
perceive, organize and use, as well as retain knowledge.*

In this paper, I will explore three perceptual sensory modalities: visual, auditory and
kinesthetic. There are of course more sensory modalities such as: touch, olfactory sense,
balance, vibration, thermoception and pain. A student can be determined to be a visual, aural

or kinesthetic learner when he has exceptional ability or preference to learn through one of

’ Walter B. Barbe and Michael N. Milone, Jr, “What We Know about Modality Strengths,”
Eduncational 1 eadership 38/5 (1981): 378.

* James W. Keefe, Learning Style: Theory and Practice (Reson, VA: National Association of
Secondary School Principals, 1987), 5.
4



these perceptual modalities. Mixed modality learners exhibit perceptual strengths in more
than one perceptual modality. One’s ability to process information in multiple flexible ways
of mixed learning modality brings about more success in terms of achievement in students.’

In their studies, Kenneth and Rita Dunn define individual differences in learning
styles. Auditory learners “differentiate among sounds and can reproduce symbols, letters, or
words by hearing them.” These students are often able to imitate a musical phrase easily and
learn music best through listening. Visual learners “can associate shapes and words and
conjure up the image of a form by seeing it in their mind’s eye.”” Learners with strong
kinesthetic sense “need to have real-life experience in order to recognize words and their
meanings.”” These students learn effectively through movement and can learn musical
notation and singing through body solfege’.

“Modality strength is not a fixed characteristic. Modality strengths change with
age.”"" In younger children, modalities may be “comparatively independent” but they
become more integrated with age. Both maturity and experiences “contribute to integration

of the modalities” and students may develop strategies, which enable them to “transfer

information from one perceptual channel to another.”"' Due to this ability to develop mixed

> Walter B. Barbe and Michael N. Milone, Jr, 378.
% Rita Dunn and Kenneth Dunn, 13.

" Ibid.

® Ibid.

? Solfége incorporating body gestures.

" Walter B. Barbe and Michael N. Milone, Jr, 378.

"Tbid.



modalities, there are more adults than children with mixed modality strengths.”” A teacher
bears responsibility to guide a student’s perceptual modalities. Weaker modality styles must
not be neglected when an instrumental teacher focuses on teaching a child through his
strengths. An instrumental teacher must guide a child’s interdependence in all three
perceptual skills, as well as develop mixed learning modalities.
TEACHING STYLES

According to Schleuter, “an important goal for teachers is to make themselves
dispensable by enabling their students to learn independently. Effective teaching is
concerned with organizing instruction, motivating students, and facilitating how students
transfer knowledge and skills.”"” A teacher who has never explored different learning styles
will naturally form his pedagogical ideas through his own learning modality strength. Being
aware of one’s perceptual learning style is a great point of entry for any educator into the
world of learning styles and it could “contribute directly to the enhancement of learning.”"*
Teachers who explore different cognitive styles and are familiar with all three learning
modalities will be sufficiently capable to aid each student in developing both their weaker
learning styles as well as their most natural modality strength(s). Students taught through all

.. . . . . . ’15
three modalities will “become more versatile learners in varied settings.”

"2 Walter B. Barbe and Michael N. Milone, Jr, 378.

" Stanley L. Schleuter, A Sound Approach to Teaching Instrumentalists: An Application of Content
and Learning Sequences (New York: Schirmer Books, 1997), 160.

'* Stanley L. Schleuter, 61.
" Kevin Mixon, “Three Learning Styles: Four Steps to Reach Them,” Teaching Music 11/4

(February 2004): 48, ProQuest (AAT 1519237).
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Understanding the different learning styles of students could also be helpful for
teachers to “anticipate their perceptions and subsequent behaviors, anticipate their
misunderstanding, take advantage of their strengths, and void (or correct) their
weaknesses.”'* The ability to identify each student’s dominant learning style gives the teacher
opportunity to guide the student according to his learning characteristics, as well as more

effectively organize “individualized short- and long-term lesson plans”"’

and goals.

It may be detrimental for a student if teachers who are unfamiliar with aural, visual
and kinesthetic learning styles impose their pedagogy onto a child. The possible mismatch of
a child’s learning style with the teacher’s pedagogical method would impede the child’s
growth. Teachers’ full potential may also not be fully realized until they are skilled enough to
teach in a variety of ways.'®

LEARNING MODALITIES AND PERCEPTUAL ABILITIES

Keefe (1987) believes learning style to be related to the process of learning and how

information is used, while abilities “measure specific innate capacities.”"” In this thesis, a

distinction is made between learning modalities and perceptual abilities. Learning modalities

refers to learning visually, kinesthetically or aurally, whereas perceptual abilities are skills

" Lucy Green, “Musical “Learning Styles” and “Learning Strategies” in the Instrumental
Lesson: Some Emergent Findings from a Pilot Study,” Psychology of Music 40/1 (2012): 61.

' Setareh Beheshiti, “Improving Studio Music Teaching through Understanding Learning
Styles,” International Journal of Music Education 27/2 (2009): 108,
doi:10.1177/0255761409102319.

'® Dan Isbell, “Learning Theories: Insights for Music Educators,” General Music Today 25/2
(2011): 19, doi:10.1177/1048371311425684.

" James W. Keefe, 5.



acquired visually, kinesthetically or aurally. In instrumental playing, one must consider more

than an individual perceptual ability. As Beheshiti states,

Playing a musical instrument requires three primary sensory skills. Regardless of the
instrument and genre, there is the physical aspect of holding and working with the
instrument, the auditory sensitivity of listening to the sounds that are being created
and visual ability to read music and relay the message that the composer is asking the
performer to express. As a music teacher, one must nurture each one of these skills

. 20
in order for the performer to be successful.

% Setareh Beheshiti, 112.



These abilities are interdependent and usually integrated with each other. Encouraging one
to address weaker modalities by learning through a modality strength will help cultivate

strong abilities all around.

Identification of Child’s Perceptual Modality Strength
7
Improve Child’s Perceptual Modality Strength
and
Improve Child’s Perceptual Modality Weaknesses
through Teaching the Child Using Modality Strength

Encourage Interdependence of all 3 Perceptual Modalities
and
Encourage Child’s Learning in Weaker Modalities
7
Help Child Achieve Effective Mixed Learning Modalities and Excellence in
Interdependence of all 3 Perceptual Abilities

Fig 1. Progression to Achieve Effective Mixed Learning Modalities

INTERDEPENDENCE OF PERCEPTUAL ABILITIES IN VIOLIN PLAYING
For one to become a versatile musician, perceptual abilities need to be strong
independently as well as highly intertwined. I chose basic aspects including intonation,
sound, rhythm and sight-reading to show the interdependence of these perceptual abilities.
Morte complex aspects like chamber/orchestra playing, bow technique, and transfer of skills
are also discussed.

Guettler and Hallam emphasized:

To play a bowed string instrument requires sensitive motor control to enable secure
intonation, clear articulation of bowing, and the coordination of two very different

kinds of movements, being undertaken by left and right hands. In addition, well-
9



developed aural skills are required to monitor accuracy, as a finger can be used to

play almost any note.”'

The challenge of playing a string instrument comes from the reliance on aural feedback.”
For a violinist to play with secure intonation, all three perceptual abilities need to be
employed. Audiation, the ability of being able to think through music or be able to ‘hear’
music notation, is crucial for intonation.” “Instrumentalists should first audiate tonally and
then compare the sounds produced on their instrument with that internalized model.”**
Students must also have spatial imagination to map notes onto the fingerboard as well as be
kinesthetically adept at feeling the placements of hand and fingers on the fingerboard. The
ability to adjust left-hand fingers after receiving aural feedback to remedy intonation issues
also requires visual and kinesthetic skills. A similar process is required for good sound
production, with the manipulation of the bow hand to create the desired sounds.
According to Schleuter, “the best sight-readers appear to audiate what is to be
performed.”® When a musician first reads notation, visual skills are needed for musical

features to be recognized as patterns and “matched to pertinent information already stored

' Kunt Guettler & Susan Hallam, “String Instruments,” In Science and Psychology of Music
Performance : Creative Strategies for Teaching and Iearning, edited by Richard Parncutt (New York:
Oxford University Press, 2002), 314.

* Ibid, 315.

* Stanley L. Schleuter, 172.

** Ibid, 42.

% Ibid, 172.
10



in long-term memory.”” Kinesthetic skill is then employed to translate these visual patterns
through the execution of finger and bowing patterns. Other skills, such as “memory for
recognizing patterns and problem-solving skills for improvising and guessing,” are also
needed.”’

Learning and relating rhythms to body movements has proven to be effective in
creating a strong rhythmic feeling.”® Schleuter encourages first learning the “sounds of
rhythms, labeling with syllables and meter names, and then emphasizing the rhythm symbols
as representing familiar sounds.”” Success in executing rhythms accurately is determined by
possessing the relevant kinesthetic skills and the ability to internalize and audiate these
rhythms.

Playing in a chamber ensemble and orchestra requires communication with other
instrumentalists. A musician needs to have a keen ability to listen to their colleagues’ playing
and respond musically by kinesthetically adjusting his playing suitably. Having “visual
awareness of the conductor, the bow distribution of the section, and especially of the

principal”” is also important in orchestral playing.

* Andreas C. Lehmann and Victoria McArthur, “Sight-Reading,” in Science and Psychology of
Music Performance: Creative Strategies for Teaching and 1 earning, edited by Richard Parncutt (New
York: Oxford University Press, 2002), 144.

* Tbid, 135.

* Schleuter, 117.

