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Statement of Purpose 

Chapter One 

Introduction 

The purpose of this Lecture Document is to present selected original viola etudes 

as tools to reinforce the technical development of music students who are taught through 

the Suzuki Viola School. 

By studying those works, it is my objective to bring to light the existence and the 

pedagogical value of such etudes, as well as to offer teachers the possibility of applying 

these materials to supplement the students' technical development intrinsic to the 

progress through the repertoire in the Suzuki Viola School. 

It is not the goal of this study to advocate that violists should only use material 

originally written for the viola. This study is justified, however, by the fact that there is a 

wealth of etude repertoire originally written for the viola, and teachers should be familiar 

with such repertoire. 

The volumes four through eight of the Suzuki Viola School present the students 

with "staples of the viola repertoire," 1 but they also contain a significant number of 

transcriptions. Studying etudes that were originally composed for the viola will help the 

pupils develop an identity with the instrument and a deeper understanding of the 

instrument's technique and possibilities. Although young violists are likely to play 

1 Sherida Josephson , "The Suzuki Viola School: A Pedagogical Guide for Volume Six" (DMA Essay, 
University oflowa, 1998), 4. 
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smaller instruments,2 they should get acquainted with playing techniques that will serve 

them once th_ey are playing larger instruments, i.e., more use of half- and second­

positions and less use of extensions. 

Moreover, it is the goal of this study to help teachers who use the Suzuki Viola 

School to become acquainted with specific materials that can aid the students develop the 

technique through the repertoire presented in the Suzuki books. 

Justification of Study 

"The literature available to the modern viola player is very considerable, ranging 

from simple ensemble parts to concertos of great difficulty."3 With that in mind, the 

teacher needs to prepare students to be able to successfully play such repertoire. 

Developing good technique is crucial in order to achieve expressive playing, 

which is the desired outcome after years of musical study. Carl Flesch argues that "our art 

is not a matter of individual tricks, but exists by reason of the combination of craftsman­

like ability and by the artistic will to do."4 To aid the student in developing technical 

proficiency and musicality, the teacher who uses the Suzuki Viola School may choose to 

use etudes and other musical compositions that will reinforce the skills necessary to 

develop the students' technique. 

2 Julia Hardie, "A Comprehensive Performance Project in Viola Literature and an Essay with Surveys 
Assessing Current Trends in Suzuki Viola Pedagogy in the United States" (DMA Essay, University of 
Iowa, 1987), 35. 
3 David Boyden and Ann Woodward, "Viola," Grove Music Online, accessed October 10, 2012, Music 
Online. http://www.oxfordmusiconline.com/subscriber/article/grove/music/ 29438. 
4 Carl Flesch, The Art of Violin Playing, trans. Eric Rosenblith, 2nd ed. (New York: Carl Fischer, 2008), 
2:129. 
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The Suzuki Viola School is available through volume eight, but this collection will 

be expanded_with the publication of the ninth volume during the summer of 2013.5 

The first three volumes consist of transcriptions of the folk-songs and original 

material by Shinichi Suzuki that are presented in the Suzuki Violin School, with the 

exception of three pieces. 6 The fourth volume consists of two movements of violin 

concertos by Seitz and two movements of violin concertos by Vivaldi. These violin 

works are included because "the basic technical foundation acquired by students 

mastering these four volumes [from the Suzuki Violin School] was desired for viola 

students as well."7 Besides those violin transcriptions in the fourth volume, the student is 

presented with two pieces composed originally for the viola: the Concerto in G Major 

(TWV 51 :G9) and the Concerto for Two Violas (TWV 52:G3), both by Telemann. 

Volumes four through eight of the Suzuki Viola School comprise pieces from the 

traditional viola repertoire, such as transcriptions of the Cello Suite in G Major by Bach, 

the Concerto attributed to J.C. Bach, the Romanze by Bruch, and the Fantasia by 

Hummel, alongside some transcriptions from the Suzuki Violin School and other pieces 

originally written for other instruments. According to Greene, the use of pieces written 

for the viola is "to establish for the student the identity, sound, and repertoire of the 

instrument."8 As it is the norm within the Suzuki school, the technical developmental 

points "are found in the music itself and must be extracted for study,"9 which gives to the 

teacher the responsibility to "introduce the student to the challenging passages from each 

5 William Preucil, "Viola Book 9 - Publication Date?," October 15, 2012. 
6 In the first volume, French Folk Song and Bohemian Folk Song are presented to the viola student but not 
to the violin student. The same is true for the Minuet in D by W. A. Mozart, inserted in the third volume. 
7 William Preucil and Doris Preucil , "The Evolution of the Suzuki Viola School ," Journal of the American 
Viola Society 1, no. 2 (1985): 18. 
8 Kenneth Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis 
of the Suzuki Viola School , Volumes Four and Five" (DMA Essay, University of Iowa, 1989), 7. 
9 Preucil and Preucil , "The Evolution of the Suzuki Viola School ," 18. 
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piece, creating additional exercises as needed, until the student masters the particular 

technique." 1 
~-It is important to note that such teaching points as well as exercises that 

address these technical difficulties are presented and discussed in teacher development 

courses sponsored by the Suzuki Association of the Americas (SAA). 

The philosophy of Talent Education advocated by Suzuki encourages music 

learning in the same way children would learn a language: they first master the sounds of 

the language and later they learn the graphic signs that represent each sound. The method 

is designed so students will listen to a reference recording and try to emulate it by playing 

the instrument, with technical guidance from the teacher and parents. Playing by ear is 

emphasized so the student can focus on the refinement of his or her technique rather than 

d. · 11 rea mg music. 

Hardie shows that materials which are not part of the Suzuki Viola School are 

"usually introduced either during Book II or Book III for reading practice . . .. During 

Books III or IV, many teachers add traditional etude books"12 to the lesson routine. 

Analyzing the list of supplemental repertoire provided in Hardie's essay, one 

notices a good number of works transcribed from the violin literature. Maurice Riley 

notes that during the 19th century, etudes originally written for the viola by many 

composers "were not well known or generally available, and as a result they had limited 

use," and that "most of the viola teaching was done by violinists who used transposed 

versions of the violin etudes." 13 Steven Kruse agrees with the fact that the abundance of 

10 Josephson , 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 6. 
11 "About the Suzuki Method," Suzuki Association of the Americas, accessed April 14, 20 I 3, 
http:/ Isuzu kiassociati on. org/teachers/twinkl er/. 
12 Hardie, "A Comprehensive Performance Project in Viola Literature and an Essay with Surveys Assessing 
CuITent Trends in Suzuki Viola Pedagogy in the United States," 51 . 
13 Maurice W. Riley, The History of the Viola , vol. I (Ann Arbor: Braun-Brumfield, 1980), 183. 
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such transcriptions and apparent lack of original etude repertoire could be credited to the 

fact that many viola teachers have started their studies as violinists and therefore are more 

familiar with the materials written for that instrument. 14 Kruse also argues that "violin 

etudes have also met the test of time and have proven their usefulness," 15 while Riley 

presents the idea that "there was a widely-believed, mistaken idea which held that the 

viola was played exactly like the violin - hence the classical violin etudes were 

considered adequate .... Violinists, who had not analyzed special fingerings or bowing 

problems as related to the viola, used identical teaching procedures for the two 

instruments. Furthermore, they felt more comfortable using etudes and techniques with 

which they were familiar." 16 

The teacher must be aware that the viola is not an "over-blown violin" 17 and that 

an approach to solve technical and musical problems "must be, in most cases, quite 

different from that of the violinist." 18 Primrose notes that the viola does not respond as 

quickly as the violin, which results on a more circumscribed bow technique and greater 

problems on sonority and tractability. 19 Also, "to finger the viola like a violin is a 

cardinal error"20 as the principles applied to violin fingerings are "simply ineffective on a 

larger instrument."21 It is important to notice that the body motions employed by the 

player also need to be slightly different from those of the violin, i.e. the viola requires a 

more pronounced left elbow motion during shifts and string crossings than the violin. 

14 Steven Kruse, 'The Viola School of Technique: Etudes and Methods Written Between 1780 and 1860" 
(DA Dissertation, Ball State University, 1985), 119. 
15 Ibid. 
16 Riley, The History of the Viola , 1980, 1: 183. 
17 William Primrose in Yehudi Menuhin, Violin and Viola (New York: Schirmer Books, 1976), 179. 
18 Ibid. 
19 Ibid. , 175 . 
20 Ibid., 177. 
21 Ibid. 
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As the technical difficulty of the repertoire presented in the Suzuki Viola School 

increases, th~_student requires a longer time to master each specific piece, and the Suzuki 

teacher's traditional practice of "taking the new technique [of each piece] and making it 

into a special exercise is sometimes not enough reinforcement."22 Learning the etudes 

will not only facilitate the technical skill development and transfer of training across 

different repertoire, but also will help the student to gain a sense of accomplishment by 

completing the study of these pieces of repertoire in a shorter period of time. 

Primrose states that one "mustn't play etudes blindly. There always must be a 

reason,"23 and that it is important to engage the students' attention with the work that is 

being accomplished. Because the student will be developing the technique through the 

repertoire presented in the Suzuki Viola School, "in most cases, all that is necessary or 

appropriate [to supplement the repettoire] is one or two measures selected from the 

etude."24 Although this approach seems reasonable when using the etudes only as a 

supplement to the repertoire, it would undermine another reason to utilize the etudes, 

which is to have the students practicing music that has not become familiar through 

recordings, creating a good foundation in music reading. 

Methods and Procedures 

One criterion I will use to select the etudes included in this document takes into 

consideration the level of difficulty presented by the American String Teachers 

Association (AST A) in two different publications: String Syllabus and Playing and 

22 El izabeth Stuen-Walker, "String Crossings in Telemann - How to Get There from Here," American 
Suzuki Journal 20, no. 4 (1992): 39. 
23 David Dalton, Playing the Viola: Conversations with William Primrose (New York: Oxford University 
Press, 1988), 38. 
24 Stuen-Walker, "String Crossings in Telemann - How to Get There from Here," 40. 
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Teaching the Viola: a Comprehensive Guide to the Central Clef Instrument and its 

Music. Hemy__Barrett presents in his book an additional graded list that I will also 

"d • h. d 25 cons1 er m t 1s stu y. 

The AST A String Syllabus divides the repertoire in grades one through six, 

offering a brief description of the technical demands of each level that "is intended only 

as a general guide."26 The book Teaching the Viola compiles lists ofrepertoire for 

beginners, transitional level (beginner to intermediate), intermediate, and advanced level. 

Barrett warns, "all graded lists of music are suspect" as "few compositions offer equal 

technical and musical difficulties or require the same degree of development of the left 

and right hands."27 He also observes that the process of creating graded lists is not always 

clear, and that selecting music "on a basis of each student's interest, capacity, and 

intent,"28 can avoid the mistake of pushing "the students too rapidly, introducing new 

problems before early techniques have been firmly established."29 

Another criterion is the availability of material, which has led me to select a few 

collections of etudes that are in print, as well as a three-volume collection of facsimiles of 

works originally published for viola in the eighteenth and nineteenth centuries. In 

addition to these collections, I will also consult individual works available through 

interlibrary loan and etude books available through the International Music Score Library 

Project (IMS LP) website. 30 

25 Henry Ban-ettt, The Viola: Complete Guide for Teachers and Students, 2d ed. (University: University of 
Alabama Press, 1978). 
26 American String Teachers Association and David Ault Littrell, String Syllabus Violin, Viola, Violoncello, 
Double Bass, Alternative Styles Volume I (Fairfax, VA: American String Teachers Association, 2009), V. 
27 Barrettt, The Viola, 8. 
28 Ibid. 
29 Ibid. 
30 

http://imslp.org/wiki/List_of_Compositions_Featuring_the_ Viola#Studies.2C_Methods_and_Collections 
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In order to identify the technical challenges of each piece within the Suzuki Viola 

School repe1tQire, I will draw on my own experience as a performer and teacher. 

Additionally, I will utilize materials distributed in teacher development courses (also 

know as teacher training courses) sponsored by the Suzuki Association of the Americas, 

as well as conclusions from discussions in such courses. To identify the technical aspects 

addressed by each etude selected to complement the repertoire presented by the Suzuki 

Viola School, I will also make use of my experience, as well as written sources. 

Definitions of Terms 

According to the Grove Dictionary, Etude is the French equivalent of study, 

which is defined as "an instrumental piece ... designed primarily to exploit and perfect a 

chosen facet of performing technique .... Although a study was at one time the same as 

an exercise, the latter term now usually implies a short figure or passage to be repeated ad 

lib, whether unaltered, on different degrees of the scale or in various keys."31 

Teaching point is an expression that is commonly used among teachers who teach 

by the Suzuki Method. It refers to the particular technical or musical point to be 

addressed by a given composition in the literature. The same expression will be employed 

by me to refer to the technique addressed by each etude. One should bear in mind that 

etudes and the pieces in the repertoire may present more than one teaching point. 

Transfer of training or transfer of learning is defined as the "application of 

acquired knowledge and skills in situations other than those in which the knowledge and 

3 1 Howard Ferguson and Kenneth Hamilton, "Study," Grove Music Online, accessed November 12, 2012, 
Music Online, http:/ /www.oxfordmusiconline.com/subscriber/article/grove/music/27018 . 
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skills were originally learned."32 If a learned skill aids with the learning process of 

another skill ~_et, this is called positive transfer, whereas the opposite - a learned skill 

hampering the learning of another task - is called negative transfer. 33 

Definitions of Bowing Terms and Techniques 

Bowing terms are usually in Italian or French and many of the English words are 

translations, modifications or technical descriptions of the processes used in bowing. 34 

Such words or expressions "may take their origin in describing what happens in the 

process or how to make it happen, ... and often disagreements among performers about 

terminology really concern the question of how to produce the desired technical result or 

even the best way of teaching someone else how to produce it. "35 The definitions of 

bowing terms and techniques used in this Lecture Document are based on the Dictionary 

of Bowing and Piz,z,icato Terms published by the American String Teachers Association36 

and Ivan Galamian's Principles of Violin Playing and Teaching. 37 

One term requiring clarification is the definition of staccato, which can be applied 

as a generic term to indicate "a short bow-stroke played with a stop"38 or to refer to a 

32 Robert Duke, Intelligent Music Teaching: Essays on the Core Principles of Effective Instruction (Austin: 
Learning and Behavior Resources, 2005), 139. 
33 Charles H. Madsen, Teaching/discipline: a Positive Approach for Educational Development (Raleigh: 
Contemporary Pub. Co., 1998), 324. 
34 Barbara Anne Garvey Seagrave, Joel Berman, and American String Teachers Association, The A.S. T.A. 
Dictionary of Bowing Tenns for String Instruments (Urbana: American String Teachers Association , 1976), 
[n .p.]. 
35 Ibid. 
36 Joel Berman, American String Teachers Association , and National School Orchestra Association, 
Dictionary of Bowing and Pizzicato Terms, 4th ed (Bloomington: American String Teachers Association 
with the National School Orchestra Associat ion, 1999). 
37 Ivan Galamian, Principles of Violin: Playing and Teaching (Englewood Cliffs: Prentice-Hall, 1962). 
38 Berman, American String Teachers Association , and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Tenns , 47-48. 
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more specific bowing technique. The term is widely used among Suzuki teachers with the 

generic definition. 

Bariolage: According to Berman, this term refers to a passage where "no two 

consecutive notes of a passage of disjunct figuration are played on the same string. 

Instead, the bow oscillates between two, three, or four strings. Occasionally, a passage 

employing the bariolage principle will require the reiteration of notes."39 

Brush stroke: "a type of spiccato bowing in which the horizontal motion is 

emphasized so that the bow drags or brushes the string and is lifted at the end of each 

stroke. This results in a more singing and less articulated bounce or lifted stroke than 

regular spiccato."40 

Detache: "a separate bow is taken for each note and the stroke is smooth and even 

throughout with no variation of pressure. There is no break between the notes, and each 

bow stroke has, therefore, to be continued until the next takes over."41 This term 

comprises a family of bow-strokes, played on the string, with the possibility of being 

"sharply accentuated, unaccentuated, and legato (in the sense that no rest occurs between 

strokes)."42 

Flautato: also indicated asflautando, means "flute-like." The player uses a "light 

bow pressure ratio to bow speed over the string," in order to achieve an 'airy and breathy 

tone color.',43 

39 Ibid. , 9-10. 
40 Ibid., 16. 
41 Galamian, Principles of Violin, 67. 
42 Berman, American String Teachers Association , and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms , 18. 
43 Ibid., 22. 
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Fouette: literally means whipped. A sharply accentuated bowing performed, 

primarily, on _an up-bow, near to the tip of the bow.44 It is derived from the detache, but 

the accent is "produced by quickly (and barely) lifting the bow off the string and striking 

it down again with suddenness and energy. "45 

Legato: indicates that there should be no interruption between the notes, "whether 

in one or several bows. "46 When the legato is indicated by a slur (meaning that two or 

more notes are to be played in the same bow), one must observe that the left-hand activity 

does not disturb the smoothness of the bow and that the sound is not interrupted by string 

• 47 crossings. 

Martele: Galarnian considers this bow stroke to be "one of the most fundamental 

of all strokes, and its mastery will benefit the right hand technique well beyond the limit 

of this particular bowing."48 It is a "sharply accentuated, staccato bowing,"49 which starts 

with a "consonant type of sharp accent at the beginning of each note and always a rest 

[silence] between strokes. ,,so 

Portato: indicates that notes are to be played in one bow-stroke, but should be 

pulsated without lifting the bow from the string.s 1 Some pedagogues also use the term 

loure, which is defined as "a short series of gently pulsed, slurred legato notes. Varying 

44 Ibid. 
45 Galamian, Principles of Violin , 69. 
46 Berman, American String Teachers Association, and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Tenns , 26. 
47 Galamian, Principles of Violin , 64-65. 
48 Ibid., 70-7 I. 
49 Berman, American String Teachers Association, and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms, 3 I. 
50 Galamian, Principles of Violin, 71. 
51 Berman, American String Teachers Association , and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms, 39. 
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degrees of articulation may be employed.52 The bowing motion is not interrupted; rather, 

the player apQlies and releases pressure to the bow, hence creating the desired 

articulation. 

Ricochet: a series of two or more sluITed and - usually - very fast bounces, often 

performed in the upper-half of the bow. The stroke happens because of the initial impetus 

and natural elasticity of the bow.53 

Sautille: "a characteristically rapid, and alternating down and up-bow."54 It 

sounds as an off-the-string bow stroke, but there is disagreement among pedagogues 

about whether or not the bow leaves the string.55 The player relies on the natural 

resiliency of the bow stick in order to perform this bow stroke, as "there is no individual 

lifting and dropping of the bow for each note."56 

Spiccato: slow-to-moderate speed bouncing stroke, which can sound gently 

brushed to percussively dry,57 and when the horizontal motion is emphasized over the 

vertical motion, the produced sound is what is defined as brush stroke. The bow is 

released from the air on the strings and lifted up again, differently from the sautille.58 

Staccato: If used as a generic term, it "means a non-legato martele type of sho1t 

bow-stroke played with a stop. The effect is to shorten the written note value with an 

52 Berman, American String Teachers Association, and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms , 30. 
53 Ibid., 40. 
54 Ibid., 43. 
55 Galamian, Flesch (calling it Springing Stroke) and Berman et al. say that the bow leaves the string, 
whereas Kievman and Fischer argue that the wood of the bow bounces without the hair leaving the string. 
56 Galamian, Principles of Violin , 77. 
57 Berman, American String Teachers Association , and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms, 46. 
58 Galamian, Principles of Violin, 75. 
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unwritten rest."59 The term can also refer to "a style of bowing which may be likened to 

an unaccentuq,ted martele. The bow is not pressed before motion begins. Thus no sharp 

report, as in martele, but a soft, 'round' attack is produced. The bow is moved very 

rapidly and stopped abruptly to provide a rest before the next stroke begins."60 

Sul tasto: the bow is placed over the fingerboard in order to obtain a "soft, distant 

light tone quality .... This should not be confused withflautando,"61 although the latter is 

usually played near or over the fingerboard. 

Up-bow staccato: a solid staccato that is played on an up-bow. The solid staccato 

is defined as a "succession of short, clearly separated, and consonant-articulated strokes 

on one bow, performed while the hair of the bow remains in permanent contact with the 

string."62 

Definitions of String Crossings 

String crossings can be accomplished by the use of different parts of the bow arm, 

and the performer and teacher should choose what kind of string crossing to use 

according to the tempo prescribed, 63 considering both the physical and the musical 

needs. 64 Students usually start training the larger muscles of the arm, and when such 

muscles are "moving easily, the smaller muscles of the hand and wrist can come into 

training."65 Based on recent biomechanics research, Kempter suggests "all string 

crossings are directed in an upward motion, and all return to the neutral position of the 

59 Berman, American String Teachers Association, and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms , 47. 
60 Ibid . 
61 Ibid., 53. 
62 Galamian, Principles of Violin, 78. 
63 Flesch, The Art of Violin Playing, 1 :61. 
64 Susan Kempter, How Muscles Learn: Teaching the Violin with the Body in Mind (Miami: Summy­
Birchard Music, 2003), 52. 
65 Ibid., 53. 
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activated joint. The constant, however, no matter which [type of] string crossing is 

employed, is the E level [A level, for violists] of the right elbow whenever the student 

plays on the E [A] string."66 

Whole-arm string crossing: is accomplished by the vertical motion of the upper 

arm, "swinging the elbow out away from the body"67 and back close to the player's side. 

