
 

 
 

 

 
 
 

 

 

 

 

 

 

 

 

  

SELECTED WORKS BY FEMALE COMPOSERS OF THE NINETEENTH  

AND TWENTIETH CENTURIES FOR ADVANCED  

SUZUKI VIOLIN STUDENTS 

Rhea Edelman 

Dissertation Prepared for the Degree of  

DOCTOR OF MUSICAL ARTS 

UNIVERSITY OF NORTH TEXAS 

August 2017 

APPROVED: 
 
Felix Olschofka, Major Professor 
Paul Leenhouts, Committee Member 
Susan Dubois, Committee Member 
Benjamin Brand, Director of Graduate 

Studies in the College of Music 
John Richmond, Dean of the College of 

Music 
Victor Prybutok, Dean of the Toulouse 

Graduate School 



Edelman, Rhea. Selected Works by Female Composers of the Nineteenth and 

Twentieth Centuries for Advanced Suzuki Violin Students. Doctor of Musical Arts 

(Performance), August 2017, 67 pp., 5 tables, 23 musical examples, bibliography, 24 

titles.  

The intent of this dissertation is to identify and analyze several pieces by female 

composers that are technically suitable for the specific development of an advanced 

Suzuki violin student studying in Suzuki books 7 or 8. The selected pieces can then be 

used by trained Suzuki teachers, in conjunction with the male-composer-dominated 

Suzuki repertoire, to enhance students’ technical development while also increasing 

their well-rounded musicianship by exposing them to female composers. The 

development of off-the-string bow strokes, string crossings, shifting, left-hand 

articulation and musical expression will be traced through the first six volumes of the 

Suzuki repertoire in order to understand a Suzuki student’s expected abilities pertaining 

to these technical elements when beginning the repertoire in books 7 and 8. Pieces by 

female composers highlighting and enhancing the referenced techniques will be 

identified and analyzed in a similar manner. These pieces will be compiled into a 

document for Suzuki students and teachers to use, along with appropriate editorial 

markings and biographies of the composers. This document can be an inspirational 

supplement to Suzuki students’ musical development and help develop an awareness 

of female composers. 
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CHAPTER 1  

BACKGROUND OF THE SUZUKI METHOD  

The Suzuki violin method is a leading method of violin instruction for young 

students. The method is a holistic approach to music learning from an early age,1 with 

an emphasis on early childhood development and ear training. While the established 

repertoire contained in the Suzuki books is of great importance, the Suzuki method is 

far more than just the use of the pieces in the books. Suzuki teachers and parents are 

encouraged to strive to raise confident, kind and thoughtful children who are also well-

rounded musicians. Through music education, Dr. Suzuki’s goal as a teacher was to 

“cultivate artistic appreciation in a child, not to make a musician out of every child we 

teach.”2 He repeatedly said that “the Suzuki method is not a fixed method, but is 

continuously progressing day by day.”3    

Both the international and regional Suzuki associations recognize that the Suzuki 

method goes beyond the set of pieces found in the books. In fact, the Suzuki 

Association of the Americas (SAA) expresses on its website the belief in the 

“importance of understanding the Suzuki philosophy and its principles, and not just 

racing through the pieces . . . It behooves us as teachers . . . to provide leadership and 

guidance in this process for the student and parent.”4   

                                            
1 Dr. Shinichi Suzuki, Nurtured by Love, trans. Kyoko Selden (Los Angeles: Alfred Music Publishing, 
1983).  
2 Carl Schultz, “Shinichi Suzuki, “The Genius of his Teaching.” American String Teacher, 1966, 42. 
3 Dr. Suzuki, Shinichi Suzuki: His Speeches and Essays (Miami: Summy-Birchard, 1998), 15.  
4 SAA Violin School Revisions. https://suzukiassociation.org/news/suzuki-violin-school-book-revisions 
Update/ (Accessed Dec. 11, 2016). 
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The International Suzuki Association (ISA) and SAA also believe that the Suzuki 

books must be periodically updated and expanded to fit modern needs and improve 

student development. The ISA met in 2009 to edit Suzuki Violin School volumes 6-8. 

While the ISA wanted to keep the original Suzuki repertoire, the editing committee 

recognized the need to update and add to Dr. Suzuki’s original collection of pieces. The 

updated editions of these books pay particular attention to “current performance 

practice and the urtext for the Handel sonatas and the Bach concerto.”5  In addition, the 

committee added scales and exercises “pertinent to the repertoire” to the books.6  

In making these changes, the ISA noted that the material in the Suzuki books is 

predominantly from the Baroque period, owing largely to strict copyright laws and issues 

regarding what was public domain when the books were created. In addition to the edits 

and updates to the books themselves, the ISA attempted to compose a list of suggested 

supplemental repertoire for the levels of books 6-8.7 The purpose of this supplemental 

list was not to replace the original core repertoire of these books, but rather to suggest 

additional pieces that would further enhance students’ musical and technical 

development while incorporating music from more diverse styles. 

The ISA, however, could not agree to one common list, and instead charged 

each regional association (in the U.S., the SAA) to compile one list for all regional 

members.8 The ISA and the SAA, in fact, note that Dr. Suzuki often used additional 

pieces in his lessons and concerts, and many of the pieces included in the SAA 

                                            
5 Ibid  
6 Ibid  
7 Ibid 
8 Ibid 
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supplemental repertoire list are pieces Dr. Suzuki used in his education and the 

promotion of his method.9  

Although this supplemental list does include more variety of styles from a broader 

range of time periods, it includes only one work by a female composer (and the 

authenticity of this work attributed to Maria Theresia Paradis is widely disputed).10 

Furthermore, these pieces are not edited or pedagogically compared to the pieces in 

the standard Suzuki repertoire, but simply listed as suggestions for additional repertoire.  

Dr. Suzuki is often quoted as saying “Man is a child of his environment.”11 If 

children are a product of their environments, then exposure to the works of females–the 

awareness of past female composers, the abilities of living ones, and the inequalities of 

previous eras and the possibilities to overcome these obstacles–seems important from 

an early age.  

A collection and editorial analysis of selected works by female composers can be 

important for the development of well-rounded musicians and a beneficial resource for 

teachers seeking to broaden and inspire student awareness and interest in music by 

female composers. 

 

  

                                            
9 Ibid  
10 Rudolph Angermüller, et al. "Paradis, Maria Theresia." Grove Music Online. Oxford Music Online. 
Oxford University Press, accessed October 19, 2016. 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/20868. 
11 Dr. Shinichi Suzuki, Ability development from Age Zero, trans. Mary Louise Nagata (Miami: Summy-
Birchard), 23.  
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CHAPTER 2  

REVIEW OF LITERATURE  

Females have been composing at least since the Middle Ages, beginning with 

Hildegard von Bingen (1098-1179),12 and are known to have been prolific since modern 

documentation began recording their works.  Nevertheless, male composers still 

substantially outnumber their female counterparts in the standard violin literature. 

Historically, only male composers were given access to more formal musical education 

and allowed to hold jobs that included composing. Therefore, their works were more 

likely to be preserved after their deaths. 

During their lifetimes, female composers recognized the inequalities prevalent in 

society. Clara Schumann expressed doubt about the ability of females to be composers, 

writing “I once thought that I possessed creative talent, but I have given up this idea: a 

woman must not desire to compose–not one has been able to do it, and why should I 

expect to?”13  

In the modern age of championing equality, it seems dubious that women 

historically lacked the inherent skill needed to compose successfully. Even in 1937, 

American composer Marion Bauer spoke to the New York Composers Guild expounding 

a different view on the inequality. Bauer told the forum there were many more female 

composers than the guild realized and expressed the need for female composers to be 

                                            
12 Ian D. Bent and Marianne Pfau. "Hildegard of Bingen." Grove Music Online. Oxford Music Online. 
Oxford University Press, accessed November 21 2016.  
.<http://www.oxfordmusiconline.com/subscriber/article/grove/music/13016> 
13 Carol Neuls-Bates ed., Women in Music (New York: Harper and Row, 1982), 154.   
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“encouraged and given the opportunity to work and to be taken seriously”.14 Bauer felt 

that the lack of credibility attributed to female composers relegated them to Victorian era 

notions that females belonged in the home. Critical reviews of works by women at the 

time focused more on the charm of the work and the pleasantness of the composer 

herself than on the academic merits or musical interest of the work. Bauer felt this 

stunted the development of these female composers and perpetuated gender 

inequalities.15  

The recognition of historic gender inequalities in composition has prompted 

considerable effort in recent decades to research and publicize the works of female 

composers. Publishing companies like Hildegard Publishing and Furore are dedicated 

to publishing their works.16 Performers seeking to promote the works of female 

composers often perform works by women or develop lecture recitals to introduce the 

public to these composers and their music. In 1994, The Norton/Grove Dictionary of 

Women Composers was published.17 Thanks to ongoing research, access to 

information about scores and recordings of works by female composers is far greater 

now than in the past.  

A recent study of major works performed by US orchestras during the 2014-15 

season revealed that, of all pieces composed by living composers, only about 14% were 

                                            
14 Melissa, De Graaf, "Never Call Us Lady Composers: Gendered Receptions in the New York 
Composers’ Forum, 1935-1940." American Music 26, No. 3 (2008): 277-308, accessed January 3, 2016, 
http://www.jstor.org/stable/40071709  
15 Ibid  
16 Hildegard Publishing Company, Accessed August 23, 2016, http://www.hildegard.com/about.php. 
Furore Music by Women Composers, Accessed August 23, 2016, http://furore-verlag.de/home/. 
17 Julie Anne Sadie and Rhian Samuel, editors, Norton/Grove Dictionary of Women Composers, (New 
York: Macmillan, 1995). 

http://www.jstor.org/stable/40071709
http://www.hildegard.com/about.php
https://www.amazon.com/s/ref=dp_byline_sr_book_1?ie=UTF8&text=Julie+Anne+Sadie+Ph.+D.&search-alias=books&field-author=Julie+Anne+Sadie+Ph.+D.&sort=relevancerank


6 

composed by females.18 In our modern society in which the goal of gender equality is 

increasingly paramount, numerous organizations have been formed to advocate for the 

works of past and current female composers and to promote the next generation of 

females.  

