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INTRODUCTION

FOR THE STUDENT: This material is part of the worldwide Suzuki Method of
teaching, Companion recordings should be used with these publications. In addi-
tion, there are piano accompaniment books that go along with this material.

FOR THE TEACHER: In order 10 be an effective Suzuki teacher, a great deal of
ongoing education is required. Your national Suzuki association provides this for
its membership. Teachers are encouraged to become members of their nationa)
Suzuki associations and maintain a teacher training schedule, in order to remain
current, via institutes, short and long term programs. You are also encouraged to
Join the International Suzuki Association.

FOR THE PARENT: Credentials are essential for any teacher that you choose,
We recommend you ask your teacher for his or her credentials, especially listing
those relating to training in the Suzuki Method. The Suzuki Method experience
should be a positive one, where there exists a wonderful, fostering relationship
between child, parent and teacher. So choosing the right teacher is of the utmost
importance.

In order to obtain more information about the Suzuki Method, please contact your
country’s Suzuki Association, the International Suzuki Association at 3-10-15
Fukashi, Matsumoto City 390, Japan, The Suzuki Association of the Americas,
1900 Folsom #101, Boulder, Colorado 80302 or Summy-Birchard Inc., c/o Warner
Bros. Publications, 15800 N,W. 48th Avenue, Miami. Florida 33014, for current
Associations’ addresses.
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The First Movement ”
g

Allegro aperto

Many pupils, when they have learned to play, are apt to
become self-satisfied and give up further practice. But if
they ever want to cultivate superior ability, they still
need to continue their daily practice, always uying to
improve their performance,even if they already can play
‘correctly’. One should never forget that ome’s ability
will be fostered in proportion to the amount of one's
diligent and steady practice,
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Practise each exercise over and over, and do not proceed
o the mext section before you are sure of playing this
one well. Each succeeding repetition should be practised
i this way.

Note: play dowly and accurately.

V 4

e P rEErs SUTEE®
#ﬁ{_ ~ = s p — i-L_l_:_,Fu_E 7 ?EH

NE—=FAhEZHEMBOWCETRIBL, -7
WTRO I~ MED-FTH T {0 HE LT a0,
MFreBzae) Foiide, GAEET.

R (e, EL (R SEET,

}i

¢

1
e B 32 2 Ef’éﬁ\ 2-4’3!:5‘"
22 e Tr'_' F EE 2 I"I:E.FF E#‘tgizzz EE

' —— i} 4
i
4
2 a4
EEE
Y

In this placing of fingers, the descending movement of
the fourth finger (4-4) is likely to become unsteady if it
i5 done by moving the fourth finger independently. In
order to give it stability, leam Lo change position with
the first finger Following together with the fourth,
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H. - . - s When you have placed the fourth finger, raise the second
= =1} finger to form the shape 1.4, and continue to descend
Y| 1 with this shape unchanged,

Note:  Where the indication tr. is given, first practise
without the ornament, and then practise as designated.
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Mote: Make sure that the two fingers are prepared in
place beflore you start to play the trill.
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To play this fgure, the first finger should be placed

be lorehand.
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Before actually playing the trill, go through the exercise
for rapid placing of the third finger. This figure can be
executed most effectively if the first finger is placed in
advance,
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In playing this figure, you apain need to place the
first and second fingers together and rapidly get the third
finger prepared for the trill,
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For detailed explanation, the position of the right hand
1
should be slightly raised toward the

position of double stopping on the E and the A strings.
Then change strings by slightly raising the right hand
fingers (which hold the bow) when the third finger is
moved to the A siring. The wrist should not be raised.

1o play

A (D) TG
Preparation of the First Finger

The following instruction for practice will serve further
to improve you in executing downward changes of
position.

While the second finger in third position is playing this
passage, keep the first finger attached to the second finger,
and the moment you place the [ourth finger, lift the
second finger alone, lepving the first finger where it is.
In other words, the movement which starts with the
fourth finger should proceed downward led by the first
finger, thus changing to the fifst position through shift-
ing from the first to the second finger. IF the second
finger of the third position were given the iniliative in
such change of position, (that is, the fourth, the third
and the second fingers were placed separately one after
another centering around the second finger), the pitches
would easily become faulty because you will then have
to place the first finger anew, which in turn must be
immediately shifted to the second finger of the first
position.