Forearm string crossing: is accomplished by a motion initiated in the elbow 

hinge. "It can be used any time the music requires the student to change to a lower string 

for only a note or two.68 

Hand-up string crossing: it is used for fast or repeated string crossing 

requirements.69 This motion is commonly classified as a wrist motion. However, "this 

terminology, at best, lacks precision, since the motions in question are actually 

movements of the hand from the wrist and not, as the terminology suggests, of the 

wrist."70 

Finger string crossing: deeply curved fingers will slightly raise the bow to 

accomplish this type of string crossing.71 

Assumptions and Delimitation 

I will focus on the repertoire presented in the volumes four through seven of the 

Suzuki Viola School, because most beginning Suzuki students do not read music 

proficiently prior to this level of the repertoire, which makes it impractical to use the 

etudes. It is important to note that music reading instruction is usually introduced earlier 

66 Ibid. , 55. 
67 Galamian, Principles of Violin, SO. 
68 Kempter, How Muscles Learn: Teaching the Violin with the Body in Mind, 52. 
69 Ibid., 54. 
70 Galamian , Principles of Violin , 49. 
71 Kempter, How Muscles Learn: Teaching the Violin with the Body in Mind, 55. 
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in the study of the instrument, so that by the time the student reaches the fourth volume 

the reading aJ!d playing abilities are almost equivalent in development. William Starr 

states that many children "need to be able to read [music] before they are into Book IV, 

since they have opportunities of playing in school orchestras and will need to develop the 

ability to read music with facility." 72 

Joanne Martin endorses the idea that the teacher should wait to introduce music 

reading until playing posture is set and the child is able to read sentences, in order to 

make sure that the eyes can track the information on the page. 73 She describes her 

approach to music reading as a set of four stages:74 

1. Pre-reading: use of note cards and musical symbols, with the idea to teach the 

child that symbols equal sounds. Ideally, the sounds are sung, not played; 

2. Simple reading exercises: they are done in every lesson, but not with the 

Suzuki repertoire, so the child will keep learning the repertoire by ear; 

3. Reading and playing abilities are starting to "catch-up": the students start 

looking at the Suzuki volume for cues, i.e., bowings and fingerings, and they 

follow the recording while looking at the book, but do not learn the repertoire 

by only reading the music; 

4. Reading and playing levels are almost equivalent in development: the students 

are ready to learn pieces directly from the page. It is the stage when they are 

ready for ensemble playing (orchestra, quartets etc). 

72 
William J. Starr, The Suzuki Violinist: a Guide for Teachers and Parents (Summy-Birchard Music, 

1976), 159. 
73 Joanne Martin, Why Delayed Reading Is Important , Parents As Partners, 2012, 
http:/ /suzuki association. org/ppo/ 133 25/. 
74 Ibid. 
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McPherson and Gabrielsson observe that many authors advocate the concept of 

teaching souncj before sign,75 and they conclude is that "emphasizing notational skills too 

early can lead to a decreased sensitivity to unified patterns that children spontaneously 

observe when listening to music."76 They suggest an approach where "playing by ear 

serves as preparation for literacy development in the beginning stages of musical 

involvement, and where performing with and without notation is encouraged during all 

subsequent levels of development."77 

This study assumes that the basic instrumental technique presented in the Suzuki 

Viola School volumes one through three, as well as basic music reading skills, will be 

mastered by the time the student is learning the repertoire featured in the fourth volume. 

The eighth volume is excluded from this study because it allows for polishing of the 

student's playing without necessarily introducing new technical concepts. Consequently, 

the teacher could draw from his/her own knowledge of etudes to help develop and polish 

the student's overall playing abilities. 

75 
Gary McPherson and Alf Gabrielsson, "From Sound to Sign," in The Science & Psychology of Music 

Performance: Creative Strategies for Teaching and Learning, ed. Gary McPherson and Richard Parncutt 
(Oxford ; New York: Oxford University Press, 2002), 99-11S. 
76 Ibid. , 113. 
77 Ibid. 
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Chapter Two 

The Development of Technique 

in the Suzuki Viola School - Volumes One Through Three 

The American String Teachers Association (AST A) Syllabus considers the first 

three volumes of the Suzuki Viola School as part of the viola repertoire in grades one 

through three. This classification implies that a student who has finished the third volume 

is able to proficiently shift to the second and third positions, play easy double stops and 

natural harmonics, and possesses control over dynamics and "more sophisticated bow 

strokes."78 

Volume One 

Violin pedagogue Susan Kempter considers the first volume to be the "Nuts and 

Bolts" book, as the teacher needs to concentrate on teaching the student's body: "posture; 

holding the violin [ viola] and bow in ways that avoid tension; resisting acute angles and 

insisting on movement from each joint - including both shoulders. The pieces are the 

tools by which the student's mind and muscles begin to coordinate themselves, thus 

establishing a foundation upon which later the technique may be built. "79 According to 

Kempter, some of the basic skills introduced and developed through the first volume 

include: 

78 American String Teachers Association and Littrell , ASTA String Syllabus, 32. 
79 Susan Kempter, "Book One - Suzuki Violin School : Teaching Points and Analysi s" (Albuquerque, n.d.), 
[n.p.]. 
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• Non-musical skills: 

Following di.(,ections Group socialization Cooperation with Increased memory and 
parents and teachers control of body 

Finding one's own Patience Care of instrument 

space 

• Musicianship skills: 

Finding and using singing voice Names of the parts of the Rhythm identification 
instrument 

String names and pitches Habit of daily practice and Listening skills: loud/soft, 
listening fast/slow, and high/low 

• Posture: 

Getting comfortable with the instrument Proper posture holding the instrument in "rest" 
and "playing" positions 

"Home position" (square of the arm) Endurance 

• Left hand: 

Finger numbers Octave frame Grace notes Use of anchor fingers80 I 
Finger patterns: Proper use of the 4th Left elbow motions 
1 23 4 / 12 3 4 / finger 

1234 

80 Defined as leaving one finger down on the fingerboard while placing another finger on another pitch; 
William Dick and Laurie Scott, Mastery for Strings: a Longitudinal Sequence of Instruction for School 
Orchestras, Studio Lessons, and College Methods Courses (Austin: Mastery for Strings Press, 2008), 42. 
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• Right hand: 

Bow hold -- Concept of down- and Pizzicato Silent string crossings 
up-bow (whole arm and forearm 

crossings) 

Contact point Bow distribution under Bow hair is placed flat Re-taking the bow 
("Highway") slurs and parallel to the ("bow circles") 

bridge 

Volume Two 

In the second volume of the Suzuki Viola School, the concept of whole bow usage 

and the technique of shifting are introduced, as well as possibilities for off-string bow 

strokes. In addition, a new finger pattern (12 34) is introduced. 

Throughout the second volume, the student refines the control over the use of 

weight, speed, contact point and amount of bow hair, as well as the use of whole arm, 

forearm and hand-up string crossings. 

The left elbow motion on changing strings becomes more stable and the student 

develops the ability to return to the octave frame after extensions (low first fingers or 

high fourth fingers). Exercises to facilitate the development of ornament playing (trills 

and mordents) are introduced, as well as the use of treble clef. 

Volume Three 

The third volume of the Suzuki Viola School offers the opportunity to "develop 

the musical feeling and technical control for phrasing."81 At this level, the student usually 

is ready for vibrato work and also is refining shifting technique. 

81 
Preucil and Preucil , "The Evolution of the Suzuki Viol a School," 19. 
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The bow is used in a more sophisticated manner as the student is working on 

refinement of tone and using unequal bow distribution to create phrasing effects. An 

elementary up-bow staccato is introduced, as well as three-note chords. 

Summary 

The development of the viola student through the first three volumes of the Suzuki 

Viola School can be summarized as follows: 

• Right-hand technique: 

o Ability to play with a strong and even tone on all four strings 

o Ability to use the whole bow 

o Ability to vary the tone by using the concepts of weight, speed, contact 

point and amount of bow hair, as needed for musical purposes 

o Ability to fluently play various bowing patterns as needed for the literature 

o Concept of bow distribution 

o Ability to quietly place the bow on the string in any part of the bow 

o Ability to play an elementary up-bow staccato stroke of two to six eighth­

notes 

o Use of various bow lengths and speeds with different articulations 

o Ability to lift the bow on an up-bow where required 

o Ability to play right-hand pizzicato with a clear tone while maintaining the 

bow hold 

o Playing two- and three-note chords, including one or two open strings 
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• Left-hand technique: 

o Ability to shift between first , second, third, and half positions 

o Ability to play in tune in first , second, third, and half positions 

o Finger patterns: 12 34; 1 23 4; 1 2 34; 12 34 

o Ability to play the first overtone harmonic on all strings 

o Beginning of vibrato development 
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Chapter Three 

Overview of the Technical Demands 

of the Suzuki Viola School - Volume Four 

The fourth volume of the Suzuki Viola School brings the student to the 

intermediate level82 and it is classified by the AST A Syllabus as part of the grade 3 

repertoire. The repertoire presents rapid sixteenth-notes and employs the first four 

positions,83 developing "speed and control."84 

This book includes the first concerto movements in the student' s repertoire, which 

are longer pieces than the ones presented in the previous volumes. The two concerti by 

Telemann are originally written for the viola, enabling the student to "begin to establish a 

distinctive identity as a violist."85 These concerti are presented in full after the selected 

concerto movements by Seitz and Vivaldi. 

F. Seitz: Concerto No. 2, Third Movement (Allegretto moderato) 

Compared with the pieces in the previous volumes, this concerto movement is 

longer and challenges the student with "more disparate sections and less repetition" as 

82 
Preucil and Preucil , "The Evolution of the Suzuki Viola School," 19. 

83 Ibid. 
84 

Susan Kempter , "Book Four - Suzuki Violin School: Teaching Points and Analysis" (Albuquerque, n.d .), 
[n.p.]. 
85 

Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 
Suzuki Viola School , Volumes Four and Five," 13. 

22 



well as "more variety in technical demands."86 It is originally written for the violin and is 

also presented in the-fourth volume of the Suzuki Violin School. 

The key of this movement is C Major, and this is the first presentation of a piece 

in 6/8 meter within the Suzuki Viola School. Each section presents stylistic differences, 

which constitutes a good opportunity "to build awareness and skill"87 in changing 

characters within a piece. 

Left Hand Right Hand Other Dynamics 

- Use of high first - Opening gesture: - 6/8 meter; - "Hairpin" dynamics 
~inger (A#); "sweep", continuing - Stylistics differences ( < >) played with bow 
- Three-note chords; up-bow through rest in each section; speed; 
- "Block" fingering and grace-note; - Tied notes on - IO-measure crescendo 
(keeping fingers down - Articulation on "dots espressivo section fromp to ff 
on the fingerboard) under slurs" (as shown 
when appropriate; in Example l); 
- Double stop with an - Long bow and singing 
open string and fingers tone on espressivo 
tin the lower string section; 

- Bow distribution on 
chords and g razioso 
section; 
- Possibility for sautille 
!bowing technique 

16 

-== ff 

Example 1 - Passage where the articulation on "dots under slurs" needs to be observed 

F. Seitz: Concerto No. 5, First Movement (Allegro moderato) 

This piece is a transcription from a violin concerto movement presented in the 

fourth volume of the Suzuki Violin School. It challenges the students with rapid sixteenth-

86 Ibid. 
87 

Kempter , "Book Four - Suzuki Violin School: Teaching Points and Analysis," [n.p.]. 
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notes, chords, changes between triplets and duplets and several tonal centers (G Major, A 

Major, and D Major)..that require the use of different finger patterns.88 The proper 

execution of the hand-up string crossing also poses a challenge to the young player. This 

technique is executed with a small movement, as the bow stays close to both strings. 

"The bow stick should remain quiet and 'on top of the hair ' throughout the entire 

crossing (up and back down)."89 

Left Hand Right Hand Other Dynamics 

- Tritones across the - Variety of bowing - "Alla Breve" meter; - Extensive use of 
strings; styles: on- and off- - Dialogue between dynamic changes 
- High first finger (E#); string; phrases: contrasting 
- Extensive use of high - Hand-up string characters ; 
third finger; crossing; - Stylistic differences in 
- Frequent accidentals; - Uneven bowing each section 
- Double stop with an patterns; 
open string and fingers - Accents; 
in the lower string; - Three-note chords 
- "Block" fingering 
(keeping fingers down 
on the fingerboard) 
when appropriate 

A. Vivaldi: Concerto in D Minor (Allegro) 

This movement is a transcription from the first movement of the violin concerto 

in A minor, Op. 3 No. 6 (RV 365) presented in the fourth volume of the Suzuki Violin 

School. The sixteenth-note passages are generally more intricate than the ones presented 

in previous pieces and the student is required to shift more often and stay in third position 

for longer than in the repertoire that precedes this movement. Bow control is required to 

88 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

Suzuki Viola School, Volumes Four and Five," 18. 
89 

Kempter, How Muscles Learn: Teaching the Violin with the Body in Mind, 54. 
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create the contrast between the staccato eighth-notes and the detache sixteenth-notes as 

well as to avoid playing with too much bow in the slurs of the "Vivaldi bowing," which 

consists of two slurred sixteenth-notes that are placed in between two other sixteenth-

notes. 

Left Hand Right Hand Other Dynamics 

-Tritone across the - Contrast between - Use of treble clef; - Possibility for echo 
strings; !staccato and detache; - Sequences; tpassages; 
- Shifts - "Vivaldi bowing" (as - Tutti vs. Solo passages - "Hairpin" dynamics 

shown in Example 2); (< >); 
- String-skips - Crescendo on repeated 

notes 

60 > 

f ~ JIB1i r r 
p 

[ f r r 
Example 2 - "Vivaldi" bowing 

A. Vivaldi: Concerto in D Minor (Presto) 

This is a transcription from the third movement of the violin concerto in A minor, 

Op. 3 No. 6 (RV 365), presented in the fourth volume of the Suzuki Violin School. The 

challenges concerning the playing style are the same from the previous selection: contrast 

between the staccato eighth-notes and the detache sixteenth-notes, and the use of the 

"Vivaldi bowing." The tempo marking (presto) suggests a faster tempo than the previous 

allegro. 

In addition, this movement presents longer passages on treble clef, more use of 

shifts (first to second positions, second to third positions, and third to fourth positions are 
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suggested). Greene notes that although this piece introduces the use of fourth position, its 

use is not suggested again until the fifth volume of the Suzuki Viola School. 90 

Left Hand Right Hand Other Dynamics 

-Tritone across the - Contrast between - Extensive use of - Possibility for echo 
strings; staccato, martellato treble clef; passages; 
- Extensive use of (martele) and detache; - Sequences; -sfz 
shifting (including the - "Vivaldi bowing"; - Different key areas (D 
first 4 positions); - String-skips; and A minor and F 
- Shifts on open strings - Uneven slurs; Major); 
(including a shift to a - Eighth-note and - Deceptive cadence; 
high first finger on 3rd eighth-note rest figure - Tutti vs. Solo passages 
position: G#); (avoid playing over the 
- Replacement shifts; rest) 
- Extensive use of 
arpeggiated passages 

G. P. Telemann: Concerto in G Major (TWV 51 :G9) 

This concerto introduces the young viola student to one of the most-played pieces 

in the viola repertoire. The fact that Telemann did not enjoy virtuosity for its own sake 

and thus tended to "downplay soloistic display"91 is probably one of the reasons the 

popularity of this concerto among students and amateurs as well as professionals in viola 

performance. 

Sources indicate that this piece is perhaps the earliest surviving concerto featuring 

the viola as a soloist.92 Steven Zohn notes that since the middle of the twentieth century 

90 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

~uzuki Viola School , Volumes Four and Five," 27. 
Steven Zohn , Music for a Mixed Taste: Style, Genre, and Meaning in Telemann 's Instrumental Works 

~rew _York: Oxford University Press, 2008), 122. 
Ulnch Druner, "Das Viola-Konzert Vor 1840," Fontes Artis Musicalis 28 (198 1 ): 173. 
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this concerto has become one of Telemann's most famous compositions, and that it may 

"have been well-known even during Telemann's lifetime."93 

The Viola Concerto is written in a four-movement form following the da chiesa 

pattern, which alternates slow and fast movements. The concerto is presented in full in 

the fourth volume of the Suzuki Viola School and it contains the first cadenzas to be 

played by the student. According to its editors, "the Telemann concerti have been 

fingered to develop the string crossing facility demanded in baroque music, and the music 

contains cadenzas suitable for individual or group performance. The piano 

accompaniments were rewritten from the original orchestra scores with the intention that 

they be playable by the average accompanist."94 

First movement: Largo 

This movement does not present any new techniques to the student. However, it 

challenges the player, requiring an awareness of phrasing and a technical mastery over 

what Stuen-W alker defines as the "Five Points for Tone"95
: 

1. Weight 

2. Speed 

3. Contact point 

4. Bow changes 

5. Vibrato 

93 
Zohn, Music for a Mixed Taste: Style, Genre, and Meaning in Telemann 's Instrumental Works , 168. 

94 p ·1 reuc1 and Preucil , "The Evolution of the Suzuki Vi ola School ," 19. 
95 

Elizabeth Stuen-Walker, "Suzuki Vi ola Book Four: Teacher Development Course" (Bellingham, n.d.), 
[n.p.]. 
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Although the student might be find these five aspects challenging, this movement 

represents an opportunity to further develop the student's technique and expressive 

playing. 

Left Hand Right Hand Other Dynamics 

- Vibrato speed and - Varying bow speeds; - 3/2 meter; - Extended crescendi 

width; - String-skips - Cadenza; 
- Third finger motion - Definition of "Largo"; 
across the strings ( as - Subdivision of the 
shown in Example 3); thematic rhythmic 
- Shifts figure ( dotted quarter-

and eighth-note) 

V 

45 
r.-.. 

]18 11 J J -----1 J w r r r r 
~ 

Example 3 - The third finger must "travel" diagonally across the strings to play this cadenza 

Second movement: Allegro 

This Allegro movement matches the stylistic points of both concerto movements 

by Vivaldi presented before: the energy is conveyed by playing the sixteenth-notes with a 

detache stroke whereas the eight-notes are to be executed in a staccato manner. 

According to Stuen-Walker, this movement will challenge the student's control of bow 

articulation, left-hand articulation, dynamic contrasts and string crossings. 

Four-note chords appear for the first time in the repertoire presented in the Suzuki 

Viola School and the proper bow distribution for its execution should be discussed with 

the student. In addition, there are possibilities to incorporate the use of half-position. 
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Left Hand -- Right Hand Other Dynamics 

_ Four-note chords; - Contrast between - Treble clef - Possibility for echo 
_ Possibility for half- staccato and detache; passages; 
position use; - Four-note chords; - Lengthening the bow 
- Clear articulation on - String-skips; stroke for the crescendo 
the fast passages; - Uneven bowing; effect 
- Arpeggio passages - "Weak" endings96 

Third movement: Andante 

According to Stuen-Walker, this movement provides an opportunity to the student 

to refine the good playing skills developed so far. 97 It challenges the student by requiring 

good technique to correctly execute the nuances in bow speed and vibrato, shifts, 

phrasing and dynamics. Greene argues that "much of this movement is built from 

sequences,"98 and therefore the student must be taught how to highlight such 

compositional technique. One must keep in mind that the student has encountered 

sequential material in both movements by Vivaldi and in the previous movement of the 

Telemann Viola Concerto, which should help the student to transfer the knowledge 

acquired in previous pieces to the new repertoire. 

Left Hand Right Hand Other Dynamics 

- Shifts (decision - "Weak" endings; - Cadenza; - "Dramatic" passage 
tregarding slides); - Uneven bowing; - Sequences; after the cadenza 
- Blocking fifths across - String crossings and - Treble clef 
~he strings skips 

96 
McCJary argues that the term weak ending should be used instead of feminine ending when a musical 

phrase in an unstressed note. In Susan McCJary, Feminine Endings: Music, Gender, and Sexuality 
(Minneapolis: University of Minnesota Press, 1991 ), 9-10. 
97 

Elizabeth Stuen-Walker, 'Tips on Teaching Suzuki Viola," American Suzuki Journal 18, no. 7 (1990): 7. 
% - . 

Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 
Suzuki Viola School , Volumes Four and Five," 34. 

29 



Fourth movement: Presto 

This movement "involves long phrase lines with maintained intensity, string 

crossings and chords ."99 It should be played faster than the Allegro movement and 

according to Greene, the "rhythmic feeling should be one strong beat per measure."100 It 

is important to remember that Telemann did not enjoy virtuosity for its own sake, 101 so 

one should not play it at a speed so fast that will detract from the clarity of the 

performance. As Tarling explains, "accuracy and clarity are more important than pure 

speed." 102 Considering that students usually do not have total command of the technique, 

one performance option is to play this movement in a relatively slower tempo but with 

more pronounced articulations in order to make the notes more brilliant. 103 

Greene also observes that the same articulations applied in the second movement 

should be considered in the Presto, but with the quarter-notes played in a staccato style 

whereas the eight-notes are played in a detache style. 104 Other important pedagogical 

considerations regarding this movement are the awkward chords and string crossings 

presented throughout. 

99 
Stuen-Walker, "Suzuki Viola Book Four: Teacher Development Course," [n.p.]. 

100 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

Suzuki Viola School Volumes Four and Five" 36. 
IOI , ' 

Zohn , Music f or a Mixed Taste: Style, Genre, and Meaning in Telemann 's Instrumental Works, 168. 
102 

Judy Tarling, The Weapons of Rhetoric: A Guide fo r Musicians and Audiences (St. Alban s: Corda 
Music, 2005), 146. 
103 

Ibid., 148. 
104 

Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analys is of the 
Suzuki Viola School, Volumes Four and Five," 36. 
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Left Hand -- Right Hand Other Dynamics 

- Chords; - Contrast between - Treble clef; - Extensive crescendo 
_ Articulation; staccato and detache; - Two voice starting on m. 88 
_ Second and third - Chords; conversation (mm. 23+) 

positions; - Awkward three-string 
- Dexterity crossing (Example 4); 

- Uneven bowing; 
- "Weak" endings 

rr ir r?Pr 
Example 4 - A wk ward three-string crossing (m. 56) 

G. P. Telemann: Concerto in G Major for Two Violas (TWV 52:G3) 

This concerto reinforces the skills previously introduced by the Baroque pieces 

presented in the Suzuki Viola School, volume four. Fingering and bowing demands do not 

exceed what has been required from the student in the concerti that were presented 

earlier. The overall difficulty level is the same for both solo parts, which are almost 

always in parallel thirds. Also, there are no passages on the C string, which allows this 

piece to be played as a violin and viola duet in a group class setting. Students should 

learn both parts, but not at the same time. 105 

First movement: Lento 

This Lento tempo marking allows for a lilting quality. 106 The second viola part 

presents a relatively extended passage in half-position as well as several opportunities for 

105 
Ibid. , 37. 

106 
Stuen-Walker, "Suzuki Viola Book Four: Teacher Development Course," [n.p.]. 
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a half-step shift between different positions. The first viola part plays only in first- and 

third-positions, whereas the second viola part ranges from half- through third-position. 