# Ibid.

* Adrian Eales, “The Fundamentals of Violin Playing and Teaching,” In The Cambridge
Companion to the Violin edited by Robin Stowell (New York: Cambridge University Press,

1992), 118.
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“Transfer is the ability to utilize what is known or familiar in unknown or unfamiliar
circumstances.”' The wide range of repertoire and skills required of a violinist demands that
a teacher facilitates the transfer of skills by his students. Skill transfer is most efficient with
students with mixed learning modalities. The student is able to absorb knowledge and
experiences from his environment more effectively, opening up more learning opportunities.
For example, a student with keen visual perceptual abilities will quickly observe bow
techniques used by different violinists, and with well-developed kinesthetic skills may
replicate this technique and the quality of sound produced. Transfer of skills occurs

smoothly when he is able to execute these skills across different repertoire.

' Schleuter, 164.
12



CHAPTER 2
TEACHING PHILOSOPHIES OF MUSIC EDUCATION METHODS
GORDON LEARNING THEORY

This chapter briefly discusses the Gordon Learning Theory and its relevance to
music education methods that have been used widely both in general music education as well
as specific string instrumental methods such as the Suzuki Method and Paul Rolland
Method.

Swiss educator Johann Heinrich Pestalozzi believed that “the purpose of education
was the development of the whole person rather than the mastery of individual skills;
integrating the moral, physical and mental faculties produced a well-rounded individual.”*
Similarly, Shinichi Suzuki’s Talent Education stems from his commitment to build character
and happiness in his students, above fostering performance and musical abilities.”

Pestalozzi encouraged learning to be facilitated by the following three steps: first,
concepts are taught through experiences before association; second, these experiences are
broken down and then labeled; last, these fragments form knowledge of concepts. Under the
influence of Pestalozzi as well as other psychologists and music educators, Edwin Gordon
developed a music-learning sequence with “five levels of discrimination (perceptual)
learning: Aural/Oral (A/O), Verbal Association (VA), Partial Synthesis (PS), Symbolic

Association (SA), and Composite Synthesis (CS); and three levels of inference (conceptual)

% Stanley L. Schleuter, A Sound Approach to Teaching Instrumentalists: An Application of Content
and Learning Sequences (New York: Schirmer Books, 1997), 21.

* William Starr and Constance Start, To Learn with Love: A Companion for Suzuki Parents.
(Miami: Alfred Publishing, 1983), 227.
13



learning: Generalization (G), Creativity/Improvisation (C/I), and Theoretical Understanding
(TU).>

This sequence is developed through tonal and rhythmic patterns. The first level of
discrimination learning: aural/oral (A/O) is the learning of tones aurally and rhythms
through body movements, usually by simply imitating a model. Verbal Association (VA)
occurs when solfége or rhythmic syllables are put to these patterns aurally rather than
through notation; this step is crucial as it enables memory and manipulation of musical
patterns. Partial Synthesis (PA) puts tonal and rhythmic patterns into a musical context
where learned patterns are recognized without notation. Symbolic Association (SA) requires
patterns to be attached to some form of musical notation, and Composite Synthesis (CS), the
final level for perceptual learning, is the visual recognition of patterns in notation, or sight-
reading.” After discrimination learning, the three inference levels involves a “transfer and
manipulation of patterns and information””* from the known to the unknown. The first
level, Generalization (G) requires the use of familiar vocabulary to understand the unknown
both with and without notation. Creativity/Improvisation (C/I), is the use of familiar
vocabulary to improvise or compose, and Theoretical Understanding (TU) involves

“explanations of why things occur as they do in music.””’

* William Starr and Constance Start, To Learn with Love: A Companion for Suzuki Parents.
(Miami: Alfred Publishing, 1983), 30.

% Stanley L. Schleuter, 33.
% Tbid, 30.

7 Ibid, 32.
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Gordon also coined the term audiation, which is the ability to hear musical sounds
without the presence of actual sounds, tantamount to what thought is to speech.” This is an
essential skill for musicians since having an internal model of sound will enable the
comparison of aural feedback to sounds produced on instruments. Audiation is essentially
the sequential development of musical vocabularies: listening, performing, reading, and
writing.” Gordon’s learning sequence for music is similar to how children learn language:
first by acquiring a vocabulary of sounds and words by listening to and imitating everyone
around them; later children are able to develop a speaking vocabulary and the more they
listen, the better they speak; finally children then start to read familiar words from their
listening and speaking vocabulary and finally write.”’ Verbal skills are acquired on the ability
to “hear and discriminate sounds and then attach meaning to them” similar to acquiring
musical skill."' Grammar, comparable to music theory, is learned later.

Many music education methods emphasize one or more aspects of Gordon’s
learning theory, which will be discussed in detail presently. For example, the Suzuki Method
emphasizes the building of musical vocabulary through listening, and the Kodaly Method
focuses on Aural/Oral (A/O) and Verbal Association (VA).

The following sections discuss Dalcroze Eurhythmics, Kodaly Method, Paul Rolland

Method as well as Suzuki Method and points to similarities and highlights how specific steps

% Stanley L. Schleuter, 34.
¥ Ibid.

“ Edwin E. Gordon, “All About Audiation and Music Aptitudes,” Music Educators Journal
86/2 (Sep 1999): 41.

*! Stanley L. Schleuter, 34.
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of the sequence of Gordon’s learning theory are emphasized in the respective methods.
These focuses from various methods are later used in the culminating violin curriculum.
DALCROZE EURHYTHMICS

Jacques Dalcroze was a music educator who was “especially concerned with the fact
that instrumental study should not begin before ear training and rhythmic movement,”*
commensurate with the first step of Gordon’s Learning Theoty, aural/oral (A/O). Music
education using the Dalcroze method primarily focuses on solfége, improvisation and
eurythmics, which is “a feeling for musical rhythm by means of bodily movement.”*

With the Dalcroze method, internalization of concepts is the result of “numerous
successive and concurrent experiences” as well as the ability to synthesize theoretical
knowledge and skills.”** Audiation is also acquired in the Dalcroze method through the
teaching of solfege. “Dalcroze believed that the study of solfége awakens the sense of
musical pitch and tone relations and the ability to distinguish tone qualities. It develops the
ability to listen, the ability to hear, and remember (tonal memory). It should develop a

. 45 . N . . .
consciousness of sound.”” By teaching solfége, Dalcroze aimed to develop “inner hearing,”

a concept similar to audiation.

* Beth Landis and Polly Carder, The Eclectic Curriculum in American Music Education
Contributions of Dalcroge, Koddly, and Orff (Washington D.C.: Music Educators National
Conference, 1972), 10.

“ Ibid, 8.

“Ibid, 9.

* Beth Landis and Polly Carder, 22.
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THE KODALY METHOD

Kodaly’s approach to music education was conceived with the aim of providing
music-reading and writing skills to the entire country, advocating that musical training should
be received alongside reading and writing skills in the native language. Kodaly, similar to
Dalcroze and Suzuki, believed that “music belongs to everyone” and that “all children can
and should develop performance, listening, and literacy skills.”*

Kodaly’s relative solfége teaching is closely related to Gordon’s learning theory
where music education is sequenced based on learning rhythmic and melodic motives. In
Kodaly’s method, these motives are introduced through singing and hearing. The child
recognizes them first as sounds, then as other forms of concrete and spatial representations
before finally learning them as notation.”” Inner hearing, or audiation, is also a focus of
Kodaly’s teaching, where “children learn to recognize intervals, to distinguish

. . . . . . 48
interrelationships among scale tones, and to sing whole songs or exercises silently.”

% Patricia Shehan Campbell and Carol Scott-Kassner, Music in Childhood: From Preschool through
the Elementary Grades (New York: Schirmer, 1995), 51.

" Beth Landis and Polly Carder, 46.

* Patricia Shehan Campbell and Carol Scott-Kassner, 52.
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THE SUZUKI METHOD
Suzuki’s philosophy for music learning, which he calls the ‘mother-tongue’ method,
was inspired by his realization that children worldwide learn to speak their ‘mother-tongue’
fluently, including nuances of their dialects, without texts. Before children reach school-age,
a wide range of vocabulary has already been acquired.” Suzuki believed that “all human
beings are born with great potentialities, and each individual has within himself, the capacity

for developing to a very high level.”™

'Talent is not inborn and through experience and
repetition, every child is able to develop abilities. '

Suzuki also believed that while playing the violin may begin later, listening should
start as early as possible. This approach is similar to the first step of Gordon’s learning
sequence that emphasizes building a child’s listening and movement vocabulary. The aural
approach in Suzuki’s method encourages regular listening to music that is being learnt or to
be learned.”

Suzuki’s teaching philosophy also features creating a positive environment with
encouragement and praise as well as musical models through listening and observing. He

also advocated the joy of learning, absence of stress and repetitions. Suzuki also

acknowledges that initial progress of a child’s learning may be slow and each child’s rate of

* William Starr and Constance Starr, 12.

*John D. Kendall, What the American Music Educator Should Know abont Shinichi Suzuks.
(Washington D.C.: MENC, 1966), 9.

*' Shinichi Suzuki. Nurtured by Love, The Classic Approach to Talent Education. (USA: Suzuki
Method International, 2015), 16.

*? John D. Kendall, 11.
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progress differs.” Suzuki was also committed to the happiness of children, and working
closely with parents to help their children become “fine human beings with beautiful
harmonious minds and high sensitivity.””*

PAUL ROLLAND METHOD

Paul Rolland’s string method focuses on “general movement education, thythm
training, and the art of maintaining a dynamic postural balance.”” His main principles focus
on total body action and developing freedom and ease of playing in his students. Rolland
precedes teaching technical skill with free flowing movement patterns that are natural for the
body and thus easily incorporated by students. These movements free students from
unwanted tension.

Rolland’s focus on total body action was influenced by Frederick F. Polnauer, who
felt that the bio-mechanical function of the entire body needed to be examined for violin
technique, instead of merely looking at the mechanical-physiological problem of a specific
technique, such as the use of the right hand for bowing.” Total body action, according to

Rolland, includes the “fine, almost undetectable movements of the body which occur when

the player is well-balanced and relaxed, [and this] often escapes attention.”’ If there is

> William Starr and Constance Starr, 12.
> Ibid, 227.

