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INTRODUCTION 
 

This book is intended as a resource for creating a bridge between classroom music teachers and Suzuki method 

teachers. I am a Suzuki parent. (Suzukiholic Anonymous statement). I am also a music and dance educator, per-

former, and composer. I worked with folks from 3 to 80 years old for the last 40+ years. When my son started 

Suzuki violin lessons, I immediately became interested in the possibilities afforded by group sessions, and with 

that in mind, I present some ideas for you to play with.  

My training has been in classic American music education methods with some extended studies in Orff Schul-

werk. I am not trained in the Suzuki method, but I have learned a great deal from the Suzuki teachers I speak to 

and work with as well as from the writings and videos of Dr. Suzuki. I have much more to learn. 

As an elementary school music teacher, I often found myself wondering how to integrate my Suzuki educated 

students in performances. I could have done this better with more communication on my part. We music teach-

ers are “specialists,” and as such tend to be too independent (meaning, alone) in our work. I hope to encourage 

more collaboration between the classroom and the private teacher. In this light, I am presenting brief presenta-

tions on singing and dancing with children and some very short introductions of the major music education 

philosophies in the appendix.  

I am offering this book as a resource to Suzuki and classroom music teachers, to encourage singing,  dancing, 

and inclusive instrumental arrangements. I think of arranging music, as a weaving of simple elements into a 

larger form where every player is important.  

I have several topics that I would love to discuss with all music educators; not that I have the answers. (These 

are not all dealt with in this publication.) 

 The similarities and differences in 20th century music education systems.  

 Implications of current findings in brain research for music education, and expanding our under-

standing of music as a language in the light of research in language development. 

 The idea of dialogue, which is the core experience in language growth and brain development. How 

is this manifested in the language of music in Suzuki practice?  

 New understandings about musical development, and their implications on practicing for children 

who have learning of behavioral issues such as ADHD.  

 How do we teach parent-teachers that each child’s capacity is to be respected and should serve as 

the guide for making every practice a time to have fun together? And to use that baseline to patient-

ly help the child grow her capacities in the various demands of successful practicing. 

 The crucial importance of play in every aspect of learning. 

 Being a musician does not mean getting everything right. (and there are many things violin stu-

dents are expected to get right. It means communicating from the heart. 

 Movement and singing are not separate things in the young child.  Can we restore the dance quality 

of the many pieces of dance music in the Suzuki repertoire? 



2 

Notes for School Classroom Music Teachers 

You can expect Suzuki instrumentalists in your class: 

 To feel confident in their abilities. 

 To have experience learning parts by ear. 

 To have experience working in groups with other musicians. 

 To play musically—not just a series of notes. 

You can expect Suzuki teachers: 

 To work with students on any part you assign.  

 To let you know about what their student can handle 

 To prefer that you send a CD of the ensemble, and the specific part along with the sheet music.  They may 

not expect or request this from you, and will cooperate in any case, because integrating a student’s musical 

life into the community is an essential precept of Dr. Suzuki. 

 To be excited to work with you; however, you may have to make the first contact since they know how busy 

you are. 

Learning from Media 

Producing media for learning parts is not difficult with today’s technology. It is quite valuable in terms of devel-

oping a student’s ear, sensitivity to musical subtleties, and speed of learning. It can also be useful in developing 

reading skills, just as books on tape help early word readers. Reproducing CDs for everyone in a complex en-

semble can take a lot of time. If you use the CD format, you should enlist the aid of parents for the reproduction. 

Alternatively, create mp3 files and e-mail them.  

One way to make a “master” is to use a music notation program, and export to .wav files. The software string 

ensemble sounds are better than the solo strings. They will not make you happy unless you invest a lot of mon-

ey. However, they work. Recording live parts for learning can be a bigger project than you might expect. Free-

ware is available to convert the wave files to mp3 for e-mailing.  

Making Arrangements 

The printed arrangements presented here are only suggestions. Please feel free to take the elements that you 

can use and arrange them to best present your students through their music. Lightly Row, as presented here, 

could be used as simply a dance, with or without lyrics; as a set of partner songs; as a story, or all of the above, 

as I have presented it here. If you take the time to go through the arrangements, you will find many of my tricks 

for arranging. For example, my standard approach to playing rounds is:  

 Create two or three simple ostinato or percussion parts for players who can’t yet play the melody.  