Left Hand Right Hand Other Dynamics 

_ Half- through third- - Tapered stroke on the - Two different parts - Opportunity for echo 
position playing couplets playing 

Second movement: Allegro 

This movement allows the student to further develop the bariolage technique, as 

well as reinforcement of the contrast between staccato and de tac he playing that is 

common to fast movements from the Baroque period as presented in the Suzuki Viola 

School books and recordings. 

Left Hand Right Hand Other Dynamics 

- Extensive use of the - Contrast between - Imitative style - Staggered dynamics 
fourth finger; staccato and detache; (melody and 
- Use of half- and -Hand-up string accompaniment); 
second-positions crossing (bariolage - Echo passages 

passages) 

Third movement: Largo 

According to Greene, this movement does not present new techniques to the 

young player. 107 This brief piece presents the opportunity to the student to further develop 

vibrato, shifting, and trill techniques. 

107 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

Suzuki Viola School , Volumes Four and Five," 39. 
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Left Hand 

. Vibrato; 

. Shifting; 

. Trills 

Right Hand 

- Legato; 
- Bow retakes for up-
bows (as shown in 

xam le 5) 

Other Dynamics 

- Harmonic suspensions - Extensive crescendo 
starting on m. 5; 
- Calando 

t:::::f : : : : : : I~ : l : ; :; 
mf 
Example 5 - The bow should be placed on the lower half during the rests 

Fourth movement: Vivace 

This movement presents the student with the same figure of eighth-note and 

eighth-note rest that is presented in the presto movement of the Concerto in D minor by 

Vivaldi; the student should be careful to not play over the rest. Another familiar figure 

that is presented in this movement is the eighth-note triplet, played by slmTing two notes 

on the down-bow and a quick off-string stroke on the up-bow, as it is the case in the 

Concerto No. 5, first movement, by Seitz. 

Left Hand Right Hand Other Dynamics 

- Use of half- and - Eighth-note and - Rondo form; - Extended crescendo 
second-positions; eighth-note rest figure - Imitative style staiting on m. 9 
- Accidentals (avoid playing over the 

rest); 
- Transferring the bow 
from the frog to the tip ; 
- Retakes 
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Chapter Four 

Overview of the Technical Demands 

of the Suzuki Viola School - Volume Five 

The fifth volume of the Suzuki Viola School is classified by the ASTA Syllabus as 

part of the grade 4 repe1toire, requiring a "high level of musical sophistication and 

. , ,,]08 
mterpretat1on. 

According to Greene, this volume was designed to further develop "phrasing, 

bowing technique, and finger fluency." 109 The repertoire consists of selections from the 

Italian, French and German Baroque periods, as well as the Romantic era. It frequently 

presents chords and double-stops, as well as a variety of bow strokes such as spiccato, 

sautille, and staccato. Although none of the selected pieces were originally composed for 

the viola, some of them have been part of the traditional canon of viola repertoire, 

whereas other pieces were either transcribed especially for this volume publication or 

were adapted from the Suzuki Violin School. 

B. Marcello: Sonata in G Major 

This Sonata was published in circa 1732 in a group of six sonatas for the cello and 

basso continua, op. 1 (published as op. 2 in London, also in 1732). 110 Its original key is F 

10s A . S . 
109 

mencan tnng Teachers Association and Littrell, ASTA String Syllabus, 36. 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

~
1
~zuki Viola School , Volumes Four and Five," 42. 

Eleanor Selfridge-Field, "Marcello, Benedetto Giacomo," Grove Music Online, accessed February 16, 
2013, 
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Major and the transcription presented in the Suzuki Viola School's fifth volume was 

realized and edited by.Doris Preucil. 

The transposition to the key of G Major is due to the natural resonance of the 

viola in this key. 111 "Each of its four movements is musically strong, and the whole piece 

affords a teacher many opportunities to demonstrate [control of] phrasing." 112 According 

to Greene, the slow movements "offer opportunities for lyrical playing, while the fast ... 

movements feature typical Baroque figurations such as repeated string crossings and 

·1 •• h " 113 sequent1a patterns m s1xteent -notes. 

First movement: Largo 

This movement requires a "full, rich viola tone," 114 with extensive passages in the 

C string. It offers the student the possibility of continuing to develop the vibrato 

technique and challenges the player to maintain long phrases while subdividing the beat. 

Left Hand Right Hand Other Dynamics 

- Replacement shift; - Unequal bowing; - Long phrases; - Graded crescendo 
- Vibrato; - "Weak" ending; - Subdivisions of the and diminuendo 
- Trills - Shaping long beat; 

notes; - Variety of rhythms 
- "Rich and 
singing" 115 tone 

http://www.oxfordmusiconline.com/subscri ber/article_ works/grove/music/ 17716 ?q=benedetto+marcello&s 
earch=quick&pos= 1 & start= 1. 
11 1 

Preucil and Preucil~''The Evolution of the Suzuki Viola School ," 19. 
11 2 

Ibid. 
113 

Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 
Suzuki Viola School Volumes Four and Five" 42 
11 4 . ' ' • 

Elizabeth Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course" (Bellingham, n.d.) , 
[n.p.]. 
11 5 

Ibid. 
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Second movement: Allegro 

This movemen1 offers the student an opp011unity to further develop the ability to 

play fast sixteenth-note string crossing passages, as well as trills and other ornaments 

such as mordents and grace-notes. 

Left Hand Right Hand Other Dynamics 

- Half- and third- - Contrast between - Sequence passages - Echo effects; 
positions; staccato and - Sempre crescendo 
- Shift from first detache; 
finger (first- - "Weak" endings; 
position) to the - Hand-up string 
fourth finger (third- crossing (bariolage 
position); passages) 
- Mordents with 
fourth finger 

Third movement: Largo 

According to Greene, this movement presents no techniques that have not already 

been encountered by the student in previous pieces. 116 This slow movement gives the 

student an opportunity to develop expressive fingerings for the shifts, as well as to 

explore "lyrical playing with long, expansive bows." 117 

I 16 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

Suzuki Viola School Volumes Four and Five " 46 117 , ' • 

Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.] . 

36 



Left Hand - Right Hand Other Dynamics 

_ Whole-step - Bow distribution; - Extensive use of - Diminuendo fromf 
ascending shift - Lyrical playing treble clef to pp in one measure 
(third- to fourth- using long bows 
position); 
_ Shifting under a 
slur, avoiding a 
slide; 
- First finger 
backwards 
extension; 
- High first finger 
on third-position 
(D#) 

Fourth movement: Presto 

This movement "should convey both rhythmic vigor and melodic charm." 11 8 It 

presents challenges to the left- and right-hand techniques demanding good left-hand 

articulation on the fast sixteenth-notes and sequences of mordents, and bow control on 

awkward string crossings. Also, the sequences of broken thirds present the difficult task 

of coordinating both hands on fast string crossings. 

Left Hand 

- Dexterity; 
- Arpeggios; 
- Double-stops; 
- Broken thirds; 
- First and third 
positions 

Right Hand 

- String-skips; 
- Awkward bowing 
(m. 34) 

Other 

- Rhythmic 
transition (shown in 
Example 6) 

Dynamics 

- No specific 
challenges 

11 8 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

Suzuki Viola School, Volumes Four and Five," 48 . 
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Example 6 - Rhythmic transition 

C. M. von Weber: Country Dance 

Originally written for the piano, this piece is the third waltz in the collection 

Sechs Favoritwalzer der Kaiserin von Frankreich Marie Louise, J. 143-8, 119 published in 

Leipzig in 1812. 120 Mischa Elman published a violin transcription in 1917 and this 

transcription is very likely to have been known by Suzuki, as he was an admirer of 

1 · 121 Elman' s p aymg. 

This piece, presented in the fifth volume of the Suzuki Violin School, further 

develops the techniques of up-bow staccato and shifting, demanding a shift frorn the third 

to the fifth position. The viola student performing this selection should present a "firmer 

left-hand articulation, and rnore weight and presence in bow stroke"122 than the violin 

student. 

Left Hand 

- Frequent shifts; 
- First shift to the 
fifth position; 
- Sliding the third 
finger (third 
position) to the 
octave harmonic 

Right Hand 

- Up-bow staccato; 
- Bow distribution; 
- Articulation 
between the two­
note figures in the 
Agitato section 

Other 

- Style: showpiece; 
- Differentiation of 
grace-notes and the 
sixteenth- and dotted 
eighth-note figure 

Dynamics 

- Extended 
crescendo in an up­
bow staccato 
passage 

119 
A PDF score is available at http://imslp.org/wiki/6_Favorit-

:alz~r:-der_Kaiserin_ von_Frankreich_Marie_Louise,_J. l 43-148_(Weber,_Carl_Maria_ von). 
Ph1ltpp Sp1tta et al. , "Weber," Grove Music Online, accessed February 16, 2013, 

?i\1p://www ._ox fordm usicon Ii ne.com/subscri ber/ arti clef grove/music/ 40313 pg9. 
Sh111 '1ch1 Suzuki , Nurtured by Love, trans. Kyoko Selden and Lili Selden , Revised ed. (Van Nuys: 

ft!fred Publishing Co., 2013), 86. 
Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.] . 
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G. B. Pergolesi: Nina 

Originally written for voice with the title Tre giorni son che Nina, this aria 

attributed to Pergolesi is most likely a composition by Vincenzo Ciampi ( c.1719-

1762).123 This viola transcription was first published in the third volume of the Suzuki 

Viola School, but it has been moved to the fifth volume "as it has been found to be 

difficult for the book 3 level ofplaying."124 This aria proves to be "suited to the timbre 

and richness of the viola" 125 and it was added to Suzuki Viola School to "allow the student 

• h • 1 1· " 126 f h • to expenence t e umque tona qua 1ty o t e instrument. 

Left Hand Right Hand Other Dynamics 

- Expressive - Bow retakes; - Treble clef; - Possibility for 
fingerings and - Varying bow - Quarter- versus crescendi on 
shifts; speed and weight; eighth-note upbeat repeated notes; 
- Grace notes; - Bow control on - Term: A piacere - Large dynamic 
- Harmonics rests under slurs range 
(octave) 

N. Rubinstein: Spinning Wheel 

This selection is "a lefthand study in triplets (probably originally for piano)."127 It 

requires a "light and quick finger action" 128 so the student can achieve the desired playing 

tempo. It requires dexterity and stamina from the student. 

123 
Frank Walker, '"Tre Giorni Son Che Nina' : An Old Controversy Reopened," The Musical Times 90, no. 

1282 (December 1, 1949): 435; Helmut Hucke and Dale Monson, "Pergolesi , Giovanni Battista," Grove 
Music Online, accessed February 15, 2013, 
http://www. ox fordm usi con! i ne.com/su bscri ber/ article/ grove/m usic/21325 ?q=Pergolesi&search=qui ck&pos 
== I &_start= 1. 
124 El" b 1za eth Stuen-Walker, "Suzuki Viola Basics - Volumes 1, 2 and 3," American Suzuki Journal 19, no. 
2 (1991): 5. 
125 

Ibid. 
126 p . 
127 

• reuc1l and Preucil , "The Evolution of the Suzuki Viola School," 19. 
Ibid. 

128 
Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.]. 
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Left Hand Right Hand Other Dynamics 

- Dexterity; - Bow distribution - Indication for -- Crescendo and 
- Chromatic (fast fingers but inverted pizzicato diminuendo within a 
passages and slow bow); (from the higher to slur 
fingerings; - Long slurs; the lower note) 
- Awkward shifts; - Accents 
- Interval of underneath slurs; 
augmented second - Fast string 

crossings under 
slurs; 
- Possibility for 
pizzicato using the 
thumb 

F. M. Veracini: Gigue 

This Gigue was originally written for the violin as the last movement of the 

Sonate Accademiche, Op. 2 No 7. 129 It is presented in the fifth volume of the Suzuki 

Violin School and adapted to the Suzuki Viola School "for a lifted bow stroke in 

preparation for spiccato study." 

This selection provides the student the possibility to demonstrate off-string 

playing at the frog with good bow control, as well as to demonstrate coordination in the 

passages with fast sixteenth-notes, slurs, and string crossings. 

Left Hand Right Hand Other Dynamics 

- Double-stops and - Bow distribution - 12/8 time - Long crescendo 
difficult chords; - Extensive use of signature lines 
- Chromatic the balance point 
passages; and frog parts of the 
- Articulation of fast bow; 
sixteenth-notes - String skip under a 
versus grace-notes slur 

129 
Susan Kempter, "Book Five - Suzuki Violin School: Teaching Points and Analysis" (Albuquerque, 

n.d.) , [n.p.] . 
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J. S. Bach: Suite in G Major BWV 1007 (excerpts) 

Originally composed for the cello, the BWV 1007 is the first of a series of six 

suites for the instrument (BWV 1007-12). Transcriptions of all the suites are "at the 

heart" of the standard Baroque repertoire for the viola, 130 as opposed to the works for solo 

violin by J. S. Bach because "(1) the multiple-stops in the Violin Sonatas require an 

unusually large and strong hand to execute; and (2) it is not necessary to transpose the 

keys of the Cello Suites down a fifth, as it is in the Violin Sonatas." 13 1 

The movements presented in the fifth volume of the Suzuki Viola School are 

Prelude, Courante, and Gigue. Two other movements, Allemande and Minuet I and II, are 

included in the sixth volume, while the Sarabande is not included in any of the Suzuki 

Viola School volumes. 

Prelude 

This movement will challenge the student with bow control on constant string 

crossings. The choice for the "generic" 132 bowing of four notes per bow is to allow the 

student to adapt "much more easily to a more intricate scheme of bowing which might be 

encountered in later study." 133 

In addition to the evenness of the string crossings, the student should take care of 

the timing of the left-hand, as many passages are fingered as "though the notes were part 

130 

131 
Dalton, Playing the Viola : Conversations with William Primrose, 187. 

132 
Riley, The History of the Viola, 1980, 1:113. 

133 Stuen~Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.]. 
Preuc!] and Preucil, "The Evolution of the Suzuki Viola School ," 19. 
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of a chord;" 134 therefore the fingers are held down for the duration of the passage, as 

indicated in the score. 

Left Hand Right Hand Other Dynamics 

- "Blocked" - Fast string - No rests: it is a - p sempre; 
fingerings; crossings under "perpetual motion" - Long crescendo 
- Extensive use of slurs; piece; line towards the end 
the fourth-position; - Bariolage - Different voices of the piece 
- Chromatic (bariolage section) 
passages 

Courante 

The Courante of the Suite BWV 1007 presents several bow distribution 

challenges due to the uneven slurs; in order to avoid unintended accents the player should 

vary the speed and weight of the bow in such passages. This piece is also transcribed for 

the violin and is published in the seventh volume of the Suzuki Violin School. 

Left Hand Right Hand Other Dynamics 

- Unequal fifths - Uneven slurs; - Different voices; - None specifically 
( trito nes); - String-skips; - Sempre leggiero 
- Consecutive fifths; - Specially awkward 
- First finger bowing on mm. 31 
backward extension; and 32 
- String-skips 

Gigue 

This movement is the most accessible one of the B WV 1007 selection included in 

this volume. As with the Courante, this piece has also been transcribed for the violin and 

is published in the seventh volume of the Suzuki Violin School. 

134 
Greene, "A Comprehensive Performance Project in Viola Literature and a Pedagogical Analysis of the 

Suzuki Viola School, Volumes Four and Five," 55. 
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The Gigue presents a lilting style, achieved by the use of a "brushed" detache 

stroke and by contrasting smooth slurs with articulated eight-notes. This piece provides 

further development of the bowing style presented in the Gigue by Veracini. 

Left Hand 

- Extensive use of 
the second-position, 
as well as shifting 
between the first 
three positions; 
- Accidentals 

Right Hand Other 

- Hooked bowing; - None specifically 
- "Brushed" detache 

C. Bohm: Moto Perpetuo 

Dynamics 

- Open for 
discussion with the 
student 

Originally written for the violin, this piece is part of Bohm' s Dritte Suite fur 

Violine und Klavier. A "violinists' favorite," 135 this piece was included in this volume 

primarily for bowing study, as it should first be learned with a detache stroke that will 

later evolve to a sautille stroke. 136 It requires stamina from the student. 

Left Hand 

- Chromatic 
passages 

Right Hand Other 

- Sautille (f and p); - Coordination 
- Accents between left and 

right hands; 
- Define the term 
Sempre al fine 

M. Marais: Old French Dances 

Dynamics 

- Wide and quick 
dynamic contrasts; 
- Accents in odd 
places 

This set of stylized dance movements was composed for the viola da gamba and 

harpsichord, but it has been part of the violists' repertoire since the publication of a set of 

135 p . 
136 

reucII and Preucil, "The Evolution of the Suzuki Viola School," 19. 
Ibid. 
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Five Old French Dances for viola and piano in 1917. The third piece in that set (La 

Musette) has been omitted from the Suzuki Viola School, possibly due to its level of 

difficulty, which is far greater than that in the other four movements as it requires high­

position playing (up to the seventh position) on the G string. 

The Old French Dances present challenges for both left- and right-hand 

techniques and, according to Greene, "students respond enthusiastically to the melodic 

charm and rhythmic verve of these attractive dances." 137 

L'Agreable 

Stuen-Walker considers this movement as not technically too difficult for the 

student, but it requires a good sense of phrasing, varying bow speeds due to the unequal 

bow distribution, and more bow weight on the lower strings. 138 In regards to bow 

technique, Greene states that this piece further develops "portato strokes, [bow] retakes, 

and unequal bow distribution." 139 

Left Hand Right Hand Other Dynamics 

- Extensive use of - Portato; - Rondo form, with - No specific 
high third finger - Unequal bow the theme appearing challenges 
and fourth finger on distribution; in different octaves 
the C string; - More weight on and with 
- Use of half- lower strings; ornamentations 
thrnugh fifth- - Bow retakes 
position; 
- Grace-note 
preceding a trill and 
naschlage 
(indicated in 
Example 7) 

137 
Kenneth Greene, "Teaching Suzuki Viola School Volume Five: Marais Old French Dances," American 

f
3
~ZUkilourna117, no. 6 (1989): 7. 

139 
Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.] . 
Greene, "Teaching Suzuki Viola School Volume Five: Marais Old French Dances," 6. 
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Example 7 - Grace-note preceding a trill and a written-out naschlage 

La Proven~ale 

This movement offers the student an opportunity to work on playing at the frog, 

controlling the necessary motions for string crossings and changes of weight, speed and 

contact point to accomplish the dynamic contrasts. According to Stuen-Walker, this piece 

should sound "spunky and determined." 140 

Left Hand Right Hand Other Dynamics 

- Double stops - Quick wrist - Style; - Quick dynamic 
(including thirds and motion at the frog; - Accurate rhythm; contrasts 
octaves); - Articulation; - Tempo marking: 
- Embellishments - p playing at the Gaiamente 
demand agile fingers frog 

La Matelotte 

This is piece makes reference to a sailor's dance, and therefore its style should be 

spunky and swaggering. 141 Although the violist will have played martele strokes in 

previous pieces, here the stroke should be executed with a somewhat heavier and longer 

bow, in order to better convey the style of the movement. Also, this is the first time the 

student will encounter more than two consecutive down-bows in the Suzuki Viola School 

repertoire; 142 the passage's difficulty is increased by the fact that the consecutive down­

bows are to be played in conjunction with moderately difficult double stops. 

140 

141 
Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.]. 
Ibid. 

142 
Greene, "Teaching Suzuki Viola School Volume Five: Marais Old French Dances," 7. 
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Left Hand Right Hand Other Dynamics 

- Double-stops; - Heavy martele - Style; - Wide dynamic 
- Chords; stoke; - Sequences; range 
- Quick - Consecutive down- - Tempo marking: 
("aggressive") bows with double- Gaiamente 
ornaments stops; 

- String-skips 

Le Basque 

This last movement of the set presents an extended spiccato bow stroke, which 

can challenge the student to control the "bow drop and rebound" that "is apt to be 

somewhat erratic." 143 The bowing pattern of an eight-note on down-bow followed by two 

slurred sixteenth-notes can also pose problems in its execution, as the bow should leave 

the string after the eighth-note. 

The Double variation is identified by Stuen-Walker as "a chance to sparkle," 144 as 

the "spiccato gives way to a detache in the middle of the bow for the [fast] sixteenth-­

notes."145 Greene also suggests that the echo could be performed with a sautille stroke, 

depending on the student's ability. 

Left Hand Right Hand Other Dynamics 

- Agile fingers - Spiccato stroke; - Piu mosso; - Achieving 
(Double variation) - Possibility for - Possibility of a contrasting 
- Double-stops sautille stroke accelerando al fine dynamics by using 

in measure 44, if the the spiccato stroke 
piu mosso indication 
is purposely 
delayed146 

143 
Ibid. 

144 

145 
Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.]. 

146 
Greene, "Teaching Suzuki Viola School Volume Five: Marais Old French Dances," 7. 
Stuen-Walker, "Suzuki Viola Book Five: Teacher Development Course," [n.p.]. 
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F. Seitz: Concerto No. 3 (Allegro risoluto) 

Although originally composed for the violin, this concerto is not included in the 

Suzuki Violin School. Also, it was not initially included in the fifth volume of the Suzuki 

Viola School; later it replaced the first two movements of the Concerto attributed to J. C. 

Bach, which were moved to the sixth volume. 

This selection will aid the student in further developing a number of bow strokes, 

as well as the techniques of arpeggios, double-stops (mostly thirds, fourths and sixths) 

and chord playing. 

