
 

   

 
Musicianship from Day One: A Sequence for  

Teaching Music Theory to Suzuki Violin Students of All Ages. 
 
 

by 
 

Philip Ledgerwood, MM 
 

A D.M.A. Project 
 

Submitted to the Graduate Faculty 
of Texas Tech University in 

Partial Fulfillment of 
the Requirements for 

the Degree of 
 
 

DOCTOR OF MUSICAL ARTS   
 
 
 
 

Approved 
 

Dr. John Gilbert 
Chair of Committee 

 
Professor Annie Chalex Boyle 

 
Dr. Blair A. Williams 

 
 
 
 
 

Mark Sheridan 
Dean of the Graduate School 

 
 

May, 2020 
 

 
 
 
 



 

   

 
 
 
 
 

 
 

 
 
 

 
 
 

 

 

 

 

 

Copyright 2020, Philip Ledgerwood 

 

 



  Texas Tech University, Philip Ledgerwood, May 2020  
 

   

TABLE OF CONTENTS 

LIST OF TABLES ........................................................................................................... iii 

INTRODUCTION ............................................................................................................. 1 

THE SEQUENCE ............................................................................................................. 2 

Supplemental Methods .................................................................................................... 3 
The Levels ....................................................................................................................... 4 

Level One .................................................................................................................... 4 
Level Two .................................................................................................................... 6 
Level Three ................................................................................................................. 7 
Level Four .................................................................................................................. 8 
Level Five ................................................................................................................. 10 
Level Six ................................................................................................................... 11 
Level Eight ................................................................................................................ 12 
Level Nine ................................................................................................................. 13 

Summary ....................................................................................................................... 13 

HOW TO USE THE SEQUENCE ................................................................................ 14 

Application Examples ................................................................................................... 14 
Beginners—Establishing Tonic ............................................................................... 14 
Beginners—High and Low Pitch ............................................................................ 15 
Intermediate—Visual Harmonic Learning ............................................................. 16 
Group Classes ........................................................................................................... 16 

SUPPLEMENTAL MATERIALS FOR TEACHING MUSIC THEORY AND 
AURAL SKILLS WITH THE SUZUKI METHOD ................................................... 18 

Suzuki Volume Spreadsheets ........................................................................................ 19 
Sample Theory Workbook Sheets ................................................................................. 22 
Sample Lesson Plans ..................................................................................................... 34 

CONCLUSION ................................................................................................................ 38 

BIBLIOGRAPHY ........................................................................................................... 39 

         

 

 
 

 

  



  Texas Tech University, Philip Ledgerwood, May 2020  
 

   iii 

LIST OF TABLES 
1. Level One Aural Skills .................................................................................................... 5 

2. Level One Written and Visual Skills .............................................................................. 6 

3. Level Two Aural Skills ................................................................................................... 6 

4. Level Two Visual and Written Skills .............................................................................. 7 

5. Level Three Aural Skills ................................................................................................. 8 

6. Level Three Written and Visual Skills ............................................................................ 8 

7. Level Four Aural Skills ................................................................................................... 9 

8. Level Four Written and Visual Skills ............................................................................. 9 

9. Level Five Aural Skills ................................................................................................. 10 

10. Level Five Written and Visual Skills .......................................................................... 10 

11. Level Six Written and Visual Skills ............................................................................ 11 

12. Level Seven Visual and Written Skills ....................................................................... 12 

13. Level Eight Aural Skills .............................................................................................. 12 

14. Level Eight Written and Visual Skills ........................................................................ 13 

15. Level Nine Written and Visual Skills ......................................................................... 13 

16. Volume 1 Spreadsheet ................................................................................................ 20 

17. Volume 2 Spreadsheet ................................................................................................ 21 

18. Volume 3 Spreadsheet ................................................................................................ 21 

 
 
 
 
 
 



  Texas Tech University, Philip Ledgerwood, May 2020  
 

   1 

INTRODUCTION 

The purpose of this project is to develop a sequence of goals to help the Suzuki 

violin student understand and use music theory. Goals include music theory concepts that 

should be taught by the teacher that the student will encounter within their musical 

studies. These topics should be taught by establishing a consistent harmonic language 

and vocabulary and by having discussions about concepts of harmonic function and 

theory early in the development of the student. These concepts should be consistently 

reinforced and built upon throughout the instruction of the student. This paper will first 

explain the purpose of the sequence, present the sequence in its current form, and then 

give instruction of how to incorporate the sequence into private lesson teaching, and 

group class instruction.  

For the teacher, the purpose of this paper is to provide detailed organization of 

essential theory and musicianship concepts that should be taught throughout the 

development of their students. In addition, the sequence should aid the teacher in how to 

apply these musicianship concepts into the course of a regular lesson or group class.  

For the student, the purpose of the sequence is two-fold. The sequence should 

help alleviate a significant learning curve many violinists face if they choose to pursue a 

degree in music at the collegiate level. If students have been introduced to theory 

concepts with a specific vocabulary and are comfortable recognizing harmonic function 

aurally and visually on their own instrument, their collegiate theory and musicianship 

experiences will start with review, and not function as a crash course in new information. 

The second purpose of the sequence is to allow the student to recognize that having an 

understanding of the elements used to construct music will allow them to better 
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communicate the intentions of a composer. An understanding of music theory is 

ultimately a core aspect of being a fine musician. Thus, this development of musicianship 

allows for a deeper understanding of a score, however long or short, and encourages 

further opportunities for expression, allowing students to create personal and successful 

artistic interpretations of music at any age.   