One of the most common reasons given for why fewer females are in the music 

composition field is that young females often do not pursue compositional studies. An 

English choral composer, Kerry Andrew, notes that one of the most powerful motivators 

for young females to study composition is to provide examples of successful female 

composers.19  Numerous performers and ensembles are now dedicated to bringing 

works by females to public concert halls. Andrew still notes that it rests on the shoulders 

of music educators to provide examples of female composers to young students so that 

they develop a gender-neutral view of composition.20  

An increasing number of music educators seem to agree with Andrew. In fact, 

some major music education associations, including the American String Teachers 

Association (ASTA), Royal Conservatory, and Associated Board of the Royal Schools of 

Music (ABRSM) in London, now include works by female composers in their curricula. 

The ASTA curriculum includes two pieces by females, Invocation by Amy Beach and 

the Romanza of Cécile Chaminade. However, the Royal Conservatory and ABRSM 

                                            
18 Ricky O’Bannon, “By the Numbers: Female Composers”, Boston Symphony Orchestra, accessed 
September 2, 2016, https://www.bsomusic.org/stories/by-the-numbers-female-composers.aspx.  
19 Kerry Andrew, “Why There are so Few Female Composers”, The Guardian, February 8, 2012, 
accessed Sep, 15, 2016 https://www.theguardian.com/commentisfree/2012/feb/08/why-so-few-female-
composers. 
20 Ibid 

https://www.bsomusic.org/stories/by-the-numbers-female-composers.aspx
https://www.theguardian.com/commentisfree/2012/feb/08/why-so-few-female-composers
https://www.theguardian.com/commentisfree/2012/feb/08/why-so-few-female-composers
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exams do not include works by females that correspond to the Suzuki books 7 and 8 

levels.  

Individual music educators also are noticing the need for student exposure to 

works by females. Several collections of works for violin that include female composers 

have been published in recent years. The most thorough and pedagogically oriented 

collection to date is Cora Cooper’s four-volume collection of graded anthologies of 

works by only female composers, one beginner volume, two intermediate and one 

advanced. 21  Cooper’s collection, however, contains primarily contemporary 

compositions that include 20th century violin techniques and more modern tonalities 

than most young Suzuki students are accustomed to hearing.  

Additionally, Cooper uses the ASTA standards to assess the difficulty of the 

pieces. The ASTA and the Suzuki curriculum vary significantly. For example, Cooper 

compares her advanced volume to the grade 5 and 6 levels of the ASTA violin 

curriculum, unfortunately without specifying details about how she assessed the 

included pieces. Furthermore, these ASTA levels include some works found in Suzuki 

books 4-6 and pieces (such as the Concerto in A minor by Jean-Baptiste Accolay) that 

are generally not in the Suzuki supplementary repertoire until book 7. This 

encompasses a huge range of technical levels without adequate details as to the 

specific techniques in the pieces.  

Cooper states that her anthologies are not intended as a method, but simply as 

interesting and enjoyable supplementary pieces to the teacher’s desired repertoire.22  

                                            
21 Cora Cooper, editor, Violin Music by Women: A Graded Anthology, Vol. 4 Advanced (Manhattan: 
Sleepy Puppy Press, 2013).  
22 Ibid  
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Arguably, a Suzuki student would benefit much more from an introduction to 

female composers that follows more closely the particular technical development of the 

Suzuki student. Additionally, the Suzuki student, as previously noted, generally is 

exposed primarily to music from the Baroque and early Classical periods. Although 

exposure to modern works, a variety of styles, and different tonalities is, of course, 

ultimately desirable, it would benefit a Suzuki student to play works by females that are 

more generally aligned with the student’s established aesthetic before expanding to the 

more adventurous.  

As a full-time Suzuki teacher with training in all 10 books, as well as practicums 

and supplemental courses, this author believes that Suzuki teachers have an especially 

unique role in a Suzuki student’s musical education. Suzuki teachers often work with 

young students during their early exposure to the vast world of classical music. These 

students are generally not enrolled in music history courses or exposed to textbooks 

dominated by male composers. Their experience with music is shaped by what their 

teacher exposes them to and chooses to have them play.  

Suzuki method books are the primary basis of the Suzuki curriculum. As 

mentioned, supplementary material is highly encouraged in the mid-to-upper Suzuki 

levels, and it is here that young students can, and should, be exposed to works by 

female composers. 
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CHAPTER 3  

THE DEVELOPMENT OF A BOOKS 7 AND 8 SUZUKI VIOLINIST  

The Role of the Teacher 

One of the tenets of the Suzuki method is that the method lies in the way the 

material is taught and in the core principles of its philosophy, not solely in the material 

found in the books.23   Many teaching methods are comprised mainly of etude-type 

works or short pieces written specifically to cover a certain technical idea.  The Suzuki 

method books contain primarily pieces from the classical repertoire. Although some 

minimal preparatory exercises are given for particularly difficult sections of some pieces, 

relevant teaching points, explanations of concepts to be learned and developmental 

material are largely absent. Therefore, although many people call themselves Suzuki 

teachers because they teach the pieces in the Suzuki books, these teachers, and thus 

their students, are missing key elements of the Suzuki method. 

Dr. Suzuki’s philosophical ideal was to use the music to teach the techniques.24  

A successful Suzuki teacher must understand the specific techniques that are important 

to each piece and what must be introduced, practiced, and developed during each 

stage of the learning process.  Those specific techniques are not explicitly outlined in 

the Suzuki books. Using the Suzuki pieces effectively as a teacher goes beyond simply 

understanding proper violin technique. It requires actual teacher training.  

                                            
23 John Kendall, The Suzuki Violin Method in American Music Education (Miami: Summy-Birchard,1973), 
13.  
24 “About the Suzuki Method”, Suzuki Association of the America, accessed September 17, 2016, 
https://suzukiassociation.org/about/suzukimethod/?gclid=CjwKEAjwv7HABRCSxfrjkJPnrWgSJAA45qA2O
sxWUeNG5TTFaOv4hrAN9RCgLkUTsI6sXjYVLF-a3RoCvrjw_wcB. 

https://suzukiassociation.org/about/suzukimethod/?gclid=CjwKEAjwv7HABRCSxfrjkJPnrWgSJAA45qA2OsxWUeNG5TTFaOv4hrAN9RCgLkUTsI6sXjYVLF-a3RoCvrjw_wcB
https://suzukiassociation.org/about/suzukimethod/?gclid=CjwKEAjwv7HABRCSxfrjkJPnrWgSJAA45qA2OsxWUeNG5TTFaOv4hrAN9RCgLkUTsI6sXjYVLF-a3RoCvrjw_wcB
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Rather than choosing to write teacher manuals or companion books for the 

Suzuki method, Dr. Suzuki started a system of teacher training that was done aurally in 

person as a continuation of his philosophies about teaching. Originally, this training was 

done directly with Dr. Suzuki. These teachers then formed a generation of Suzuki 

teachers that became trainers to the next generation.25  

Today, a young teacher in training can trace his or her pedagogy back to Dr. 

Suzuki, and thus the method is spread through in-person training courses. In fact, the 

revised editions of the Suzuki books include a note to parents about the importance of 

selecting a trained Suzuki teacher, along with a note to teachers regarding the 

importance of having certified Suzuki training when using the method books to be a fully 

effective Suzuki teacher.26   

The Suzuki method of teacher training makes it more challenging when 

researching and writing about the Suzuki method as there is very little written by Dr. 

Suzuki himself or those in his immediate circle regarding his thoughts or intentions in 

how he selected the works in the Suzuki books or why each piece was included. Rather, 

the reasons must be gleaned from studying the pieces directly.  

It is possible to take a specific technique and trace its development through the 

Suzuki books. One can find where a concept was introduced and how it was developed 

and determine which review pieces might help a student better solidify certain skills. 

Suzuki teacher trainers continue to build on the ideas passed down to them from the 

teachers that Dr. Suzuki trained about how best to work on each element, but the basics 

                                            
25 Kendal, 26.   
26 Dr. Shinichi Suzuki, Suzuki Violin School Volume 8, revised edition (Miami: Summy-Birchard, 2016).  
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of what techniques should be learned from each piece must essentially be ascertained 

by the teacher from the music on the page. Therefore, the resulting abilities of a student 

may depend largely on how a Suzuki teacher uses the material and the teacher’s own 

decisions in what to emphasize in each piece.  

In addition to teacher training, the quality of practice, the amount of 

supplementary material used throughout the years of study, and the level of excellence 

surrounding the student’s learning environment all greatly impact a Suzuki student’s 

development. Highly skilled teachers who are themselves proficient players will 

demonstrate and cultivate a higher level of playing for their students than a teacher who 

may use the same Suzuki material but who may accept a lower standard of playing. 

Since there is no standardized test or demonstrative way of passing pieces or books in 

the Suzuki method, it is up to the discretion of the teacher to advance students through 

the material at an appropriate pace.  

With great access through the Suzuki Association for continuing education for 

teachers and vast networks of student summer institutes and weekend workshops, the 

Suzuki community seeks to raise the standards of excellence through awareness and 

collaboration. Nevertheless, solidifying a definition of what a book 7 or 8 player should 

look like remains somewhat difficult. An analysis of the pieces included in each book, 

combined with an understanding of how the technical advancement progresses through 

the pieces, can help formulate a general understanding of what a book 7 or 8 player 

should be capable of performing.  

The following charts analyze the techniques of off-the-string strokes, string 

crossings, shifting, left-hand articulation and musical development through the pieces in 



12 

books 1-6 of the Suzuki method. These charts will help define the skills a player should 

have well-developed when beginning book 7. This analysis will be used to demonstrate 

how the selected pieces by female composers in Chapter 4 are technically relevant for 

the development of these players.  

 

Off-the-String Strokes  

The pieces in Suzuki books 7 and 8 show a variety of lifted bow strokes including 

lifts within hooked bows, brushed stroke, lifted pick-up notes, thrown spiccato and 

ricochet. Additionally, to successfully play pieces at this level, students must be 

comfortable with continuous changes in the weight of the bow; allowing for easy lifts 

when needed; lightening ends of notes to keep passage of short, separated notes 

ringing and to allow for flexible string crossings; navigating to different parts of the bow 

and varying lengths of notes for phrasing.  