Left Hand Right Hand Other Dynamics 

- Extended passages - Chords and - Rhythmic variety; - Dramatic effects; 
in second position; double-stops; - Dolcissimo - Large dynamic 
- Chords and - Phrasing; range 
arpeggiated - Up-bow staccato; 
passages ; - Possibility for 
- Replacement shift; martele or spiccato 
- Various types of (m. 32) 
double-stops; - Arpeggiated 
- Sustained notes chords: large string 
with a moving crossings (Example 
voice; 8); 
- Fourth-finger - Spiccato (m. 76) 
extension (minor 
third) 

Example 8 - Large string crossing on arpeggiated passages 
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Chapter Five 

Overview of the Technical Demands 

of the Suzuki Viola School - Volume Six 

The sixth volume of the Suzuki Viola School is classified by the AST A Syllabus 

as part of the grade 4 repertoire and contains musical selections from different time 

periods, allowing the student "to experiment with new techniques and to solidify and 

expand previously learned ones." 147 According to Josephson, as volume six exposes the 

student to pieces from the Baroque, Classical, and Romantic periods, the young player 

will learn to associate each musical style with appropriate performance techniques and 

sonority. 148 

This volume includes works originally composed for the viola, but most of its 

selections are transcriptions from other instruments. As with the fifth volume, some of 

the transcriptions have been part of the violist's repertoire, whereas other pieces were 

either transcribed especially for this volume or were adapted from the Suzuki Violin 

School. 

Some of the techniques that are addressed by the musical selections in this 

volume are: 149 

• Extensive double-stops and chords 

• Various on- and off-string bow strokes 

• Refined use of bow distribution 

147 

148 Josephson, 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 17. 
Ibid., 9. 

149 
Ibid. , 8-9. 
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• Chromatic passages with different possibilities for fingering 

• Exercises for sixth- and seventh-position 

• Legato playing 

According to Kempter, by the sixth volume of the Suzuki Violin School the 

student "should have a good understanding of tone production .. . be able to anticipate 

[bow] distribution spots and where to be [bow placement] for maximum control and 

music[al] effects. The left hand must be shifting easily and lightly .... Vibrato should be 

somewhat stable."150 I believe that the same considerations apply to the sixth volume of 

the Suzuki Viola School. 

M. Marais: La, Folia 

The Folia is described as a "type of wild Portuguese dance. One particular 

melody used for the dance attained wide popular currency in the 16th, 17th, and 18th 

centuries, being first mentioned by Salinas in 1577, and subsequently used by numerous 

composers as an ostinato basis for variations." 151 Some of the most famous variations on 

the Folia ostinato from the Baroque period are "by Corelli (1700) for violin, Marais 

(1701) for viol, D' Anglebert (1689), Alessandro Scarlatti and C.P.E. Bach (1778) for 

keyboard, and Vivaldi (1705) for chamber ensemble." 152 

150 
Susan Kempter, "Book Six - Suzuki Violin School: Teaching Points and Analysis" (Albuquerque, n.d.), 

[n.p.]. 
151 

Stanley Sadie and John Tyrell, "Folfa, La," Grove Music Online, accessed January 14, 2013 , 
http:/ /www. ox fordmusicon 1 i ne.com .1 i bprox y. uoregon .edu/subscri ber/articl el opr /t23 7 /e3 870?q=Fo1 ia&searc 
t~qu_ick&pos=2&_start= 1 #firsthi t. 

Giuseppe Gerbino and Alexander Silbiger, "Folia," Grove Music Online, accessed January 14, 2013, 
http://www.oxfordmusiconline.com.libproxy.uoregon.edu/subscriber/article/grove/music/09929?q=folia&s 
earch=quick&pos= l &_start= 1 #firsthit. 
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Marais' La Folia was written for viola da gamba and continuo and is part of the 

second volume of Pieces de Viol, published in 1701. 153 The version presented in the 

Suzuki Viola School, volume six, is realized and arranged by Doris Preucil. 

Theme 

This selection will challenge the student with double-stops (fourths, major sixths, 

major and minor thirds and octave), chords, bow distribution and phrasing. Stuen-Walker 

suggests that more weight should be given to the top note of the chord, and that the 

chords should be broken in a way that the bottom notes happen before the beat, so that 

the top note coincides with the beat. 154 Josephson argues that the chords should be played 

in a smooth manner and that this is "the first time the student has sustained chords in a 

passage, to affect legato phrasing." 155 

Left Hand Right Hand Other Dynamics 

- Double-stops and - Chords; - Concept of theme - Sustaining sound 
chords; - Legato playing and variations through chords and 
- Tritones through chords and double-stops 

double-stops, 
including string-
skips; 
- Various bow 
speeds; 
- Bow distribution 

153 

154 Josephson, ' 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 17. 
Elizabeth Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course" (Bellingham, n.d.) , 

[n.p.]. 
155 

Josephson , ''The Suzuki Viola School: A Pedagogical Guide for Volume Six," 19. 
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Variation I 

This variation will require the student to play with a full sound within the p 

dynamic range. Such technical challenge increases as the bow speed is unequal through 

the whole piece due to the pattern of one beat on a down-bow and two beats on an up-

bow. 

In addition, the ornaments might present rhythmic difficulties to the student, as he 

or she needs to differentiate the sixteenth- from the thirty-second-notes. Stuen-Walker 

advises that the embellishments should not influence the bow speed,156 and Josephson 

suggests that the student should learn this variation without the ornamentation in order to 

"establish the rhythmic framework into which the embellishments must fit." 157 

Concerning the left-hand technique, besides the agility of the fingers needed to 

perform the embellishments, the player must observe that the shifts do not interfere with 

the "smoothness of the melodic line." 158 

Left Hand Right Hand Other Dynamics 

- Smooth shifts; - Uneven bow - Fitting - full sound within 
- Agile fingers on the speed embellishments into the p dynamic range 
embellishments the rhythmic 

framework 

Variation II 

This variation should be played "in a very determined fashion." 159 The marcato 

indication for the eighth-notes suggests an energetic stroke, probably a heavy staccato or 

156 

157 
Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 

158 Josephson, 'The Suzuki Viol a School : A Pedagogical Guide for Volume Six," 19. 

159 Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
Ibid. 
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a martele. The string crossings "must be quick, with the bow corning to a stop on the new 

string." 16° For playing the sixteenth-notes, a detache stroke is indicated, which should 

retain the energy created by the eighth-notes by the execution of a fast stroke. 161 

Left Hand Right Hand Other Dynamics 

- Vibrato in between - String-skips; - Define the terms - f and energetic 
the marcato notes; - Contrast between risoluto and attacca throughout the 
- Backward marcato and whole variation 
extension leading to detache; 
a shift - Energetic 

articulation 

Variation III 

The third variation of La Folia "enables the student the opportunity to develop a 

strong upper-bow stroke style." 162 It expects the student to play an energetic bow-stroke 

at the tip of the bow (on the dotted eighth- and sixteenth-note figures) on the contrasting 

dynamic of forte and piano. 

Left Hand Right Hand Other Dynamics 

- Whole step shift; - Quick down-bows - Double dots - Use of contrasting 
- Agile thirty-second on the sixteenth- (rhythmic issue); dynamics while 
notes (used as notes that start the - Define energico keeping the same 
ornamentation); melodic motif energy in the bow 
- Trills 

Variation IV 

The fourth variation on the La Folia theme presents the student with an unequal 

bowing pattern that is exactly the opposite of the one presented in the first variation; here, 

160 

161 
Josephson, 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 21. 

162 
Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
Ibid. 
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there are two beats on the down-bow and one beat on the up-bow, implying a faster and 

lighter bow for the latter. 

Stuen-Walker suggests that for a change of tone color, the performer could 

experiment with the sul tasto technique, starting on measure 73. 163 

Left Hand Right Hand Other Dynamics 

- Replacement - Uneven bow - Rhythmic stability - p through the 
shifts; speed; whole piece, with a 
- Grace-notes and - Possibility for sul possibility for a sul 
trills tasto playing (m. tasto passage; 

73); 
- Portato stroke 

Variation V 

This variation presents the player with an unusual "extended pizzicato section." 164 

One should notice that the 1701 edition does not call for the plucking technique; 

however, a cello transcription (Muzyka Edition, Moscow, n.d.) by P. Bazelaire does 

indicate this to be a pizzicato variation. 

Such extensive use of the plucking technique on fast passages (without using left­

hand pizzicato) is a very difficult technique, and will require strong and percussive left­

hand fingers, as well as the use of the vibrato on the eighth-notes "for a fuller, resonant 

tone that will be more present."165 Stuen-Walker suggests exploring with different types 

of plucking technique, such as using multiple fingers to pluck, plucking with the thumb, 

163 El' b . iza eth Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course" (lecture, Studio of 
ffi1zabeth Stuen-Walker, Bellingham, WA, August, 2011). 

165 Josephson, 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 26. 
Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
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and what she calls "woodpecker pizzicato," which consists of plucking with the index 

finger that is supported by the thumb.166 

Left Hand Right Hand Other Dynamics 

- Octaves; - Extensive use of - Coordination - None specifically 
- Dexterity; pizzicato; between both hands 
- Vibrato; - Explore different 
- Strong fingers types of plucking 
(articulation) technique 

Variation VI 

This variation is an "excellent [exercise] for continued development of left-hand 

dexterity. "167 Although the entire variation is written in a way that implies a detache 

stroke, the teacher might choose to use "this movement to be an exercise for bowing 

techniques" 168 by applying different slur patterns. The detache option, however, presents 

an opportunity for the student to further develop the technique of playing this stroke 

using different amounts of bow, contact point, and bow speed, in order to vary the 

dynamic. 

Left Hand Right Hand Other Dynamics 

- Dexterity; - Articulation; - Coordination - Contrast between 
- Articulation - Possibility for between both hands p and/ 

practicing different 
bowing patterns; 
- Further 
development of the 
detache stroke 

166 El' b 1za eth Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course" (lecture, Studio of 
~vzabeth Stuen-Walker, Bellingham, WA, August, 2011 ). 

168 Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
Ibid. 
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Coda 

This coda is not presented in the 1701 edition, but a similar movement appears in 

the cello transcription mentioned in the analysis of the fifth variation. It encourages the 

player to further develop the technique on playing chords that involve three or four 

strings, as well as regulating the bow usage in the eighth-notes (double-stops) that follow 

such chords. The dynamic varies fromf toff, suggesting that the coda should be played 

powerfully, as a "culmination of the theme and all the variations." 169 Josephson considers 

this to be "a good time to discuss the variables of bow pressure, bow speed, and contact 

point as they relate to playing chords and double-stops."170 

Left Hand Right Hand Other Dynamics 

- Blocking the - Chords (bow - Similar structure -fandff; 
chords' intervals; distribution); to the Theme - Long crescendo on 
- Shifting positions - Sustaining the a sustained down-
between chords dotted quarter-notes bow (m. 120) 
and/or double-stops; (top notes of the 
- Vibrato (chords) chords); 

- Long crescendo on 
a sustained down-
bow (m. 120) 

G. H. Fiocco: Allegro 

Originally composed for the harpsichord, this piece was first published in 1730 in 

the collection of twenty-four Pieces de clavecin, op.l. 171 This selection is also presented 

in the Suzuki Violin School, volume six. 

169 
Ibid. 

170 

171 Josephson , 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 25. 
Lewis Baratz, "Fiocco," Grove Music Online, accessed February 16, 2013 , 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/09690pg3. 
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This piece offers further development of the left-hand technique, presenting rapid 

passages as well as embellishments, while the bow-arm needs to exercise close control 

over the different bowing patterns. In addition, there is the option of using the f ouette 

stroke for a better articulation on the notes following the ties on measures 24 - 27, as 

shown in Example 9. The overall bowing style follows the pattern of the previously 

studied fast Baroque pieces: rapid sixteenth-notes are played in detache style, whereas 

the eighth-notes are played with a marcato (staccato) bowing. 

Left Hand Right Hand Other Dynamics 

- Tritone relations - Rapid string - Sequences - Long crescendo 
across strings ; crossings (hand-up line (m. 7); 
- Blocking fifths; crossing) ; - Subito p (m. 29) 
- Mordents; - Awkward bowing 
- Dexterity pattern (m. 48) 

- Possibility of a 
fouette stroke 

24 V . ,, 
~ ,. ,. - ,,..-__ 

F§J :tlR ::J v I t r f r I r r r r tf f F [ F :· F ,if dolce dim. poco a poco 
26 

:ft!([ frf f Ei2f (T : .: 
2 

o ' O r f r f r 
cresc. 

Example 9 - Thefouette stroke can be applied on the notes after the tie 

J. S. Bach: Suite in G Major BWV 1007 (excerpts) 

Three other movements (Prelude, Courante, and Gigue) of the Suite BWV 1007 

were akeady discussed in Chapter Three, as they are presented in the fifth volume of the 

Suzuki Viola School. The sixth volume introduces the student to the following 

movements: Allemande and Minuets I and IL 
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Allemande 

Josephson considers this movement to be "the most musically sophisticated" 

movement of the Suite BWV 1007 that has been presented to the student so far; this is 

due to its irregular phrasing, imitative writing and broken chords that obscure the melodic 

phrasing. 172 The player will need to understand that it is necessary to create a "melodic 

line out of a stream of notes," 173 and that moving forward to the cadences should be 

prioritized over the several rhythmic gestures throughout the piece. 

Left Hand Right Hand Other Dynamics 

- Continuous - String-skips; - Ornament notation - Hairpins ( < >) 
vibrato; - Chords; (rolling the chord, through measures 
- Chords - Uneven bow m. 1, 22 and 24) presenting difficult 

distribution; bow distribution 
- Smooth string 
crossings 

Minuets I and II 

The Minuets allow the student to continue the refinement of phrase endings 174 and 

bow control. Written in G Major (Minuet I) and G minor (Minuet II), they display 

contrasting characters. The player should attend to the dynamic indications and 

experiment with the contact point in order to create different colors that will highlight the 

different characteristics. 

172 

173 
Josephson, 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 32-33. 

174 
Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
Ibid. 
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I 

Left Hand Right Hand Other Dynamics 

- Tritone relations - String-skips under - Contrast between - Contrast between/ 
across strings slurs; the musical (Minuet I, major 

- String crossings; characters of each key) and p (Minuet 
- Uneven bow Minuet II, minor key) 
distribution 

J. S. Bach: Arioso 

This is an adaptation of the Sinfonia of the Church Cantata !ch steh mit einem 

Fuss im Grabe (BWV 156), first performed in 1729. Sources indicate that this Sinfonia 

also appears as pait of Bach's Concerto for the oboe (BWV 1056), whose outer 

movements ai·e lost. 175 

The title Arioso indicates that it should be played in a lyrical style, which will 

help the student to practice "with legato phrasing, bow control over melodic lines, and 

creating varied tone colors" 176 in the lower registers of the instrument. In addition, the 

ornamentation can pose a rhythmic challenge, and the left-hand technique will be 

challenged by the expressive fingerings that range from half- through fourth-position, 

along with "careful intonation to effect accidentals and intervals." 177 

11s Chr· 1stoph Wolff, "Bach, Johann Sebastian," Grove Music Online, accessed January 14, 2013, 
http://www. oxfordm usicon line.com .1 i bprox y. unm. edu/s ubscri ber/ article_ works/ grove/music/ 40023 pg 1 0?q 
~~ach %2C+Sebastian&search=quick&pos= 1 &_start= 1. 

177 Josephson, "The Suzuki Viola School: A Pedagogical Guide for Volume Six," 39. 
Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n .p.]. 
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Left Hand Right Hand Other Dynamics 

- Starting on - Uneven bow - Extensive playing - Possibility for a 
second-position; distribution; in the middle and sul tasto on the pp 
- Exploration of - Experimentation low registers of the indicated on m. 16 
different vibrato with different contact instrument 
speeds and widths ; points, bow weight, 
- Expressive and speed 
fingerings (using 
half- through fourth-
position) ; 
- Clear articulation 
on the C- string (m. 
14) 

W. A. Mozart: Adagio and Rondo in D 

The two pieces in this selection are actually from different sources and were 

transcribed for viola and piano by Doris Preucil. They represent a chance for the student 

to further develop the playing style of music from the Classical period. 

Adagio (K. 356) 

The Adagio (K. 356 or K6 617a) was composed in Vienna (1791) for the "glass 

harmonica" and its original key is C Major. 178 Josephson argues that it should be played 

in a legato style, and that the student "must use full bows and keep the bow moving 

during rests to achieve continuity ofphrasing." 179 

Technical work should concentrate mainly on bow distribution (sixteenth- and 

thirty-second-note runs and phrasing) , vibrato and the chromatic passages; the musical 

178 
Cliff Eisen, "Mozart, Wolfgang Amadeus," Grove Music Online, accessed January 14, 2013, 

http://www.oxfordmusiconline.com.libproxy.unm.edu/subscriber/artic1e_works/grove/music/40258pg3?q= 
~ozart%2C+amadeus&search=quick&pos= 1 &_start= 1. 

Josephson, "The Suzuki Viola School: A Pedagogical Guide for Volume Six," 44. 
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aspects are related to the technical work: attention to vibrato width and speed (for style) 

and bow control "to create color and dynamics." 180 

Left Hand Right Hand Other Dynamics 

- Clean shifts; - Variety of bow - Alla breve time; - Different tone 
- Chromatic speeds; colors 
passages; - Portato passages; 
- Extensive use of 
the second-position; 
- Varied vibrato 

Rondo (K. 485) 

The Rondo (K. 485) was composed for solo keyboard (probably the harpsichord 

or pianoforte) in Vienna (1786). 181 The technical include varied styles of bowing 

(including on- and off-string strokes) and keeping the bow moving over a rest, as 

indicated in the Example 10. Also, issues of bow distribution, different types of 

ornaments, tritones, and harmonics will require extensive practice by the student. 

'"!I p '"!I 
Example 10 - Passage where the bow keeps moving over a rest 

The first four measures present an idiom (Example 11) that will be played 

throughout the whole piece: the slur over the four eighth-notes is just a bowing 

indication, and the actual articulation is given by the slurs placed underneath the big one. 

The effect should be achieved by a release of the bow between the second and the third 

eighth-notes, in a portato manner. 

180 

181 Siuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
Eisen, "Mozart, Wolfgang Amadeus." 
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Allegro 
i1 
2 

p 

Left Hand 

- Chromatic 
passages; 
- Arpeggios; 
- Ornaments in 
varied intervals 

J 

~ ~ rrc-1r vr 
i1 
J 

Example 11 - Four eighth-note idiom 

Right Hand Other 

- Bow distribution; - Classical style 
- Continuity of the 
bow motion over 
rests placed 
underneath slurs 

J. Brahms: Hungarian Dance No. 5 

Dynamics 

- Wide dynamic 
range 

Originally composed for piano four-hands in 1868 182
, this piece has been 

transcribed for violin and piano by Joseph Joachim and it has been a popular repertoire 

choice among violinists. It is not, however, included in the Suzuki Violin School. Doris 

Preucil has arranged the viola version presented in the Suzuki Viola School, volume six. 

The style of this piece is "flamboyant,"183 and it will provide the student with the 

opportunity "to experiment with various bowings to create different styles." 184 Such 

bowing techniques include: accents, spiccato , up-bow staccato, and sautille. 185 

182 
George Bozarth and Walter Frisch "Brahms Johannes " Grove Music Online, accessed January 14, 

201 3, ' ' ' 

http://www. ox fordm usicon I ine.com/s u bscri ber / article_ works/ grove/m usic/5 l 879?q=Brahms&search=qui ck 
&pos= 1 & start= 1 
18 - ' 

184 S
tuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 

185 i~~?hson, 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 50. 
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Left Hand Right Hand Other Dynamics 

- Velocity; - Chords; - Quintuplets; - Wide dynamic 
- Double-stops - Double-stops - Coordination range; 

(sixths); changing to a three- between right and - Dynamic changes 
- Artificial note chord left hands (Example creating a dramatic 
harmonic (Example 12) 13); effect 

- Fast string - Contrasting styles; 
crossings; - Syncopated 
- Varied bowing rhythms; 
styles - Defining 

fieramente (proudly) 

./9 1 

'M f~ f t If r r r I~ a f 
fat the nut 

7 ll 7 ll 
-===== -===== 

Example 12 - Double-stops changing to a three-note chord (m. 51) 

' ~ ; ' . ·~ f ' . ' d jihrrfl tmlm17 71 CU,r,r1 ooft1 !; ~; 1 
-< -< -< -< 

Example 13 - This passage poses a challenge on coordination between hands 

L. van Beethoven: Country Dances 

Watson Forbes and Alan Richardson transcribed these six dances from the set of 

twelve Kontretanze, WoO 14 for orchestra. These pieces were composed between 1791 

and 1801 and the catalogue WoO stands for Werk ohne Opuszahl (work without opus 

numb ) 186 An . 181 er • Urtext copy of the orchestral score can be found online. 

1s6 D . . 
ouglas Johnson and Scott Burnham, "Beethoven, Ludwig Van," Grove Music Online, accessed 

January 18, 2013, 

http://www.oxfordmusiconline.com/subscriber/article works/grove/music/40026?q=beethoven&search=qu 
ick&pos= I &_start= I. -
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These transcriptions have been published by Oxford University before their 

inclusion in the sixth volume of the Suzuki Viola School. All the selected pieces are short 

in length, but somewhat demanding technically. They explore the techniques of spiccato, 

double-stops, and legato playing, and will give the student the opportunity to experience 

passagework. 188 According to Martin, these transcriptions are "suited to the viola sound" 

and will "develop phrasing, bow control, [and] off the string strokes."189 

No. 1 - Allegro 

This piece will further refine the student's up-bow staccato and sautille 

techniques, as well as the new technique of ricochet, the "thrown-bow" stroke. It is a 

rather simple selection involving the left-hand technique. 

Left Hand Right Hand Other Dynamics 

- Sliding the fourth - Up-bow staccato; - Conversational - None specifically 
finger from first- - Ricochet texture with the 
position to a octave piano 
harmonic 

No. 2 - Allegretto 

The student will be able to further practice re-taking the bow on up- and down­

bow strokes; this might pose a rhythmic challenge, as the repeated bow directions may 

cause the student to rush the passage. The left hand is challenged by the use of half- and 

second-position. 