 Begin by bringing the non-melody parts in one at a time. After they are going strong, the melody 

groups play the round in parts.  

 After 2 or 3 times playing the melody, the first melody and accompaniment group stop playing and 

begin to sing. This continues until we are all singing. Go out all at the same time on cue. 

For an example of expanding a “summary arrangement” see Stars on page XXXXX. 
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SONGS 
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I composed Fiddling Around for a “Fiddle from Scratch Class” at Ashokan Fiddle and Dance  Camp. www.Ashokan.org 

H. Fraser-Simson was chosen by A. A. Milne to compose music for the now out of print collection, The Hums 

of Pooh. The violin parts have some exotic harmonies, and really need the piano accompaniment to sound 

good. 
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The key of G should be fine for kids from 9 years old to puberty who have had a lot of singing experiences. Children 

and adults who have not learned to use their upper register will do better in the key of F. 
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G is the key in which Irish musicians play Southwind. It is much easier to sing in C. 
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Rounds 

 and Partner 

Songs 
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Dreams of harmony is a gorgeous two-part round from Joanne Hammil. She has composed many wonderful pieces 

that are available in her book/CD collection “Rounds and Partner Songs”.  These are available from her website 

www.joannehammil.com. The ostinato parts are for the inclusion of less experienced violinists. I begin by bringing 

them in one part at a time. After they are going strong the rounds come in. After the first round players play the melo-

dy twice, they and about half of the ostinato players change to singing. Likewise for the second iteration and other 

half of the ostinato players. The second ending is really a Coda for whenever you are ready to end. It is signaled by the 

phrase. “No matter what words…” In working with the ostinato parts it is important to practice tuning the chords for 

intonation and timing. 

Harvest was composed for a Harvest celebration at the Miquon School in Conshohocken, PA. It is easy to play and 

sing, It works well with a “play two times and then sing two times” arrangement. 

 

 



See the notes for Dreams of Harmony for arrangement ideas. 
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Present melody 1, then 2, then together. This is written in the playing key. Try E for singing. Important to hold the 

whole notes. 
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(Go out, go out, go out young women and see 
Soldiers from our moshav. 
Do not, do not, do not hide yourself away from 
A brave son, a man from the army Tzena, Tzena.) 
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Japanese Children’s Songs 
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12 Suzuki Group Arrangements  
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Dances 
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Kinderpolka Circle Mixer  See Dance Glossary pg. 100 

FORMATION:   Single circle facing Partner. Any number of couples.  

   Hold two hands with Partner. 

MUSIC:   May Song. (Repeat 3x to as many times as there are couples dancing.) 

STEP and BEAT:  mm=90 to 110. Use a fast, smooth walking step. (Aside from the stomps.) 

Use the singing call on the next page to facilitate timing. 

 A1 

 Measures 1&2:  2 steps sideways towards center of circle. Stomp feet 3x.    

 Measures 3&4:  2 steps sideways away from center of circle. Stomp feet 3x.   

 B1 

 Measures 5&6:  Slap own knees 2x, Clap own hands 2x, Slap partners hands 3x. 

 Measures 7&8:  REPEAT actions of measures 5&6. 

 A2 

 Measures 9 & 10:  Hold R elbow in cupped L hand, and wag finger at partner saying, 

     “eh, eh, eh.”  (as if scolding partner)  REPEAT with other hand. 

 Measures 11 & 12:  Hold two hands with partner, and circle L 1/2 way to partner’s starting 

    position. Let go and turn alone 1/2 way to face a new partner.  

    Begin again.  

Starting Position 

SINGLE CIRCLE  
FACING PARTNER 

Position at 

end of first 

round 
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Singing Call for Kinderpolka  

To May Song 

In and in and stomp, stomp, stomp  

Out and out and stomp, stomp, stomp 

Knees, knees, clap, clap, 1, 2, 3 

Knees, knees, Clap, clap, 1, 2, 3 

Eh, eh, eh,  

Eh, eh, eh 

Turn halfway and find the next 

NOTES: 

After a few times through, 5 years old and up can do this dance on their own. The original is a Ger-

man folkdance with its own easy to play tune. The only difference is that the A1 section is repeat-

ed. In standard dance diagrams, Squares are Gentlemen, and circles are Ladies. One would form 

the circle next to one’s partner with all facing the center. The Ladies stand on the right side of 

their partners. When all of the couples are in the ring, then everyone faces their partner, and the 

teaching begins. 
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Lightly Row  See Dance Glossary pg. 100 

FORMATION:   Stand anywhere, facing Partner. As many couples as will.  