This thould always be kept in mind as it is applicable to
many cases appearing later,
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Train the left hand for changing strings from E to A
Also practise change of strings from A to D, and from
Do G.
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In the same way practice changing strings carefully on
each pair of strings.
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Move the second finger quickly to get it prepared in

H advance.
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While playing the second finger, be sure to attach the ZofEsMmo T AMEzIOEE 2T EMEE T S,
first finger to it
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£ " Place the fourth finger accurately.
When you place the second finger to play this note, also
LA

put the fourth finger down by way of trial just to avoid
forming the bad habit of letting it play sharp.
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Practise accurate fingering for the fifih.

Point of Practice

Exercise of Changing Strings,
Which Corresponds with

Do not strain the right wrist. This is especially important
for those who are liable to pull back their elbow. You
must not allow the bow to bounce and must play legato.
In practising change of strings, it is essential to play
glowly and repeatedly,
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Shift the first finger  Attach the second finger to the third
without raising it.

finger, keeping the first finger placed

Keep the first finger down.

on the string.
) Y
F 3 ; —
£ fin 2Lie LALiel 2, o
3::2&-"::?&..1: 1 1122 £211 &, - — 4_ ¢4H
o 3 Attach the second finger Attach the second Minger
to the third finger.

to the first finger.
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Point of Practice
Practise the whole passage every day, repeating the
fundamental figures until you can play them with con-
fidence.
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(Put the bow firmly on the A string
before proceeding 1o the next notes.)
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Prepare the first finger beforehand. hbe il O ekl 5,

A
While playing the open E string, put the first finger at BREELLEY, 0 a2 il RN ss
its proper place on the A string, and prepare it in advance b3 adti &
so that the | 4 fingering may be fixed accurately, =3 5 g
Always try to obtain exact pitches, aiming at still more EGaBM e Tord iz 1 ool AdhaE L ¢ i
improved and refined performance. L, Td@ i iEMIIPE Snd ki, 450
HitET &S,

Practice should always be done thoughtfully and with EUL SR R ERE IS R B St P Y T P TR
the greatest possible care,
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Practise each [undamental exercise Iwenty limes every
day, and as you get skilful, gradually increase the speed.
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This is how | usually study a piece of music myself,
Duaily repetition will make it seem easier and easier, and
that means genuine ability is being developed. If you
continue to practise every day even after you have leam-
ed to play fairdy well, you will certainly gain substantial
proficiency, which then will grow 1o be superior capa-
bility applicable 1o any piece of music,
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While Joachim gave the above fingenng to this passage, FadafioidaFreinlnThEN BEAMHL

the second position, as shown below, was indicated by o : d i
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Karl Klingler,my old teacher. The merit of the latter might I Iu' "1 it T e '."

be that there is no positional unsteadiness in the first and AT, BECRALTE (G IPEHNL, 2HinE
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the second beats of the third measure
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Play the second measure © , and study how 1o make
obvious the contrast between j and P

Play accurately in pitch. AmeELetTE ot
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Play slowly at first with accurate intonation, and then
gradually increase speed
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Slowly and accurately
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To secure correct pitch, place the first finger accurately
and then play the fourth, the third, the second and the
first fingers in this order.
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Do not raise the first finger.

In order to obtain the exact pitch, the fourth finger EREELCZEENE, T£RAL 23 4 90 (WM,
should be played while the first finger skept on the string. GO ER IS ¢ G CNTA T .

Learn to place the fourth finger almost in advance.

Bk M
Exercise for changing strings
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Play slowly with accurate pitch.
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Keep the first finger close The pitches of § should be
to the second finger. §| — accurate,

= i e T
Try to produce refined 1one.

Count exactly, and play the slur with moderate bow, MrEeEELLLY, 29 —TM{ AN EHmBE LS
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= Fundamental Trill Exercise: Place the second and the
third fingers rapidly before playing the trill.