187 

( 
http://imslp.eu/linkhandler. php ?path=/imglnks/euimg/d/d4/IMSLP17219-Beethoven_ -_ Contadances. pdf 

1:fcessed January 18, 2013). 

(] 9
Joanne Martin, "Supplementary Repertoire for Advanced Violists " American Suzuki Journal 25, no. 2 
97): 56 ' 

189 Ibid. • 
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Left Hand Right Hand Other Dynamics 

_ Extensive use of - Bow retakes (up- - It starts on treble - sfz 

second-position and down-bow) clef 

No. 3 - Allegro 

This piece will demand a strong fourth finger on the left hand for the multiple 

double-stop passages as well as the "snappy" 190 grace-notes. There are several short 

passages that should be played using the technique of harmonics in different parts of the 

string, which demands good control over the bow speed and weight, as well as a precise 

placement of the left-hand fingers. 

Left Hand Right Hand Other Dynamics 

- Double-stops - Bow speed and - None specifically - Contrasting 
(including sustained weight for the passages 
notes with a moving harmonic passages 
voice) ; 
- Grace-notes; 
- Harmonics 

No. 4 - Con brio 

The player will face some passagework, and Stuen-Walker suggests that the first 

two measures should be played with an on-string articulation, so that the student will 

experience changes from on- and off-string bow strokes. 191 In addition, large string-skips 

are combined with large shifting in the second half of the piece. 

190 

191 ~tuen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 
Er hzabeth Stuen-Walker, "Suzuki Viola Book Six: Teacher Development Course" (lecture, Studio of 

izabeth S!uen-Walker, Bellingham, WA, August, 2011 ). 
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Left Hand Right Hand Other Dynamics 

_ Large shifts - Variety of bowing - None specifically - sfz 

combined with styles; 

string-skips - Large and quick 
string-skips 
combined with large 
shifts 

No. 5 - Allegretto grazioso 

This piece will provide the student with the opportunity to work on the legato and 

cantabile styles. It requires the player to observe the notes marked with a dot and a dash 

(Example 14), which Stuen-Walker classifies as a "brushed stroke,"192 and the presented 

fingerings make extensive use of the second-position. 

Allegretto grazioso 
r, 
I ,,.-----7 

IIB1hi J1 I r t t 
~~ t t .-fr:' y_ ',,-----
p I I t t c ~-L r J 

pdolce 

Example 14 - Articulation indicated by a dot and a dash 

Left Hand Right Hand Other Dynamics 

- Extensive use of - Consistency of the - Lilting style - None specifically 
second-position; "brushed" stroke; 
- Vibrato - Varied bow speeds 

(mm. 26-28) 

No. 6 • Allegro molto vivace 

This piece challenges the student's left hand by the use of double-stops and fast 

passagework. In addition, the bow arm will face a fast transition between sautille and fast 

192~ -------- -

S!uen-Walker, "Suzuki Viola Book Six: Teacher Development Course," [n.p.]. 

65 



detache, as indicated by the editor. According to Stuen-Walker, the style is energetic and 

• 193 
aggressive. 

Left Hand Right Hand Other Dynamics 

- Dexterity; - Spiccato; - Aggressive, -f pesante 

- Double-stop - Transition from energetic style 

passages (sixths and sautille to a fast 

thirds) detache 

J. S. Bach: Concerto for Two Violins, First Movement (Vivace) 

This is a transcription of the second violin part of the Concerto for Two Violins 

(BWV 1043) that is presented in the Suzuki Violin School, volume four. Similarly to the 

original violin version, this transcription requires the student to work on chromatic 

passages, bow distribution, and large string-skips. In addition, there is extended work on 

fourth position and treble clef passages. Also, the coJTect rhythm must be observed, as it 

is very common with students to rush on the half-notes tied to a sixteenth-note. 

Left Hand Right Hand Other Dynamics 

- Chromatic - String-skips; - Rhythm - None specifically 
passages; - Unequal bow 
- Extensive use of distri bu tio n 
fourth position 

J. C. Bach: Concerto in C Minor (excerpts) 

The origins of this Concerto are uncertain, and Riley lists it as actually written by 

Henri Casadesus (1879-194 7), a violist and music publisher. 194 According to sources, 

"Casadesus was also involved, with his brothers Francis and Marius, in bringing out 

193 
Ibid. 

194 

Maurice W. Riley, The Histo ry of the Viola, vol. 2 (Ann Arbor: Braun-Brumfield, 1991), 11 8. 

66 



unknown pieces purportedly by 18th-century composers, but it has long been clear from 

stylistic evidence that these are entirely the work of the Casadesus brothers." 195 

Regardless of its authorship, this concerto has been a "standard intermediate level viola 

concerto"1% through the twentieth century, and volume six of the Suzuki Viola School 

includes only the first two movements, which were previously presented in the fifth 

volume. 

I. Allegro 

According to Greene, this movement will not introduce any new techniques to the 

student. 197 It requires the player to have a good control over bow distribution and shifting 

technique. The piece exploits the viola range up to the fifth position and its musical 

material is "quasi-dramatic in nature, but predominantly lyrical rather than showy," 198 

presenting contrasting sections. 

Left Hand Right Hand Other Dynamics 

- Chromatic - Variety of bowing - Contrasting - Contrasting levels 
fingering across the styles; sections; of colors and 
strings; - Varied bow speeds - Piit calmato ed dynamics 
- Double stops; (bow distribution) espressivo (m. 95) 
- First to fifth 

.Position 

195 0 . 
h . avid Cox, "Casadesus, Henri ," Grove Music Online, accessed January 19, 2013, 
ttp.//www.oxfordmusiconline.com/subscriber/article/r1rove/music/05056p 0 2?q=Casadesus%2C+Henri+& 

search- • 0 0 

196 -qmck&pos= l &_start= 1 #firs th it. 
Greene "A C • • I A I • f h 

S . , omprehens1ve Performance Project in Viola Literature and a Pedagogica na ysis o t e 
uzuki Viol S h . 

197 a c ool, Volumes Four and Five " 69 ~d , • 
198 lb'd 

i ., 71. 
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II. Adagio molto espressivo 

This movement "pushes the student to a very high level of musicality," requiring 

• " 199 I dd. • h b 1 tone control "at all times. n a 1t1on to t e ow contra necessary for achieving tone 

control, this piece also demands increased sensitivity to phrasing issues and high-position 

playing on low and high strings. 

Left Hand Right Hand Other Dynamics 

- One-string scale (C - Extensive - Dense rhythms; - Broad dynamic 

string) ; sostenuto playing - Enharmonic range; 

- Leaps; spelling; - Playing pp with 

- Replacement shifts - Largo legatissimo clarity and 

(expressive (m. 72) expression in both 

fingerings); low and high 

- Augmented registers 

intervals 

199 
Stuen- , . 

Walker, 'Tips on Teaching Suzuki Viola," 7. 
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Chapter Six 

Overview of the Technical Demands of the 

Suzuki Viola School - Volume Seven 

The selections included in the seventh volume of the Suzuki Viola School include 

pieces from the Baroque and Romantic periods. These consist mostly of transcriptions 

from the repertoires of other instruments. The last movement of the Concerto attributed to 

J. c. Bach and the complete Concerto in B minor attributed to G. F. Handel are presented 

in this volume alongside works by Caix d'Hervelois, Kreisler, Corelli, and Faure. 

The AST A Syllabus lists the seventh volume of the Suzuki Viola School in the 

grade 4, as "the first five positions are used freely" and "double stops and chords appear 

frequently."200 In addition, this volume allows the student to further develop a sense of 

musical interpretation and sophistication. 201 Treble clef appears very frequently and, at 

this technical level, the student should be accustomed to read both alto and treble clefs. 

L. Caix d'Hervelois: Suite in A Major 

The pieces in this Suite were originally composed for the viola da gamba and 

basso continua and were extracted from the composer's Pieces de Viole, published in five 

volumes between 1708 and 1748.202 Although there are other arrangements for viola and 

200 

201 ~:erican String Teachers Association and Littrell , ASTA String Syllabus, 36. 
202 

htt~~~w~binson, "Caix d'_Hervelois, Lou_is De,"_Grove Music Online, accessed January _29 , 2013, 

9H .• oxfordmus1conlme.com/subscnber/art1cle c1tat1ons/!ITove/mus1c/04563?q=Ca1x+d%E2%80%9 
ervelo & . - o 

is search=qu1ck&pos= 1 &_start= l . 
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piano of some of the pieces presented in this Suite, this set was realized and arranged by 

Doris Preucil. 

La Milanese 

This piece stresses the use of the A string, requiring the student to "review the 

upper octave of the A Major scale emphasizing tone and clarity of notes."203 Fast string 

crossings paired with blocked fingerings will challenge the student's technique in order to 

create a clear sound while maintaining a good intonation on the intervals of fifths and 

sixths. 

Left Hand Right Hand Other Dynamics 

- Tritone relations - Fast string - None specifically - Scale-like passage 
across the strings; crossings involving effecting a 
- Blocking fingers; two strings; crescendo (m. 49) 
- Octaves across - String-skips; 
strings; - V ,tried speeds and 
- Awkward shifts weight in order to 
(mm. 52-65) achieve the dynamic 

changes; 
- Stressing up-bows 
on single eighth-
notes, creating a 
"leaning" effect204 

Sara ban de 

This piece demands that the student maintain a singing tone throughout, requiring 

good control over bow weight and speed. The style is "elegant"205 and the thirty-second-

2oi Er 
[n.ptabeih Siuen-Walker, "Suzuki Viola Book Seven: Teacher Development Course" (Bellingham, n.d.), 
204 

lbid. 
205 

lbict. 
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note passages should sound as an "effortless cascading of running notes. "206 In addition, 

there are passages that require the student to play over only one string in the lower 

register of the instrument, which can prove to be awkward on a viola with somewhat big 

upper bouts. 

Left Hand Right Hand Other Dynamics 

- Use of fourth and - Unequal bow - Elegant style - None specifically 

fifth position on the speeds; 

lower strings; - Varied bow weight 

- Extended passages 
in one string (shifts) 

Menuett 

The Menuett further develops the student's ability to play off-string bow strokes 

and to effectively change bow speeds. The overall style relates to the minuets presented 

in the previous volumes, however the contrasting Trio should have a heavier character, 

achieved by an emphasis on a "slow down bow followed by a swifter use of the up 

bow,"201 leaning into the downbeats. The figure of six eighth-notes slurred in pairs 

(Example 15) should be played with a "purposeful 'lilt' to articulate the melodic 

motion. "208 

• = 152 n 
~ I 1 ~ r-, . I O O 1 

I 111 2 ~ F t I C: r u r I r} ff fr I 4 # d j 4) I ~ F t 

2116 
Ibid. 

207 
Ibid. 

208 
Ibid. 

f 
Example 15 - Measures 4 and 5 show the figure of six eighth-notes slurred in pairs 
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Left Hand Right Hand Other Dynamics 

_ Intonation on the - Off-string stroke; - Contrasting styles - None specifically 

second-position - Purposeful "lilt" to between the Menuett 

passage (mm. 11- articulate pairs of and Trio 

13) eighth-notes 

Tambourin 

This piece will requires the student to control the bow at the frog while 

developing the off-string bow stroke and string-skips. The double-stops will challenge the 

left-hand technique for the intonation of the fifths ; in addition, the constant use of the 

close 3-4 finger pattern will aid on the strengthening of the fourth finger. 

According to Martin, this piece should be performed in a "flashy" style, which 

will emphasize its "bright and cheerful" rhythmic features. 209 Stuen-Walker suggests that 

the Meno vivo section (in A minor) should be played in a style that is "more poignant, 

perhaps mournful and slightly reminiscent [of] what has come before."2w 

Left Hand Right Hand Other Dynamics 

- Extended use of - String-skips (silent - Contrasting styles - None specifically 
the fourth finger; pivoting); 
- Double-stops - Further 
(blocking an development of the 
interval of a perfect off-string stroke; 
fifth); - Bow control at the 

frog 

209 
Martin " 

210 S ' Supplementary Repertoire for Advanced Violists," 56. 
tuen-Wa!ker "S k' v· " [ l , uzu 1 10la Book Seven: Teacher Development Course, n.p .. 
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L'Agreable 

The legato style of this selection helps the student to learn to sustain long phrase 

lines and to create a sustained sound throughout. The opening theme should sound 

smooth211 and the student should attend to the correct performance of the embellishments, 

such as trills, grace-notes, and thirty-second-notes which function as written-out 

mordents. 

Left Hand Right Hand Other Dynamics 

- Continuous vibrato; - Sustained sound - Possibility for a - The pp passage 
- Embellishments; throughout; contrasting passage (mm. 36-44) can be 
- Attention to - Long phrase lines; in the Poco piu played with a 
accidentals - Unequal bow lento (mm. 28-31) flautato bowing 

speeds; style and without 
- Possibility for a vibrato, for a color-
flautato bowing change effect 
(mm. 36-44) 

Gavotte 

This Gavotte aids the student in developing up-bow retakes as well as providing 

for a variety of bowing styles. The performer should play this piece in a way that will 

highlight the driving rhythm of the composition. 

Left Hand Right Hand Other Dynamics 

-Extended use of - Variety of bowing - Driving rhythm - None specifically 
shifts styles; 

- Up-bow retakes 

211 
Ibid. 
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F. Kreisler: Andantino (in style of Martini) 

Fritz Kreisler was regarded as one of the foremost violinists and composers for 

the violin of his day. His compositions include a string quartet, an operetta, cadenzas to 

the concerti by Beethoven and Brahms, and numerous short pieces. 212 Some of those 

short pieces were composed "in the style" of many composers from the eighteenth 

century, i. e. Pugnani and Martini. Initially, Kreisler claimed these works were by those 

composers, but in 1935 he admitted that these pieces were actually from his authorship.2 13 

Kreisler was famous for "the elegance of his bowing, the grace and charm of his 

phrasing, the vitality and boldness of his rhythm, and above all his tone of indescribable 

sweetness and expressiveness. " 214 

This selection, transcribed for the viola by Doris Preucil, requires the student to 

play with an elegant manner and a strong tone, in order to achieve the kind of expression 

that was characteristic of its composer. It also makes use of expressive fingerings, and 

helps to develop further the use of varied bow speeds and the execution of ornaments. 

Left Hand Right Hand Other Dynamics 

-Expressive - Strong tone; - Elegant style ; - None specifically 
fingerings (using up - Unequal bow - Phrasing 
to the seventh speeds 
position); 
-Continuous 
vibrato; 
-Ornaments 

212 
Boris S " . . 

http: //ww:hwarz, Kreisler_, Fntz," Grove _Music Online, accessed January 29, Wl3, . 
I& .oxfordmus1conlme.com/subscn ber/art1cle/grove/mus1c/ 15504 ?q=kre1sler&search=qwck&pos= 
2 - start:: I #firsthit 13 Ibid. • 
214 

lbid. 
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F. Schubert: Ave Maria 

Originally composed for voice and piano in 1825 and published in 1826,215 this 

lied has been transcribed for several different instruments. This arrangement by Doris 

Preucil is based on the version for violin and piano by August Wilhelmj, which is 

probably the version that was played by Mischa Elman in the recording that captured 

Suzuki' s attention. 2 16 Preucil keeps the same key used in Wilhelmj's transcription but 

avoids the use of octaves, opting instead for the interval of the sixth for the double-stop 

passages. This keeps the player from needing to place both the first and fourth fingers on 

the string for an extended period of time, which can strain the left hand. 

Left Hand Right Hand Other Dynamics 

-Expressive - Sustained long - Clear phrasing - None specifically 
fingerings; bows; within the molto 
-Extended use of - Extended use of lento tempo 
double-stops double-stops marking 
(s ixths); 
-Use of double-
stops on quick 
grace-notes; 
- Continuous and 
controlled vibrato 

11· 

;v' Maurice Brown and Eric Sams, "Schubert, Franz," Grove Music Online, accessed January 29, 2013, 
21t;,oxfordmusiconline.com/subscri her/article_ works/grove/music/25109pg2. 

uzuki , Nunured by Love, 86. 
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A. Corelli: Allegro 

This is a selected movement from Corelli 's Sonata Op. 5 No. 1 for violin and 

basso continua, first published in Rome in 1700.217 This piece is also presented in the 

seventh volume of the Suzuki Violin School. 

Kempter argues that it should be played in a "fanfare" style, "with long detache in 

the middle to the upper middle [part of the] bow. Speed, rather than weight, should be 

explored."218 Still according to Kempter, Suzuki specifies that this is an "exercise for the 

. d ~ h fi ,,2 19 thrrd an 1ourt mgers. 

This selection further develops left-hand dexterity and requires the student to 

execute fast string crossings using the whole arm, forearm, wrist and fingers, depending 

on the distance between the strings. 

Left Hand Right Hand Other Dynamics 

-Dexterity; - Multiple choices - None specifically - None specifically 
-Tritones across for how to execute 
strings; string crossings; 
-"Extensive - Fast and clear 
development of 1- detache 
to-4 finger 
patterns"220 

ll] M. 

h ichael Talbot, "Corelli, Arcangelo," Grove Music Online, accessed January 29, 2013, 
~tp://www.oxfordmusiconline.com/subscriber/article/f!rove/music/06478?q=Corelli&search=quick&pos=2 
2
;
8
start= I. o 

n d ~usan Kempter, "Book Seven - Suzuki Violin School: Teaching Points and Analysis" (Albuquerque, 
219 • ' [n.p.). 

Ibid 
110 • 

-- Sluen-Wa!ker "S k. v· C " [ ] , uzu 1 1ola Book Seven: Teacher Development ourse, n.p .. 
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]. c. Bach: Concerto in C Minor (Ill. Allegro molto energico) 

This is the third movement of the concerto whose other movements were studied 

in the sixth volume of the Suzuki Viola School. As mentioned earlier, sources indicate 

that this piece but it is a work by Henri Casadesus (1879-194 7).221 

The third movement of this concerto makes extensive use of thirds and sixths, 

arpeggios, string crossings and shifting. 

Left Hand Right Hand Other Dynamics 

- Double-stops - Variety of bow - Cadenza - Quick contrast 
(thirds and sixths); styles: legato, off- betweenp and/ 
- Extensive use of string, detache (mrn.27-31) 
shifts; 
-Blocking chords 
during shifting (mm. 
151-154: bottom 
notes spell a 
diminished chord) 

l l V 
1i1·• m m 1,ru m 11W m 1; ~1 "f "f 

Example 16 - Blocking chords during shifts 

G. Faure: Apres un Reve 

Initially written for voice and piano, this song was composed in 1877.222 The 

original key (C minor) is retained in the seventh volume of the Suzuki Viola School. The 

anonymous poem is in Italian (Levati sol che la luna e levata); Romain Bussine wrote the 

l l i Ril . 
m ey, The H1sto1y of the Viola , 1991 , 2: 118. 
htt J~~n-Michel Nectoux, "Faure, Gabriel," Grove Music Online, accessed February l , 2013, 
_ P: www.oxfordmusiconline.com/subscriber/article works/grove/music/09366?q=Faur%C3%A9&search 
-qu1ck&pos:: 1 &_start= I. -
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French version used by the composer. Doris Preucil arranged this version for viola and 

piano. 

This piece presents an opportunity to develop tone production. The music of the 

Romantic period requires the use of many widths and speeds of vibrato that should be 

combined with different bow speeds and placement. The dynamic nuances suggested by 

Preucil are a good exercise for music contour. In addition, the student will be challenged 

by expressive fingerings (including substitutions and extensions), extensive playing on 

the C string, and "rhythmic variant between quarters, eighths and triplets ."223 

Left Hand Right Hand Other Dynamics 

-Expressive - Varying bow - Varied rhythms; - Mostly soft 
fingerings (including speeds; - Phrasing dynamics, but still 
substitutions and - Tone production with a rich and full 
extensions); on the C string tone 
- Vibrato nuances; (including high-
- High-position position notes) 
playing on the C 
string 

G. F. Handel: Concerto in B Minor 

Like to the concerto attributed to J. C. Bach, this piece was first published in Paris 

in the first half of the 1920's224 is also a work by Henri Casadesus.225 Taskey considers 

this to be "an excellent viola concerto for students,"226 and according to Josephson, this 

concerto will require "a lot of playing in higher positions, as well as a variety of 

223 

2H i'.~en-Walker, "Suzuki Viol a Book Seven : Teacher Development Course," [n.p.]. 
225 ey, The H1sto1y of the Viola, 1991 , 2: 118. 

hn~~::: Hicks, "Handel '. George Frideric," Grove Music Online, accessed February I , WI 3, _ . 
& .oxfordmus1conl1ne. com/subscnber/art1cle works/£rove/mus1c/40060?q=handel&sea1 ch=qu1ck 
22fOS= I &_start:: 1. - e, 

Tos~urnett R. Taskey, Concertos for Violin and Viola: a Comprehensive Encyclopedia (Seattle: B.R. 
ey, 1983), 340. 
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complicated bowing patterns."227 It was previously presented in the sixth volume of the 

Su:uki Viola School. 

Allegro moderato 

Josephson writes that "much of the musical interest of the piece comes from 

sudden dynamic contrast or from gradual crescendi and descrescendi."228 Also, sequences 

and a variety of bowing patterns add interest to this movement. 

This movement presents the student with "much position-work,"229 and challenges 

the player's ability to recognize different key centers in the piece, which might represent 

an intonation issue. 

Left Hand Right Hand Other Dynamics 

- Position-work; - Unequal bow - Sequences; - Sudden dynamic 
-Chromatic distribution; - Different key contrasts; 
passages; - Large string-skips; centers; 
- Minor scale finger - Crescendi are - Harmonics; 
patterns; achieved by 
- Intonation on high increasing bow 
position passages length; 

- Multiple bowing 
patterns; 
- Sound clarity on 
high position use (C 
string) 

l!!;-1 :----------

118 j~~~phson, 'The Suzuki Viola School : A Pedagogical Guide for Volume Six," 63. 
119 ' 70. 
·- Siuen-Waiker "S k. v · " [ ) , uzu 1 101a Book Seven : Teacher Development Course, n.p .. 
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Andante ma non troppo 

This movement explores expressive playing. 230 In order to achieve such 

expressivity, the student should attend to vibrato and bow speed, maintaining a sustained 

"rich and vibrant"23 1 legato sound throughout. 