MUSIC:   Lightly Row. Repeat  2 to 4 times.  

STEP and BEAT:  mm=90 to 110. Use a fast, smooth walking step. (Aside from the stomps.) 

Use the singing call on the next page to facilitate timing. 

 

  A1 

  Measures 1&2:   Slap your own knees, and put you palms up facing your partner. 

     Slap your partners palms  twice,  

  Measures 3&4:  Do si do your partner.  

  A2 

  Measure 5&6:   Two-hand turn with Partner.  

  Measure 7&8:  Let go, and gracefully spin one time around. Bow to your partner 

  B1 

  Measure 9 to 12:   Promenade side by side with your partner counterclockwise  

     around the floor (8 beats). 

  A3 

  Measure 13 to 16:  Repeat A2. Begin again  

Promenade Position 
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Singing Call for Lightly Row 

To Lightly Row 

Knees, slap, slap 

Knees, slap slap 

Do si do around the track  

Two-hand turn and never stop  

Turn alone, then bow and up. 

 

Promenade around the floor 

You’ll be friends forever more; 

 

Two-hand turn and never stop  

Turn alone, then bow and up. 

  

NOTES: The promenade is walking side by side in a counterclockwise direction. Hand holding is 

part of the figure. Hands can be held simply e.g. just the inside hand, or in ice skaters position. 

There are many different promenade holds which you can see at your local contra and square 

dance. They are also on display on YouTube. You can use any of them.  

Do si do is a corruption of the French term, “Dos a  dos,” “back to back.” It is the move you have 

seen Bugs Bunny do with his arms folded in front, except the arms should really swing loosely at 

the sides. 

When executing the two-hand turn, the dancers circle clockwise one time around.  
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 Long, Long Ago See Dance Glossary pg. 100 

FORMATION:   Single circle; no partners; all holding hands  

 A1   Circle L (8 steps)/ turn single (4 steps); Swing arms in 

   and out 

 A2   Circle R/ turn single and bow 

 BRIDGE  Forward & Back 2x 

 A3   Circle L (8) /Step in, turn and bow to partner. (to audi-

   ence on final round.)  

 

Allegro  See Dance Glossary pg. 100   

FORMATION:   Longways whole set  See diagram on pg. 100  

 A1   All forward & back/ allemande R ½ and fall back to partners place  

 A2   Repeat to place  

 B1   1 step to L and bow to partner; step R and bow/ 3 steps forward and shake R hands 3x  

 A3   Jump back to place as couple 1 sashays to bottom/ all take a step towards the top to fill 

   in the space left by couple 1, and all join hands in line. (on last time bow instead of join-

   ing hands.)  

 

Minuet Mixer For Minuet I, II, or III, or Minuet in Gm. Not for Minuet in A (Boccherini)  

   See Dance Glossary pg. 100 

FORMATION:   Double Circle ready to Promenade holding R hands with partner.  See diagram on pg. 100 

MUSIC:    4x through the dance = 1x through the tune.  

 A1a   Promenade 5 steps and face pt./ turn R hand ½ and slight bow and face for Reverse 

   Promenade. 

   Promenade in reverse direction 3 steps; back up 3 steps/ Forward 5 steps and face pt. 

   (drop hands)  

 A1b   do si do or gypsy partner (5 steps) to a wavy line/ balance towards corner; balance 

   towards partner  

   Allemand L corner 1x; Allemand R corner to promenade position  

   Begin again  

 Alt A1b  Box the Gnat with partner (5 steps); deep bow to partner . Allemand L corner (5  

   steps); Allemand R corner to promenade  
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Wheevily Wheat  Traditional USA play-party 

See Dance Glossary pg. 100 

FORMATION:  Longways Whole set for 5 or 6 couples.  See diagram on pg. 100   

 Verse 1     

  Head couple sashay down the center (8)  

  and back. (8)   

 

 Refrain/Verse 2 &3   

  Head couple reel:  

   R elbow to partner 1½ x 

   L elbow to first person in partner's line 1x./  
   R elbow to partner 1x.  

   On to next person in line.  

   Continue as in the Virginia reel.  

  At the foot of the line head couple joins both hands to make an arch.  

 Refrain    

  Remaining couples cast off down the outside to bottom.   

  Come under the arch and back to the top.  