M W R 1
91 g r-E ¥

g + + EE oMM
Exercise for
—_— Exact Intervals



Learn to place fingers at the correct interval, and play

slowly at first without slurring. After you have learned to

BEN-ZS % -
play the slur, there shouldn't be the least unevenness.
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Practise the & chord. =
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Change strings as clearly
as possible

1
Learn the exact positions of %
these three stages in bowing,
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- [ - | - - ., The fourth, the third
l ﬁ l I and the second fingers
f I P are close togethes.
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in pitch.
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HE AR,

Keep the third finger close to the second finger, and the
fourth finger close to the third finger for an accurate interval.

# F"P‘P—_r_—"
T [ |
J_H \
1 i 11 11
rit., lungo
Practise the fundamental exercises every day, especially e Acti s MM b LMD L, & QLT L v LT
concentrating on such passages as you find difficult. Br - heWAMzH LS, MREATORNEEL T,

First try to play accurately even in the slowest tempo
according to your own ability at the moment, and then
gradually accelerate till you get to the required speed hit, LECESIZ2 TET S,

it s~{ma {NIEMIzME, Lz #Es
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Before playing [’l‘." make sure that the E% on the F string

Keep the second finger close to the third
and the A string are a perfect unison. finger.

4
e N EL IR Y
! _— = ]

e
19
e
x4
a3
rr‘.ﬂ-
&3
i
Yoy
2
=% ]




p By 3 BT
bty £ Phisn £ EPEPe deng =W I S eI
o p f  f 5ol
Point of Practice Ol
v

‘ 2532 1 2
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Play with accurate pitch. Keep the first finger close to

the second finger.

2o 1oiEE 2ird.

Hr

e
F 1

2 1o e 2t &,
Keep the first finger close to the second finger.

i 4 v A 3 i
1 W1 1 _—2 2 13
£ JoF £.%8 o e e’

IoErMinra lofEsiEs SMEET S,

When you place the third finger, be sure to keep the

first finger down.

z_.
r.r
=1 2. LomEORTETTRLAOTERNELE
] _% 183 W,
= Learn to obtain accurate pitches in chang
2 position with the first finger down.
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» R U & L Ak
il Play interval pccurately.

A 1 OIS A2 2 DD A0l & KM I H L &M
Place the fourth finger on the D string accurately keeping
the first finger on the A stning.

I s FrEL b,
| . J: Lz iay.
i:L —— First play slowly in correct pitch. Play

over sgain gradually increasing speed.

3, ANHTINLEWEEWMET S,
=~ Be sure to place the third and the
fourth fingers accurately.

gD g i & 2 |rd,

Keep the fourth finger on the D - =
— ? string close to the third finger, ———

2, 3RV & BOblE
EWMT S,

Be sure to make the pitches of
the 3 fingering accurate

FTnié 2ol b.

Keep the third finger close
to the second finger.

1. 315 L piFoiedh, 2,445 Lo,

Simultaneous halfstep progression with both the first Whole-step ascending fingering by the second and the
and the third fingers. fourth fingers.

: ) \
< r 1:‘: FniFeit e Lt TiEE,
+ 1 i |! — ll | = Be careful not 1o let the third finger play flal
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Make sure that the E tone on the A string and that of

_ ! ABOENFOEWIMLETHE L G i2MbnE,
the open E siring are exactly in the same pitch. Keep the

second Finger close to the first finger, and the fourth LAMEAAE, InnELoRe U SN,
finger to the third finger,
a
1
v 13 2
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s——

espress.

Keep the § fingers close to the § fingers for correct éﬂ-’ﬁ'l:fﬂ.}ﬁ-gr_”h BREFL CEa. 1 & 30N
intervals, W L
Practise without raising the first and the third fingers, EW2i2aTIIGS,
2 4 3 )
a3 2 7 2048 5 g4 3
ﬁq. TR R EIEL CRL QL. =
_Ef n— e “H Try to play the double stops
. accurately and beautifully, —— —]

3

The above fingering is Joachim's indication. Also practise ke T el T, BOaflygal 3120
the alternative fingering given below, It will serve as a

9 =Tl s ;i ¢ 8 - i B ¢ e
good exercise for playing without letting the fingers slide_ Tl LTHOOT, ZOLLMMT S L2,
HeETh s {MmTHi-TT,

3 E DO Ll iz &,

Keep the third finger close to the first
finger on the D string.