> Paul Rolland, The Teaching of Action in String Playing: Developmental and Remedial Techniques
(Urbana, IL: University of Illinois String Research Project, 2007), 12.

> Frederick F. Polnauer, “Biomechanics, A New Approach to Music Education,” Jourmal of
the Franklin Institute 254/4 (1952), 299.

> Paul Rolland, 32.
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sustained immobility in any part of the body, natural movements of the body are hindered
and the player is unable to perform comfortably.

TEACHING PHILOSOPHIES AND VIOLIN CURRICULUM

In the culminating violin curriculum — Chapter 4, many of the teaching philosophies
are incorporated into visual, kinesthetic and aural learning. The progression of learning new
repertoire and main skill sets such as rhythms, solfege, notation, left- and right-hand
techniques are detailed by closely referencing the sequence of Gordon’s learning theory. The
emphasis of audiation from Gordon’s learning theory, rhythmic movement of Dalcroze
Eurhythmics, solfege of Kodaly Method and the need to build a substantial listening and

movement vocabulary of the Suzuki Method also informs much of the violin curriculum.
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CHAPTER 3
COMPARISON OF VIOLIN METHOD BOOKS
INTRODUCTION

This chapter provides a comparison of violin method books used for individual
instruction — Fiddle Time Starters, Sassmannshaus Early Start on the Violin, Eta Cohen’s
Violin Method, and Kaleidoscopes for 1 iolin, as well as string method books intended for group
instruction - Paul Rolland’s Young Strings in Action, New Directions for Strings, and
Artistry in Strings. The first table lists the method books, authors, publishers, illustrators,
additional materials included with the book such as accompaniment CDs and other related
resources.

Tables 2—7 each compare an aspect of the method books. Table 2 and 3 compare the
unique features of each book as well as the perceptual learning used in each method book.
Table 4 compares left-hand technique with respect to the finger patterns, whether the low
2™ finger or 4™ finger is used, as well as the scales introduced in each book. Table 5
compares notation, the process of learning rhythms, as well as notation and also shows if
alternative notation, solfege, words and rhythmic syllables are used. Table 6 compares
bowing techniques and rhythms, bow distribution, use of bowing or pizzicato and bowing
techniques taught. Table 7 compares how each book encourages creativity, ensemble skills,
as well as the learning of history and theory. Tables 8—14 describe the progression of

learning for each method book according to focus categories that have been listed.

21



sjo0q JuWTUEdWOddY S IYIEI],

(9661) pawwry 1 oog

_ w 4 .
Il Lt S Sumsiqng s4U9PMIg POGIOJ
- foog TIN TIN Of[2A0N UYOD) BIF  UTOTA S,USY0D) BIf
SNEYSUULWSSES [ dWn[OA UTOTA
WO pue 9t Uo 1elg Aprey
Lysmoue g (8007) JepoA SNEYSUUBWISSES 'SNEYSUTBWSSES
¢ WI[OA TIN apoprey) -oYRIUIIEY uody s JoNaUaIEg

T/ SIEdS W, I[PPH]

s1930dg oW, A[PPL UIOIA
(€100) 30§ jj00g FoULIZog
SIouumy SULL, PP a SSaxd %u_muode eayde[g Y 81933815
s1o830[ owry, o[ppr]  3uswruedwory  Aydwoy upe PIoJXQ  prag(J pue Apey] wWI T, APPL
S90INOSIY PAIERY JPYIO  S[EHNEN PapNIU] suopensn[[]  (Fe9X) JysIqng sjopny joog

$A0049 AOHLHW 40 ISI'T

$300g POUR 3O 3STT 1 H'IAV.L

22



3pmO PP,

[ j00g UTOIA
¢-7 joog TIN  O3osdsueg £uof, TIN SINUIN 2SI J0F sadodsoprorey]

sseg/O[PD /¥[OTA

30§ SY0Og SIUIPMIG TPYPNI TpURIg

[enUEA S IOYDEIT, PU® UIYSE)IA poyol Sumg
JuowUedwoddy Okl ‘ A" Eﬁﬁﬁ.&&ou
. . sad (9007)  ‘“wpeAOR] BAITYIEY] V :s3umg
z3joog Iuvowuedwondy g TIN  OuT ooy HJ ‘Quueo[ ‘UIMIF] IO STORIAI(T MIN]
1 yoog 3utkeq
¢/1 37ed sade, anasse) Sumg o1 yororddy
UOITEU M\ SPUE[OY
oA S (s861) sommer] 12qoY pue [ :UoRdY
7 QWN[OA TIN TIN pue £asoog uosuyo[ eoyg ur sSurng Sunox
sseg/O[PD /FIOTA 1 joog
10§ sY00g SIUIPMIS UONONIISUT 9IBA]
JuowUedwoddy Ouel] uopreg J0 dnoin) 303
(z002) dpuoyy pue  Apmg jo asm0))
37098 PP PRUE SIEIL sD fuedwon) olsny  YdEQUDSL] PleIes)  dasuayardwon) v
¢oog  IwdwiUEdwody g TIN oS 'VIPN 031 '§¥aqoy  :s3umg uf knsnry
SI0INOSY PAEY FOYI(  S[EHAEJN PAPN[IU] suopensn[  (FedX) IYSIqnd sIoypny sj00¢g

(pomuyguos) 1 TIAVL

23



Surkerd ar030q SurBurs 30 Swrddep £q Is7 “‘sdors uy soumny Fugurea] skeay
soun) Juidurs 107 939508 Op 9[qEIAOW JO IS

s3ums jo Jurpod mojon)

O[EDS  SWIO] SPIOYDENI} OA) :SPIOYDENI) UAOP Jurured]

SuiBurs

pue Sutuny y3nory SuruTes [eIne Se [[aA se UORNMISP pue sanbruyoal Sumoq o siseyduwsg
1d2ou0d Mou

© saonponut dais yoea :Ss /anbrutya) jo a3ues sjoym © s30400 e sdars paqresap A[ydry Ly,
Suruwmdaq oy woiy 1ydw sum o3 Sururea]

SPIOM [IIA PAYPDIEW [[6 978 SaUN],
PINY 003OND PuE FUIMOQ [IA SIFEIG
UDIPIYD JO] ANILIIE SUONEISI[[T [JANE] PUE $230U agre]

Kerd syuaprus ey soum M

paydnoo sprom Jo ao10yd ot A[eroadsa janeand s uapms 93e3ud 03 pasn sAeM[E oTe SONTAROY
son1ARoe uruasy pue sduos ‘soured ‘sozzmb un,

suopensn[I [NJ30[07)

s3umg 70 SUONIII(T MIN

uay0) By

SNEYSUTLWSSES

S1WEg AW, J[PPL]

¢yooq sy 3o readde /soamyeay anbrun ot e Jey A\

jood

sjoog POWAJ JO saam3ea,] anbru() 'z ATAV.IL

S004 AOHLANW A0 STNLYHA HNOINA

24



JUIWIAOW JOJ
fmqe pue sired £poq iy Inoqe ures] pryd & d[oy 03 pasn ST $3D0[q JUTPMQ TUIWIAOUW UTOTA
30307 . 30 9sn se [ sE 21masod

pUEY-}3] oS sademooud yym s3ums F pue y Uo Jolew (] BORISO] ¢ Sururea] 4q suwg
urora oy vo Juikerd a3030q 35313 owerd ot wo soumy ay Ked 03 JuruTeT

syuapmas 30 ssaxdoxd pue syurod Sumysiod jo IsrT

£ax £3245 Uy JUANT 2q 01 JuApNIs urqeud ‘vonisodsuen

st [l se Juyurea] [eane sa8emooud YOI SaUN) 1FOYS YA SPIOM Pue 332708 I0q Jo as)
aum} yoea i sfunured J0[00103eM JO 98]

Suuoq oy ur paonponuy a3 sdojs A[qno(y

SuruTexn eIne J0J [eI[oUaq ST YIMM A[SnoauEIUTS 1y3ne) 93¢ sA33 JUAIPI(T
jooq aup uy A[rea paziseydwa are s3urssond Sumg

owp dwrEs A I Y3nel Poq A 7 Y3y pue 7 MO

Surkerd 2a13-uorsU) 05 (nyasn opdE Apoq [e103 JO 3s)

pasn st MOT {7 ST (i 3ySne) 7 MO

SI[oW 321oW JO 3}

SpI0M PUE SWPAYT A saxons moq Jurdnod :swypdyr axons mog
und§Su s pue dogasunog se yons anbruyoa) Sururea] ur vonde Apoq [e103 JO 3s()
SuTms JULIAIFIP © UO $ISNI0J JyUN YOEF

uro1A 303 59d0dSOpIaTEy]

uondy T sgumg Junox

s3umg ur Anspry

¢300q ST 30 [eadde /soInyeay anbrun Iy ATe JLY A\

joodq

(pamuyunor) 7 ATAVL

25



'SISSOUNBIM PUE SYIZuUImS ‘spoou
Surures] s JUSpMS € IS 0} PaydIew pue paxTw Apjomb oq Aew pue Surures] 03 siseyduwd JUIJJIP SeY S00q 95} JO YOrF :9ION] AFErrung