  Begin again 
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Double Circle 

Minuet Mixer: starting position. 

Minuet Mixer: face partner. 
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Choosing Partners 
Gender vs. Sex: 

In traditional dancing it is common to call one partner the ‘Gent’, and the other partner the ‘Lady’. 

However, we often have males dancing the “ladies” part and females dancing the “gents” part. 

This points up the difference between gender and sex. Any dance with partners has gender. You 

can call them partner 1 and partner 2, or hats and no hats, or gents and ladies, whatever. In the 

diagrams on the preceding pages gents are “square heads,” and ladies are “round heads.” In some 

older traditional dances, the differences between the parts can be significant. In most modern 

“traditional” dances the only difference between the parts is orientation. This may or may not be 

significant to beginning dancers.  

 
In some cases I ask the dancers to pick a gender and stick with it through the event. In others, I 

might ask the dancers to have as many male gents and female ladies as possible. In many events I 

simply ignore gender. The reasons behind these decisions are too complex to make specific 

guidelines. Trust your instincts as a teacher. 

Assigning Partners: 

It may be that the fastest, least painful way of making partners is to be dictatorial. If that is com-

fortable for you, go for it. 

Mechanical Methods: 

You can draw names from a hat, or at the end of a dance move one set of partners x spaces to a 

new partner. I’m sure you can think of other ideas.  

Games: 

One game that I play if I have enough time is the “TV game show”. Half of the dancers separate 

and each chooses a different number. (e.g. 1 to 5 for 5 dancers) Then they come back, and I be-

come a cheesy TV announcer with an invisible microphone, asking each child without a number 

to choose one. They then win their partner and some other impossible prize. And go sit in the 

dancing area as others guess and win. 

Pop up and Wander: 

This is a game that I use to teach how to ask for a partner. First I go over the different words one 

can use, having everyone echo them. Then individuals wander around until I say, “choose a part-

ner.“ As soon as they do this they sit down. When all are seated, I say, “pop up and wander,” and it 

all begins again. After a suitable number of times, I say, “The next one counts. Pop up and wan-

der.” This one will be their partner for the next dance. 
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Dance Glossary  

 

Orientation 

Formations:  (See diagrams on pgs. 92 - 98.) 

A single circle  has everyone holding hands facing the center. It can be with partners  

or without. 

A double circle is a dance with partners. One partner is closer to the center than the 

other. Draw an imaginary line through all of the inside dancers, an another through all 

of the outside dancers to see the double circle.  

A longways dance  has couples standing next to each other in a long line, like in the Vir-

ginia Reel. It is a whole set if the head couple ends the first round at the foot, and a new 

head couple begins the next . 

Head & Foot (Bottom & Top):  

The head of the hall is where the musicians, and caller stand. Any reference to up/

down or top/bottom, means to face the direction of the band or the opposite.  

Corner 

From Square dancing, but also applies to circles. Your corner is the person standing 

next to you who is not your partner. 

Steps 

 Walk:  

The most common step is walking to the beat of the music. It is similar to a power walk with 

the weight  on the front  half of the foot. The torso should be tall and proud, and the motion is 

smooth with the feet staying close to the floor. It is as if one has a glass of water on one’s head 

and is trying not to spill it while walking at high speed. 

 Sashay:  

A sideways gallop.  One foot is always in the lead. i.e. Right foot when traveling Right, and Left 

foot when traveling left. 

Group Figures 

Circle Left/Right: 

Join hands in a circle and walk to the left (clockwise) or the right (counter-clockwise) 

Forward & Back:  

Walk forward towards the center of the formation or another person (3 steps, plus a 

beat for changing direction. e.g. touch on the 4th beat instead of taking weight on it.) 

then walk backwards to your place. 
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Promenade/Reverse Promenade 

Hold 

Stand beside partner holding  hands in front of the body, left hand in left hand under right 

hand in right hand.  

Direction 

In Promenade face counter-clockwise around the circle with the square-heads (see dia-

gram) closer to the center. In Reverse Promenade face Clockwise around the circle with 

the round-heads closer to the inside. 

Walk forward 

One-on-One Figures 

Do si do:  

Walk forward past your partner, passing right shoulders. (4 beats) Walk in a slight curve 

so that you can back up to your place while passing the other shoulder. (4 beats)  

Gypsy:  

Similar to the do-si-do, however, face you partner the whole way around. 