Bow distribution might be a problem, as there are many instances where the first 

two beats of the measure are to be played on a down-bow and the third beat is to be 

played on an up-bow motion. Also, the legato quality should not be disturbed by the 

string crossings. 

According to Josephson, an awareness of dynamics is imperative "to make this 

movement musically successful. "232 Stuen-Walker highlights that the student should 

attend to the softer dynamics and effect crescendi "with vibrato, bow speed, bow weight" 

while "pacing the very long"233 crescendi effects. 

Left Hand Right Hand Other Dynamics 

-Vibrato; - Unequal bow - Overall legato and - Expressive use of 
-Minor scale finger speeds ; expressive quality; the softer dynamics 
patterns - Smooth (legato) and crescendi 

string crossings 

Allegro molto 

The basic bow stroke used in this movement is "off the string, near the frog ,"234 

similar to the stroke used in the Gigue by V eracini, presented in the School' s fifth 

130 
Ibid. 

lll 

m i~~~phson, "The Suzuki Viola School : A Pedagogical Guide for Volume Six," 70. 
2)1 '72 . 
• Siuen-Walker "S k ' v· J C " [ ) 131 Ibid. , uzu 1 10 a Book Seven: Teacher Development ourse, n.p . . 
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vo lume. 235 The student should be able to easily switch between off- and on-string 

bowings, as this technique is often required throughout this movement. 236 The difference 

in bowing styles is what provides the musical contrasts in this movement. 237 Stuen­

Walker emphasizes the importance of a balanced bow when performing two notes on an 

up-bow using an off-string stroke.
238 

Also, there are many shifts, ranging from half­

through fifth position and string-skips. 

Left Hand Right Hand Other Dynamics 

- Shifts; - Contrasting - Contrasting styles - None specifically 
- Mordent bowing styles; (energetic style 

- Off-string stroke; versus legato 
- String-skips sections) 

lJ5 J 

ll6 1~~~phson, "The Suzuki Viola School: A Pedagogical Guide for Volume Six," 73. 
13, ., 75, 
• Ibid 77 
l38 ., · 

Stuen-Wa!ke "S k' . " 
r, uzu I Viola Book Seven : Teacher Development Course, fn .p.]. 
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Chapter Seven 

Using Etudes as a Supplement to the Repertoire 

in the Suzuki Viola School 

The Suzuki Viola School presents a repertoire in which the technical 

developmental points "are found in the music itself and must be extracted for study."239 

For this reason, the teacher has a responsibility to "introduce the student to the 

challenging passages from each piece, creating additional exercises as needed, until the 

student masters the particular technique."240 In addition to such exercises (commonly 

referred as "preview spots" or "teaching points"), a teacher may choose to also employ 

etudes. One argument in favor of this approach is that "technical mastery cannot be 

accomplished through only brief exposure to a problem. "24 1 

Silva observes that "an etude has to be long enough and substantial enough to be 

recognized as a self-sufficient musical entity or statement, making it worthy of actual 

study."242 Kruse argues that most of the material originally written for viola surveyed in 

his research does not present enough repetition of skills in order to be used as a primary 

method to develop good technique, but "some of the pieces could be used successfully as 

either musical or technical supplements for the intermediate violist."243 

The purpose of etudes collected in this document is to aid the student with the 

technical mastery of the instrument throughout repetitions of the physical tasks necessary 

239 

240 ~eucil and Preucil, "The Evolution of the Suzuki Viola School ," 18. 
241 tephson , 'The Suzuki Viola School: A Pedagogical Guide for Volume Six," 6. 
242 U~use, 'The Viola School of Technique: Etudes and Methods Written Between 1780 and I 860," 236. 

Sl d isses Silva, "Original and Transcribed Etude Books for Viola: a Reference Guide for Teachers and 
u ems" (DM . . 

243 Kr A D1ssertat10n University of Georoia 20 I 0) 3. ~ •Th . , o, , 
' e Viola School of Technique: Etudes and Methods Written Between 1780 and 1860," 117. 
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to accomplish such mastery. In addition, the use of such etudes will provide practice in 

music reading. 

When using etudes to supplement the technical development obtained through the 

repertoire in the Suzuki Viola School, the teacher needs to understand the importance of 

explaining the transfer of skills across different repertoire. "A person' s ability or inability 

to apply knowledge rests at the core of the educational experience and, therefore, is an 

important aspect of all teaching."244 Duke notes that there is ample research suggesting 

that "transfer is not reliably automatic; that is, learners who encounter novel situations do 

not always apply their knowledge and skills in ways that effectively solve problems and 

accomplish goals."245 Therefore, it is the teacher's responsibility to make sure that the 

student is able to recognize and to transfer the technical skills to other pieces where such 

skills are appropriate or necessary. 

Good playing behaviors (both musical and physical) are developed thorough 

consistent and productive repetition,246 and it is the teacher's hope that these good playing 

habits will transfer across the different musical compositions the student will encounter. 

The transfer of skills "is influenced by both contextual similarity and learners' 

recognition of the applicability"247 of the learned task. This imposes on the teacher the 

re~ponsibility to plan the instruction in a way that will clearly present the intent of skill 

development and its transfer. Duke argues that "contextual variety develops flexibility, 

because thinking and doing in different contexts provides learners with experiences that 

244:--=----------

M C_hriSlopher Peterson and Clifford Madsen "Encouraoing Coonitive Connections and Creativity in the 
us1c Classro " M . ' o o 

245 Robert om, usic Educa_tors Jou:nal 97, no. 2 (2010): 25. . . . . 

(A . Duke, Intelligent Music Teaclung: Essays on the Core Pnnc1ples of Effective Instruction ~n~. . 
246 lbid. arnmg and Behavior Resources, 2005), 144. 
147 ., 147. 
- Ibid , 150 
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illustrate the application of know ledge and skills beyond the limited circumstances"248 of 

the original instruction, and it is more likely that students will be able to transfer skills to 

unfamiliar contexts if they have experienced such variety during the learning process. 

The use of etudes in addition to the repertoire presented by the Suzuki Viola School 

provides such contextual variety, hence presenting the student with the possibility to 

apply previous musical know ledge to novel situations. 

Selected Etudes 

The etudes were selected and divided according to the most prominent teaching 

point presented by the composition. However, it is possible that a given etude will present 

the opportunity to work on more than one aspect of the playing technique. The teacher 

should select the etude that best fits the student' s needs to accomplish a technical or 

musical goal. When selecting the compositions for right-hand technique, I aimed to select 

works that were not demanding for the left hand, so that the student is able to concentrate 

on the right-hand tasks. The same is true for etudes for the left hand. 

Etudes for Right-Hand Technique Development 

According to Galamian, the problems of the right hand "cause most of the trouble 

for the violinist [violist]. "249 Primrose considers the viola bow technique to be more 

circumscribed than that of the violin due to the violin 's quicker response. He also claims 

that violists ar • · • f e more restncted and "constramed to greater care m matters o tone 

248 lb. 
, Id., 156 
.49G 

alamian, Principles of Violin , 44. 
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production."250 Palumbo argues that, compared to the violin, the viola requires some 

slight exaggeration of several elements of right-hand technique: "the bow stroke mu st 

have sufficient initial 'bite"'
25 1 

in order to overcome the problem of onset. A full tone will 

derive fro m an increased arm weight and there is more variation of weight and attack in 

between the A and C strings on the viola than in between the E and G strings on the 

violin. 252 One should notice Palumbo's word choice of "weight" and Primrose's remark 

that "the words 'pressure' and 'viola' are irnmiscible."253 

With those considerations in mind, the teacher using the Suzuki Viola School may 

choose from the following etudes to supplement the students' technical development. The 

extent to which each etude will be used (full length or excerpts) will depend on the 

teacher's pedagogical goals. Some etudes might be slightly altered in order to serve a 

different pedagogical approach. For example, an etude for detache might be played with 

different slur combinations (for bowing dexterity) or with an off-string bow stroke, hence 

developing the technique of spiccato or sautille. 

Bariolage 

Bariolage is a passage where "no two consecutive notes of a passage of disjunct 

figuration are played on the same string. Instead, the bow oscillates between two, three, 

lSO W, 

251 Mil~am Primrose in Yehudi Menuhin, Violin and Viola (New York: Schirmer Books, 1976), 175. 
212 lb:~ ael Palumbo, "Viol a: It's Not Just a Big Violin ," Music Educators Journal 70, no. 9 (1984): 59. 
25] Pr' • 

unrose in M h. . . 
enu Ill , Violin and Viola , 175. 
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or four strings. Occasionally, a passage employing the bariolage principle will require the 

,,254 
reiteration of notes. 

• from Methode pour l'alto viola suivis de Vingt-cinq Etudes, by Bruni (1 st 

position) 

B. Bruni (1757-1 821) 

Allegretto 

i@pr fjf;J~ JRJ JR¾'TiP1fJJrojFJjFJ1 
. J 'J • ...1 'J - -.,/ ".J ..J .. ~ 

dolce 

• from Guida per lo Studio della Viola, Vol. 1 (Esercizio sulle 4 corde). by 

Cavallini (1 st position) 

E. Cavallini (1806-1881) 

Moderato 4 o • . 4 o • . 4 

liRi1u•2 ffl t tr f W/ I Wf t t ff ffjj I ruj tt;£E@ 

• from Guida per lo Studio della Viola, Vol. 2, by Cavallini (½-4th positions) 

E. Cavallini (1806-1881 : 

(.ll 4 JJ 1 ',, 

E. Cavallini (1806-1881) 

254~---------

Berman Americ s · T • • D • • of B . ' an tnng eachers Association and National School Orchestra Association, 1ctwnary 
owing and Pizzicato Terms, 9-10. ' 
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• from 15 Ettiden fur Viola, Op. 87, by Hofmann (1 st -3rd positions) 

Allegro rnodcrato. n 

V I)-., h r♦ •~ g Y--.. •,,.---,. ~ ~ 
KFn,QJ:GJWfil1teJQ.f 8t.JW1 @[Bl 

.t I .J ' it .-tf' I S }J .I z 8 1 

• from Nouvelle Methode d' Alto, by Martinn (1 st-3 rd positions) 

J. Marti1m(l775-1836) 

J. Martinn (1775-1836) 

• from Methode d' Alto - Nouvelle Edition, by Martinn255 (1 st-5th positions) 

J. Martimt (1775-1836) 
E.Cavallini (1806-1881) 

Allegro vivace ,..._ 
f:~ ~ I I 

19ifjj!@c.u5'tF1 <fJltr(gyrrrr1 mgr & cIFtUil 

• from Praktische Bratschen-Schule, by Sitt (3rd position) 

Allegro 
H. Sitt ( 1850-1922) 

mffflrrf r:f r' ftffrqnw, ttffFr r: rrrfri ffffir(ff [[;1 
/ Jempre 

w~ . .. 
S mcticates that the etudes included in thi s collection are actually composed by Eugenio Cavallm1. 
~~"~· . .. d 0780_

1860 
,,' armng Viola Technique Through Original Etudes: Annotated B1bliography ofEtu es 

h1tp"// ) (presented at the ASTA National Conference, Detroit, 2007), 
~tru·e;t.e~nkruse.net/live/video_popup.php/Etudes_Anotated_Bibliography.doc ?filename=dl_file&gallery 

Id-l&download=l&start_dl= I. 
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Detache and Staccato 

Selected etudes for the detache bow stroke are listed below. According to 

Galamian, to perform this bow stroke "a separate bow is taken for each note and the 

stroke is smooth and even throughout, with no variation of pressure" and "no break 

256 
between the notes. 

For the execution of the staccato, "the bow is not pressed before the motion 

begins, so a soft , 'round ' attack is produced. However, the bow is moved very rapidly 

and stopped abruptly to provide a rest before the next stroke begins."257 Although the 

staccato is executed similarly to the martele, etudes for the detache stroke can be easily 

adapted to the staccato stroke. 

• f rom Methode pour l'alto viola suivis de Vingt-cinq Etudes, by Bruni (1 st 

position) 

AUcgro B. Bruni ( 1757-1821) 

• from Neue Schule fur Bratsche, Op. 54, by Kayser (1 st position) 

ILE. Kayser ( l8l5-1888) 

Tempo giusto 

lij J P W J J J I fJ j J tiiU I EU} {JJJ I J 3 J#] .; Jq.l 3 I 
f 

2l6 

2s1 ~alamian, Principles of Violin , 67. 

0r8 erman, American String Teachers Association and National School Orchestra Associati on, Dictionary 
, ow111ga dP· . ' n 1Z.Ztcato Terms , 47. 
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-
• from Obungsstticke fur Viola alta, by Kupfer (1 st position) 

. = 80-100 
E. Kupfer ( c.1850-c. I 9 I 0) 

• from Metodo Elemental de Viola, by Lestan (1 st-3 rd positions) 

T. Lestan ( 1827-1908) 

Allegro . . . . . . . --:§"' . . . . ,._ ~-. . • ~. . . . 
M JQtrE1 1 Q-.JJPI G-Etl UC:rttl 7 (rCtlJQ-rJI 

marcatto 

T. Leslan ( I 827-1908) 

I 

IIB c j J YP j 3 p E f f r t f F f I r F r r- J J J - J J J J gif & I 

• from Practical and Progressive Method for the Tenor, by Ltitgen (1 st position) 

H. Lutgen(c.18\0-c.1874) 

• from Methode d' Alto - Nouvelle Edition, by Martinn (1 st-3rd positions) 

Allegro motto 

J. :vtartiim(1775-1836) 
E. Cavallini ( 1806-188 1) 

1~ •fr(Z! r!F@tggil)q ID W=efF mG + r · err.1 
3 3 3 

1tuTE1 r1 
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• from Nouvelle Methode d' Alto, by Martinn (1 st position) 

.I . \fort inn ( 1775- 1 RJ6) 

• from Sechzehn Etliden fiir Viola, by Meyer (1 st_2 nd positions) 

Allegro moderato 
C. Meyer ( I 868-1958) 

• from Praktische Bratschen-Schule, by Sitt (1 st position) 

H. Sin(1850-1922) 

Allegro 

~le ""r-JJJ;g;·rg,;~srrcrrrwrrm::rrura - -f 

H. Sin (1850-1922) 

Mode rato 4 

~ii r Et I t t r 1 4 ; t I t ; ~ 1 9 ~ t I t t 9 IJf F Etf=13 
H. Sin (1850-1922) 

• from 15 Etliden fiir Viola, Op. 116, by Sitt (½-3 rd positions) 

H. Sin ( I 850-1922) 

Allegro 

3 "'--.'.' ~ ~ ,'~ ~~~ 1~ ?1mw1 F qg;v:11~ J • -fc <;..) 

mf 
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Large String Crossings 

Large string crossings require the player to use the whole arm, "swinging the 

elbow out away from the body"258 and back close to the player's side. Most of the 

selected etudes also concentrate on chord playing technique, as the student is required to 

keep the fingers down on the string while playing the adjacent strings. 

• from Neue Schule fur Bratsche, Op. 54, by Kayser (1 st position) 

H. E. Kayscr(l815-l888) 

1fil a£1--.zB: af} g£);1 gj) a!) tt6' d I 
f 

• from Nouvelle Methode d' Alto, by Martinn (1 st position) 

J. Yiartinn (1775-1836) 

• from Methode d' Alto - Nouvelle Edition, by Martinn (1 st_3 rd positions) 

Allegro ma non troppo 
J Martmn(l775-1836) 
E Cavalhni ( 1806-188 1) 

~ ~~ ~~ »:tcti}'tili 1 ®t.@1 eEI?r r r ~ 1 @#@ 1 4£A~ 
:::=...--' :::__,.,' 

258 
Galamian, Principles of Violin , 50. 
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.... 

• from Praktische Bratschen-Schule, by Sitt (½-1 '1 positions) 

Allegro moderato H. Sitt ( 1850-1922) 

H Slll(1850-1922) 
Moclerato 

Legato and Cantabile 

Legato indicates that there should be no interruption between the notes, "whether 

in one or several bows."259 Etudes selected for the detache stroke can be used to practice 

the legato quality when there is no slur indication. 

When the legato is indicated by a slur (meaning that two or more notes are to be 

played in the same bow), one must observe that the left-hand activity does not disturb the 

smoothness of the bow and that the sound is not interrupted by string crossings. 260 

• from Guida per lo Studio della Viola, Vol. 1 (Esercizi Facili), by Cavallini (1 st 

position) 

E. Cavallini (1806-1881) 

Allegro 

3~c JJ p@ JJJJ % .0 J)I-J . ;n BJ JS~ 
--------------- -------------- ---------------mo/to legato 

259 Berman, American String Teachers Association , and National School Orchestra Association, Dictionary 
of Bowing and Pizzicato Terms , 26. 
260 

Galamian, Principles of Violin , 64-65. 
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Allegro 

• from Guida per lo Studio della Viola, Vol. l (Esercizi sulle 4 corde). by 

Cavallini (l st-3 rd positions) 

E. Cavallu11 (l 806-1881) 

fflic C~f (fr):riff I t~r r~ 

• from Methode pour alto, Vol. 1, by Firket (l st-3rd positions) 

L. flrket (1838- 1893) 
Andante 

~ ~ g - -AW¥- -=+f!P I OOtfF I [HJ [fif I JJ121tffb 
--=:___..-, 

p legaro 

• from Zwolf Obungen for Bratsche, Op. 5, by Goring (1 st-5th positions) 

L. Goring (?-1898) 

Allegro ma non tro ppo 

• from Neue Schule for Bratsche, Op. 54, by Kayser (1 st position) 

H. E. Kayscr (l81 5-1 888) 

• from Methode d' Alto - Nouvelle Edition, by Martinn (1
st
-3

rd 
positions) 

Andante mosso 

93 

J Martinn (1775-1836) 
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• from Methode pour alto 25 les;ons faciles, by Roger (1 ' 1 position) 

Mod era to A. Roger (1814-1846) 

~ ,---------...__ 
lt@'.J r r r r r I r 

• from Praktische Bratschen-Schule, by Sitt OS1position) 

Andantino H. Sitt (1850-1922) 

Anda ntino 
H. Sitt (1850-1922) 

M 

·l!lii j 
nif 

H. Sitt (1850-1922) 

Martele 

Selected etudes for the martele bow stroke are listed below. In addition to the 

etudes listed here, the etudes from the detache and staccato list could be adapted to 

practice the martele as well. This stroke is a "sharply accentuated, staccato bowing,"261 

which starts with a "consonant type of sharp accent at the beginning of each note and 

26 1 
Berman, American String Teachers Associ ation , and National School Orchestra Association, Dictionary 

of Bowing and Pizzicato Terms , 3 1. 
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always a rest [silence] between strokes."262 Some etudes can also be used to work on 

string-skips. 

• from Guida per lo Studio della Viola, Vol. 1 (Esercizi Facili), by Cavallini (1 st 

position) 

E. Cavall ini (1806-1881) 

11w c 3 J P PJJ I u t t t t t t I t t r r t t t t I u a tt t t 1 

• from Guida per lo Studio della Viola, Vol. 2, by Cavallini (1 st_3 rd positions) 

E. Cavallini (1806- 1881) 

E. Cavallini (1806-1881) 

Risoluto e ben marcato > 

• -~ -i: ;_ • -~ • ' i '. -~ 
liB1•1 p{]I f [t®,1@[1}1 t.YE} I &U}I t£f+1 £fw 

>- ' !..--"' 

Moderato 
E.Cavallini (1806-1881) 

• from Methode pour alto, Vol. 1, by Firket (1 st position) 

L. Yu-ket (1839-1893) 

Moderato 

l!B I,~! EE p f [j I J J j J J J I J~J J Jii.J J I J~] J J J J I r F [ r r~f I 
s1mlle 

p 

262 
Galamian, Principles of Viol in , 71. 
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• from 36 Etuden fiir Bratsche, Op. 43, by Kayser (1 st position) 

H. E. Kayser (1815-1888) 

H. E. Kayser (1815-1888) 

Allegro 

liB llo: J JQ F Et I r ti J ti I f t t r t t I r tr F 4 3 :I ll: j .nm 
> • > 

mf 

• from Sechzehn Etiiden fiir Viola, by Meyer (1 st-6th positions) 

Moderato C Meyer(l868-1958') 

n V 

IISc JIP fTE I fiJ; ff]] I Jffi .[P I jJJ2 ff]] I 
,if-= ~ p ,if-= ==-- p 

• from 18 Easy Exercises for the Tenor, by Praeger (½-1 st positions) 

H. A. Praeger (1783-1854) 

Allegretto 
T J T J T J J T T T 

11s i.c ttif r r f r I tt1J fr tJ In@ 
f ben marcato , 

Sautille 

The sautille is "a characteristically rapid, and alternating down and up-bow."
263 

The player relies on the natural resiliency of the bow stick in order to perform this bow 

stroke, as "there is no individual lifting and dropping of the bow for each note."
264 

263 Ibid. , 43 . 
264 Ibid., 77. 
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• from Die Ersten Studien fur Viola, Op. 86, by Hofmann (1 st position) 

Allegretto moderato R Hofrnann(l844-1918) 

simile 

• from Neue Schule fur Bratsche, Op. 54, by Kayser (1 st position) 

H. E. Kayser (1815-1888) 

Allegro 

IIK c J J J J EilJ I JJJJ E E E f I U.£J .1 J J J I JJJJ I j j j I 

Allegro , 
H. E. Kayser ( 1815-1888) 

1:±trr r • r • rtir r r r C ~ r r I J J -=½ r rill' I' mrr=r=rg 

f 

• from Sechzehn Eti.iden fur Viola, by Meyer (1 st-5th positions) 

C. Meyer( 1868-1958) 

Presto 
' $ 

1151 11,CttfJtVtitttrftVtiHtffff titll1 rllr Irr r fur•, I 
:P--= =-- --= =- cmc. f --=-- :P--= ==--

Spiccato 

The slow-to-moderate-speed bouncing stroke, which can sound gently brushed to 

percussively dry, 265 and when the horizontal motion is emphasized over the vertical 

265 Berman, American String Teachers Association, and National School Orchestra Association, Dictionary 

of Bowing and Piu.icato Tenns, 46. 
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motion, the produced sound is what is defined as brush stroke. The bow is released from 

the air on the strings and lifted up again. 266 

• from Methode pour l' alto viola suivis de Vingt-cinq Etudes, by Bruni (1 st_3 rd 

positions) 

Allegro 
B. Bruni (1757- 182 1) 

ffl&c fw diJ@i, fr f I U f Pr Fr f cf E Er Fy I 

Allegretto 
B. Bru ni (1757- 182 1) 

• from Guida per lo Studio della Viola, Vol. 1 (Esercizi Facili), by Cavallini (1 st 

position) 

Vivace 
E. Cavall ini (1806-188 1) 

E. Cavallini ( I 806- I 88 I) 

Af~ - ~ 

1!cJJJ Q-Jj n1 J J P, ffi]1 JJ 01 {ffi1 &IJ( [tfd 
._,I • ~ ==- p --== =-p 

Maestoso E. Cavall ini (1806- 188 1) 

B1,c t t t t tcu Id 
ff deciso 

r I tttt Et& I M r I t tt:t tt ti I 

266 
Ga!amian, Principles of Violin, 75. 
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• from Guida per lo Studio della Viola, Vol. 1 (Esercizio sulle 4 corde). by 

Cavallini (1 st-3rd positions) 

Modcrato . . 
E. Cavallini (1806- 188 1) 

l~-#ffc p P d Et fttt t tu I WJ ~ 

E. Cavallini (1806-188 1) . . 
~~ n I vaao .J :gp P i o ttt tat tu I h n4¾-~ 

-...I .• 

• from Guida per lo Studio della Viola, Vol. 2, by Cavallini (1 st -3 rd positions) 

E. Cavallini (1806-1881) 

• • • • ... • (4) --- • --- • f'- . 
~(2- ir r p; CLJ¢ ttt t tttttm-urar f rf c CtJ I 

• from Guida per lo Studio della Viola, Vol. 2, by Cavallini (1 st-3rd positions) 

E. Cavallini (1806-188 1) 

• from 15 Ettiden fur Viola, Op. 87, by Hofmann (1
st-3rd positions) 

R. Hofmann (1844-19 19) 
Allegretto 

fflc lffl !ffl 1,,iffl fffl 1Qj OF 1,/ffl 00 
l I 1 4 4 I .... 1 q J 1J 2 ef . . 2) • . J • • • J •• ] 
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• from Ubungsstiicke fur Viola alta, by Kupfer (I st position) 

J = 104 
E. Kupfer (c.I850-c.1910) 

Staccato (Solid Staccato) 

The solid staccato is a "succession of short, clearly separated, and consonant­

articulated strokes on one bow, performed while the hair of the bow remains in 

permanent contact with the string."267 When multiple strokes are performed within an up­

bow, it is called up-bow staccato. 

