NEW OLD IDEAS
No.2

After we had been looking through Variations A and C we could go on to do the same
with Variation B and D. This article will be a bit more colloquial, than the first one
was. While | was writing it, | often thought at a discussion. It is a pity, that you can not
give me directly your comment. Unfortunately you can not interrupt, when | tell
rubbish and you can not put a question, when something is unclear. Fortunately,
there are now many ways, to do this electronically. | hope again, that you enjoy
reading the following pages. | promise, that for most of you there won’t be anything
new at all, but hopefully you might enjoy seeing new old staff again.

“Dr. Suzuki, he made us, to practice,

to practice, to practice, until we are crazy!”
anonymous

Variation 2
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In my opinion, the 2" rhythm is often the most difficult rhythm for the kids — and even
more for the parents. Why that? The Variation B is the only one (for us stringed
instruments) who is irregular; that means once we start with an down bow and once
with an up bow. | recently talked to a guitar teacher and he told me that the guitarists
have the same difficulty, because the also have to change the fingers: once they
“start” with 2" finger and then with the 3™ finger. Maybe for the pianists it is a bit
easier but they sure have other difficulties, which stringed instruments don’t have.
Let's go on. It is very important that the kids can develop a good feeling for this
variation. In fact it is the basis of the syncopated notes. (In the Suzuki Guitar School |
saw, that Variation B is already written with syncopated notes!)

The next passage out of the Vivaldi Concerto in a minor is a new and very important
bow stroke. We will find it in many passages in this movement, but also in the 3"
movement and in the Vivaldi Concerto in g minor in book 5. Are you wondering, what
this has to do with Variation B? Look at the bowing without the melody (it is even
clearer when you do eighths instead of sixteenths!)
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Honestly, what | found surprising while | was looking for passages for this article, that
there are so many based on the 2" Variation in the Vivaldi Concerto in g minor.
Although | have already played it several times it is always a great pleasure for me to
discover how much the Suzuki method really is based on the variations. Why do
good or even excellent violinists have to practice the variations in their teacher
training? Not just for fun I think...
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And our famous passage, not because of the rhythm but because of many other
things:
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The next one is already a combination of the 2" and the 4™ rhythm. Have a look:
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Obviously Suzuki wanted to play the kids the Bach Double Concerto in d-minor; that's
why he created the four Variations at the beginning of his method. To see this with
the first variation is easy. But what is with the other once? Does it work also? What
about the following passage:
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When you speak or clap this rhythm isn’t it very similar to the rhythm of the 2nd
Variation? But as a preparation it would have been too difficult to take such rhythms
as Variations as the beginning of book 1. You will surely agree with that...



Some more passages out of the Bach Double Concerto. Looking through this piece,
you will find many, many more passages based on the variations. Sometimes there
can not seen directly, because as we already said, the variations are simplified
versions of difficult passages, especially of the Bach Double Concerto, the Vivaldi
Concertos and the Bach a minor Concerto.
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Exactly the same syncopated rhythm as in the Boccherini Minuet we find again in "La
Follia™:
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And now a passage of the Bach Concerto: We have to be aware, that the b’s and the
g in the first measure, and the g’'s and the e are “fill-up” notes to get a kind of melody.
Remember, that this is still baroque music, where the harmony and the structure
dominates the “melody”.

The slurs | took from the Suzuki edition. In the famous Lenzewsky version edited by
Peters (Konzertsonate) they are a bit different and in the so called “original” editions
they are maybe also different. 1 know that many Suzuki teachers are doing the
“original” versions for years, sometimes mixed with personal bowings... Compared
with the original version (“Sonata accademica”) | admit that | like the romantic,
bombastic (15" movement) version very much, also if nowadays it is not allowed to
play “not original”.
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But come on, is this still Variation B or does the author just want to write as much as
possible? The sixteenths you have to take as chords or melodic notes (instead of 6
sixteenths we actually have 3 eighths; that's not magic that's practical music theory
by the way....)
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“Kindergarten, Kindergarten?”
Variation 4
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When you look at the Bourrées in the Partitas for Violin Solo (there is one in the 1
and one in the 3"), they are written in two times and not in four. You could also feel it
in four times, but in my opinion it looses a lot of the dancing character. While playing
and teaching we should always be aware that the Bourrées (so as the Gavottes, the
Gigues and the Menuets) originally were danced. So these four eight’s correspond to
the four sixteenths of our Variation D.
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Compare the following passage (Gavotte by Thomas) with the passage out of the
Bach Double Concerto, we will see later on. Isn’t this amazing?
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But before, we first have to go to book 4. One of several passages of the Seitz
Concertos:
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Now the passage of the Bach Double Concerto, we just talked about:
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When we compare the passages, we had of the Bach Double Concerto in the same
way with the following passage out of book 6, we may have to admit, that there is no
caesura between book 5 and 6. May be there is no caesura at all: every piece
prepares all the next pieces in a logical way. If you let out a piece with a child, you
will realise it somehow and some time.
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In book 7 and 8 of the Suzuki Violin School there are two pieces consisting just of
sixteenths. The Allegro by Corelli and the Allegro in e minor from Bach. But where is

then the melody? Well, that's maybe what makes the difference between an artist
and a machine...

What do you think about this solution? | am not sure if there is just one possibility to
phrase the melody. But don't tell this to the "baroque specialists”, please.
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In the Allegro of Bach it is a complete other character. It is much more majestic. You
could think at playing a Toccata on the organ.
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Last but not least: a very delicate passage out of the Mozart Concerto No.5. What is
now more difficult: for a kid to play Variation D, or for a professional player to play the
following passage? Or....
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Finally, I really hope that you enjoyed reading this second part of the article about the
Variations. | hope you found “new old ideas” or even “new ideas”. | am sure that you
will find many other passages corresponding to the variations or that you may
disagree with the one or other example (hopefully not with the whole idea of this
article). For me it is always very important to now in my lessons, where to go and
how we got to a certain point. Teaching makes more sense if you have a certain
direction and it helps you also to solve problems in relation about technique. Wouldn’t
it be interested to see not only the direction among the Suzuki pieces but also
regarding the more advanced repertoire?

for the ESA journal
by Martin Ruettimann