Box  the Gnat:  

Begin holding right hands and facing partner. Change places with partner by lifting the 

joined hand and having the round-head travel under the arch as the square-head walks 

forward  as in the do-si-do to new places. (4 steps) 

Allemande R/L:  

Hold hands as in arm wrestling. Walk around in a circle 1x or as far as the directions 

state. Style points. Do not squeeze the hand or bend the wrist, Do turn the hands slightly 

so you can press the heel of the hands firmly against each other. Keep the arm bent at the 

elbow. 

Two-hand turn:  

Take 2 hands with your partner, around an imaginary pole and circle Left one time 

around.   

Balance:  

A 4-beat move that uses up time but keeps you in the same place. In these dances it 

means a small forward (2 steps) and back (2 steps). In some dances it could involve 

stamping the feet or other fancy moves.  
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Appendix 
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SINGING WITH CHILDREN 
 Young children have a limited range in which they can sing in tune, and material presented for their sing-

ing MUST be in a key in which they can be successful. You will have come across some who can sing in a wider 

range than others. However, they are the exception. If we are satisfied with their success and ignoring the rest, we 

will be raising a nation of crippled singers.  

 

 

DEVELOPMENTAL RANGE  

The initial singing and speaking ranges of young children are : 

 It is important to keep songs pitched in the singing range. We can extend the basic range down to a B4, if a 

song does not dwell on the extremes. By seven years old most children with a large number of successful experi-

ences will be able to sing in tune from C4 to C5 with occasional extensions a step up or down. We can see then that 

for the first 12 pieces of Suzuki Violin book 1, the key of D is better for young singers. 

 From 8 years old through puberty, the more we ask a child to sing in the upper register, the better. This 

will ease the voice change transition and increase overall ability. It is important to note that the average person, 

when asked to sing, will choose a key that is too low for their vocal ability.  

 A small percentage of young children are afraid of the early singing range. They prefer to “mumble sing” 

out of tune in the speaking range where, hopefully, no one will hear them. This is very bad for their musical devel-

opment. We can help them by using sound effect games (e.g. a high siren) and through echo songs among other 

things. Echo songs led by other children are very powerful tools here. 

TIPS FOR SINGING WITH CHILDREN 

 John Fierabend has published collections of echo songs, and call and response songs. I highly recom-

mend his works. 

 Kids who have a hard time echoing in tune do better echoing certain voices and instruments. Here are 

some options in order of success for most children: 

 Another child’s voice  

 An adult women’s voice (in the same octave) 

 A guitar (playing only melody in the same octave) 

 A piano (playing only melody in the same octave) 

 A man’s voice (softly, an octave down) 

 A flute or recorder. (playing melody in the same octave)  
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MUSIC EDUCATION THEORIES  
 The master music educators of the 20th century often built on each other’s work and borrowed ideas. On 

top of this foundation, they added their own unique contributions. As always, there was also some re-inventing of 

the wheel.  

EMILE JAQUES-DALCROZE (1865-1950) Began applying his theories in 1910. 

Quotes 

 "To my mind, musical education should be entirely based on hearing or at any rate, on the perception of musical 

phenomena; the ear gradually accustoming itself to grasp the relation between notes, keys, and chords, and the 

whole body, by means of special exercises, initiating itself into the appreciation of rhythmic, dynamic and agogic 

nuance of music.  

 "The whole method is based on the principle that theory should follow practice, that children should not be 

taught rules until they have had experience of the facts which have given rise to them." 

 

Ideas 

 Movement/Eurhythmics In a eurhythmics class, students typically are barefoot and moving. Their 

movements are responsive to the music that is sounding in the room. The teacher often improvises at the piano, 

although sometimes recorded music is used. The body becomes the instrument, through which music is per-

ceived. Eurhythmics teaches concepts of rhythm, structure, and musical expression through movement.  

 Solfège develops an understanding of pitch, scale, and tonality through activities emphasizing aural com-

prehension and vocal improvisation. 

 Improvisation develops an understanding of form and meaning through spontaneous musical creation. 

Dalcroze intended that this creative work with movement, voice, and instruments be intertwined so that the de-

velopment of the inner ear, the kinesthetic sense, and creative expression can work together to form the core of 

basic musicianship. 