Table 1 and the brief explanations that follow demonstrate how changes of 

weight and lifted bow strokes are developed through the first 6 books of the Suzuki 

method. This analysis helps provide a clearer understanding of what a book 7 Suzuki 

student should be prepared to play with regard to lifted bow strokes.  

Table 1: The Development of Lifted Bow Strokes in Suzuki Books 1-6  

Book 1  Perpetual Motion  
Etude  

Establishing basic sautillé foundation  
(although firmly on the string at this point) 
(see notes for Table 1) 

Book 2  Hunters Chorus 
Long Long Ago (Variation) 
Two Grenadiers  
Gavotte (Thomas) 
Minuet in G (Beethoven) 

“Kicked up-bows” (see notes for Table 1)  
Up-bow spiccato preparation 
Lifted hooked bows 
Brushed stroke and kicked up-bows 
Up-bow spiccato preparation  

Book 3  Gavotte (Martini)  Lifted hooked bows 
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Humoresque  
 

Gavotte (Becker) 
 
Gavotte (Bach) 

Alternating weight/release on both down- and 
up-bows 

Lifted hooked bows, up-bow spiccato 
preparation, brushed stroke  

Lifted up-bows, brushed stroke  

Book 4  Seitz Concerti  
 
 

Perpetual Motion  

Lifted hooked bows  
Sautillé development 
Brushed stroke  
Sautillé (staccato quasi spiccato) 

Book 5  Gavotte (Bach) 
Country Dance 
German Dance 
Veracini Gigue  

Lifted hook bows, repeated up-bow circles  
Up-bow spiccato  
Lifted up-bows 
Kicked up-bows 
Brushed stroke  

Book 6  Handle fast movements 
 
Gavotte (Rameau) 

Continuous weight changes causing bow stick 
movement (see notes for Table 1) 

Up-bow spiccato adding string crossings 
 

Notes for Table 1  

Book 1 

The double-stroke variation of Perpetual Motion and Etude are the most basic 

beginnings of a bouncing bow stroke (sautillé). While students at this level are firmly on 

the string, they should be taught to play these variations with a relaxed wrist and bow 

fingers around the balance point of the bow. If they are taught only with the 

opening/closing motion of the elbow, the student will not be able to play cleanly at a 

proper tempo. Introducing the movement of the hand and wrist allows for smaller bows 

and thus faster tempo while maintaining pure tone.  As they continue to develop, 

students can review these pieces at constantly increasing speeds until they can achieve 

a sautillé stroke in preparation for book 4.  
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Book 2 

The “kicked” up-bow stroke is an important technique for the development of a 

brushed stroke. In order to keep a relaxed bow hand and clear articulation, the student 

must stay in the lower half with the weight of the bow fully into the string. While the bow 

does jump off the string, the student learns that it is the weight down followed by moving 

the bow quickly that causes it to “jump”, rather than the student’s doing the work to lift 

the bow. If a student braces the hand or arm to “pick the bow up”, the sounds will 

become fuzzy and the tempo and posture will both suffer. This is important as many 

students approach off-the-string strokes as a lift-up (causing tension) rather than a slight 

weight down that then allows the bow’s natural flexibility to create the jump. The 

presentation with the slurred down-bow helps students feel the weight of the elbow 

transfer into the bow so that the bow can grab the string before being pushed off.  

  

Book 6 

The 2nd and 4th movements of the George Frederick Handel (1685-1759) 

Sonatas in F major (HWV 375) and D major (HWV 371) and the J. H. Fiocco (1703-

1741) Allegro do not directly require off-the-string strokes. However, while the bow hair 

is mainly on the string, students should now be comfortable with constantly changing 

and releasing bow weight with the wrist and hand so that staccatos are not stuck in the 

string. If this is developed correctly, students will be able to match the tempo and mimic 

the light character, clear tone and ringing sound of recordings and professional players. 

If not, the pieces will sound sticky and stylistically incorrect and will be difficult to play, 

as the bow will often become stuck in the upper half and will impede quick string 
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crossings. Lifting to return to the lower half when needed and having the flexibility to 

easily come off the string are essential to playing these pieces well and should be fully 

established by the end of this book.  

 

String Crossings  

The ability to cross strings cleanly and quickly is essential to violin playing from a 

very early stage. Simple string crossings appear in the very first song that Suzuki 

students play (Twinkle, Twinkle, Little Star), where the student learns that changing the 

bow arm level can change the string being played. As these string crossings increase in 

difficulty, students will develop wrist and hand motions to change strings in addition to 

using elbow and forearm levels. As the complexity increases, rapidly changing strings 

using a combination of arm and hand will develop into more complex strokes, including 

ricochet. Table 2 is an overview of string crossing development in the first 6 books of 

the Suzuki violin method. As every piece in the method contains a variety of string 

crossings, the chart summarizes only those deemed particularly important to the 

technical advancement of a student.  

Table 2: String Crossing Development in Suzuki Books 1-6 

Book 1  Twinkle  
 
Song of the Wind  
Long Long Ago  
Allegretto  
Etude  
Minuet 2 
Minuet 3  
Gavotte  

First string crossings including those on an up-bow 
(variation B) 

Successive crossings 
Crossings to D 
Crossings to G 
All 4 strings both up- and down-bow crossings  
Crossing 2 strings 
Crossings on a slur  
Fast crossings on 4-note slurs 
** Supplementary material: 

- string crossing practice directly from the repertoire  
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Book 2  Hunters Chorus  
Waltz  
Witches Dance  
Minuet 
(Beethoven)  
Minuet (Boccherini)  

Wrist motion for rapid crossing and return on slur 
Legato crossings  
Fast changes on arpeggios 
Up-bow staccato changes between 3 strings  
 
Successive crossings on 2 consecutive slurs.  

Book 3  
 
 
 
 
 
 
 
 
 

Minuet (Bach)  
 

Gavotte (Becker)  
Gavotte (Bach)  
Bourrée 

Successive crossings on 3 consecutive slurs with left-
hand coordination.  

Crossings over slurs with more notes at greater speed 
Change between double stop and single string  
String crossings to rolled chords 
String crossings to voice  
** Supplementary material:  

- string crossing exercise  
- chord preparation exercise for string crossings  

Book 4  Seitz Concerto No. 
2, mvt. 3  
 
 
Seitz Concerto No. 
5, mvts 1 and 3  
Vivaldi A minor  

mvt 1 
 

 
mvt 3  

 
 

Perpetual Motion  
Bach Concerto in 
D minor  

String crossings in sautillé (or first attempts towards 
sautillé ) 

Beginning bariolage (between A and E), hand 
crossings 

3-note chords  
Crossings between double stops  
 
Martelé crossings across multiple strings 
Fast single note crossings for voicing in passages with             
slurs 

Crossing to G string within diminuendo phrase 
endings  

Fast crossings across 3 and 4 strings for arpeggios 
with successive crossings 

Bariolage passage of greater length  
String crossings in sautillé  
Increased bow control to cross strings around balance 
point of bow during more complex passage work  

** Supplementary material:  
- string crossing etude  

Book 5  Gavotte (Bach) 
Vivaldi Concerto in 
G minor         mvt 1  

 
mvt 3 

 

Double stops, voicing of string crossings, bariolage  
 
Bariolage on changing strings  
Whip bows, fast change to accented up-bows 
Bariolage starting up-bow  
Fast/ successive crossings to higher string on up-bow 
slurs  
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** Supplementary material:  
- same etude as end of book 4 but now starting up-
bow and in slurred patterns  

Book 6 La Folia 
 
 
 
 
 

Handel Sonatas 
slow movements  

 
fast movements  

 
 
Allegro (Fiocco)  

 
 
Gavotte (Rameau) 

Faster martelé crossings across 2 strings 
Faster crossings within slurs (also across more 
strings) 

Slurred crossings between double stops  
Successive 3-note chords requiring controlled 
crossings  

 
Development of fairly simple legato and musically 
nuanced crossings  

Continued development of wrist/hand crossings in 
bariolage passages and fast crossings for single 
notes  

Same string crossing patterns with 2 different bowings 
Bariolage alternations starting up-bow and changing 
strings 

String crossings in up-bow spiccato  
**Supplementary material: 

- practice techniques for passages of La Folia 
include string crossings  

 

 Shifting  

The development of shifting for Suzuki students can depend greatly on which 

fingerings a teacher selects for each piece. As the books have gone through revisions 

over the years, different options for fingerings have been added to many pieces. These 

options allow for the introduction of shifting earlier in the repertoire (book 3) and later 

allow for choices in tone color or ease of shifting.  

  Additionally, most of the supplemental exercises added to the revised books 

pertain to introducing each position and providing shifting exercises before these 

positions must be used in the actual repertoire. Table 3 summarizes the development of 

shifting and positions as they appear in books 1-6, along with how the positions are 

introduced in the supplementary repertoire.  
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Table 3: Shifting Development in Suzuki Books 1-6 

Book 1   No shifting, firmly establish 1st position  

Book 2 Musette  
 

Minuet (Beethoven)   

Common practice to end with a harmonic 
(technically a 3rd position extension)  
½ position using only 1st and 2nd fingers  
**Supplementary shifting material: 

- shifting exercises 1st-3rd position (end of 
book) 

Book 3  
 
 
 
 

Minuet (Bach)  
Humoresque  
Gavotte (Becker)  
Gavotte (Bach)  

Minuet II shifting to 3rd position A string option 
Multiple shifts to 3rd position all strings  
3rd position option with a harmonic extension  
3rd position in brushed stroke  
** For all pieces, shifts are listed as optional with 

fingerings for both 1st and 3rd position given. 
All shifts are to a 1st or 2nd finger (so can 
match to an open string) on separate bows 

** Supplementary shifting material: 
- tonalization in 1st and 3rd position (beginning 
of book 

- shifting exercises 1st-2nd position (end of 
book) 

Book 4  Seitz concerti  
Vivaldi A minor 1st mvt 

                      
                       3rd mvt                

 
Perpetual Motion  

 
Bach Concerto in D 
minor  

Brief optional shifts in legato passages  
First required shifts- up to 4th finger 3rd position 
(difficult if this is first introduction to shifting) 