Keep the three fingers close together, with the first and FhEAEE-2tE, 1. 2050k 3.
the second fingers down.

b P Tl = R Ty -
Play the F'note an the D string accurately with the DA INRLLE & 7780 It B AEMI,
third finger
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ANEMrnT, WHEIEL
Be careful to make each interval exact.
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Practice this exercise with accurate time and pitch. Play

slowly at first according to your ability, and gradually

add speed. Unreasonable acceleration will cause uneven-
ness,

MM T, INrFEEL C,

e me LT,
LA OMENECELCT, BGLnltdsd A, &

AlZAM CMWT S
¥,

RS TOEINLAAL EZS 3




Bt F—& 1328k T M.

For exercise, divide the legato slur into pairs of notes
and play each small slur with mterrupted bow.

Practise very carefully, counting the four beats strictly, MrEd2FLL 2 TRTEFIAYTAGE TTvM

uﬂtﬂ you can play IJIE_ double-note trill perfectly. TS, WM BL T ARG T TAS L
Diligent daily practice will surely enable you to play _
it well. Tia% HEA,

r

w r At
ﬁ—wﬁ — A FE4DE D GHBITE S b oM,
p s 1

— JH____*J— Practise these trills, counting four beats accurately.
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The Third Movement

Rondo
o —MEE o ¥ F
y — o 2 . 1= In Y E---"'EI 1
— i —t—r — ——
A : — "_f F -

Do not lift the first finger. Move the first finger

1ofieMasy, MESHI b bl Ol ERS
accurately to the fifth position. S8 & MMt 5.
y - - ¢ 1 — _F“‘HL—-:’F"'\ ﬂ .
R e e S S
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EE REOTEFRECLO LG LI Dus % & = o = S B T e P e
Note: Be careful not to let the last note sound too loud.
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Point of Practice EMOAL S
Fundamental Exercise &+&%
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2l 1 221015, Ve e BT,
Keep the first finger close Use the lower third of the bow.
to the second finger,
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Fix the second position exactly, — Make sure that the pitch
IS Correct,
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Fundamental Exercise Z+8%
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Point of Practice

Direct your attention to grazioso performance in prac-
using this passage, and aim at beautiful expression,

Consider for yourself whether the ﬁpm%

should be played like ==— ———or otherwise. after
actually listening to various excellent performances.

The above fingering is Klingler's indication, and the fol-
lowing is Joachim's. Either fingering will result in fine
bowing, depending on how it is executed.

S ;EZ%Z%
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¥
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FHOMS
grazioso (X)) +EH]BEE L L, WL EHEN
BT a5,

IOBERE<_ Nl ilme,

Eﬁs SOLTLRMBtT ARG TIE, R

————— AL AWMBEEME AFTLHLTAT
r2awy,

EIZR2L reisivga, 243 FRr=drlLeLoTRY,
FlEELoRaTeanianTt, WAKIZL-T1
EDGTHRHOLE GG TR E BB S,

HOPRyLMEZ LT N il oM TERT
SWE,. graziose £ E4L L 2 G0z,
Start playing in the middle of the bow, and try toexecute

the omament J with a swift motion. Keep in mind
the indication grazioso,
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P usingando

Point of Practice

While this passage is not necessarily as difficult to play
as it looks, there are very few pupils who play it
beautifully and perfectly. The most important point in
practice is to have sufficient drill on such passages if you
are to attain the finest possible performance. Listen
carefully to virtuosos' performances and try o realize
how they achieve their exquisite niceties.

However hard you may practice every day, it would
be impossible to become skilful in a month or so. This
passage will provide a great deal of study material.

Fundamental Exercise #4+#8#

e
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WAL SR ERI R T LI ETRY
o LAl 443 L ¢ EMICINC AR s T,

LFEENHMBIEFEL, wACHEREFEHEL THOTY
Zaizoat L b, REIEAMELTL
MO TERIZ T VBB R N2 EA,
ARt L o rnzfre2bvw b EiThE LB,

= &}

——#’_ﬁ [ j—— p— =i
- +——F+_;|+— ¥
- [ : - - - .'.. - = - 5 - .r. w ' -

The bowing indication at lusingando (p) is what Joachim
designated. Try it.