 

Methods and Tools 

 Although it is generally referred to as a method, there is really no set curriculum. Dalcroze himself didn't 

like his approach to be labeled as a method. Each teacher uses a different approach based on his/her interests, 

training, and skills while keeping in mind the age, culture, location, and needs of the students.  
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CARL ORFF (1895-1982) Developed his method with GUNILD KEETMAN beginning in the 1920s.    

Quotes 

 "Since the beginning of time, children have not liked to study. They would much rather play, and if you have 

their interests at heart, you will let them learn while they play; they will find that  what they have mastered 

is child's play. 

 " Elemental music is never just music. It's bound up with movement, dance and speech, and so it is a form of 

music in which one must participate, in which one is involved not as a listener but as a co-performer." 

  

Ideas 

  The importance of play as a tool of learning 

  Rhythm is the strongest element in music. 

  His approach uses ‘elemental music.’ It starts from the simple and works towards the complex. 

 Orff modeled his work on primitive cultures that combine dancing, singing, chanting, and body  

 percusssion into one group musical expression. 

  Shares the “rote-before-note” concept with both the Suzuki and Koda ly methods. 

  The importance of improvisation and creation from the first experiences. 

 

Tools 

 THE BODY: Orff’s four main body percussion sounds, from low to high: stamping, patschen (thigh slap-

ping), clapping, and snapping. Movement through children’s games, folk dances, and creative improvisation 

are essential to the method. 

 THE VOICE: Chanting, speaking, and singing.   

 THE ORFF INSTRUMENTARIUM: He chose barred instruments, xylophones, metallophones, and 

glockenspiels, as well as recorders and percussion instruments, and had them designed to his specifications. 

Orff arrangements work very well with the addition violin, cello, and guitar. 

 THE SCHULWERK COMPOSITIONS: Orff’s Schulwerk compositions are complete with an introduc-

tion, accompaniment, and a coda. They use simple motifs taken from the melodies of traditional children’s 

songs, then add ostinato parts and simple accompaniments using perfect fifths. Expanding simple elements 

into larger forms, such as the Rondo, is crucial to expanding the students’ understanding of musical structure.  

 

Methods 

Orff philosophy is an active, experiential approach for the development of the whole person. Orff encourages 

creativity through the student's natural responses to music. 

 Rhythm: The Orff teacher begins with rhythm as the most basic of all the elements, taught using natu-

ral speech patterns. For the child, speaking, singing, music and movement are all naturally connected.  

 Melody: Melody is taught in the same way. Simple intervals grow out of the natural pitches from the 

words. These intervals combine to make a melody. Beginning melodies are pentatonic.  

 Improvisation: As frightening as improvisation seems to be to adults, it is freeing to children. The 

teacher sets up structures in which the child creates his or her own music and dance. 
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ZOLTÁN KODÁLY (1882-1967) Developed in 1935 with JENŐ ÁDÁM. 

Quotes 

 "To teach a child an instrument without first giving him preparatory training and without  
 developing singing, reading and dictating to the highest level along with the playing is to build 
 upon sand.” 
 "Teach music and singing at school in such a way that it is not a torture but a joy for the pupil; instill a thirst 

for finer music in him, a thirst which will last for a lifetime." 
 

Ideas 

 Developmental approach: Koda ly teachers believe in the importance of using folk songs and music 

of high artistic value. They introduce skills and concepts developmentally.  It is only after the child becomes 

familiar with a concept that he or she learns how to notate it.  

 Predecessors: The Koda ly method incorporates many ideas similar to those suggested by the Rever-

end James Curwin, who in turn synthesized ideas from the Norwich Sol-fa system from England, and the very 

influential Galin-Paris-Cheve  method from France. Some ideas from these systems include initially separating 

pitch from rhythm, a movable do, using a clef-less staff, numbered musical notation, and rhythm syllables i.e. 

ta, ti-ti for note values.   

 Rhythm and movement: This method also includes the use of rhythmic movement, a technique in-

spired by the work of Dalcroze. Koda ly was familiar with Dalcroze’s techniques and agreed that movement is 

an important tool for the internalization of rhythm.  

 

Methods and Tools 

 Rhythm: Rhythms are first experienced by listening, speaking in rhythm syllables, singing, and per-

forming various kinds of rhythmic movement. After students internalize these rhythms notation introduced. 

The Koda ly Method uses a simplified method of rhythmic notation, writing note heads only when necessary, 

such as for half notes and whole notes. 