Extensive use of 3rd position  
Optional second position 
½ position (1st and 2nd finger), 3rd position, 
brief 4th position   

Rapid changes between 1st, 2nd and 3rd 
positions  

**Supplementary shifting material:  
- tonalization in 1st and 2nd position (beginning 
of book 

- 2-octave scales/arpeggios in 1st and 3rd 
position  

- shifting 1st-4th position exercises 
- perpetual motion in 1st-4th position  

Book 5  Vivaldi A minor mvt 2 
 

Vivaldi G minor mvt 1 
 

1st-4th position with fingering options  
(one 5th position option) 
5th position (1 measure) (silent shift with time) 
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Country Dance  Shift from 3rd-5th (no rest) 
** Supplementary shifting:  

- tonalization in 4th position and 5th  
-shifting 1st-5th and 2nd-5th position 
- perpetual motion in 5th position  
- 3-octave G M/m scale/arpeggio with 6th 
position shift  

Book 6  All pieces  Flexible use of 1st-4th position  
Some optional 5th position fingerings provided  
**Supplementary shifting: 

- shifting to 6th position from 1st-3rd 
- perpetual motion in 6th position  

  

Left- Hand Articulation 

To maintain a clear tone, left-hand fingers must hold the string firmly down while 

each note is being played. The development of fast and firm fingers is known as finger 

articulation. It is important to develop this articulation while maintaining a relaxed left-

hand so that speed is not hindered by tension. The continuously increasing difficulty of 

the notes, the length and speed of the pieces and the expanded range through the 

books all serve to increase left-hand finger dexterity. The development of rapid, 

repeating finger patterns, grace notes and trill development provide the most direct 

elements of left-hand finger articulation development. Table 4 summarizes the 

development of these musical devices in books 1-6.  

Table 4: Left-hand Articulation Development in Suzuki Books 1-6 

Book 1  All pieces  
 
 
 
Minuet III 
Gavotte  

Developing ability to place and lift fingers 
both independently, in pairs and in 
“peeling off” and “rolling down” motions of 
successive fingers 

First grace note 
Multiple grace notes 
Quick changes between sharped and 
natural second fingers  
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** Supplementary material: 
- instruction and practice placing finger 
quickly before bow plays (developing fast 
finger placement) 

- grace note practice (fast finger lifting) 

Book 2 Waltz  
Gavotte (Mignon)  
 
Gavotte (Lully) 
Minuet (Beethoven) 

Paired grace notes  
First example of measured trills and 
repeating finger patterns  

Full trill  
Dotted trill pattern repeated  
Natural and sharped 2nd fingers 
consecutively 

Book 3  Minuet (Bach)  
Humoresque  
 
Gavotte (Bach) 

Multiple mordent options  
Repeating pattern of 32nd-note finger 
placement  

Multiple trill including to 4th finger 

Book 4  Vivaldi A minor  
Bach Concerto in D 
minor  

Repeating left-hand finger patterns  
Quick trills within phrases  
Constantly changing finger placement 
between sharps/naturals/flats 

**Supplementary material: 
- Trill exercises all fingers  

Book 5  All pieces 
 

 
 
Gigue (Veracini)  

Increased difficulty in repeated finger 
patterns  

Trills and grace notes now firmly 
established 

Multiple fast scale patterns with quick/ firm 
fingers  

Book 6  Allegro (Fiocco)  Fast mordents within a slur, repeating 
pattern 

 

Musical Expression   

Technical development is absolutely necessary for a student’s ability to advance 

in violin; however, technical practice should always be in the service of musical 

expression. There is arguably little value in a technically perfect performance if there is 

no musical expression, no energy, and no musical intention in the performance.  It is 
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often easy to get caught up in technical work, but teachers must always help students 

work to make music. How teachers choose to help students develop their musical 

expression varies greatly between teachers and students.  

Tonalization exercises, one of the core ideas behind Suzuki’s concept of tone 

development, appear as supplemental material in every book. However, there is very 

little instruction on how these simple patterns, based around points of resonance, 

should transfer into playing the Suzuki pieces more musically. Furthermore, there are 

no explicit instructions in any book on what constitutes musical playing or how a piece 

should be played.  

Although students are often told to follow along with the Suzuki recordings, the 

enhanced recorded performance by a preeminent violinist is not always practical for the 

developing student to emulate. Charting musical development in students is often 

challenging. The type of pieces, style, characters and moments of dramatic license can 

help provide an overview of how the literature included in books 1-6 may be used to 

encourage musical development for these students. 

Table 5: Musical Development in Suzuki Books 1-6 

B
Book 1  

- Pieces use a variety of staccato and legato strokes so students begin to 
understand differences in articulation. 

- Multiple pieces with echo passages can develop changes in dynamics 
using basic techniques of altering bow speed and amount.  

- Musical elements of ritardando, decrescendo/crescendo and fermata used. 
- The three Bach minuets can be used to help develop tone production on 

down beats as a stylistic element for the aware teacher and student. 

B
Book 2  

- Changes of key and thus character, articulation, dynamics within sections 
of the same piece. 

- More legato pieces with defined phrase structure for addition of dynamics. 
- Increased need for planned bow use/speed to play correct bowings.  

B
Book 3  

- All pieces have multiple, clearly defined character sections and students 
should work to make each section musically different as appropriate. 
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- All pieces are known Baroque dance movements (except Humoresque), 
clearly defining beat pattern, tempo, character and providing stylistic 
guidance. 

- Appearance of more dynamic and tempo markings in the music. 
- Vibrato exercises included in the supplementary material.  

B
Book 4 

- Concerti movements have more soloistic elements of drama, timing, and 
more frequent changes of character within passages.  

- Short melodic passages appear in contrasting section in Seitz concerto 
movements, though no slow pieces are included. 

- Bach D minor concerto allows study of important versus accompanying 
material. 

- Two short supplementary pieces have instructions to play with beautiful 
vibrato and musical expression, but lack any advice as to how to execute. 

B
Book 5  

- Appearance of two slow movements of Vivaldi A minor and G minor 
concertos, suggesting that at this point, students should begin to focus 
more on the difficult task of playing with a slower, more controlled bow 
speed in order to shape longer phrases. A well-developed vibrato is 
necessary to perform these.  

- Bow control should include beginning to shape phrases with changes in 
bow speed weight. 

- Fingering options in slow movements allow choice of string color and 
musical decision making for technically proficient students. 

- Fast pieces include more variety in articulation and off-the-string bow 
techniques so students have more freedom to change bow use to affect 
musical expression. 

B
Book 6  

- Two Handel sonatas, including all four movements in addition to the variety 
of variations in La Folia, imply a greater equalization in the importance of 
faster, more technical pieces, and slower, more musically focused work for 
student development. Students should be comfortable playing slower, 
legato movements with dynamics, basic phrasing, vibrato, bow control, 
even tone and appropriate shifting.  

- Fingerings provided primarily for phrasing and color rather than technical 
convenience. Students become familiar with choosing fingering based on 
musical purpose.  

 

Summary of the Technical Proficiency of a Book 7 Suzuki Violinist  

The preceding tables display how each of the five technical elements progress 

through the first six books of the Suzuki method. If students and teachers are diligent in 
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assuring that each stage of the development is followed as they appear in the 

repertoire, students should have the following foundation skills.  

Students should be able to play basic lifted bow strokes including lifted pick-up 

and hooked bows, basic brushed strokes, sautillé on doubled notes and up-bow 

spiccato. Students should understand the weight change and push into the string as 

necessary for the bounce of the bow. They should have the wrist and bow hand 

flexibility needed for more advanced spiccato strokes as developed by the repeating up-

bow circles at the frog and through string crossing passages using the hand. They 

should be ready to fully implement these lifted strokes in a more stylistically mature 

manner while advancing to full spiccato passages in books 7 and 8.  

Students should be able to cross strings in both clockwise and counterclockwise 

motions at various speeds. Crossings in bariolage patterns in both directions should be 

fairly solidified, meaning the bow wrist should be flexible and string crossings using both 

hand and arm should be smooth. Three- and four-note chords should have even and 

controlled crossings. Students should be ready for arpeggiated string crossings 

appearing in books 7 and 8.  

Students should be comfortable in 1st-4th position, understand both 5th and 6th 

positions and be ready to use these positions in pieces as they appear in books 7 and 

8. Shifting in 1st-4th position should be relaxed and in-tune and should not detract from 

the phrasing of the piece.  

Along with functional shifting, the left-hand fingers should be fast, accurate and 

relaxed. Mordents, turns and short trills should be easily executed. Scale passages 

should be clean and finger pressure should not negatively affect tone. Students should 
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be ready for longer trills, faster passages incorporating trills, scales and multiple shifts 

under slurs.  

Students should have a basic understanding of how to develop phrases in both 

fast and slow movements, identifying high points and phrase endings and shaping these 

moments appropriately using vibrato and changes in bow speed and weight. Students 

should be ready for longer phrases in a more Romantic style with an increased level of 

sophistication. They should be able to choose fingerings, at least in part, for musical 

reasons using expressive shifts where appropriate. Students entering book 8 should 

also be ready for short cadenza passages requiring individual musical decisions and 

execution.  

The descriptions above help identify the technical elements a book 7 or 8 player 

should be readily able to perform. As the following selected pieces by female 

composers are analyzed, these descriptions of a book 7-8 Suzuki player will be used to 

show how a student has been prepared for the technical issues presented in the pieces. 

Examples from the pieces in books 7 and 8 will also be compared to excerpts from the 

selected pieces by female composers to show the similarities in how these technical 

elements are used. In this way, it will be possible to understand how a book 7 or 8 

player could perform these pieces by female composers, and why the technical 

elements presented in the pieces make them both accessible and technically enriching 

for a book 7 or 8 Suzuki player to study.  
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CHAPTER 4  

SELECTED WORKS BY FEMALE COMPOSERS 

Bohémienne by Pauline Viardot (1821-1910) 

The Bohémienne is the second piece from 6 Morceaux by Pauline Viardot 

(1867).27 The lively meter and strong articulations make this piece interesting for 

students to play and provide several important technical elements. The off-the-string 

strokes and finger articulation needed to perform this piece are directly relevant to the 

Suzuki student at a book 7 or 8 level, as will be shown in the following examples.  