• from Guida per lo Studio della Viola, Vol. 2, by Cavallini (1 st-5th positions) 

E. Cavallini (1806-1881) 

. ~ 
1ruwt11er 1[fi.Uff 

• from Neue Schule fur Bratsche, Op. 54, by Kayser (1 st position) 

22 ~- ~ -

nffi1tEt1frttftl,itil] I c" J f ,- r f 1

9Llt hgt C f I 
ft ft ft ft 

267 Ibid. , 78. 
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• from Methode d' Alto - Nouvelle Edition, by Martinn (1 st_3 rd positions) 

• from Viola-Schule, by Ritter (1 st position) 

Etudes for Left-Hand Technique Development 

Galamian considers that "the left hand is concerned with two basic problems: (1) 

the fingering of the notes and (2) the vibrato."268 The etudes selected for this study will 

help the student to develop basic left-hand technique required by the repertoire presented 

in the Suzuki Viola School, such as the use of multiple types of double-stop, shifting, 

finger dexterity, and fingerboard geography in different positions. 

Arpeggios 

• from Grande Methode pour Alto, by Alday (1 st position) 

F. Alday ( 1761-1835) 

- ~ - ~ ~ ~ Dhc ~I J E2frE2frE2fr1 J [&(&(&1 
> > > 

268 
Ibid. , 12. 
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• from Nouvelle Methode d' Alto, by Martinn (I st position) 

J. Maninn (1775-1836) 

J. Maninn (1775-1836) 

• from Methode d' Alto - ouvelle Edition, by Martinn (1 st_3 rd positions) 

l . Maninn (1775-1836) 

• from Praktische Bratschen-Schule, by Sitt (1 st position) 

~foderato 
H Sm/1850-1922) 

Chords 

• from ouvelle Methode d' Alto, by Martinn (1 '1-2nd positions) 

J. Martinn (1775-1836) 

B<l 
?7 
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• from Viola-Schule, by Ritter (l't position) 

Grave H. Riller(l849-1926) 

-JJ i ~ ~ ; I~ ~ h 1;14 ,t i t j 
f 

• from Praktische Bratschen-Schule, by Sitt (½-1 st positions) 

H. Sitt (1850-1922) 

H. Sill (1850-1922) 

Moderato : 1 2 , 

~ l ~ l l ~ l 

ffl:Kj ; 3 a. I ~ 3 3 If f F f I f i I 3 3 3 i I ~ 1 ttJ 

H. Slit (1850-1922) 
Allegro moderato 

Chromaticism 

• from Methode pour alto, Vol. 1, by Firket (151
-3

rd 
positions) 

L. Firket (1839-1893) 

Moderato 

ef simile 
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• from 15 Etliden fur Viola, Op. 87, by Hofmann (l ' t-3rd positions) 

• from 24 Leichte Melodische Viola-Studien, Op. 86, by Palaschko (1 ' t position) 

p - :::=-- cresc .. ... . 

• from 18 Uebungen fur Bratsche, by Weinreich (1 st-3rd positions) 

J. Weinreich ( 1858-1927) 

Double-stops 

• from 15 Etliden fur Viola, Op. 87, by Hofmann Ost-3rd positions, thirds and 

sixths, chordal texture) 

R. Hofmann (1844-1919) 

104 



• from 15 Eti.iden fur Viola, Op. 87, by Hofmann (1'1-s1h positions, thirds and 

sixths, chordal texture) 

Moderato R. H ofrnann (1844- 19 18) 

Lento 

ef 

Andante 

• from Praktische Bratschen-Schule, by Sitt (1 '1 position, seconds, thirds, 

fourths, fifths, sixths, and octaves, chordal texture) 

H . Sitt (1850-1922) 

• from. Praktische Bratschen-Schule, by Sitt (1 '1 position, thirds, fourths, fifths, 

sixths, octaves, chordal texture) 

H . Sitt (1850-1922) 

• C ~ tJ I r rr I F rj I r r I r ~J I r 

• from. Praktische Bratschen-Schule, by Sitt (1 st position, unison through octaves, 

chordal texture) 

H . Sitt (1850-1922) 

Mod era to · , 

Btq r ; 1 r r ~ 1 ~ r ;1 i ~ fEt the t t I r rt; ·tr4 
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• from Praktische Bratschen-Schule, by Sitt (l 't position, seconds through octaves, 

chordal texture) 

H. Sitt (I 850-J 922)) 
Andante 

• from Praktische Bratschen-Schule, by Sitt (1 st-3 rd positions, seconds through 

octaves, chordal texture) 

H. Sitt (1850-1922) 
Andante 

1m 1
(' dzEs gtf I fF r 

mf 

Allegro _ __ H. Siu (1850-1922) 

lffii:fRJ~l ~I@@ I aill,t 

Fixed Positions 

• from 36 Etuden fiir Bratsche, Op. 43 , by Kayser (2
nd 

position) 

H. E. Kayser (1815-1888) 
Allegro moderato 
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• from Praktische Bratschen-Schule, by Sitt (2nd position) 

H. Sitt ( 1850- 1922) 

Moderato 

Jf!.c j Jr r It t 4lJ Jr t It t t t It r r JI rt r r I Jr #-4 
f 

Moderato H Sitt ( 1850-1922) 

J ,.......---:: ,,--... ,,..-.. 

JW\-2 r· w I t?r I fr F r f f I r f I F" tc; I f" ttr I fr C F F FI 
mf 

Andantino H. Sitt ( 1850- 1922) 

p do/ce -=::: 

• from Praktische Bratschen-Schule, by Sitt (3rd position) 

Moderato 
11. Sitt (1850-1922) 

simile 

IIR I' f P. .J g I F rt} F tt If E:F F g Ir a r (FI r a r Eil 
f 

Moderato 
H Sitt ( 1850-1922) 

llRw d23iJ f? I clif& fG I@@: (r I r1:iir} fr 
I 

II. Sittfl 850-1922) 

> 
f sempre 
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• from Praktische Bratschen-Schule, by Sitt (4th position) 

H Sit t ( 1850- 1922) 
Moderato 

~ ~ . . • ~.... • • ~~ ...... . 

l!B 11
t an r f fj I a f itcrr: I tJfi ( Lr I C:f gnu JI 
f . . 

• from Praktische Bratschen-Schule, by Sitt (5 th position) 

H. Sill (1850- 1922) 
Allegro 

IIBe r f f Ir ff f C If r f IC rrnf r I (f f r I (t r f I 
mf 

Mordents 

• from Viola-Schule, by Ritter (1 st-2nd positions) 

Allegro H. Ritter ( t849-1926) .... .... 
~ ---- - - ---· "--- .... 

~~@--cc@ff/tr-r:f I ttuf rr-r ~ rfr R: @1 
sempref 

• from Praktische Bratschen-Schule, by Sitt O 't
-3

rd 
positions) 

H S, tt (1850-1922) 
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Trills 

• from Methode d' Alto - Nouvelle Edition, by Martinn (1 st-3 rd positions) 

Moderato 

tr tr tr > 
tr 

J. Mart inn (1775-1 836) 
E.Cava llini ( 1806-188 1) 

tr > 

IF F 1 r r 1r F 1 r r 
J. Martinn (1775- 1836) 
E.Cava llini (1806- 188 1) 

Allegro Brillante 

tr. tr tr. tr - .• ~ tr. tr . tr~ t_r 

~ ITPatarwJtR31 Crrtn I ttf f tFi c ~r ~ri 

• from Viola-Schule, by Ritter (1 st position) 

H. Rincr(l849-1926) 

Turn (Gruppetto) 

• from 36 Etuden fur Bratsche, Op. 43, by Kayser (1 st position) 

H. E. Kayser ( 18 I 5-1 888) 

• from Viola-Schule, by Ritter (1 st-3rd positions) 

H. Rittcr ( 1849-1 926) 

Lento 

'"!I-~===== 
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• from Praktische Bratschen-Schule, by Sitt (1'1-3 rd positions) 

II. Sitt (1850- 1922 ) 
N> N> 

--------- , : I ,,------:-.,._ ~- .._.., -------- ,----::---. ,--,,_ 

~~9-J,-,.-=_ ? LL-Yi r b F • f •· tt, ~ r 1-1 ~ ~ __, ' . . - - - ---"--'- p • . J. . 
p do/ce --=:::: -== 
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Conclusion 

The Suzuki Viola School comprises pieces from the traditional viola repertoire and 

transcriptions in order to develop students' technique and musicianship. Such repertoire 

may be supplemented by etudes not included in the volumes. As the technical difficulty 

of the repertoire presented in the Suzuki Viola School increases, the student requires a 

longer time to master each specific piece, and etudes can be used to accomplish a few 

goals, such as to develop music reading and technical abilities. In addition, the use of 

shorter works that do not necessarily have to be brought to a performance level can help 

the student gain a sense of accomplishment by finishing those pieces in a shorter period 

of time. The teacher may choose to use the etudes as complete pieces or to have excerpts 

extracted from them. 

Kruse warns that "technical mastery can not be accomplished through only brief 

exposure to a problem."269 In addition, he concluded that several of the etudes he 

analyzed failed to provide enough repetition of a given skill but "proved to be of enough 

technical merit that they could be used as supplement"270 to other collections in the 

pedagogical repertoire. This is consistent with the notion of collecting etudes to aid the 

student who is learning to play the viola through the Suzuki Viola School. 

In the appendix, this study provides scores of selected etudes listed in Chapter 

Six, organized by teaching points. Such works have been considered to be in the public 

domain or are out of print, so their inclusion in this study proves to be a useful resource 

for teachers wishing to acquire scores for the etudes listed. 

269 Steven Kruse, 'The Vi ola School of Technique: Etudes and Methods Written Between 1780 and 1860" 

(DA Dissertation, Ball State University, 1985), 236. 
270 Ibid. , 286 
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Bariolage 

Allegretto 

Appendix 

Selected Scores 

112 

B. Bruru (1757-1821) 



Moderato 
4 

E. Cavallini (l 806-1881) 

ptt • f ~t '. " K v 2@r£F;:f&1uJrfr[ ttu1 ruf t£rttrt t1 
(4) 

13 

I16n~tt l'EEEHEfl 0000001 WOOT!QI &rfEfEP ,11 
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.I Mart1111 (1775-183(,J 

13 ~ IIB 11 §2¥ 2:ff i 3t& [ff; I Crfr&ff I (rff-EffiJ 4 J ZDjJp 
(1 J, - (1 3 

(2, 

42 

ti 
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J. Martinn ( 1775-1836) 

Allegro vivace E.Cavallini (1806- 1881) 

" 
11s11u: wn"uruw=1 E{[;@frWrmi w :Orrtf, ar2ae 
~ 0 J 

~ u ~ '""\ :EE!3 I"' 

@ II g;ftlilEQ,F?Wfl -'mOOEfDEffrl -'m.lffi[EErEa}I 
7 

11s tt1 f r:ur r f r:Erf r:f r[r:f r I r r:ur r f rErf r:f rPtt-1 tr£f Uir dtiUJ 
JO 

IIB 111 [ru-1F rErf F Tr Erfr1 Wt rff FWf EEf E 11u erfru rff[i 
13 

IIB111 DE &rf&r[r ef I [r1epf r~frfr:Prg 11oofillEtrrru,r1 
] 6 1 J l 

IIB 111 _tm Wt _tm EEtr 111D?Oi[df .tm oo I • f C ViUf [ [ f FI 
19 

tt {I) tt 
118 1,a Etr.ra[r:Frl Et£rfrEr&1-frrr1 D&Er00Frrr1 
ll ~ ~ 118 Hg r rfr r:f r c rErf r:fr 1nrurf r f r:Cr r cf rf r:C r I d7 r fr: f d7 r fr: f 1 
25 

118111 dCJirf r:f d:Ef.tf 100Ecuoo&Lr1 M[EtrM[Etri 
28 J J l 

IIB #1 Jmfilr JWW}1uJE1[dj .ifflEE@I W3-@JP)®1 
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liR 11, jJ pc.f f r f f C f j J j j I jJ p r;__E fr F f C 3 j J j j ! 

II 
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Detache and Staccato 

T. Lestan (1827- I 908) 

l 

► -~ L 2 . (2 J) .,._ 

&· JJ P JJ w r I r r r r r: f I rr r r J J J J w J J □ Ef ug 1 

3 , o D ~ 

@ E ~ f r r f r f J • .J J 11a r F r: f I • • .J W J J J J fJ ;a ~ , I 

I,; JJ aci'a ffg r r bi .an 11a1 Fr er er elf lJ aj n JJI 

13 4 (J) § l g l fl- l 

1:5 j ~ j ' ,. [ F f E f F d [ f r f 131 r f F EfEf ,. p r f j J J J I 
15 .,,._ 

I~ @!j£fl8[ [ F i~ JLt £ .l J J I~ II 
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H. Lutgen (c.1810-c 1874) 

Moderato 

4 

1r · rf@:tl 

JO 

IIB r " • r :..:..:.: 1 • • " • E2:JfF~.ir.J I rr+--rt]f:ti=1 

18 o o 
-- -- :-0--- 4 0 0 

IIM - : : . .. .. ., I • j j J tf ITI[£& :::rS I [nj r r r f I 
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J Mar1mn (1775-1836) 

I1M @f rfrf I CFrrff I m□JJJJ I 9 rrrti gr:rrctOOwl 
(0 4) 

7 

IIR1, [Frf[Efl Ef.tfru,fl &f[rrr1 tPffff7fi t£tr[FrC10:bu!J 
~ p ) 

13 

11811 Etfr(t&I EffrE2fr1 ctfrCt£r1 EffrE2fr1 g t I jJJJJJJJi 
(1 3) ( I 3) 

19 

1181, 1 J if c£r.fl!1a1f f FEfrf I ffi[dl JJJ?JJJJ1 
m m 

25 

IIK I, ®001 .pjJJ;J1~~Gf P fflJfflh1ffl[IDI -OOJffl1 

37 

IIK I, 00 EftjlllID-'ffl I #FD 00 11WJ [iI} I E£& tJq I 
42 

IIR 1, 1:. ] J ] J j J ] I f L [ f [ r [ r I f r [ r : ] ; J ~:. ] J ] J J J ] I = II 
(I) 
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Allegro H. Sitt (1850-1922) 

118 #g} J] at I ffi ti_r I L.CJ' o:F I f rtEr:r I r tq_g I FU Eit I 

7 

u i c r4a i m ca i c rna i tir i::cim·-,. ~ att C§ ~ 
13 e.r@ 

115# ffiDJ1 
4

~ - :JJJJI f):JfJJI t£JEiil ttrJEriTLCT@ 

19 
4 

IIHtt - ~ E.a ar 141 (Erl JJJ ail r Ff [[r I cf! FE r I EiJ JIJ I 
25 

:E9.Da11 mw1 a1E.tf1frtff11 rtru-1 cHrn ± 411 

31 

415tt ea ca, ca DJ1 .JJ] a11~1ErJ @1 m w1 r r r EfJ1 

37 

wJ[Er; I EC! DJ I JJJ tr! I r:EF cEJ I €It EE.dCfi DJ I 
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Large tring Crossings 

J Ma1tinn (1775-1836) 

71 

121 



H Sitt(J850-1922) 
Moderato 

115 'ii .wRJJ;&RiU.Jdt®I @i;Ja J©rj\JjfQjjl 
»if 

~15• J3td3W)fffff 1 $f&@@ff ?;Qrff@@tffi? 
4 

115, @trutrEr@@1 zff f?;trr?:@r?t-PXM~?RJP 
JO r;t-£), r;t-~~ @=i 
115' jzjjaj@r?f 11@rTufffr1tffra Af T&MT GI@ 
1

1ls, fr}&rrt.f ITfr1 if f C;f ff &ffiff Pflff ffif Riff AA 

16 Q ~ ~~~ a~ I-ft ~~ 
11r fflm#f@1 @f7?r(ff G@:@I f[ff &+uttF[ ff&I 

131 6f f:G @f-0 t f f-01 tf r Gw ctrn»ft rtr 1 
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Legato and Cantabile 

E. Cavallini (1806-188]) 

Allegro 

fflj JJ n .0 JJJJ n JJ J JIJJ /:AO Jj~ --------- --------- --------- --, molto legato 

14 

II 
----------- ----------- _________, _________, 
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L. Firket(l838-l893) 
Andante 

1fc ±ft¾E!B I fJJJ (ffr I Litf(u} 1 JjJ] 6@1 
------=--------p legato 

9 

1E {£8 {tu I rm rJ?r I rr7r r f Ff I {[£4 t15r I 

13 .......,......, .......,......, __ __ nr~ 

1E {fJd {d]d 1tt@ [T!i} I [ f FJF$ffrcrr I [ f r f Pr1 

17 ,---------..... ,---------..... ,---------..... ------- " i~ ,.......,_ ~ ~ 
ffl f F r f f 11f r f I [ f r f #[ f r f I f r f C r r !r I f r f ttr r I 

21 .......,......, ~~ __ __ m 
ffl i]]d {!Jd I Jll? r f E J I f r r f f r r f I W ~4 
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Andante mosso 

125 

J. Martinn ( 1775-1836) 
ECavallini (1806-1 881) 



126 



H. Sitt(1 850-1922) 

I!# EB @1@ f) 1 @cft-1 llif) 1 r-HID Ir~ 1 
0 0 

37 ~ 

IIB # fflf j I iJTt~ I afF} 11.tn;) I rCFEfJt I aJ ctr I 
0 

43 p 4 

IG#f:J ffi 1@ P] I J51iit I c1frTID I ffeiir I 
0 4 ~ 

48 ..-----: ~ 4 4 

,< _.~fl--~ 4 ~ 
IIB# arr tfr1f rw1 ~-qc•1 r 7 F 'IJ. II 
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Martele 

E. Cavallini ( 1806-1 881) 

Risoluto e ben marcato 

128 



Moderato 
E.Cavallini (1806-1881) 

129 
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Moderato 
C. Meyer (1868-1958) 

lie j J ] .J J :; ] J iJ J J :; j :; ] J I j J ] .J J .J J J iJ J J :; J :; ] • 1 

p mf-==== p 

n I 
Ill J J] Jc fr f le [ r ft [Cf IE 2 cf Ff r f Ir [cf J:;] .J 1 

nif 

'1IR J J J .J J • J J iJ J J .J J .J J • 1c f cf r [cf 1c [ r fr f cf 
p cresc. poco a poco 

I!! cf r f r f rf I L f E r r L f I ; f E f E ft r I cf F L E L f I 
'111 r f E f E f E f IE f Cf E fr r 1C LE r (IE r le r; r Ft L f I 

liR di f c L f I rf t Pr r rf Irr J J J 1 r,t~r~Mfa 
'11 JJ tJ\M $1 1 thMAili MF I LlbM;i 

I l I l 4 I 4 3 I p I 3 

liR td-EJJ tb Mr [J; Ll£si [ff; [J} Ii I - II 
p040l ff 3 2 3 I :2 4 I 4 
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H. A. Praeger (1783-1 854) 