 Movable-do: The Koda ly method uses movable-doh solfege syllables. Fixed-doh systems keep “C” as 

doh in every key. Moveable-doh systems assign the tonic note as doh. Koda ly found movable-doh solfege to be 

helpful in developing a sense of tonal function, thus improving students’ sight-singing abilities. He felt that 

solfege should precede acquaintance with the staff. 

 Melody: Scale degrees are also introduced in accordance with developmental patterns. The pentatonic 

scale is used as a stepping stone to the diatonic scale. The staff is initially presented with only 1 or 2 lines.  

 Hand signs: Hand signs, adapted from the teachings of Curwen et al., are performed during singing 

exercises to provide a visual aid. This technique assigns a hand sign to each scale degree that shows its tonal 

function.  

 

Goals  

  Elevate the level of teacher training. 

  Improve musical literacy in schools. 

  Everyone is capable of and has the right to musical literacy. 

  Singing is the foundation of musical learning. 

  Music education must begin with the very young. 
 
 
 
 

http://en.wikipedia.org/wiki/Tonality
http://en.wikipedia.org/wiki/Pentatonic_scale
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SHINICHI SUZUKI (1898-1998) Began teaching his method in 1945. 

Quotes 

  “What is man’s ultimate direction in life? It is to look for love, truth, virtue, and beauty.” 

   “Any child can be developed, it depends on how you do it.” 

  “I am mentally preparing myself for the five-year-old mind. I want to come down to their physical limita

 tions and up to their sense of wonder and awe.” 

  “Children learn to smile from their parents.” 

 

Ideas 

 The Suzuki method is a method of teaching music conceived by Japanese violinist Shinichi Suzuki. 
The central belief of Suzuki, based on his language acquisition theories, is that all people are capable of learn-
ing their “mother tongue” from their environment. He observed the use of language in the family and the com-
munity. Language develops in the context of these relationships. One doesn’t practice language; one uses lan-
guage for meaningful interaction. One listens and speaks before reading.  
 In a musical community, one has a lifelong repertoire of pieces, which are played and shared with oth-
ers. Music is not learned to be thrown away. His work in schools was similar to the approach taken by Pro-
gressive Education in the US. He also believed that this positive environment would help to foster character in 
students.  
 

Methods  

  Saturation in the musical community,  
  Deliberate avoidance of musical aptitude tests or "auditions" to begin music study.  
  Emphasis on playing from a very young age, sometimes beginning formal instruction between 

 the ages of 3 to 5 years old.  
  Using well trained teachers, preferably also trained in using the Suzuki materials and philoso

 phy. 
  Daily listening to recordings of master violinists playing the Suzuki repertoire. 
  In the beginning, learning music by ear is emphasized over reading musical notation. This fol-

 lows Suzuki's observation that in language acquisition, a child learns to speak before learning 
 to read. Related to this, memorization of all solo repertoire is expected, even after a student 
 begins to use sheet music as a tool to learn new pieces.  

  There is no formal plan for introducing music theory & reading into the curriculum; this is left 
 to the judgment of the teacher. Suzuki materials are available  for this purpose. 

  The method also encourages, in addition to individual playing, regular playing in groups, 
 including playing in unison. 

  Retaining and reviewing every piece of music ever learned on a regular basis, in order to raise 
 technical and musical ability. Previewing parts of music a student is yet to learn.  

  Frequent performance, so that it is natural and enjoyable. 
  The method discourages competitive attitudes between players, and advocates collaboration 

 for those of every ability and level.  
  The parent of the young student is expected to supervise instrument practice every day, and to 

 attend and take notes at every lesson so as to be able to coach the student effectively.  
 
 

 
 

 

 

 

http://en.wikipedia.org/wiki/Learning_music_by_ear
http://en.wikipedia.org/wiki/Sheet_music
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EDWIN E. GORDON (contemporary) first presented hos method in 1971  

 Edwin Gordon is a researcher in the psychology of music learning. On first approach, some teachers 
are turned off by his ideas about aptitude tests, and the detailed sequencing that could be used to standardize 
rather than individualize instruction. However, this theory is research-based and includes a wealth of infor-
mation and ideas.  
 