The first excerpt (example 1) from the Bohémienne demonstrates the variety of 

lifted bow strokes used throughout this piece. Due to the character and articulation 

markings of the opening eighth notes (and following similar groupings), these should be 

played with a pinching bow, giving an accented articulation after which the bow jumps 

off the string and lands to prepare for the next note.  

In order to achieve the appropriate articulation on the down-beat quarter notes, 

the preceding two eighth notes should be played with off-the-string hooked bows. 

Passages of sixteenth notes must start on a down-bow, which requires a small retake 

off the string before each passage (using hand and wrist motion). Finally, the scale 

passage at the end of the example is marked with staccato articulation, which at an 

appropriate speed would require a spiccato stroke in the balance point of the bow.  

                                            
27 6 Morceaux by Pauline Viardot, accessed Septemer 13, 2016, 
http://imslp.org/wiki/6_Morceaux_(Viardot,_Pauline).  

http://imslp.org/wiki/6_Morceaux_(Viardot,_Pauline)
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Example 1: Pauline Viardot, Bohémienne from 6 Morceaux (1867), mm. 1-21. 
 
The development of the off-the-string strokes through the first six Suzuki books 

should enable a Suzuki player of this level to execute the bow techniques needed for 

the Bohémienne. By the end of book 6 students have played short passages of brushed 

stroke, lifted pick-up notes and hooked bows, up-bow spiccato and preparatory 

techniques for full spiccato passages. The following examples are from pieces in books 

7 and 8 that further develop these off-the-string techniques and are similar to those 

found in the Bohémienne28.  

The Mozart Minuet at the beginning of book 7 (example 2) provides numerous 

opportunities for students to develop increased dexterity in lifted hooked bows of 

varying bow speeds. While these lifts must be in a more graceful, minuet style, the 

technique is the same as would be used in the Bohémienne hooked bows. The 

                                            
28 It is also important to note, that these are only the instances where the editorial markings explicitly 
require a spiccato stroke in the Suzuki books. There are numerous other examples where a well-prepared 
Suzuki student would (and arguably should) be playing off the string as a result of playing in the right style 
and with proper bow technique. For instance, much of the 2nd and 4th movements of the Eccles sonata 
would be off the string in some variation of brushed stroke or spiccato if played at tempo, with a balanced 
bow arm and appropriate notes lengths.  
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contrasting styles of the two pieces provide students with more experience using the 

lifted hooked bows in a greater variety of articulations, weight and character. 

Example 2: W.A. Mozart, Minuet, mm. 1-19. Suzuki Violin School Volume 7. 
 
The excerpt from the Tambourin by Grétry (example 3) shows similar lifted-bow 

hooked bows with the additional challenge of added grace notes and extended to four 

notes. The passage appears in both piano and forte dynamics, requiring students to 

change the bow pressure while still maintaining the lifted strokes. The lifts in the 

Bohémienne have an even more accented character than those in the Tambourin, 

perhaps adding a third level to the character changes within the same technical 

element.  

Example 3: A.E. Grétry, Tambourin, mm. 5-9. Suzuki Violin School Volume 8. 
 
The following passage (example 4) from the 4th movement of the Handel Sonata 

in A major in book 7 is the first explicitly marked spiccato passage found in the Suzuki 

repertoire. While students should be familiar with some brushed stroke in the earlier 

books, this is a more extended passage of marked spiccato that appears twice more in 
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the movement. The repetition of the same note through the passage allows students to 

focus on the bow technique rather than left-hand complications. The fact that the 

passage is within a crescendo helps students maintain bow weight as the bow is 

allowed to bounce on the string.  

Example 4: G.F. Handel, Allegro from Sonata in A major, mm. 13-15. Suzuki Violin 
School Volume 7. 

 
The next step from playing spiccato on a repeated note is a simple scale 

passage that appears in the final movement of the Veracini Gigue from the Sonata in E 

minor (example 5). The three-note scale fragments at the beginning of the passage are 

extended into a full spiccato scale.  

 

Example 5: F.M. Veracini, Gigue from Sonata in E minor, mm. 41-46. Suzuki Violin 
School Volume 8. 

 
The scale in the Bohémienne is similar, where the notes follow a simple finger 

pattern with only a small shift and are ascending rather than descending. The increased 

speed of the notes will help facilitate the bouncing of the bow when done with proper 

bow arm technique. This scale passage would be an accessible challenge for the 

Suzuki student working on the passages above in the Suzuki repertoire.  

Finally, the passage below (example 6) from the Gavotte movement of the 

Veracini sonata gives numerous examples of the off-the-string techniques students 
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should achieve by the end of book 8. The lifted hooked bows now include rests (and 

thus increased bow control) and have direct movement from up-bow spiccato to 

repeated down-bow circles (opposite bow wrist motions). The hooked up-bows followed 

by the two successive down-bows repeated throughout the Bohémienne directly parallel 

this change in wrist motion during the off-the-string strokes.  

The ricochet bowing in measure 7 is an extension of the spiccato stroke 

developed through the Suzuki books, where the bow is dropped in the upper half on the 

string and the number of bounces must be controlled and coordinated with the left-hand 

fingers.  

Example 6: F.M. Veracini, Gavotte from Sonata in E minor, mm. 1-24. Suzuki Violin 
School Volume 8. 

 
Students reaching Suzuki books 7 and 8 should be comfortable with a broad 

variety of lifted bow strokes, including short passages of spiccato and ricochet. The 
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lifted bow strokes in the Bohémienne use similar techniques as the pieces found in 

books 7 and 8 of the Suzuki method. The contrasting character of this piece and the 

increased accented articulation provide an excellent example for students to enhance 

their off-the-string techniques in addition to their Suzuki material.  

In addition to a variety of off-the-string techniques, the Bohémienne requires 

several passages of fairly sophisticated left-hand finger articulation. The following 

passage (example 7) is from the short trio passage in the middle of the piece. To have 

clear articulation of changing notes under a very soft slurred passage, clear and precise 

finger action is needed. Additionally, the notes in this passage require finger extensions 

and shifts within the slur, which increases the difficulty of the left-hand articulation.  

The extended trill at the end of the passage builds on the trill foundation built in 

the first six books of the Suzuki repertoire, but requires fast finger articulation for a more 

sustained period of time. The evenness of the fingers must be maintained while the bow 

increases pressure and speed to create the crescendo.  

Example 7: Pauline Viardot, Bohémienne from 6 Morceaux (1867), mm. 66-88. 
 
The passage below (example 8) from the second movement of the Veracini 

sonata in book 8 shows similar finger articulation in the repeated short trill figuration. 
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Although these trills are shorter, the repetitive number and alternation with scale 

passages, and in the ascending sequence at the end of the example, require great 

speed and dexterity of the left-hand fingers and cannot be played with tension in the 

left-hand. The bow changes in the Veracini example may help facilitate the speed of the 

trill on each repetition, while the Bohémienne example provides excellent practice in 

maintaining the finger articulation independent of the bow changes.   

Example 8: F.M. Veracini, Allegro con fuoco from Sonata in E minor, mm. 51-59. Suzuki 
Violin School Volume 8. 

 
The final technical element of note in the Bohémienne is the string crossing 

techniques necessitated by the chords appearing throughout the piece (example 9). The 

three-note chords appear in pairs, with one on an up-bow followed by one on the down-

bow. Because of this, students must cross strings quickly and evenly using a 

combination of arm and hand in a counterclockwise motion, pause in the air just long 

enough to change directions and then re-cross the same pattern of strings in a 

clockwise hand direction.  
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Example 9: Pauline Viardot, Bohémienne from 6 Morceaux (1867), mm. 103-121. 
 
While chords are not new at the Suzuki book 7 level, they have previously been 

on down-bows or on repeated down-bow circles. The second movement of the Eccles 

sonata (example 10) has a down-bow chord quickly followed by an up-bow on a lower 

string, which is a smaller version of the same movement need for the Bohémienne 

chords.  

Example 10: H. Eccles, Courante from Sonata No. 11 in G minor, mm 1-11. Suzuki 
Violin School Volume 8. 
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There are also several instances of similar motion in single note figurations, for 

instance, in the 2nd movement of the Handel Sonata in A major (example 11).  

 

Example 11: G.F. Handel, Allegro from Sonata in A major, mm. 49-51. Suzuki Violin 
School Volume 7. 

 
The second movement of the Eccles sonata (example 12) demonstrates the 

same technique. 

Example 12: H. Eccles, Presto from Sonata No. 11 in G minor, mm. 45-48. Suzuki Violin 
School Volume 8. 

 
In fact, as can be seen in the analysis (chapter 4 section ii) of the off-the-string 

crossings found in the Le Beau selection, students at the book 7 or 8 level should be 

comfortable with rapid string crossings of difficult patterns using appropriate wrist and 

arm flexibility. Therefore, while the chords in the Bohémienne provide a new use of the 

motion, students at this level should be well-prepared for this application and will benefit 

technically from practicing the passages.   

As can be seen in the examples above, the technical challenges presented in the 

Bohémienne are of a similar nature to those found in the pieces of Suzuki books 7 and 

8. Students should be well-prepared for the technical issues of lifted-bow strokes and 

increased left-hand finger articulation through the careful preparation of the pieces in 

books 1-6 charted in chapter 3. As these techniques are expanded upon in books 7 and 

8, the Viardot Bohémienne provides a technically relevant supplement that allows 
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students to work on similar developmental issues while exploring literature by a female 

composer.  

 

Polonaise by Luise Adolpha Le Beau (1850-1927) 

The Polonaise (1881) by Luise Adolpha Le Beau (1850-1927) is the charming 

final piece from her Three Pieces for Viola and Piano (Op. 26).29 With only a few octave 

adjustments for range, it fits beautifully on violin as well. It is made particularly relevant 

to the Suzuki violin student through its use of arpeggiated passages and cadenza-

esque section, which expand on the technical issues of string crossings and musical 

development presented in Suzuki books 7 and 8. 