Allegretto 

_&cLtiL~ [ t C I [ E [ f tr tfl 8 Jidif f ftf l!f f f f bt t}J 
4 

5 

118 I, J J J J j J J j I j ~ J J fJ j ~ 
4 

r,;mu,; 2 ~ I JJ JJ J ;pJ I cf f ;J J j J I 

9 

m,, d g J Jj) I]] J,JJJ J JI JJJ Ji,g rr I qn EE Ff I 

13 
~~ q q 4 4 

IIGI, r f E [''t: f If Ff f E [ r f IE [ r f 11r f • r If F. r {]DI 

17 

is' Jl3? r r f F I f r f Pr r'f r I c c h r r: [ r 11J J 3 J J J J;J 1 

24 ~ ' ' ' < 

IIG• [ [ r: ? r E Fr If Fr f [ tr f I Cr Ci J J,.J; I (i II 
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Sautille 

Allegretto moderato R. Hofinallll (1844-1918) 

simile 

t:ttttf~ .. ..... ~ ,._ ~~~ ~ IIB1,c · = p·rrrrr 1;;•11 rrrr., g l~ 
5 

1181, f rrrrt: ¼ff 11 f~rrff fty1t Cry, -'ml l JJJJ£Lttl@ 
9 

IIE 1, f w,J ;,j,W1; QrJ .Fffll; -DJ .JWWJi J JJjjJ :;ffil 
13 

11811 f gt ff rr1; aa;t d 1f kur rw1, au, b£tr"I 
17 

IIB11 f ., r=rnr~f l! frftf tfe:riiw Ff ctr rf gr l11J: ta{; f rfl
1FI 

21 ~ 

IIB1, l11.1 I 
1f ® l11J: .JJJjJ J.ffl1 j JjJWj jJJ?I 

25 

11s1,; w,J= ..01,:ai; rrgr11.r JJ.JJ1, □ JJ@t arr 1, uP't i1aclr:1 
29 

1181, r st:; rru1; rJP' Q 11 rr rq• rf rr1, rrci1rf ®,01 
33 ~ 

1181, l JJJJJ p;el J p!JJ & 1; C£t/f crrf l{ ;at Cfff 1 
37 

_11, i E£Uf Fffr1t 00, Jffl1 J J:fJJJ j3JJI J .IJJJf -00.JI 
41 _ -~ 

ffl 1, JJ .. 1Jkf"6f 1 :Jrrft !!tu1 f Wfj Jffi1 JJJ.ljlJJjjl j s rs I J - II 
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H. E. Kayser (1815-1 888) 

Allegro 

J18 (' !j j j E E E r I J J J J E E E F I E E E r .l .J .J .JI J J J J J J £8 

!18 B B EE er I JJ n E EE F I FF EF#F CF r I EE er J t -II 

118 CF Fr J JJ JI EE er E EE FI f FF C Eff fi!E r EE EE r r I 
13 4 - ~ 

IIR r FE F r r er I n n er EE I r r u1E rr r I F r re J i 11 

H. E. Kayser (1815-1888) 
Allegro 
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-

Presto C Meyer (1868- 1958) 

40: trtfftrut1tttfft@:1 crr½fff~1rrtr:fr- r er r~r 1 

P-= =- --== :==--- cresc. f =- P-= :::::==-

6 i,;.· ' 
IIR1h rrrfErrY! rrrfFEF9

fiff&Ef& ttrt£tffr1 FFFfCttt1 rrrOm-A 
-=a:::::: =- cresc. f =- mf dim. 

18 ('I) 

IIR1h rrrbfG:r!I Ef(f"cm-1 iDJJJJjl n:.PMI atf Urf I D:PJlPi 
-==-====~~ p -~==== 

24 

11R &~~ r r r r r r c f I w J J :i .JJJ? 1 r r r r r r r r I JIJJ tttf I r r r r c c c f 1 

29 '! ~· , 
IIRI,~~ fErff[r If f &ta:r 1ttft er E.r I [([j J J J JI rrt; FF E.r I 

49 ' ' e ~• g 
11! ,,~~ t r r r r r r r I cw .J w J 313 a J .J .£JJJ I c r r r r rtt 1 ~ 11r c c r 1 

dim. cresc. 

54 
4 

l 9, ~ 3 J ~ 
'&

1
' 1, f 11r r r r r C r I f 113 ff r~c r E I [ t r f Eti! I 'J ? J .1.131 l II 

f 
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Spiccato 

Allegretto B. Bruni (1757-1821) 

9 

IIM 1hfPurE:tF1ctf t6ttf1atata.r1mr t =II 
13 

IIB i,~~ II: a£ af af I af aJ a£ I ttf ctf cff I Etf af Etf I 
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-
E. Cavallini (1806-1881) 

11n ~c D ttttHtr 1 ~t t t t t t t c tu I aMfrff Htr 1 

'11s t t!t fttH CT u I dk 0¥: c ttf!t rt I f r Ff fr E Et fl ct 1 

11 , , , 

IIK ~, Ef t Et Hr.Ct It E~ f tJ t f ti ct 1f~ftttfj t ru I 

21 • • • • • • • • ' 

II! a;rJ!t:HttHt1 auHHHff1 Jlfl t t t t t t t t 1 
-==---=========== pp 

138 



36 ·>_ ·". . • . . 

11s rt u u ct g .JJ I a cf Hu u r:r I JJ a1 11
" u te w 

39 ' • (l) , . • . • . 

IE tf Ettt o,J J j j I a Ei tt r1 c.C ff 1~ettr" U-.tt u I 
·1~#ttu · u · JJJJ1.F)Ptf¥rn □J1 . · a: · rtftrEf1 ... -= C .... rt . . . . . . ff((=-- ( -

45 *· . ' . . . . . q . . . . . . . . 2 ~)q . . . ' . . . ' 
IIH atJ+ttttttt I Mt tJ tttttttt, ai~(J tttttttr 

1 

•1s d Ei cttttttt 1 '"t g tttttttt I JJ :PttW~tw 1 

51 . • • • • • • • • . . ~~qt: . . . ·g · . e:~qt: . . . 
lel !d£££Httt1 JP iPEfhL tPtf If tf ftu tPfttl 
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E. Kupfer (c .1850-c.1910) 

j = 104 

5 always short 

9 
~ • fL • ~ • .,.._ • ~ • .,.._ ~ _,_ • ~ 

I! 1' L 6f th 6f I L 6f th 6f I £ 6} th ct I th 6f 2f L I 
f cresc. 

13 

ll!•f JJ.R1p£J~@1pPJd1JPJ t I 
if 

1

1IR, P J cf JI a a a JI a J cf~d I cf J J a 1 
f --==== =====- --==== =====-

21 

l~•Pf J f 1j8 f tf f 1j2 J3 J J1 J J3 Pf= I 
-===== = =-= = ~ 
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33 

I~ f . fL • • fL • hJ • fL ~ fL hJ 
1'),+& S- E1 lff EJ S-EJ I£ EJ S-Cll S-Ef J EI 

dim. 

45 4 

~~ • ~ fL • r:::i s ~ 
11R ,, JS tha~c:r I s-EJ Jr Ip F J a I J J J8 p 1 

mf cresc. 

49 

l!l•d J tf J 1J J J? p 1£ J tf &f I 
f cresc. 

52 

IIR•ef JF p 1JJrlJ1ff JtbJ10 II 
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-------------------
Solid Staccato 

E. Cavallini (1806- 1881) 

12 

118 ~ . . · / f 

142 



------------------­F 

II 

143 



H. E. Kayser (1815-1888) 
Comodo 

16 ~ 

11! 11 {1faa tt u n J :i I g~ t~ 1 

------------r I ~ 1w II 
f p 

144 



J. IvI art.inn (177 5- 1836) 

Allegro 

Student I 
Teacher 

s 

V 

:. 
- I - I 

21 

145 



H. Ritter (1849-1926) 

Moderato 

23 .r• .~ .r• .~ .:r;--~ ·:-'\ .r~ .~ r· .~ .r• ·"'·l,~~ 

IIE # tT ff t Ff F tf ~ t f f I t Ff F t Ff F L fJ Ct t t 1 

II 

146 



Arpeggio 

T M:artum ( 1775-1836'. 

1stt1 G±Jf 1 

1~ # yeEfE1 [&[&1 ,~ 'I err•1 Utf JJJJI 12• 1 

I~# a: utr-tu1 • ocer1 [ft, a JJJi n1\a1 i ITLH r i 

I~# [itrrffri aetfEifrf rfrf r1 urnftri [illEffri 

II 
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J Martiim (1775-1836) 

7 

IIB ff rffr1 Cr fr er I rf f p[f 1n.Q JJ J I drfffi [[ (r 3 I 

13 

IIB ff ft f E I f r ff [ f I f [ [ f r f I f l a I cf f ff f I f [ Ct 3 I 

19 

IIB rf F [(U[r er J I __r f f [fl JJ 3 ]j J I J J .J J J J I J ] 3 ] J Jd 

25 

IIB J J J J J JI J J J J J 31 er r c cr VJ J J r I rf r ff£ O er w 1 

31 

IIB l f f [ [J I [ f r~ J I j ] ] J J J I J J ttj J j .J I f f f f r np I -
36 

IIB r: f (f fr I fr cf r np I r: ff f F ; I f f cf r ~f I J r * II 
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Chords 

Grave H. Ritter (1849-1926) 

149 



Moderato 
H. Sitt (1850-1922 ) 

11•2!~ B 1 ~ i I a a a I a FI F n Ir n 1 ! u, Ef I a a a 1 
1

1ls II i 1 1 3 3 3 1 3 F I f F 

1

, 1 F i I F F 1 1 f F * 1 
17 

11s" , f ! 1 , I I f p * 1 f F I 1 , , a I a * 11 
0 

Modernto g j l i l fl Sitt (1850- L922J 

IIB'icj; !1~ aa1HH1f i 133;tfC1!1r,Ff1 
4 

l1s 111
, g 119gl~31'fbfif F 1:~ 1

,
1f' ll ~F 1fn,j 11~ 3ij;,; I 

15 0 2 2 J J 

,1e "• 1•i ij= ffn 1fia ~ 1 a = a t 1 ~ a a In F F I f a a 18"3 ~ } 1 
2 2 0 I 

'2 2 I J J 
£ g J I 2 4 

m111 
• r F F 1iff ff I r r f F I J s; t Ii 1 Ff 1if'f f, 1 

28 q ~ 

IIB '1 ! ~ f :~ 1; F ,., If l ,, I i 'F ,, I i 3 i f I f * i * I: II 
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Allegro moderato 
H Sitt (1850-1922) 

151 
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Chromaticism 

L. Firket (l 839-1893) 

fn~ 1 r r r r r 
simile 

5 ,if f rfi f'ffrfdfrFP1rffr fr f [nr f f r 
8 

, ffiirFf I (tt[ ["c1E r $ ~ JJnJ J JJji 

1,J J J JI 

IIK r f ff F 

26 JjJJJJJJJJ1 J IIK qjJ J JJW~J 
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l Weinreich ( 1858-1927) 

154 



46 

IIK I,~~ 4 QjJ d ~.§j ffj i J §J]dhP 1 4 QjJ J &Jij Mj J d §Jj@J? 1 
ref 

n 

3/ g 3/ 1 II 
p f 

155 



Double-stops 

R. Hofmaim (1844-1 919) 
Allegretto 

156 



2 2 I I 

46 t o t#i i 5 
1 i # ~ 1 5 

IIK : C C C C Ir F F1#F f L L f l1f L /r F L L F l1f L rffllf r ~ r r I 
p 

50 1 4 2 I 1 I 4 ----,-., J j 
J O 4 J J J O .---,- 4j 

IIB '
1
[ r L r L ; L r 11r L r:111r f L L r 1~1r r r F1~ J J ~ 1~!) ],ii i] j I 

I 

5 4 3 I I"""""!"" J 

IIB [ rr~f f u f l~f uf f rt f If r r n r r r 1; ]fl I]]~ I 

!Is ~ ] ~ ~~] j ~ I I j Jui 'J] ; 11i ] ] ~ !] J 3 I j J J j d ] ] a I 
0 43 J ,....,...__,-~ -- J 

!is djj3 (jj J 1"~ ]]n~ f]j 3 Id H1
~ •-Ji JI s 333 s Jj o I 

I 
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R. Hofmann (1844-19 18) 
Moderato 

IIBttc E f H §EFJ1tlfftf tf 1tltff ftf 1HbHf EJ I 
f 

11111 
E F p FEE ff I tttf HH I ttHHH I tFEfl§J ff I 

lie~ Pf Elf PFff If FPf ibff I tttf tf U I if HUU 1 

13 

IIB II E EH F p f IC I F p Elf BF tJ I p F t F H F F I E ptf F EE ff I 
11 b ~~ t: b 

11c" fiErf rtf I ptf pf Pf Pr1ff trf tlU1H0HEfH1 

lie~ f !HUB I eut f EHHH Hff I t%Eri%P I 
lie ~;HE f Ff Pp 1iftFtHW1 rtttff tt I ttf f rt ff f I 
,,~u EFlFEF l!flF t C ,stlf1f I eF£rflftp1tfEEF8Ftf 1 
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lls 11:rrtf UH I FFEf tF/f I p:u~utu 1itft£Ft:r I 

lls# ftt:nrttitUI &PEH If FF f 113[HJ IE ffF E EH I 

lls 11 EffftfEJ1fHfHtf 1rftf Ff H 1fPP:F Hlff I 

llctt Fff rf CS it HFE E EF I tltf ffU1 UEtf HF1 

)Jn EfEHJ 91 E:Ct F ttfJ1f Ftt1tu IF EH F EH I 

53 ~ 

IIB" f EFH Ef F1 f FPH:Ff1 1EtEF8E E_f It f tf [E tf 1 

'1lc« fE f pEf HI Hf tf pf f I tf U:E ff f 1u tHtrF I 
llc 11 fJ tilt FJ I§ F g Ff tr 1f t r1irr FJ I 

lienn~tPEEH 1HfJEf H1F * E * If II 

159 



Moderato H. Sitt (1850-1922) 

11gtt2 F r r Ir r r IF r r Ir r r IF r t IE t f Ir r ur I~- d 

9 0 2 0 J 

IIB n 1 · - ~ e ~ r ~ e ~ • - . . . . • • • i i 1 F F I F L I t L f I f f r 1$ r f I p f f I f fff r I r r Q I 

17 

IIK # T q~ • ~ • ~~ • • • • • • • • 
,. 1 7 n 11 1M I r r o I r r E I r r #E I f e f I r p f 1 

25 

i1s # F r r i r r r i F r r i r r r i f 11r t i E t t i t F 11f i r· i 

33 

IIK#f #r "f IF ff 11 r f lb~ f t llf f ,- Ir F nr l!f M Ir r r I 

41 

46 

IIK# · . tt • · · • • • • 
r r r I F r r I r r r I r E F I t r t I r 11 
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I-L Sitt ( l 850-1 922) 
Andante 

~ ii IIK e {bfn I ffjm I M ffl I fF F 2 I QR; I =h 
'----' ,.__.,., ,;::::_../ C-/ 

;::_/ ::::.__,., 

18 ~ ~ ~ ~ ~; ~m ~ ~ 
IIK b.f {?ij I Mf FI @IF I E 1f2? I ffl fD I 

::::::___,; J "----- :::::::...-,' '--.__, :::::::...-,' "------ '-"' 

23 ~ ~ c----, 

IIK ttt•@1efi'fF 1C,fn1&]1@;1@@1 
::::=.,/ :::::::...-,' 

32 

IIG 2& 8 1 tJm I a?•tu l@J UJJ I a: II 
'-.._/ '-.._:::::; C-/ '--...:::::; C-/ 
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Fixed Positions 

ALJeg:ro modernto H. E. Kayser (1815- 18&8) 

' . 

l~h<" *1 ftutttr1 Ct Ce td:I1I:$~ I rt(~t rur I tetJ ttf111:~t1 
p fa fa 

Is .. ; :,1= t Er t ti r t tit t t t111li i ( E c t [ r t r i 
s 11 . . • 11 2 .. -t-~ 
,~h 4 J J 9 n J a I w Q n t e rt It t rr ftt. :11 tt fL t ;· 11 

"" • • • • cresc. f f 
D.C. ad libitum 

Moderato H. Sin (l&S0-1922) 

. ,,........... f!:. 15 E 
IIBRrtttlI 

2'0 

1EE .g ; □ J J 1 4J w1 r 1 .U □3 r I ff f E r r u. 11 
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Andantino H. Sitt (1850-1922) 

11s#g tEW Ir Pf I rcrrnrm·s J. 1E rrrff?Eit1 
p do lee -==== ====- -==== :=- == =====-

6 ~ 

IIS# {-@JJ,?I _gg7rlr lttfigJ. 14;@@ I (cc[E'if I gj?fff 1 

12 ~ qr:· ~ fl > . 

IIS# f ffrr 1rf 90CW1 rn,rr V1Luifiig-1.J-#JJJ(P1 
mf ========-- -====== ======- -====== 

17 > > 

~~ ~.,.. ~ ~ ~ ~ ~ 
11s# r ccn r.£t1 u:t1c rrr 1ttrcff crrEErrrrh;gJJEfl_J1 

21 ,,.-..:::- > ~ 

n > 

IIS# jfflJgt: I (rrff" I C1ftr1fr1 rfrff[J I Effeh@®1 
v > -====== ===- ---==== :> 

30 > 

IIS" ID rTh I rm (Pf@ 1 Q] £) 1 (fffr Ff83· 4ddm 1 
--=== =====-- --=== 

35 
~ ,,,...----____ ~ ,,,...----____ ~ ~ 

IIS# dfil}@@jJ5JidJJjjJI lJJJJJ!jJJzji dJJJJ#JJjlJI 
1

is#l)Jjjj.JJJJzjl JJJJJfrrcrr[I ~I J I J 1 t· 11 
~ > ~ -----========= =======-- ---------
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Moderato 
simile 

H. Sitt ( 1850-1922) 

IS C r p J tt I r ci r tt Ir u r u Ir Cr r ~ r I r tr r Et I 
f 

6 

rs r ur u1r or 131J uJ n1u nJ r11r o-r ui 

Jf ii 
11 r trt tf1fsf= U:1f ctr u 1f= c.:rr a 1r ur u 1 
16 

11? r tr w A Ir n J a Ir u r a1 t r r r u Ir s 11 

Mooe:rafo H. Sitt (1850-1922} 

8 8 ~ 

li1ic fll.[Q f] I (ifii& r@ I aJID (r I «ten r?r I 

ls1, Erfill{t 1tff?ifrn I tf_c~t iCfffu(c(ffi:1 

·l!J1.Effttrn 1maJO 1ffiu}u 1EfFERO 1 
H 

111, ttii& r@ I ffl.:[V (r I Q J_p I JD tt7r ~ 11 
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H. Sitt (1 850-1 922) 

Moderato 

20 . 

11e~ t t t r r . . . 1 . • ~ r r t r • Efr tFf 1 IIT t II 
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Allegro H. Sitt (1850-1922) 
V 

IE"nc ~ 7 ftrP 7 Ef!1 VI rnp--/JJ1 p 7 o:dz Ltr1 p 1@f) I~ 
3 3 3 

f 

~"1 p z JJJP, CUI rn z 00, Etr1V, ffrf 2 u:f1 %h W 

~P, ;ffm, #ll g, BJ;,, c'rr1t c'fFJ, rfri i, C§f!p z&ta-1 
1

&1#1P 7 ((;p 7Gerl•p7 1sfrrv 7 r'cf1 vJ_Uq1Jer1 p ztb:r,u:e5 
1

1~#1 V,qtff'f z ll.C1 P z'OOrp, Ctr lnp, JJJp, tDJwfff z.g!OO 

4 •1 f, c!tlrf ,11;Crtf1 P, tr:r1p, Eal p, llrp, Efrl p 2 C.Cq, .Dl 
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H. Sitt ( J850-1922) 
Allegro 
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Modcrato H. Sitt (1850- 1922) 

m,t§ Wi,ft1t1EWfr~~1 ~1£~1 

19,,, triH:fl1 tf.tai&1 g?irl1 c~mrffrr;rr1 IBrGdd 
"rlffittts1 rlfifr I E~ I MfE i'f~rf@i 

ffl,,, E~C.U-ri®s1 r~milf I f~c&~ 

31 ~ ~ ~ ~ ~ 

~I ~I rWr[[(i fl ertr~c 1s(fp1 rWr[[(i f I erfr11
[ \Btlf 

ffl,, r~r1 r~1 E'.EfEi?1 c1mtr@ 

,,~, ~I ~I tffia-1 ffiRri ~fi fii&1 a,Rib 

ffl,,o r.~(f~rl f~I [~I F~fl 

ffl,,o fffirr?r 1@ F E C Rf I J~f I fi1ir¼ I 
II;,,. 6iiafr I ff ffirur 1"(~ 1 rt rn r ID 1 ,t 19 1 11 

168 



Mordent 
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H Sitt (1850-1 922) 

4 '"' '"' '"' '"' '"' '"' '"' '"' 

E aEfrrf r ~ F'mF 1illf ffi;j({l$1d I 
'"' '"' 

7 '"' ~ €~ # ~ 
IIB iEfritrrr!C ft1Jtt«trcWJ I ~c.1;fd/y1 

'"' '"' '"' '"' 10 

~~ ~f~ •~Mffrt tlf&rftfa~ Ari I 

'"' 
13 --cc. '"' '"' ~ '"' '"' '"' 

11e ~@ti-@ mlii1 - afftt1r1'r~ ffit"WJ 

'"' '"' -- '"' '"' '"' ffl crNTT1:t f ttirw I @ii• d f C fiinn 

171 



Trill 

J. Martinn (1775-1836) 
Moderato E.Cava llini (1806-1881) 
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Allegro Brillante 

J. Ma1tinn (1775-1836) 
E.Cavallini (1806-1881) 
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H. Ritter (1849-1926) 
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Turn ( Gruppetto) 
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H. E. Kayser(1815-1888) 

2nd time piuAllegro 

H. Sitt ( 1850-1922) 



H. Ritter (1849- 1926) 
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