UT[OIA I3 STIED,,
1UIPNIS A1) 30J9q SISPIXI $Y20[q FUTP[ING IUIWIAOW VT[OTA YSnoIy} SuTUILa] NOTRSIUTY]
oum yoea Jo uopisodsuen pue a3J[0s JO

asn A Se [[am st suopsaddns osnw [edIssED ‘S 03 SuTuST IULISTOd ySnorys Jurures] eany uy[orA 303 $9d0dsopIaTEs]

soum Auew jo uonsodsuexn) y3noryy Surured] feany
UoneIou prepuels ydnony Suturea] [ensip

sonbruy9} pue sas1039%9 UORdE Apoq 103 YInory Jururea] NoYSauTY uomdy Ut sfumg Sunox
(s00q 3t 30 Fey 393¥] AU UT) OREIOU pIEpUEIs Y3noIys Juruses] [ensiy
sanbruy9) pue sas139%9 UoRdE Apoq [e103 YSnory Jurures] NoysauTY sSumg ut Ansnry

paonponur ARomb ST uoREIOU pIEPUEIS S SUTUIEI] [BNSTA
2393708 Suidurs ySnoryy Jurures] ey
soum pue swpdys Surddepd ySnoxyp Jurures] opaypsauTy] s3uTng 703 STONOAI(] MIN]
$9sPI19X2 Juimoq snopreA ydnoys SuTures] dpaypsauTy]
soum Jo Suidurs pue so[qeqAs orupAyr ySnoryy Sutures] Emy
UONPIOU prepuels ydnony Sutures] [ensip uoyo)) By
UORNEIOU PFepuUels y3norys Sururea] ensip
sprom A soun) Jo Sudurs ySnoryy Sutures] emy SNEYSUUBWISSES
UOn¥IOU pIepuels ydnony Suturea] [ensip
srem sors pue Suiddol ‘Supream £q sunpdys pue osind Surpay ySnoxy Surures] opoIsauTy|

vonsodsuen
SE [l SE ‘soun) 9suodsox pue [[ed ‘sprom I soun Jo Jurdurs ydnorys Surures] eany $I93383G QW T, A[PPL
¢232IN00U9 J00q Y} SIOP JPIYPSIUTY /[ensIA /[eInE - SUTUIEI] JO PUTY JBYN\ sjooq

ssjooq poyey Ut SutureaT (emadad1dg ¢ AIAV.L

S21004 AOHLHN NI ONINYVH T TVLLIIOYHd

26



"S[I{S [e30e S JUIPNIS Y SUTE) 3T IDUTS JANIIJO JIOW OS[e ST SIUN) VMOUY JO
vonrsodsuen ydnonyp suzoned 105uyy JULIIHIP SIUOpMIS SUTYDEI T, "UONBUOIUT PUE S[[FS [eINe Jot UTen T4 Sutns uado Ue [IIM SaI0U 2591
Sumyoiew pue dwely puey s UIpPMIs € 398 sd[ay osfe 1930y UO A[FEd SunIwig TP PUNOS 10U Op 18U} SOUOWILY JALY 18U} SUT[OJA [EUORIE
I sjuopms Sunof 394 Uo [aM S JjFoM Jou Kew Inq ‘SRS [eane s uopms ¢ Sututen ur sd[oy SOIUOWIIRE] "OWIeI} PUBY-1J9] PI[OS € JAIIYIE
03 S® [[OA SE ISH 10 JuTpuaq Jua41d 03 JUSPIIS € J0 [nyasn st souowTey uoptsod Y3y 10 UORISO i i Supaelg : 30N Arewwng

s3utmns e UIOIA

sofew vy ‘q ‘D 9K SOX U0 HEZI0 PUE YETI0 PECI0 PEC10 vonIsoq ¢ 30§ sadodsoprarey]

oy ‘qo s18uyy paxdo[q pue s3urms s3ums [re o uondy

solew 10 'V ‘A ‘D S9X 9K e UOYEZI) PUt $€Z10 €21 Pue ¢z uow sums vado [y s3umg Junox
Sums ¥ uo uopisoJ | Uo
s3ums e ¢ uo uopisod  f; UF sojuOwIey

Jolew ) pue (I ‘O X 98 UO ¢TI0 PUBHEZI0 ‘YECI0  HJuy ¢ uop sSumsuado [y sBumg uf Anspay

sSurns Sums s3umg 10§

solew ) pue ¥ ‘@ ‘D S9A 9K [l U0 $¢Z10 PUyEC10 @ vo (1 udyp s3umms vado [Ty SUORI(T AN
Jums

Jolewr y pue (I ‘0 SOK ON s3ums [[e U0 $€Z10)  vo 10 uoyp Sums vado (T uayo7) Bl
3980y .7 [P,

Jolewr 7 pUE (I ‘O $9X ON sSums [E U0 $€Z1()  $.00%on)),, uatp sSurns vodo [y SNEYSUUBLISSES

SO[uOwIey SITEIQ

solewr y pue (1 1dodxd ON ON Sums ¥ pue ( U0 $€Z10 1Z¢4 oy sdurns uado [y owr], 9[PPId
¢Pa1A0D 38Uy ¢,z MO ¢Pa19A0D UMM 17EIS 0Oq Y} SI0P

OFE SOBOS PN\ pJOOS)  JOIs( ore suzoned 103umy PP uroned 1080y /s103uG YR A soog

s00g PO BT Paaa0)) anbruyda, puryoT ¥ ATAV.L

SY004 AOH.LAW NI THYHAOD HNOINHIAL ANVH-LIAT

27



Jy3ne) ore SWIAYI pIEpUElS

owos pue s3urms uado mojy SPIOM TRIA PIYDIEW
TTE 92U0 s33e3s SUIPEaI-210N SupAyz asjoms-mog sof  swpdyz oxyoms-mog oN  s3umg ur Anspry
"UONEIOU
aApEUINE y3nony 1ydne)
ore soum orseq owos oye  Juidurs pue Surddep vap Op J[qeaA0w s8umg 10§
Appomb sirers Surpeas-o1oN Supunod pue Jurddeyn) SAX sIqUINN - 2393108 SUORDAI(T MIN
‘paderd Suraq
a3032q soyoyd - Suns oxe
soun) ‘Guruuidoq oy woxg soum) jo Surddep
193 s1re3s Surpeas-o10N PUe SI[qe[IAS orurpATy ON n-1L, /%1, ON uoyo") B
‘paderd Suraq posn a7e suzaned
21039q sprom - Suns ore  JTUIAYF papeA pue Ased
souny ‘Guruuidaq oy woij yeup 1dooxo wpys uo
193 s1re3s SuTpEaI-010N siseyduo remonsed oN ON ON SpIOM\ SNEYSUUBUISSES
Suikerd
Surderd az050q a1030q asnd 10 wipdyz
3uns 2q UEd pue spIOM de /dep 03 Surures)
TIIA POYIIEW JTE SIUN Y ‘Syp3ua] 210U JUIIJJIP
asuodsas 303 e mors ‘Jol SI1TEIQ
pue [red :soumy Sums vad()  “{[ea :wonde Apoq [elo, S9X sIqUINN SPION\ owr], 9[PPid
SUIPEaI-9)0U /$oUMN) SWPAYF ¢UOnEIou ¢SI[qQENIAS  ¢SpIOM /23308
Sururea] Jo ss2001] SuTuTea] JO $$003]  FARBUIN[Y oruAys 3o 9s() jooasn sjoog

s00g POYRIN UT PaFaA0)) UOREION S FHIAVIL

21004 AOH.LHW NI HIHAOD NOLLV.LON

28



"UOTIBIPNE (PIM Pre pue ss2003d oy Ut A[Fed 102dse ensia
© 03 SUTUIEA] [eIne IR APII0d WY d[ay P[NOA ST, "UONEIOU PIepue)s 0} JuTuea] [eane ydjew o3 ydne) aq Apjomb pnoys pue Suof
00} J0J UOREIOU JANEUINTE UO Juapuadop 9q 10U J9AIMOY PNOYs SIUIpNIG 1ydne) sy Surpea-0)0u 230j0q suorssas 2opoesd Supnp swoy
18 20U932J07 St SJudTed PUE SIUIPNIS JO NJasn 9q LW TONEIOU IATIEUINTE JO Isn oY} ‘A[[eIne Soun) Yora) oYM SIaYIea} J0,] 10N Arewruing

Surkerd aya sarou oy Suore
AO[0] U JUIPMIS Y3notpe
124 1y8nes Jou sy Jurpeas
-00u ‘ouerd oy uo Jurkerd
pue 2333708 ydnonp Suurea]
‘Burpeas-aj0u prepuels
21032q pasn sy Supaduy

JO UOTIEIOU JANEUIANY
1ySnes s1 uopEIOU

Sums vado voyp ‘soum Sums
uado Tre 307 A[entur ydne) sy
uoneIou 1oqeyd[e 2ANEWIANY

souny jo Juidurs
y3noryp Surures] [eany

stseydwo remonsed oN

9K

S

ON

ON

sprom

pue 2335708

SPIOM\

UTOTA
303 59d00SOpIaTEy]

ORIy
ut s3umg Junog

Surpeas-a10u /saum

Juruzea] Jo §s9003]

supAys

Jururea] Jo $59003]

¢UONEIOU
2AREBUIANY

¢SIqeAs
oryIAys Jo asp)

¢SpIom /2333708
joasn

joog

(pamuyuor) ¢ AIAVL

29



"Yooq a1 Inoy3noIy

102dse 3o vo siseyduwo sdois aiqno(y
O[] ST 939, "PONPORTI sm[g
ose st 3urod 1083U0D MOg o1e3oT
$30U d[0yM ‘JTeY "jooq a1 ySnoryp Aemjpey 0382081 dn 03 Sox
panop ‘Jrey ‘sairenb Arewrxordde paonponur st a0y  woIj Jumoq s3umg
ponop ‘saprenb ‘.8 HN ‘HT ‘dA\ UORNGHISIP sog 29ERd 29PERd Oyedrzz1d 03 SUORI(T MIN
'H Y
9ADIqIDS G\ JO SOIEJIPUT UONINGIFISIP sdos a[qno(g
“WruTW 39Y2)010 A0(q SBY 2UN} PaMOq UJEd SIN[s UNOIg dn o1 gy
Ponop oydj0m 117e3S 91 WOIJ UONNGIRISIP sm[g  wozj Jummoq
9o1dm ‘70A8ENQ) moq uo siseydwn Suong Eliplablgy eliplablg zzid ofueg uayo)) B
‘pasn
ST.M0q J[eY pUT Aoy Fooq y3ua]
91 JO PUR I Iy Y0Oq A3 a%0ns 038330 xoq g/l -
910U J[ey PONIOP  INOYSNOIY} PIPU2IXD ST pJua] sm[g g ur Summoq
‘Jreq ‘zorzenb <8 M0q 7/, [PIA g UT Summog eLRlablg eliplablg Summog SNEYSUUBISSES
o[owas],
sajou srseyduo ouday 10D Bummoq
Jrey ‘soprenb g 30 voRdNpORUT FEMINTEd ON 29ERd 292ERd Sumog  sI9NIIG OW, I[PPR]
aysne  ¢zzid /summoq
¢Pa39A0D ¢PaI2A0D anbutya PIm
oxe sunpAys /ypdua| ¢paonponuy are sonbruyoy Summoq 153y 73S j00q
J0U JBYA\  UOBNQMISIP MOq S| MOY /UIYA\ Summoq ey O ST IBY M\ a1y sao(g sj00¢g