The string crossing section comes in the second half of the piece (example 13), 

when Le Beau gives the melody to the piano while the violin has repeated arpeggiated 

figures. These alternate between 3- and 4-note arpeggios. While the arm motion 

needed for this pattern is similar to breaking a chord (which Suzuki students are quite 

familiar with by this time), the return arpeggio to the lower strings and the need for 

consistently even bow weight and speed is a new challenge appearing in books 7 and 

8. Below is the lengthy passage of repeated arpeggiation found in the Polonaise.  

  

                                            
29 Le Beau, Luise Adolpha. Three Pieces for Viola and Piano Op. 26. Amadeus Verlag, 2003.  
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Example 13: Luise Adolpha Le Beau, Polonaise from Three Pieces for Viola and Piano 
(Op. 26), mm. 66-74. 

 
Several pieces in books 7 and 8 serve to prepare students to play the Le Beau 

passage. The 3rd movement of the Bach Concerto in A minor in book 7 has several 

passages of similar bow technique where the bow returns to the starting string level at 

the end of each bow (example 14). This passage requires more wrist motion and 

flexibility than arm motion in the string crossing. This is difficult in its own way, but it is 

the culmination of the previous six books’ establishing wrist motion on the string 

crossings. The problem of evenness is aided by the use of the wrist in a quick motion 

and the longer final note, which allows for any need to reset the arm balance or 

evenness. This is an important skill, and the flexibility and balance of the hand and wrist 

are of great importance to the string crossings across all strings in a single direction.  
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Example 14: J.S. Bach, Allegro Assai from Concerto in A minor, mm. 104-119. Suzuki 
Violin School Volume 7. 

 
The first direct example of full arm crossings evenly between first three and then 

all four strings appears in the Grétry Tambourin in Suzuki book 8 (example 15). The 

string crossings in this short passage develop from a small wrist motion in the first four 

measures into slurs across three strings, and then into a final crossing across all four 

strings. This requires the ability to move evenly across all four strings using a 

combination of arm and wrist motion while maintaining a clear tone and bow weight 

across each stroke to keep an even sound across all strings. Students have been 

preparing for this through the development of string crossings in the Suzuki repertoire 

with the emphasis on loose wrist and hand crossings as well as the whole arm 

development through chords and large string crossings. The passage combines these 

skills into complete string crossings.  
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Example 15: A.E. Grétry, Tambourin, mm. 55-63. Suzuki Violin School Volume 8. 
 
The Tambourin excerpt above is a direct application of the same bow technique 

used in the string crossing passages of Le Beau’s Polonaise.  Following Dr. Suzuki's 

idea of using the repertoire to teach the technique, the Polonaise uses the same string 

crossing techniques as the Tambourin but with more continuous repetitions to further 

reinforce the arm motion needed to smoothly and quickly cross the strings. The 

Polonaise also includes an added technical challenge of doing this bow stroke while in 

third position rather than in first, with some changing notes and alternating between 

three and four strings. These added challenges enhance the coordination needed to 

perform the piece and ensure that the string crossing skill is fully solidified and attention 

can be transferred to left-hand issues. The Polonaise is a wonderful enhancement of 

the skill presented in the Suzuki material.   

One musical element of note in the Polonaise is the cadenza-esque passage 

near the end of the movement (example 19). Student musical development is greatly 

influenced by these free passages that invite rubato, musical nuances of rhythms, 

dynamics and dramatic character changes. Beginning with passages of just a few notes 
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in the Seitz concerti in book 4, these freedoms were developed particularly through the 

inclusion of more slow movements in the later Suzuki books. These movements allow 

students to take more time to develop phrasing and musical ideas, which are necessary 

for interesting performances of the piece.  

Book 8 includes three specific examples that further a student’s musical 

awareness and creativity. The first example (example 16) is a short passage from the 

Bach Largo. While the passage isn’t marked as a cadenza, the static accompaniment 

and improvisatory figuration over the dominant is a clear indication that students should 

play the measure in a more melismatic and free manner than the strict rhythm indicated.  

Example 16: J.S. Bach, Largo from Sonata No. 3 in C major, BWV 1005, mm. 18-19. 
Suzuki Violin School Volume 8. 

 
The Pugnani Largo Espressivo in book 8 (example 17) contains two more similar 

examples of cadenza-esque passages within the piece. The first example comes as a 

cadenza on the ending of the first section of the piece, before the theme is presented in 

the dominant key. The passage has minimal accompaniment and is clearly an 

embellishment of the note A, the dominant of the piece. The ascending scale and 

twisting, descending scale back to the starting pitch should be played with more 

freedom than indicated on the page. The indications of molto espressivo and return to a 

tempo at the beginning of the next phrase allow students the creative freedom to 

musically shape the improvisatory section.  
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Example 17: G. Pugnani, Largo Espressivo, mm. 10-14. Suzuki Violin School Volume 8. 
 
The final passage at the end of the Pugnani (example 18) is even more explicitly 

defined as a cadenza. The fermatas hand creative license of timing to the performer, 

and the lack of rhythmic indication on the scale passage between the fermatas allows 

students to shape this phrase entirely in their own way with the musical guidance of the 

teacher. While students have been working toward musical performances of every 

piece, and should be guided to make increasingly sophisticated musical choices in 

books 7 and 8, this is the first true cadenza in the Suzuki repertoire.   

Example 18: G. Pugnani, Largo Espressivo, mm. 23-24. Suzuki Violin School Volume 8. 
 
While not explicitly marked, the Polonaise contains an excellent example of a 

short cadenza (example 19). After a single tonic chord, the piano is silent for six 

measures. Students should thus shape the unaccompanied ascending arpeggiation to 

an arrival on the long G (dominant), followed by a cascading scale and very dramatic 

landing on the diminished chord. Although only an eighth-note rest is indicated, this 

poignant chord needs perhaps a short fermata for full effect. Since the piano is not 

playing, students have full dramatic license at this point. The de facto a tempo appears 
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when the violin resolves back to a C minor tonic arpeggio and the piano returns with the 

thematic rhythm in measure 81. This provides a longer, more varied cadenza passage 

where students must work with the teacher to understand how the notes must be played 

with more musical variety than is indicated on the page for the passage to make sense 

to both performer and audience.  

Example 19:  Luise Adolpha Le Beau, Polonaise from Three Pieces for Viola and Piano 
(Op. 26), mm. 74-82. 

 
The previous examples clearly show the similarities in string crossing technique 

and opportunity for development of musicality between the Le Beau Polonaise and the 

pieces in Suzuki books 7 and 8. The Suzuki material fully prepares students for this 

experience, while the Polonaise allows a more sophisticated application of the skills 

learned in the Suzuki repertoire. This makes the Polonaise another example of a piece 

by a female composer that is of technical interest to a student in Suzuki books 7 or 8 

and can expand a student’s musical ability as well as technical development.  

 

Mazurka by Amy Beach (1867-1944) 

The Mazurka is the third piece in Three Compositions for Violin and Piano, Op. 
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40 (1898) by Amy Beach (1867-1944).30  While the Mazurka is the most technically 

relevant, the other two pieces in the set are charming and completely appropriate for a 

student in Suzuki book 7 or 8. The first piece, Berceuse, doesn’t present any particularly 

new challenge for a student at this level, but Beach’s long, romantic phrases provide a 

chance for students to work on musical playing. Additionally, the range of the piece 

allows for a variety of fingering possibilities. Students could work with their teacher to 

discuss how fingering selection can influence tone color, volume and expressive 

shifting. These decisions are of significant importance to gaining musical awareness 

and independence.  

The second piece, La Captive, is written for the G string and therefore can be an 

interesting piece for tone development and shifting on this more difficult string. The 

range extends to 7th position, which is established in the book 7 supplementary 

material, but is not actually used in the pieces. However, 6th position appears frequently 

in Suzuki book 8 and, if a student is comfortable in 5th or 6th position, a short passage 

of 7th position on the G string is an appropriate addition.  

The most musically varied of the three pieces, and most directly comparable to 

the music found in Suzuki books 7 and 8, is the Mazurka. This piece has more technical 

variety, including graceful lifted bows followed by stylized accents, a spiccato scale 

passage, long trills and grace notes for finger articulation, an expanded range of 1st-7th 

position and a variety of musical characters for artistic development.  

                                            
30Three Compositions for Violin and Piano, Op. 40 by Amy Beach, accessed September 10, 2016, 
http://imslp.org/wiki/3_Compositions_for_Violin_and_Piano,_Op.40_(Beach,_Amy_Marcy). 

http://imslp.org/wiki/3_Compositions_for_Violin_and_Piano,_Op.40_(Beach,_Amy_Marcy)
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The lifted bow stroke characteristic of the main theme should be easily played as 

shown in the numerous examples from the Suzuki repertoire in the previous sections 

(see particularly examples 2 and 3).  

 

Example 20: Amy Beach, Mazurka from Three Compositions for Violin and Piano, Op. 
40, mm. 1-15. 

 
The spiccato scale passage (example 21) presents more of a challenge. 

However, as can be seen in the examples and preparation discussed in section i above 

for the Bohémienne, students of this level should be able to play simple scale passages 

in a spiccato stroke. While the section of the Mazurka is much longer and contains more 

string crossings and left-hand shifting challenges, this is a logical continuation of the 

Suzuki material and the Bohémienne. Furthermore, the simple scale passages beg the 

student to play with musical phrasing and style to prevent the section from becoming 

too mechanical. The high points of the scale may include a lengthening of notes. This 

will add variety to the articulation and dynamics, providing musical interest while helping 

students maintain weight in the bow and thus more control (particularly on the more 

difficult high notes).  
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Example 21: Amy Beach, Mazurka from Three Compositions for Violin and Piano, Op. 
40, mm. 45-61. 

 
The issues of finger articulation are very similar to those found in the 

Bohémienne, including long trills and grace notes (example 22). Therefore, students 

should be well-prepared and fully able to play these passages with a loose left-hand 

and clear articulation, as demonstrated in the examples found in section 1.  

Example 22: Amy Beach, Mazurka from Three Compositions for Violin and Piano, Op. 
40, mm. 26-29. 

 
Suzuki book 7 begins with supplementary material covering shifting into 7th 

position, while the pieces in the book use primarily 1st-6th (two notes in 7th appear in 

the Mozart Minuet at the beginning of the book). Interestingly, and perhaps because of 

the ranges common to pieces of pre-Romantic era works, Book 8 doesn’t go beyond 6th 

position either. In fact, it contains several pieces that go into only 4th position. While the 

technical challenges of these pieces are certainly adequate without the expanded 
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positions, supplemental literature can be useful in adding more shifting and higher 

position work into the student’s curriculum.  