We should always appreciate and carefully study what
has been recommended by Joachim, a great musician of
profound and varied attainments.

lusingando (p) @rEZ AR TIZHL L BT
ELOTFLAESTE, AT 28y,
FeTHYETAENFECIFRL L LT T ELAOTT &2
AOLOFE(RLOHRTETT,

TEEE Y- =
E| &2 ; SEEE=rrerres SE=
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Fundamental Exercise Z+®®
Gl ko iyl
Scale on the G string 0
43 2

Point of Practice

Pitches are likely to become inaccurate at the shift, for
example, from the third position to the second. Striet
training is required 1o oblain exact pitches.

ERmaiL s

H—F-HVagrrbthrF» #Hia raniblh
DX, FRATERCLYIB-EZ5THd 5, MM
Lo TEMZEWBT~aTy,

Fundamental Exercise ®#8%
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Keep the second and first fingers close together,
v - : i g &3 H
- 3 . & ®. s i i > s
w ﬁ? r—slopfoo —E RS
G 1 1 | F{ —1
1
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Pierre Rode’s Chromatic Fingering

Pierre Rode, noted for his violin concertos, was born in
1744 at Bordeaux, France and died in 1830 near
Damazan. He was a pupil of Viotti and was a professor at
the Paris Conservatoire. The excellent chromatic fingering
he developed has now come to be accepted by many
people.

Basically it is made up as follows:

{Ascending) 1 23 2340
{Descending) 0432 3210

0
¢ 123 23 4

Fx—ii s+ 2—F{(Pierre Rode) @ Chromatic Fin-
gering 22w C,

st A ) AGBETEZ—L - o— FoRAlL L ¢ Al
HicdLTv &, i Viettl P L TITHFE 72 > 204
- F—Thin, SUEREARRIZS T, BIEEFr-T
FrTERILEKETHAS, WONEL LT CluER
Sfaiveil, MEL{OATIEMNOLEILEL IIZU-T
A,
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123 2340

liﬁ_—l.lcd-.t!_.r:{,.m-r.h{a,
D432 3210
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The chromatic fingering is characterized by the clarity
of each tone, which is produced without letting fingers
slide, and which s as clear as if the chromatic scale were
played on the piano keyboard.

2

R EN Wt e -k,

Practise until vou can be sure of oblaining corract pitches,
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Point of Practice

The change of strings is so difficult here that many pupils
become desperate or confused. To gain sufficient skill.
It is particularly necessary to learn how 1o count cor-
rectly and to attain enough technique for changing
Strings.

Do the exercise every day carefully and repeatedly, and
try 1o avoid unevenness.
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As usual in the old notation, the first nate of this figure,
which is not a note of the chord, is written like this:

Jd

ﬂ but s realized like this; ﬂ

Since Mozart himself did not clearly dilferentiate this
point in his notation, later performers seem to have
interpreted this notation according to their idea of how
it might have been executed in Mozart's days. Joachim,
too, indicated two alternatives:
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The notation chosen here is what has been widely
adopted among performers.
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Pkl & T4,
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Fix the posture of the left
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2 23 eyt s il e

hand, and move the second

and the third fingers rapidly in preparation for playing
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Do not proceed to practising the cadenza before you SHGE iR A T MM A ST (R
have enough drill in these figures. REMNIS b oL B L T L, INMEL 25 A
First practise without playing the trills, then add them

when you have gained sufficient skill,
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Start bowing in the upper part of the bow.
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2
pRZef fap
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u# '_'r' ] _""F_ 1 42D ICIERL, MSHEFL 3 v ~OIERS
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e) —— pe——— Shift sccurately to the fifth position giving care
especially to the fourth and second fingers,

1 ¥ ] 2 g
.:— i— — ad ‘
t — e mr g o e E-H % .
. = = H 4t 2o N, £ <23 0 e AN
Loame -1 = ] Try 1o make the fourth and second fingers
skilled, and train the third finger properly.
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Concentrate on gaining accurate pitches. oA T A MM,
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Counting accurately, practise this figire until you
can repeat it fluently.

Train the (st and third fingers for correct pitches,
and each finger For sccurate shifl.

Point of Practice

.ﬁ 1 2 4 4 4-":_3-_'__"3. 21 o ~———
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In playing ﬁ , pitches often become inaccu-

rate and the rhythm easily becomes uneven. Since the
reason is insufficient practice on the D string. pupils
need to do these exercises repeatedly every day.
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