SYoog PO UT PasaA0)) sty pue sanbrupa, Sumog ‘9 ATAVIL

SI009 QOH.LIN NI AYHAOD SWHLAHY ANV SHNOINHOEL ONIAOL

30



"paziseydua st
UORNQMISIP AOq PUE POPUIIXD
ST M0q JO asn o1 ‘urede sodord

SOJOU  OWIOS MIJADT SJUDPIIS SY “M0q S[RITBIN smoq
3Teyq ‘333enb poyiop  JPPIUI 9Y3 UF A0q PIITWI] I oy3o]  130Us - S[ppru UTIOTA
‘srenb € 8 ¢ 91 pawrozzad sy Sumoq ‘Aenrur o1edoewlg oy uy Sumog Sumog 303 sodoosoprares]
moq a1 smoq
saj0u J0 s1xed JUSIDJIIP I 1TOJWOD sdois oaqno  330Ys - [PPrur
ooy ‘grey ‘rorenb  ured 01 Juopnis J0J PadnpoORUT oedowlg oy ur ummoq uondy
ponop ‘sourenb ¢ g ISTJ ST SyuowRde[d MOq JUI[IS sIn[g PLplablg) 01e012Z1J ur s3umg unox
‘HQ pue
H'T ‘e 3O Uonnqmsp pue
spaads M0q JUIDJIP 9dNPORUT
01 suop 1535 ST Sumoq
JOP[NOYS,, PUE PaY{Iew sdois a[qnoq
o718 s30ds v/ pue ‘v, ‘O[pprur sIm[g
sajou ‘paONpORNUT ST UORNGIASIP 01001dg dpn o1 g
a[oyM ‘Jrey panop moq uay A "dn 01 g woIg o1edo woiy Sumoq
‘Jreq ‘sowenb ¢, g powopad sy Jumoq A[eniug IPWEN YPRERA Suusog s3umg ur Anspry
¢1ysney
¢P232A0D ¢PII2A0D onbrutyoa ¢zzid /3umoq
ore sunpdyzs /ypdus) ¢PIONPOTIUT BONNGIHSIP ore sonbruyoo ummoq 1513 A 1TEIS
230U JEYM\ M0q ST MOY /UIY X\ Sumoq Jey ) op STIBYA\  Y0Oq 91 S20(] sjoog

(ponunuos) 9 AIAVL

31



“S[EIUIWIEPUNJ
£30013 WO pazzmb

9q 03 SJUSPMIS JOF SANIATIOE
OS[E 9J¢ 9I9Y], 'SOUN] ISOW
s uoAId syoddius [eorrolsy
Sunsazaur Jo 107 & 9Fe 1Y,

sa001d
9[quIasud /s3onp
Auews o18 2304 T,

"jooq 23 Inoydnory
pademooua sy uopesiaorduwr pue uonisodwon)

s3umg

J0J SUORDAIY(T MIN

PO
TIN TIN TIN UIOIA Uayqo) viy
UTOTA
"SIUIPIIS o uo 1elg Apey
TIN TIN ur £31am€010 530331 s8uos 03 sprom pue suonensnyy SNEYSUUBWISSES
‘pasn
SBIPT JO 23U OPIA B OS[e ST 2391} ‘saeds Juponoerd
JUTLI] UDY A\ ‘UTeT} 15E] © O] pFeoqraduy oy umop
aaey fotp3 a3papmous| Aroatp pue dn puey 1397 23 SUTPIs Se Yons }00q STy} U pasn
[EIUOWEPUN] 943 JO JWOS 'S[IR{s ~ OsTe ST A398ewT JO 10 ¥ 'SIVOWI[d uonIsodwod SNOweA
9IM O} SJUIPIIS JOF SANIARIE 9[qUIOSUD JOF [njasn OS[E 23¥ 2JY[], "2UM} U2 [PIA 109332 JUIJIP
SE }00q U UT PaIoNEds 78 ST JuswIUIEdWodE 918210 UED A9 181} OS SOTUOWILY PUE O[OWT} $191381Q
oQum Suppm, pue sozzmb 130yg D Y3 Jo asn Ay, ‘ougay [09 SE oINS §109JJ9 PUNOS JY3NE) OFE SIUIPMG ow T, APPId
¢hAz0ay 1, /A303STH ¢STIMS [quuasuy ¢A1ADEIID 988IN0OUD JOOq Y S0P MOF] joog

$jj00¢g POWIAJN UT Pa3aa0y) 4303y ], /A303sTH /a[quiasuy] /A3ianear)) */ A IdV.IL

S009 AOHLAW NI TIYHAOD AYOTHL/AYO.LSIH/TTIWHSNE/ ALIALLYHID

32



2393108 Jo 9s()

TIN

"TONIPA § JAYIE)

o wo3j s199ysyIom £dod 03
vorsstuzad osTe st 239y T, *dew
91} TUO SORUNOD JO UOREIO]

pUE wo3zj paseuido sasodwod
U} JIOYA SMOYS A

PUo 213 7€ dewr PFOM B OS[E ST
9I9Y[T, "SUN] [EJTSSE[D O} P
10U 9J¢ PUE P[FOM 213 JOAO [[e
soum [0 Jo 23ues opIM B WOIJ
USYE} OS[E O SAUN) I, 'SIISE]
PUE SUONEJIPUT [ed[SNW JOYI0
SE [[oA\ S& TOREIOU UT 2010eId

Juowuedwodde

ao pm
Sukerd pue urduig

19Yoea) 30 3okeld
PpaouTApE UE (I
pa4erd aq ueo pue
$1oNp 9J€ SAUM SO

Juowuedwodde

dd yp

£erd o1 sopumizoddo
SE [[om st sa291d

"A[oAnEa1d PIIYD
7o 28e3uo s1oydea) pue syuared dpy 01 3j00q A UT UT[OTA
POpN[oUT SONTARDE pue sowed 2onoeid Auewr ore 939y ],  30J sododSOpII[EY]

uopoy
TIN ur s3umg Sunox

$JUSPNIS JAL3 01 PIsn SIMIATIOL o[quiasud /s1onp ‘woprsodwod [euy € 03 dn
oTe S[EIURWEpUN,] ANSHIYy Auew ore 030y,  P[Nq [[¢ 49U} PUE POpN[IUT oI SINTARDE uonsodwon) s3umg ur Anspry
¢A309Y T, /A303STH| ¢STIPS [quiasuy ¢A31AIEDID 9FEIN0IUI OO Y3 SI0P MOF] jjoog

(pomuyuos) | ATAVL

33



CATEGORIES OF FOCUS

Left-hand Technique
o Finger Patterns/Hand frame
o Positions
Bowing Techniques
o Bow Strokes
o Bow Distribution
o Bow Levels
Notation
o Rhythmic Notation
o Standard Notation
o Alternative Notation
Rhythm
o Aural/Kinesthetic
o Notation

Violin Basics

Musical Directions

34



Repertoire

Aural Training

Creativity — Composition, Improvisation
Total body action

Musical Terms

Musicianship
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CHAPTER 4
VIOLIN CURRICULUM
INTRODUCTION

This violin curriculum acts as a guide for teaching beginning violinists incorporating
visual, kinesthetic and aural learning. Essential skill sets needed for any violinist are grouped
into main categories — music and movement, main skill sets, perception, repertoire,
musicianship and experience.

As the Suzuki Violin School repertoire is the most widely used sequence
internationally, the stages of the curriculum are compared to the Suzuki method. Although
this violin curriculum draws on repertoire from the Suzuki method, it follows a different
progression of learning. Repertoire from other method books is also used.

This curriculum details the general progression for learning new skill sets - rhythms,
solfege and notation - as well as the progression of learning new repertoire, rhythms, time
signatures, left- and right-hand technique, scales/arpeggios, warm-ups and repertoire
through ten stages. While only these categories are detailed in the violin curriculum, all
categories listed in Table 15, especially theory/history and creativity including composition
and improvisation are encouraged to be integrated into violin lessons.