Ideas 
 Audiation: The theory proposes that audiation is a cognitive process and the musical equivalent 
of thinking in language.   
 Music aptitude: Musical ability is often viewed in all-or-none terms. However, music aptitude, like all 
human characteristics, is normally distributed in the population. All persons have the potential to achieve in 
music. Relatively few have high or low aptitude. The majority of people fall somewhere in the middle of the 
bell curve. 
 Music aptitude can only be measured with a valid music aptitude test. It is not uncommon for students 
of average aptitude to achieve at a high level as a result of a rich musical background and dedicated effort, and 
many students with high music aptitude have not had the opportunity to achieve in music. A music aptitude 
test can reveal musical potential that might otherwise remain unknown to teachers.  
 It is NOT the purpose of aptitude testing to identify students for inclusion or exclusion in music activities. 
All children have the right to a comprehensive musical education. Music aptitude testing helps music teachers 
meet the unique needs of each student.  
 Music aptitude is developmental during the early years of life. A child’s aptitude at birth is innate, but 
can fluctuate until about age nine according to the richness and diversity of musical experiences the child un-
dergoes. After age nine, one cannot expect  changes in one’s stabilized music aptitude. (N.B. subsequent re-
search into neural plasticity calls this nine-year window into question.) Informal music experience prior to age 
five is particularly important. 

Methods  

 Sequence: Music Learning Theory has many characteristics in common with the Suzuki, Dalcroze, Ko-
daly, and Orff methods. Students build a solid foundation of skills through singing, rhythmic movement, and 
tonal and rhythm pattern instruction before being introduced to notation and music theory. 
 The process of learning music is much the same as it is for language. In learning to speak, children 
first listen. Soon after, children begin to imitate. Then they begin to think in the language. Next, chil-
dren improvise in the language. They can engage in conversation. Finally, after several years of developing their 
ability to think and speak, children are taught how to read and write. Only after all these skills are well in place 
is grammar, the theory of sentence construction, introduced.  
 The Whole/Part/Whole Curriculum: The Whole/Part/Whole approach is a common way to organ-
ize students’ experience. The first Whole stage (Synthesis) is an overview that establishes basic familiarity. 
The second stage (Analysis) consists of detailed study of the parts of the topic. On returning to the Whole (the 
second Synthesis) students have a more sophisticated understanding of how the parts fit together.  
 Focus on patterns: Tonal and rhythm patterns, not single notes, are the basic units of meaning in mu-
sic. They are roughly analogous to words in language.  
 Contrast and Context: We understand what something is by comparing it to what it is not. To learn to 
audiate major tonality, for example, one must also have experience with other tonalities. Just as the meaning of 
a word is affected by the sentence in which it resides, so is context critical to the audiation of musical ele-
ments.  
 Rhythmic Movement: Rhythm is not processed intellectually; it must be felt in the body through 
movement.  
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AFTERWORD 
 

I hope you enjoy this collection. My intention has been to build bridges: between dancing, singing, and playing: 

between less experienced musicians, and those with more experience: between music in the elementary class-

room, and instrumental teachers. To close I’d like to share some of my own ideas about music education. 

 

On Language 

  All domains of learning can be likened to language acquisition. 
  There is a developmental movement from experience to naming (concepts) to grammar. 
  Listening to language is not a passive activity for infants. The development of more active and intelli-

 gent listening is an essential responsibility of all music educators. 
 
On Structure 
  We need to create an environment of safety as the necessary pre-requisite for risk-taking. 
  My acronym for the basic teaching structure is BEAU: 

  Give just enough Background information to begin experiencing. 
  Have the student engage in direct Experience. 
  Articulate. Help the student to put words and names to their experience, then cycle back to 

 more experience with increased Awareness and focus.  
  Understanding. Allow the students to achieve ownership of their work through creation,  
 performance, projects etc.  
 

On Authority 
  The teacher is a leader. She learns deeply about her students and their community in order to develop 

 and articulate a vision of that student that others respond to. 
  Teachers are granted immense power by their students and can misuse this power without ever 

 knowing it. Care, responsibility, and thoughtful behavior is one’s only protection from damaging a 
 student’s musical life for years to come.  

 
On the Individual 
  We are all profoundly complex individuals. There is no “one size fits all.”  
  Music is learned by making music in musical relationships. Notation, theory, skill, are not music. They 

 are, however, great tools if they don’t get in the way. 
  If we don’t help students towards ownership, they will always be speaking music as a second language. 

 Even if they can perfectly play the beautiful models presented to them. They need to express them
 selves, their own young emotions, ideas, impulses etc. as a foundation for growth. It is not enough to 
 simply play Bach et. al. really well.  

 
    Thank You, 

     John Krumm 
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