The Mazurka provides several excellent shifting passages. The spiccato passage 

in example 21, above, reaches briefly to 7th position at the height of the scale figure. 

While the bowing presents a challenge, as discussed, students should be prepared as 

this is the same brief shift to 7th that appears in the Mozart Minuet, simply filling in the 

scale. Additionally, the supplementary scale studies at the beginning of Suzuki book 7 

cover shifting to 7th position in scales. The passage below (example 23) shows a range 

of shifting in the Mazurka that is largely new to the Suzuki student.  

 
Example 23:  Amy Beach, Mazurka from Three Compositions for Violin and Piano, Op. 

40, mm. 69-98. 
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The sul G section reaches into 6th position, a difficult place on the violin to 

maintain good tone. This requires students to explore additional finger pressure (left-

hand articulation), sounding point and left arm placement to play the passage well. The 

range and chromatic elements of the piece also result in numerous shifts on half steps, 

necessitating good finger articulation to maintain a clear tone.  

Finally, the range reaches a high B, requiring 8th position briefly. Students 

competent in 6th position should find that passages in 7th and a few notes in 8th 

position are not overly difficult. Because the spacing between the notes decreases and 

the height of the string increases as the position gets higher, left-hand articulation is 

increasingly related to shifting as the fingers must be extremely accurate while using 

more pressure and moving much closer together. However, students will be 

accustomed to moving the left elbow under the violin to reach higher positions by this 

point, and the examples of increased left-hand articulation in previous excerpts will 

serve students well in higher positions, as the left-hand should be relaxed with strong 

and nimble fingers. 

The added chromaticism in the Mazurka is mild when considering 20-21st 

century music. Nevertheless, these shifts provide an opportunity for students to use 

their aural skills in a slightly more advanced application than the shifts commonly found 

in the Suzuki literature.  

As these examples illustrate, the Mazurka by Amy Beach contains several 

technically relevant elements that are appropriate for a student in books 7 or 8 of the 

Suzuki method. Students should be well-prepared for the lifted bow strokes and 

passages of finger articulation presented in the Mazurka, as demonstrated in the 
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examples drawn from the Suzuki repertoire. The spiccato scale passages provide an 

excellent extension of bow stroke development and an appropriate challenge for 

students of this level. The shifting passages may be new, depending on other 

supplemental repertoire used, but students should be well-prepared to meet these 

challenges.  

Musically, the Mazurka is of particular relevance to Suzuki students of this level. 

The writing is slightly less idiomatic. This somewhat complicates decisions about 

fingerings and bowings, as phrases rarely lie in one position even if the range is small. 

This also allows for more choices, for instance, is it better to shift or to cross strings? 

These discussions between and student and teacher enhance the student’s awareness 

of technical decisions impacting the musical result. The numerous changes in character 

and opportunities to vary the musicality between different presentations of the thematic 

material also make this an enjoyable piece for students to study.  

 What is perhaps most important is that The Mazurka was composed in 1898, 

right at the turn of the century, and is the latest of the three works selected. The late 

Romantic characteristics of the piece are a departure from the literature students find in 

the Suzuki repertoire. While having some chromatic elements, it remains very tonal and 

melodic, making it extremely accessible to Suzuki students. However, the phrases are 

longer, more sophisticated and less predictable than those students will find in the 

Suzuki literature. While the piece is far from modern, it can serve as a bridge for 

students to begin exploring more 20th and 21st century pieces, including those by 

female composers. 
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CHAPTER 5  

CONCLUSION 

Female composers have written a considerable number of wonderful pieces for 

violin, and choosing only a few of those pieces for this study has been difficult. The 

three pieces included here were selected primarily based on their relevance to the 

techniques presented in books 7 and 8 of the Suzuki method, including use of off-the-

string strokes, string crossings, shifting, left-hand articulation and musical expression.  

In addition to their technical relevance, it seemed important that the pieces 

selected be well-crafted and musically interesting, particularly for Suzuki students' early 

exposure to works by females. Thus, the selected pieces are by female composers who 

were recognized as talented musicians and performers, who composed music that was 

performed and well-received during their lifetimes, and who garnered recognition and 

respect from other leading (often male) musical figures of the time. The composers, 

Pauline Viardot, Luise Adolpha Le Beau and Amy Beach were prolific, respected and 

talented composers. 

The author also purposely chose pieces that were of a similar genre and tonality 

to the works included in the Suzuki method books. While exposure to other genres and 

more modern music is undoubtedly important for continued student development, the 

purpose of this study is to identify accessible pieces to use in introducing advancing 

Suzuki students to the works of female composers. A Suzuki student who has played 

primarily (or only) works from the Baroque through the Romantic periods should find the 

selected pieces accessible, enjoyable to play and somewhat familiar in style.  
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One interesting possibility for future research would be to explore additional 

pieces by female composers that are equally applicable to the technical development of 

a Suzuki student in books 7 and 8 but take students through a broader range of styles 

and genres. But beginning with pieces that are accessible and tonally familiar to Suzuki 

students seems necessary to capture the student’s initial interest in learning about 

female composers.  

Additionally, it is important that students learn about talented female composers 

who worked largely unrecognized beside their male counterparts throughout the history 

of western music. As female composers continue to make significant inroads into this 

previously male-dominated profession, it would be enlightening for advanced Suzuki 

students to have guidance in exploring the works of these wonderful modern female 

composers as well.  
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APPENDIX A 

 LIST OF PIECES IN THE SUZUKI VIOLIN METHOD
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Suzuki Violin School Volume 1. Summy-Birchard Inc; Revised edition (1995) 
1. Twinkle, Twinkle, Little Star Variations - S. Suzuki  
2. Lightly Row - Folk Song  
3. Song of the Wind - Folk Song  
4. Go Tell Aunt Rhody - Folk Song  
5. O Come, Little Children - Folk Song  
6. May Song - Folk Song  
7. Long, Long Ago - T. H Bayly  
8. Allegro - S. Suzuki  
9. Perpetual Motion - S. Suzuki  
10. Allegretto - S. Suzuki 
11. Andantino - S. Suzuki  
12. Etude - S. Suzuki  
13. Minuet 1 - J. S. Bach  
14. Minuet 2 - J. S. Bach  
15. Minuet 3 - J. S. Bach  
16. The Happy Farmer - Robert Schumann  
17. Gavotte - F. J. Gossec  

 
Suzuki Violin School Volume 2. Summy-Birchard Inc; Revised edition (2007) 

1. Chorus from "Judas Maccabaeus" - G.F. Handel  
2. Musette - J.S. Bach  
3. Hunter's Chorus from "Der Freischütz" - C.M. von Weber  
4. Waltz - Johannes Brahms  
5. Bourrée - G.F. Handel  
6. The Two Grenadiers - Robert Schumann  
7. Theme from "Witches' Dance" - Nicolo Paganini  
8. Gavotte from "Mignon" - A. Thomas  
9. Gavotte - J.B. Lully  
10. Minuet in G - L. van Beethoven  
11. Minuet - L. Boccherini  

 
Suzuki Violin School Volume 3. Summy-Birchard Inc; Revised edition (1994) 

1. Gavotte - P. Martini  
2. Minuet - J.S. Bach  
3. Gavotte in G minor - J.S. Bach  
4. Humoresque - A. Dvorák  
5. Gavotte - J. Becker  
6. Gavotte in D major - J.S. Bach  
7. Bourrée - J.S. Bach  

 
Suzuki Violin School Volume 4. Summy-Birchard Inc; Revised edition (2008) 

1. Concerto No. 2, 3rd mvt: Allegretto moderato - F. Seitz  
2. Concerto No. 5, 1st mvt: Allegro moderato - F. Seitz  
3. Concerto No. 5, 3rd mvt: Rondo: Allegretto - F. Seitz  
4. Concerto in A minor, Op. 3, No. 6, 1st mvt: Allegro - A. Vivaldi/T. Nachez 
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5. Concerto in A minor, Op. 3, No. 6, 3rd mvt: Presto - A. Vivaldi/T. Nachez 
6. Perpetual Motion from “Little Suite No. 6"- K. Bohm 
7. Concerto for Two Violins in D minor, 1st mvt: Vivace, violin 2 - J.S. Bach 

 
Suzuki Violin School Volume 5. Summy-Birchard Inc; Revised edition (2009) 

1. Gavotte - J.S. Bach  
2. Concerto in A minor, Op. 3, No. 6, 2nd mvt: Largo - A. Vivaldi/T. Nachez 
3. Concerto in G minor Op. 12 No. 1 - A. Vivaldi/T. Nachez 
4. Country Dance - C.M. von Weber  
5. German Dance - K.D. von Dittersdorf  
6. Gigue from Sonata in D minor - F.M. Veracini  
7. Concerto for Two Violins in D minor, 1st mvt: Vivace, violin 1- J.S. Bach 

 
Suzuki Violin School Volume 6. Summy-Birchard Inc; Revised edition (2013) 

1. La Folia - A. Corelli/ S. Suzuki  
2. Sonata No. 3 in F major, HWV 370 - J.F. Handel  
3. Allegro - J.H. Fiocco  
4. Gavotte - J.Ph. Rameau  
5. Sonata No. 4 in D major, HWV 371 - J.F. Handel  

 
Suzuki Violin School Volume 7. Summy-Birchard Inc; Revised edition (2014) 

1. Minuet - W.A. Mozart  
2. Courante - A. Corelli  
3. Sonata No. 1 in A major, HWV 361 - G.F. Handel  
4. Concerto No. 1 in A minor, BWV 1041 - J.S. Bach  
5. Gigue - J.S. Bach  
6. Courante - J.S. Bach  
7. Allegro - A. Corelli  

 
Suzuki Violin School Volume 8. Summy-Birchard Inc; Revised edition (2016) 

1. Sonata in G minor - H. Eccles/ S. Suzuki  
2. Tambourin - A.E. Grétry  
3. Largo from Sonata No. 3, BWV 1005 - J.S. Bach  
4. Preludio from Sonata in E minor, BWV 1023 - J.S. Bach  
5. Largo Espressivo - J. Pugnani/ A. Moffat 
6. Sonata in E minor - F.M. Veracini/ A. David/ S. Suzuki  
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APPENDIX B  

BIOGRAPHIES OF FEMALE COMPOSERS
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Luise Adolpha Le Beau (1850-1927)31 

Luise Le Beau was a German composer, pianist and music critic. She was born 

in 1850 to musical parents who fully supported her musical career at a time when 

women were rarely encouraged to pursue music. In her autobiography, Luise claims 

she could sing a melody before she could talk, and her parents fostered her love of 

music by giving her singing, piano and composition lessons from a young age.  