Table 15 details the main and sub categories of violin learning. Table 16-22 covers
the progression of new repertoire as well as main skill sets such as rhythm, solfege, notation,
left- and right-hand techniques. Table 23-26 shows the progression of scales with
corresponding rhythms. Tables 27-42 provides the warm-up exercises as well as repertoire
focus for Stages 1 through 4 and Tables 43-45 suggests repertoire, ensemble music, etudes
and scales used from Stages 1-10.
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MAIN AND SUB CATEGORIES OF VIOLIN LEARNING

TABLE 15. Main and Sub Categories of Violin Learning

Main Sub Categories
Categories
Music and 1. Warm ups without instrument
Movement * Includes gross and fine motor skills, finger calisthenics,
Alexander Technique, breathing, balance of body, strength
training
2. Balance and Movement with instrument
Main Skill 3. Left-Hand Technique
Sets 4. Right-Hand/Bowing Technique
* Includes bow Strokes, bowing patterns, bow distribution,
bow levels
5. Scales
6. Rhythms/Pulse
* Includes Kodaly thythmic syllables
* Includes movement/kinesthetic
7. Solfége/ Aural Skills
Perceptual 8. Aural
* Includes aural training and aural feedback
9. Visual
* Includes notation, visual feedback of left- and right-hand
technique, balance and movement
10. Kinesthetic
* Includes kinesthetic learning and feedback
Repertoire 11. Etudes
12. Repertoire
13. Review
Musicianship  14. Petrformance/Memotization
15. Creativity
16. Theory
17. History
18. Chamber/Ensemble Playing
19. Listening
Experience 20. Aural/Listening

21. Visual
* Includes identification of thythms/notes, sight-singing and
sight-reading
22. Kinesthetic
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10 STAGES OF VIOLIN CURRICULUM
Beginner
Stage 1 - Pre-twinkle
Stage 2 - Twinkle
Elementary
Stage 3 - Suzuki Book 1 Part 1 Equivalent
Stage 4 - Suzuki Book 1 Part 2 Equivalent
Intermediate
Stage 5 - Suzuki Book 2 Part 1 Equivalent
Stage 6 - Suzuki Book 2 Part 2 Equivalent
Junior
Stage 7 - Suzuki Book 3 Equivalent
Stage 8 - Suzuki Book 4 Equivalent
Senior
Stage 9 - Suzuki Book 5 Equivalent
Stage 10 - Suzuki Book 6 Equivalent
Advanced

Suzuki Book 7 Equivalent
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PROGRESSION OF MAIN SKILL SETS AND CORRESPONDING PERCEPTUAL
LEARNING SKILLS

TABLE 16. Progression for Learning Rhythms

NEW SKILL - RHYTHM V/A/K

Expetience/Preparation  Listening and expetiencing rhythms and pulse A/K
through movement

Say/Clap Saying and clapping/tapping with fingers A/K
Kodaly rhythms or words with movement of
pulse in body/feet
Identify Identify rhythms aurally A
Notation Learning rhythmic notation \Y%
Play Air bowing or bowing with paper roll K
Bowing on open strings K
Repertoire Learning rhythms in repertoire K
Developing ability to identify rhythmic A=V

notation aurally

Developing ability to read rhythmic notation V=A/K
and saying and clapping Kodaly rhythms with

movement of pulse in body/feet

Developing ability to read rhythmic notation V=K
and performing rhythm on violin
Review Reviewing rhythms in new repertoire V=K
Development Developing ability to notate rhythms A=V
Developing knowledge of rthythms through A/V/K

sight-reading, composition, improvisation

57



TABLE 17. Progression of Kodaly Rhythms and Time Signatures

Kodaly Rhythms/Time Signatures

Stage 1
Rhythms

Stage 2
Rhythms

Stage 3
Rhythms

Stage 4
Rhythms

ta ta ta rest/ta ta ta ta

ta-a/ta-a-a/ta-a-a-a

Other variations of ta-a, ta, ti-ti, tika-tika and ta rest
Twinkle A - tika-tika ti-ti

Twinkle A’ - ti-ti tika-tika

Twinkle B - ti-ti rest ti

Twinkle B’ - ti-ti ti-ti

Twinkle C - ti-tika ti-tika

Twinkle C’ - tika-ti tika-ti

Twinkle D - triplet triplet

Twinkle E - tika-tika tika-tika

tum-ti tum-ti

tim-ka tim-ka

ka-tim ka-tim

Other variations of all Stage 1/2 Rhythms

syn-co-pa

4/4
3/4
2/4

4/4
3/4
2/4

4/4
3/4
2/4

3/8
6/8
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TABLE 18. Progression for Learning Solfége and Notation

NEW SKILL — MUSICAL NOTES V/A/K

Experience/Preparation  Listening to musical patterns/tunes/repertoite A

Sing Singing with solfége/lyrics/alphabets for open A
string tunes
Singing with solfége in different keys A

Identify Identifying solfege aurally A
Singing with musical alphabet A

Read Developing ability to read musical notation and ~ V=A
sing in solfége/musical alphabet

Play Identifying finger patterns used K
Playing musical patterns K

Audiation Developing ability to read musical notation and ~ V=A
audiate

Identify Developing ability to identify musical patterns A=K
aurally and play

Sight-reading Developing ability to read musical notation, V=A=K
audiate and play with knowledge of finger
patterns

Development Developing ability to identify musical patterns, ~ A/V/K
intervals, chords, scales
Developing knowledge of notation through A/V/K

composition, transposition, sight-reading,
improvisation
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TABLE 19. Progression for Learning New Repertoire

NEW Repertoire V/A/K
Experience/Preparation  Listening to repertoire A
STAGE 1-2

Say/Clap Saying and clapping Kodaly rhythms or words A/K
with movement of pulse in body/feet

Sing Singing solfege/lyrics/musical alphabet in A/K
body/feet

Read Learning to follow along notation while A=V
listening

Play Playing tune by memory A/K

Perform/Memorize Performing tune by memory A/K

STAGES 3 and above

Say/Clap Saying and clapping Kodaly rhythms or words V=A/K
with movement of pulse in body/feet by
reading notation

Sing Singing solfege/lyrics/musical alphabet in V=A/K
body/feet by reading notation

Play Playing repertoire by reading notation V=A=K

Perform/Memorize Performing repertoire by memory V=A=K
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TABLE 20. Progression of Left-hand Technique (Stages 1-4)

NEW SKILL — Left-hand Technique V/A/K
Stage 1 Left-hand Strum Pizzicato - All Positions, All K Warm-ups
Fingers Stage 1
Repertoire
Left-hand Pizzicato - All Positions, All Fingers K Warm-ups
Stage 1
Repertoire
Pre-shifting K Warm-ups
Stage 2 Left-hand Strum Pizzicato - All Positions, All K Warm-ups
Fingers
Pre-shifting K Warm-ups
Stage 3 Pre-shifting V/K Warm-ups
Harmonics - 1" and 4" position A/K Warm-ups
Stage 3
Repertoire
Shifting between harmonics - 1" and 4® position ~ V/A/K  Warm-ups
Stage 3
Repertoire
Ensemble
Class
Stage 4 Pre-shifting V/K Warm-ups
Pre-vibrato K Warm-ups
Shifting between harmonics - 1%, 4™ and higher V/A/K Warm-ups
Positions Stage 4
Repertoire
Ensemble
Class
4™ position A/K Etudes
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TABLE 21. Progression of Left-hand Technique (Stages 5-10)

NEW SKILL — Left-hand Technique V/A/K
Stage 5 Pre-shifting V/A/K  Warm-ups
Pre-vibrato V/A/K Warm-ups
Shifting between harmonics - 1%, 4™ and higher ~ V/A/K  Warm-ups
Positions Ensemble
Class
4™ Position Scales V/A/K Scales
Shifting to 3 and 4™ Positions V/A/K Etudes
Vibrato V/A/K Scales
Etudes
Repertoire
Stage 6 Pre-shifting/ Shifting between harmonics - 17, V/A/K  Warm-ups
4™ and higher Positions
Pre-vibrato V/A/K Warm-ups
Shifting to 3" and 4™ Positions V/A/K Etudes
Vibrato V/A/K Scales
Etudes
Repertoire
Stage 7-10  Vibrato V/A/K Warm-ups
Shifting all Positions Etudes
Scales
Repertoire
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TABLE 22. Progression of Bowing/Right-hand Technique

NEW SKILL — Bowing/Right-hand Technique

Stage 1

Stage 2-3

Stage 4-10

String Crossings
Right Hand Pizzicato
Flying Pizzicato
Legato - MB/UH
Détaché - MB/UH
Martelé - MB/UH

Stopped bows - up and down bow staccato
Slurs
Slurred String Crossing

Legato (WB)
Détaché (WB)

Martelé (WB)
Double stops and chords

Spiccato

Sautille

Ricochet

Collé — for finger flexibility
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LEFT-HAND FINGER PATTERNS AND PROGRESSION OF SCALES
Unique Finger Patterns
FP1-01234
FP2-01234
FP3-01234
FP4-01234
FP5-01234
FP6-01234

FP7-01234

FP8-01234
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TABLE 23. Progression of Scales and Arpeggios with Rhythms (Stages 1-3)

Stages Scales/Arpeggios Variations/Bow Strokes
1 1. Introduction of Finger Pattern 1
2. I'm a Little Monkey - Descending Twinkle A Rhythm
and Ascending on all 4 Strings
3. I'm a Super Monkey - Descending Twinkle A Rhythm
and Ascending on A Major, D Major,
G Major
End of 1 8va Scale - G Mayor lower octave, A Major ~ All Pre-Twinkle and
Stage 1 higher octave, D Major with all Pre-Twinkle Twinkle Rhythms
and Twinkle Rhythms Martelé UH *2
2 1. Introduction of Finger Pattern 2 and
4™ finger
End of 1 8va Scale - A Major, D Major, C Major Orange Rhythm — Viotti
Stage 2 with all Pre-Twinkle and Twinkle MB
Rhythms All Pre-Twinkle and
2 8vas Scale - G Major Twinkle Rhythms
1 8va Arpeggios - A Major, D Major with Martelé UH *2
all Pre-Twinkle and Twinkle Rhythms
3 Introduction of Finger Pattern 3 low 1

and reinforce Finger Pattern 1/2
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TABLE 24. Progression of Scales and Arpeggios with Rhythms (Stages 3-0)

Stages Scales/Arpeggios Variations/Bow Strokes
End of 1 8va Scale - A Major, D Major, C Major,  Orange Rhythm - Viotti
Stage 3 F Major MB
2 8vas Scale - G Major Martelé UH *2
1 8va Arpeggios - A Major, D Major, G Martelé LH *2
Major, C Major, F Major Martelé - 2 to a bow WB
Détaché MB *4
4 Introduction to Minor scales
End of 1 8va Scale - D Major, C Major, F Major, = Orange Rhythm - Viotti
Stage 4 a minot, d minor MB Martelé UH *2
2 8vas Scale - G Major, A Major Martelé LH *2
1 8va Arpeggios - A Major, a minor, D Martelé WB 2,3 to a bow
major, d minor, G Major, C Major, F Détaché MB *2
Major
5 Introduction to Finger Pattern 4
Reinforce Finger Patterns 1-3
Introduce 2 8vas 4™ Position D Major
Scale
End of 1 8va Scale - D Major, C Major, F Major,  Viotti MB
Stage 5 Bb Mayor lower octave, d minor, a minor WB 2, 3,6 to abow
2 8vas Scale - G Major, A Major, D Major ~ Détaché MB *2
4" Position Legato WB 2, 3 to a bow
1 8va Arpeggios - a minor, D major, d
minor, C Major, Bb Major, F Major
2 8va Arpeggios — G Major, A Major
6 Introduce 2 8vas 3" Position C Major
Scales
End of 1 8va Scale - F Major, d minor, a minor Viotti MB
Stage 6 2 8vas Scale - G Major, A Major, Bb Martelé WB 2, 3, 6, 12 to a

Major, D Major 4" Position, C Major 3"
Position

1 8va Arpeggios - a minor, d minor, I
Major,

2 8va Arpeggios - A Major, D Major 3"
Position, G Major, C Major 3" Position, Bb
Mayor,

bow
Détaché MB *2
Legato WB 2, 3, 6 to a bow
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TABLE 25. Progression of Scales and Arpeggios with Rhythms (Stages 7-10)

Stages

Scales/Arpeggios

Variations/Bow Strokes

7-10

10 and
beyond

All 2 8vas Scales and Arpeggios
3 8vas Scales and Arpeggios — G Major, g
minor, A Major, a minor, Bb Major, bb

minor

All 3 8vas Scales and Chromatic Scales -
Major, Melodic, Harmonic Minors
All Arpeggios - Major, Minor, Dominant

7ths

Double Stops - 3rds, 6ths, 8vas

Reference FLESCH, Carl

Scales/BARBER, Barbara Scales for

Advanced Violinists

3 8vas — Martelé stopped
bows and slurs
2+2/3+3/4+4/6+6/8+8,
détaché, legato

3 8vas — Martelé stopped
bows and slurs
4/6/8/12/16/24, détaché,

legato, rhythmic variations
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STAGE 1 WARM-UPS AND REPERTOIRE FOCUS

TABLE 26. Stage 1 Warm-ups - Balance of Body, Finger Calisthenics

Purpose of Exercises Warm-ups/Balance and Movement/Preparatory
Exercises

BALANCE, AWARENESS OF BODY AND
MOVEMENT OF JOINTS

Awareness of body parts Touch your toes - knees, hips, waist, shoulders,
elbows, wrist, ears, head

Awareness of ball and socket joint Touch collarbone and rotate shoulders front and
at shoulders and collarbone back

Awareness of movement of forearm  Flexing elbows - horizontal and vertical
and upper arm - prevents stiffness

of elbows
Awareness of elbow and wrist Movement of elbow and wrist
Awareness of base knuckles for Make a fist and release -
finger flexibility front/upwards/sideways
FINGER CALISTHENICS
Finger Dexterity Finger to Thumb 1234 in different rhythms
Finger Patterns Interlocking Fingers 1234
Awareness of Fingerings Finger Pattern Games
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TABLE 27. Stage 1 Warm-ups - Rest Position and Setting up Violin Hold

Purpose of Exercises

Warm-ups/Balance and Movement/Preparatory
Exercises

REST POSITION AND SETTING UP VIOLIN HOLD

Rest Position without instrument

Rest position with violin only
Setting up hand frame balance of
left hand

Pre-shifting exercises

Rest Position to playing position
with violin only
Setting up violin hold

Setting up violin hold
Awareness, flexibility and balance of
left arm

Setting up left-hand frame
Pre-shifting

Feet together
Make a V
Step left foot to the side

Bend knees
Sway like a tree

Violin under right arm

Fingers over 4™ Position

Finger taps at 4" Position

Sliding on Magic X

Finger taps at 1™ Position

Fingers over 4™ Position

Statue of Liberty

Point to end button with right pointer finger
Bring end button to neck, violin to collarbone
Nod/shake head

Tap fingers over 4" Position

Left hand at 4™ Position, make a V and lift violin
up and down
Scroll circles

Finger taps at 4" Position

Slide down on Magic X to 1" Position

Finger taps at 1™ Position

Slide up and down on Magic X and alternating
with Finger taps
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TABLE 28. Stage 1 Warm-ups - Balance of Body, Bow Hold, Violin and Bow Together

Purpose of Exercises Warm-ups/Balance and Movement/Preparatory
Exercises

BALANCE OF BODY/FREEDOM OF LEFT AND RIGHT ARMS

Balance of body Flying pizzicato
Freedom of right arm, elbow and
shoulder joint

Balance and freedom of left arm Tapping fingers - 1" Position, 4" Position, High
Pre-shifting Position and across all 4 strings
Pre-vibrato

Balance and freedom of left arm on Left-hand strum across all strings - 1% Position,

different strings 4™ Position, High Position
Level of left arm on different strings
PENCIL/BOW HOLD
Pre-Bow Set-up - Finger Thumb and middle finger eyeglasses - finger taps
Calisthenics and swings
Setting up Bow Hold on Pencil Thumb and middle finger eyeglasses - finger taps
and swings

Putting middle fingers beside each other
Pinky sits on top of pencil

Pointer finger placement

Finger taps — Pointer finger, middle fingers,
pinky, thumb

Bow Set-up Eye-glasses and middle fingers
Setting the rest of the fingers
Finger taps — pointer finger, middle fingers,

pinky, thumb
Bow Games - Reinforce bow hold, Windshield Wipers
balance and flexibility Stirring Soup

Like a Rocket

VIOLIN AND BOW TOGETHER

Balance and flexibility of right hand ~ Bow landings - air to string and bounce wrist -
Awareness of violin holding up bow  Frog, MB, Tip

instead of right hand holding up

bow

Awareness of bow levels, parts of Silent string-crossings - Frog, MB, Tip
bow and straight bow
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TABLE 29. Stage 1 Rhythms and Time Signatures

Rhythms/Time Signatures

Stage 1 ta ta ta rest/ta ta ta ta 4/4
Rhythms ta-a/ta-a-a/ta-a-a-a 3/4
Other variations of ta-a, ta, ti-ti, tika-tika and ta rest 2/4

Twinkle A - tika-tika ti-ti
Twinkle A’ - ti-ti tika-tika
Twinkle B - ti-ti rest ti
Twinkle C - ti-tika ti-tika
Twinkle C’ - tika-ti tika-ti
Twinkle D - triplet triplet
Twinkle E - tika-tika tika-tika

TABLE 30. Stage 1 Repertoire — Open Strings

Focus Book Repertoire Rhythms/Time Signature

Left-hand Pizz/Strum and Open Strings

- AEA/DAD/GDG 4/4 ta ta ta rest

- Ants 4/4tatatata

FT]3 Jim Along Josie 4/4tatatata

F174 Down Up 4/4tatatata

FT79 Lift Off 4/4 ta ta ta rest

FT7J6 London Bridge 4/4 ta ta ta-a/ta-a ta-a

TAS70 Strum and Bow - Duet 3/4 ta rest ta/ta rest rest

Playing Open Strings and Rhythms

LT5 Chicken on a Fencepost 4/4 Twinkle A/ti-ti ta

F174 Down Up 4/4tatatata

FT79 Lift Off 4/4 ta ta ta rest

FTJ6 London Bridge 4/4 ta ta ta-a/ta-a ta-a

ESV1- Hello Mother 4/4 ta ta ta ta/ta ta ta-a

13

SBS Twinkle B on all strings 4/4 Twinkle C

SBS Twinkle C on all strings 4/4 Twinkle C
Twinkle C” on all strings 4/4 Twinkle C’

SBS Twinkle D on all strings 4/4 Twinkle D

SBS Twinkle E on all strings 4/4 Twinkle E
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TABLE 31. Stage 1 Repertoire — Left-hand Fingers, String Crossings, Scales and Finger

Patterns

Focus Book

Repertoire

Rhythms/Time
Signature

Use of 3¢ Finger, 2nd Finger and 1™ Finger

3rd, an and 1st
Finger
SBS

1* and 2™ Finger LT5
LT5
1 Finger
SBS

Twinkle Theme on SBS
Open Strings
ESV1-
17

TAS80

I'm a Little Monkey -
Descending

Twinkles on 3, 2™ and 1%

Finger
Old Brass Wagon
Hot Cross Buns

See-Saw

Twinkles on Open String

and 1" Finger

String Crossings
Bell Song

Rain Rain Go Away

Party Time

4/4 Twinkle A

4/4 Twinkle A-E

4/4 Twinkle A/ta ta
4/4 ta ta ta-a/ti-ti ti-ti
3/3 ta-a-a/tatata
4/4 Twinkle A-E

4/4

4/4 ta-a ta-a/ta ta ta-a

4/4 ti-ti ti-ti ta ta

Reinforcing String Crossings, Rhythms, Scales and Finger Patterns

Scales

F1]32
F1]32

ESV1-
37

AIS1-96

ESV1-
40

Martelé

Prepare for Minor

I’m a Super Monkey

Algy Met a Bear - Bottom

Part

Algy Met a Bear - Top Part

All The Little Hamstets

Crispy Icicles

Mary Had a Little Lamb

4/4 Twinkle A
4/4 ta-a ta-a/ta-a-a ta

4/4 ti-ti ti-ti ta ta/ta ta
ti-ti ta
4/4 ta ta tata/ta-a ta-a

4/4 ta ta tata/ta-a ta-a

4/4 ta ta ta ta/ta ta ta-
a
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STAGE 2 WARM-UPS AND REPERTOIRE FOCUS