Luise composed her first piece when she was 8 years old. Not satisfied with the 

instruction by local musicians in their small town, the Le Beau family moved numerous 

times seeking the best teachers and musical environment for Luise. She studied briefly 

with Clara Schumann, a well-known and respected female pianist and composer of the 

time, before moving to Berlin to study with Joseph Rheinberger. A famous composition 

teacher who taught only male university students, Rheinberger agreed to teach Luise 

privately after reviewing her violin sonata and finding it “manly, and not sounding as if 

composed by a woman”.  

Luise’s studies led to a period of remarkable success both as a performer and 

composer. At age 18, after winning a piano competition, she toured Germany playing a 

Mozart piano concerto with her own cadenzas. In 1882, her Four Pieces for Cello with 

Piano Accompaniment won top prize in an international composition competition, 

shocking the judges who hurriedly changed from “Herr” (Mr.) to “Fraulein” (Miss) upon 

learning the winning composer was a woman.  

Even with her success, Luise’s life was not without hardship and disappointment. 

                                            
31 Source for biographical information: Jane M. Bowers and Judith Tick, Women Making Music: The 
Western Art Tradition, 1150-1950 (Champaign: University of Illinois Press, 1987). 
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In a time when local male musicians were celebrated in each town, Luise found it 

difficult to find a true home in the musical culture of Germany. Despite her talents as a 

musician and the critical acclaim her compositions earned, she was barred from being 

named a professor at any conservatory because of her gender. She constantly faced 

her male peers’ surprise at her abilities, as, for example, when the famous German 

conductor and composer Hans von Bulow called her “a laudable exception among 

women”.  

Such struggles were common for female composers at the time. Fortunately, 

Luise Le Beau had familial support. Despite discouragement from friends and 

community members, her parents were determined to give her every opportunity they 

could for a successful career in music. During a time when women were taught different 

subjects in school, excluded from music and other careers and expected to marry, her 

parents gave her the option of pursuing music in a way only men could at the 

time.  Luise’s father supported her financially throughout his life so that she was not 

forced to marry or to teach so many students she could no longer compose or perform. 

Her mother toured with her to avoid at least some of the societal disapproval of a single 

young woman traveling alone, and the family moved to whatever city was deemed best 

for the rising star at the time.  

Luise appreciated her unique circumstances. She wrote about her belief that 

women were not inherently incapable of great compositional works‒the lack of great 

female composers stemmed from the “incomplete and often too late education of 

women”.  Men were afforded the option of a career in music and allowed to seriously 

pursue music education to achieve that. Most women were not.  
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Luise Le Beau and her parents fought against the cultural biases limiting female 

composers. At her father’s urging, Luise wrote her autobiography to document her life 

as a female musician during that time. Additionally, we are left with two almost complete 

collections of her works and a collection of reviews of her compositions. The roughly 

300 reviews in the collection reveal the scope of her notoriety as a composer.  

 

Pauline Viardot (Garcia) (1821-1910)32 

Pauline Viardot was born in 1821 in Paris, to a musical Spanish family of great 

fame. Both of her parents were well-known opera singers, and her father was a notable 

voice teacher of his own “Garcia method”. In stark contrast to Luise Le Beau, who 

always struggled to find a place in the musical inner circles, Pauline was born into a rich 

musical environment that included some of the most famous composers in the history of 

western music.  

Pauline was an accomplished pianist, having studied in her early years with 

Franz Liszt. She also studied composition with Anton Reicha, one of the most famous 

composition teachers, whose students included Liszt and Hector Berlioz. One of her 

earliest tours was as an accompanist to her brother-in-law, Charles de Beriot, who is 

notorious amongst young violinists even today for his Concerto No. 9 in A minor. 

However, it was as an opera singer that Pauline was most recognized. With a range 

spanning three octaves and an astonishing grasp of dramatic musicality, she became 

internationally famous and soloed with opera companies across Europe. Like Le Beau, 

                                            
32 Sources for biographical information:  Mark Everest, “Pauline Viardot-Garcia” in New Historical 
Anthology of Music by Women, ed. James R. Briscoe (Indiana: Indiana University Press, 2004).  Beatrix 
Borchard, "Viardot, Pauline" Grove Music Online. Oxford Music Online (Oxford University Press). 
Accessed March 23, 2017. <http://www.oxfordmusiconline.com/subscriber/article/grove/music/29283> 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/29283
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she had the great fortune of lifelong support from her family, in this case, including her 

older husband who retired to accompany her on her lengthy tours.  

In addition to her performing career, Pauline was a passionate teacher and 

served on the faculty of the Paris Conservatory. Many of her compositions were written 

for her students or her musical salons, which were immensely important to the musical 

society of the time. Her salon is credited with helping the careers of such notable young 

composers as Saint-Seans, Massenet and Faure. In addition to furthering the careers of 

rising composers, she was an inspiration to well-known composers. Brahms wrote his 

Alto Rhapsody for her and she was the inspiration for Gounod's opera Sapho.  

Pauline Viardot counted among her dearest friends musicians Clara and Robert 

Schumann and Chopin, as well as the Russian novelist Ivan Turgenev. Her fortunate 

circumstance of having been born to musical parents, combined with her exceptional 

artistic merit, afforded her a rightful place among the musical and literary giants of the 

time.  

In sharp contrast to some of her female contemporaries, Pauline did not consider 

herself a notable composer, despite her large output. She had over 100 songs 

published during her life and numerous performances of her salon operas. She was 

certainly well-trained in compositional techniques and her musical friends praised her 

works. Nevertheless, she did little to promote herself as a composer. Perhaps her fame 

as a singer and deep-rooted belonging and friendships with the famous male 

composers of the day lessened her desire to promote her compositional abilities or 

status.   
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Amy Beach (1867-1944)33 

Amy Beach (born Amy Cheney) was a child prodigy by any standard. She was 

born in 1867 in a small New Hampshire town. Her mother was a talented pianist and 

singer, and music was part of Amy’s life from the very beginning.  

Amy’s mother claimed that at age one Amy could sing simple melodies with 

perfect intonation. Soon she could harmonize to her mother’s melodies. Once she could 

talk, Amy would ask her mother to play pieces on the piano, identifying them by color. It 

wasn’t long before her mother realized Amy was associating the key of the piece with a 

color and young Amy did, indeed, have perfect pitch.  

Many parents of such a precocious child might push her abilities, show them off 

in public and celebrate her gifts. However, Amy’s parents were strict, pious people who 

firmly believed that young Amy should learn humility and restraint. Her mother wrote 

that Amy “was to be a musician, not a prodigy”, and although she wrote privately about 

her pride in her daughter’s musical abilities, she was careful not to put them on public 

display. 

When Amy was four, her mother allowed her to begin playing the piano. She 

almost immediately could play the songs she knew by heart from listening and watching 

her mother play. Rather than forcing her to practice, her mother strictly limited Amy’s 

time on the piano and took away practice time as a punishment for the young girl! 

Limited only by her mother’s rules and the size of her hands, Amy quickly became an 

accomplished pianist.  

                                            
33 Source for biographical information: A.F. Block, Amy Beach, Passionate Victorian: The Life and Works 
of an American Composer (Oxford: Oxford University Press, 1998).  
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The family’s move to Boston brought Amy into closer contact with some of the 

leading musicians of the time. Despite the urgings of many to send her to study in 

Europe, as was common then for gifted musicians, her parents continued to curtail her 

musical activities. This was likely in part from their personal beliefs, but also a reflection 

of the pervasive societal limitations and views on professional female musicians at the 

time. Although not allowed to fully pursue her musical education, in her teens, Amy did 

perform widely as a pianist in Boston, soloing with orchestras and giving recitals.  

When Amy married, her public performances became limited to occasional 

charity benefits, and she focused more on composing. She completed only one year of 

formal compositional studies, so was mostly self-taught. She studied scores and books 

on composition and orchestration by Berlioz, Brahms and other famous composers, 

absorbing everything she could from the masters. Her studies led to great acclaim for 

her works both in the United State and in Europe, where she gained a reputation as one 

of the leading American composers.  

Her success was aided not only by the quality of her compositions, but also by 

self-promotion of her works. She actively set up performances and publications of most 

of her pieces. Preeminent groups performed her works, including the Handel and Haydn 

Society, which premiered her Mass in E minor, and the Boston Symphony, which 

performed her “Gaelic” Symphony. The Romance for Violin and Piano Op. 23, probably 

her most recognized work today, premiered in 1893 for the Women’s Musical Congress 

as part of the World's Fair. Amy played the piano with violinist Maude Powell, an 

American virtuoso and child prodigy herself. The audience was so moved by their 

performance and the beautiful piece, they had to play it a second time.  
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Although Amy Beach wrote a wide variety of works, including songs and pieces 

for solo piano, she is one of the first female composers to be regarded as a composer of 

larger-scale works. Her chamber music output includes a wonderful, but difficult, violin 

sonata, a piano quintet, and her symphony, which was highly regarded and widely 

performed. It was the success of her symphony that led to the inevitable “complement” 

by one of her contemporary male composers, George Whitefield Chadwick, who called 

her “one of the boys”. No amount of talent or success seemed to overcome the fact that 

as a woman, Amy Beach could not simply be a successful composer.  

It is not uncommon for even famous composers’ works to recede into relative 

obscurity after their deaths. For female composers, the problem lies in remaining 

forgotten. This does not seem to be entirely the fate for Amy Beach. Recent years have 

brought a great deal of research by music historians and doctoral students into the life 

and works of Beach. Many of her works are published and available‒waiting for 

musicians to return them to performance halls.  
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