TABLE 32. Stage 2 Warm-ups — Finger Calisthenics, Left-hand frame and Pre-shifting

Purpose of Exercises

Warm-ups/Balance and Movement/Preparatory
Exercises

Review and Reinforce

Feeling Tension and Release

All Stage 1 Warm-ups

Feeling tension and release of different body
parts such as shoulders, arms, hands, fingers

FINGER CALISTHENICS

Finger Dexterity
Finger Patterns
Awareness of Fingerings

Finger Calisthenics
Flexibility of finger joints
Pre-vibrato

Flexibility of base knuckles

Flexibility of base knuckles

Strength, independence and
dexterity of fingers

Finger to Thumb - Different finger patterns
Interlocking Fingers - Different finger patterns
Finger Pattern Games for Pattern 1 - 01234 and
2-01234

Finger Slides - Finger creates circle with thumb
and sliding out

Base knuckles exercises

Push and pull exercises with only bow using left
hand to hold the bow - vertical, hotizontal and
diagonal

Individual finger taps at violin bout and at 1*
Position, 4™ Position and high position

LEFT-HAND FRAME AND PRE-SHIFTING

Setting up violin hold
Awareness, flexibility and balance of
left arm

Awareness of contact points to
violin

Left-hand frame

Awareness of finger postures

Awareness of changes in level

Left hand at 4™ Position, make a V and lift violin
up and down
Scroll circles

Left hand U-V Zip Exercise
Sliding from 1™ Position to 4™ Position
Sliding from 4™ Position to Higher Position

Finger slides - low 2 to high 2

Finger taps across different strings G, D, A, E in
1% Position, 4" Position and high position
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TABLE 33. Stage 2 Warm-ups — Balance of Bow and Control

Purpose of Exercises Warm-ups/Balance and Movement/Preparatory
Exercises

BALANCE OF BOW AND CONTROL

Bow Warm ups Bow wanderings on open strings - Frog to tip
Awareness of right forearm and and tip to frog

upper arm, flexibility of elbow

Balance of Body Bow Circles - different sizes, different parts of
Bow Control the bow, different speeds

Balance and flexibility of right hand ~ Bow landings - air to string and bounce wrist -
Awareness of violin holding up bow  Frog, MB, Tip at different contact points of the
instead of right hand holding up string

bow

Different contact points

Awareness of bow levels, parts of Silent string-crossings - Frog, MB, Tip at
bow and straight bow different contact points of the string
Different contact points

TABLE 34. Stage 2 Rhythms and Time Signatures

Rhythms/Time Signatures

Stage 2 tum-ti tum-ti 4/4
Rhythms tim-ka tim-ka 3/4
ka-tim ka-tim 2/4

Other variations of all Stage 1/2 Rhythms
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TABLE 35. Stage 2 Repertoire — Expanding on Stage 1 Skills, SZK 1, Finger Pattern 2

Focus Book Repertoire

Expanding on Stage 1 Skills

String Crossings ESV1-34 Come to the Zoo
Prepare for 4” ESV1-23  Pita Pat Rain
Finger
LT9 French Folk Song
ESV1-31 Bye, Baby Bunting
BB1-2 English Folk Song
SZK1 Twinkle A-E
Use of 4" Finger

ESV1-34 Come to the Zoo
ESV1-23 Pit a Pat Rain
ESV1-18 Bring Your Sled
ESV1-19 Teddy Bear
ESV1-21 Dearest Cuckoo
AIS1-53 Shepherd’s Hey
LT5 Lucy Locket

Suzuki Book 1

S7ZK2 Lightly Row
SZK1 Twinkle Theme
SZK4 Go Tell Aunt Rhody

Finger Pattern 2 - 01234
AIS1-65 Mary’s Ba-a-ad Adventure

Burnt Cross Buns

FTR-1 Start the Show

AIS-93 Sailor’s Song

ESV2-7 All The Little Hamsters
TIAS-55 Marching Song
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TABLE 36. Stage 2 Repertoire — Rhythms and Hopping Fingers, SZK 1

Focus Book Repertoire

Rhythms and Hopping Fingers

3" Finger Hop ESV2-8 Pit a Pat Rain
ESV2-9 Tower Song

tum-ti Rhythm ESV2-19 A Fiddler in the Circus
FTR3 Heat Haze

More Suzuki Book 1

SZK3 Song Of the Wind
SZK5 O Come Little Children
SZK6 May Song
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STAGE 3 WARM-UPS AND REPERTOIRE FOCUS

TABLE 37. Stage 3 Warm-ups and Purpose of Exercises

Purpose of Exercises Warm-ups/Balance and
Movement/Preparatory Exercises
Review and Reinforce All Stage 1/2 Warm-ups
FINGER CALISTHENICS
Finger Dexterity Finger Pattern Games for all 7 Finger Patterns

Finger Patterns
Awareness of Fingerings

Flexibility of base knuckles and Independent Push and Pull of bow only using
fingers right hand

BALANCE OF BOW AND CONTROL/BOW LEVELS

Awareness of string levels Playing open string double stops for tuning
Awareness of string levels Open String Slurs

PRE-SHIFTING
Comfort with 4™ Position Harmonics in 4™ Position - AEA/DAD/GDG
Pre-shifting Matching 8va Harmonics - 1% and 4" Position
Balance and Movement
Independence of left and right Sliding on Magic X while playing open strings
hands

TABLE 38. Stage 3 Rhythms and Time Signatures

Rhythms/Time Signatures

Stage 3 syn-co-pa 4/4
Rhythms 3/4
2/4
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TABLE 39. Stage 3 Repertoire and Focus

Focus Book Repertoire
Expanding on Stage ~ FTJ28 Ready, steady, go now!
1/2 Skills FT]47 Fiddle Time
IAS114 Usagi - Rabbits
LT17 I am a Fine Musician
Harmonics/Matchin ~ TAS102 The Cool Owl
g Octaves IAS103 My Goose and Thy Goose - Round

AIS1-18 The Magic Octave
AIS1-20 Open Air

Syncopation LT23 Weldon Double Note Variation
Weldon
FTR20 Gypsy Dance
FTR25 That’s How It Goes
Suzuki Book 1 S7ZK7 Long, Long Ago
SZKS8 Allegro
SZK11 Andantino
Mixture of Finger LT25 Bohemian Folk Song
Pattern 1 and 2 IAS112 Beantown Boogie
BB1-4 Welsh Air
Slurs AIS1-132 Smiles and Rainbows
AIS1-136  The Jolly Bohemian
Suzuki Book 1 1.120 Martin’s March
SZK9 Perpetual Motion
S7ZK10 Allegretto
SZK12 Etude
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STAGE 4 WARM-UPS AND REPERTOIRE FOCUS

TABLE 40. Stage 4 Warm-ups and Purpose of Exercises

Purpose of Exercises Warm-ups/Balance and Movement/Preparatory
Exercises
Review and Reinforce All Stage 1-3 Warm-ups

BALANCE OF BOW AND CONTROL/BOW LEVELS

Awareness of string levels Bow Wanderings on all 7 string levels
Awareness of string levels Open String Chords

Flexibility of base knuckles and Open string détaché in MB on all 7 string levels
fingers

PRE-SHIFTING/PRE-VIBRATO

Pre-shifting Harmonics across the fingerboard
Balance and Movement

Pre-vibrato String Polishing on all 4 fingers - Rest Position
Awareness of arm movement

Pre-vibrato exercises Peg Knockers

Flexibility of finger joints Finger Slides - Finger creates circle with thumb
Pre-vibrato and sliding out

TABLE 41. Stage 4 Rhythms and Time Signatures

Rhythms/Time Signatures

Stage 4 ti-ti-ti ti-ti-ti 3/8
Rhythms ta-ti ta-ti 6/8
ti-ta ti-ta
tum tum
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TABLE 42. Stage 4 Repertoire and Focus

Focus Book Repertoire

Expanding on Stage 1/2/3 Skills
FTJ30 Happy go lucky (for lain)
FTJ41 Patrick’s reel
FTR15 Fiddle Time Rag

PD1-11 Camptown Races
Harmonics/Matching Octaves/LH Pizz

AIS1-51 Arcato

AIS1-22 Hungry Harmonics

AIS1-23 Runway Number Three

AIS1-26 Pizza Pizzazz

FTR22 I Got Those Fiddle Blues
Finger Pattern 3 - 01234

BB1-7 Russian Folk Song

BB1-8 Scotch Folk Song

PD1-1 Fanfare Minuet
Suzuki Book 1

SZK13 Minuet 1

SZK14 Minuet 2

SZK16 The Happy Farmer
3/8 and 6/8 Rhythms

LT21 Lazy Mary

FTRG6 Chase in the Dark

FTIR7 Merrily danced the Quaker’s Wife
Slurs and String Crossings

FTR11 Pick a bale of cotton

ESV3-3 Duettino

FTJ46 Flying high

AIS1-138 Gentle Waves

AIS1-139 Morning Mood
Suzuki Book 1

SZK15 Minuet 3

SZK17 Gavotte
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EPILOGUE

This violin curriculum may be used as a general reference for teachers teaching
beginning violinists to ensure that aural, kinesthetic and visual skills are taught. The list of
main/sub categories of violin learning can be used as a constant checklist for teachers to
ensure that all aspects of violin learning are covered. The curriculum does not necessarily
have to be used in its entirety and may be used as a general guide to approaching teaching
through all three perceptual skills or as a point of reference to strengthen any lacking areas in
a teacher’s own curriculum. The progression of learning new repertoire and main skill sets
such as rhythms, solfége, notation, left- and right-hand technique may act as general
guidelines for teaching any material used by a teacher. The detailed warm-up exercises may
also be used separately to encourage total body action as well as prepare students

kinesthetically for techniques such as vibrato and shifting.
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