THE SEQUENCE 

The music theory sequence presented in this paper is for the use of the teacher. Its 

goal is to enable teachers to understand the strengths of their students to better develop 

those areas needing further attention. The sequence is not a semester-long course outline. 

Instead, it is a multi-year project for the private Suzuki instructor. The pace at which each 

student will move through this sequence will be determined by the teacher taking into 

careful consideration skills and ability of the student to absorb new material. The 

sequence has been organized to correspond with the ten volumes in the Suzuki Violin 

Method. This should provide ample time to learn and review the music theory concepts 

present in the sequence. Teaching over lengthy periods of time allows theory concepts to 

be introduced, studied, and reviewed. The teacher should approach this method with the 

understanding that the amount of time required to absorb the material presented at each 

level will be unique to every student. Younger beginners may gain facility on the 

instrument more rapidly than the cognitive understanding of a theoretical or musical 

concept, and older beginners may gain cognitive understanding of a theoretical or 

musical concept more rapidly than instrumental facility. Students with special needs or 

exceptionalities may require modifications to the sequence. In all of these areas, the 

ultimate decision is given to the private teacher, who must make adjustments depending 
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on what areas need more attention than others. Just as a private teacher focuses on the 

technical or physical elements that need attention in their students, so they must adjust to 

areas of music theory and musicianship that need improvement.  

Supplemental Methods 

Teachers whose educational background is strongly rooted in one or more of the 

many prominent educational philosophies found in music (e.g., Gordon, Kodály, Orff) 

may wish to modify this proposed sequence to incorporate one or more of those 

methodologies. It is important that the teacher know what type of musical training (if 

any) the student is receiving at their school and other community music learning outlets. 

It will be better for the student if the language used is not conflicting. For example, an 

elementary student that is in a general music class at a school that uses the Kodály 

method of rhythmic syllables to teach rhythm might feel more comfortable being 

introduced to Twinkle Variation A in Volume 1 as “Tika-tika ti-ti”1 as opposed to 

“Mississippi Stop-Stop.”2 The same is true for aural training. If a student is currently 

using numbers to associate pitch degrees within a scale, as opposed to solfege syllables, 

then it might be better to associate “1” as the tonic and not “Do.”  

The structure and method of teaching used through this sequence mirrors the 

Suzuki Method in the application of concepts first taught aurally and later visually. 

Andrianopoulou argues that successful aural skills and music theory pedagogy will 

emphasize aural training in early development because it provides an easier transfer of 

 
1 Choksy, Lois. The Kodály Method: Comprehensive Music Education from Infant to Adult. Second ed. 
Prentice Hall, 1988. 
2 Shinichi Suzuki. Suzuki Violin School Volume 1 Revised Edition. (Van Nuys, CA: Summy-Birchard, 
Exclusively Distributed by Alfred 2007), 25. 
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knowledge in higher levels of musical training.3 While the concepts in this sequence are 

introduced aurally first, visual identification is not delayed significantly. Visual 

identification is equally essential as aural understanding to the development of a young 

musician. The consequence of significant instruction in interpreting the vast numbers of 

symbols and words present within any given piece of music will be the ability to read 

directly from the score. There are many methods and strategies for teaching these 

concepts to the Suzuki student. This sequence provides benchmarks in the early levels to 

make sure students are gaining the tools needed to fluidly and confidently read music.  

The Levels 

The sequence outlined below divides theory elements in each level into both aural 

and visual training. This is done to 1) clarify and distinguish between the types of skills 

and 2) make it easier for teachers who wish to use this sequence in conjunction with a 

different methodology to do so. All technical terminology used in the sequence is for the 

benefit of the teacher. Teachers may elect to use simpler terminology with their students. 

Any skill in the sequence marked with an asterisk (*) denotes that this is an expanded or 

review concept.  

Level One  

In Level One (Tables 1 and 2) the activities and goals for the student are centered 

around fundamental aural training. Teachers should decide how they want to identify 

notes (e.g., fixed or moveable “Do,” note names) and be consistent with their approach 

from the beginning. If students have received no prior training (in an Early Childhood 

 
3 Andrianopoulou, Monika. Aural Education: Reconceptualising Ear Training in Higher Music Learning. 
SEMPRE Studies in The Psychology of Music. Abingdon, Oxon: Routledge, 2020, 178.  
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program), then they must be introduced to the concept of tonic. The establishment of 

tonic, or a resting pitch, is essential to understanding concepts as progression is made 

through the sequence. This develops the necessary aural skills to provide recognition of 

the important relationship between the tonic and dominant. With the tonic and the 

dominant established, 5-note scales (pentascales) and arpeggios built on the tonic can be 

aurally identified and pointed out throughout the learning process of Volume 1. Students 

must also be able to hear the difference between a step and a skip, and between a half and 

whole step and the larger relationship then established to form finger patterns.4 The 

difference between these two smaller intervals is the foundation of the recognition of 

larger intervals. Recognition of intervals is an important feature of all harmonic processes 

moving forward.  

   While not reading notes from the score, it is important to begin building an 

understanding of certain elements of musical notation. Students should be introduced to a 

variety of note and rest lengths, dynamic abbreviations, as well as instrument specific 

symbols (e.g., up or down bows). A student should be able to identify notes from the staff 

and ledger lines. Introduction to these notes and symbols can be through flashcards, note-

reading apps, group class games, or any method the teacher may find most effective.   

Table 1. Level One Aural Skills 

- Aurally recognize and vocally demonstrate an understanding of tonic and 
dominant, as well as the clear relationship between the two pitches 

- Understand the direction of pitch (moving up and down the fingerboard) 
- Aurally recognize and vocally demonstrate a difference between steps and 

skips 
o Experiment with different finger patterns or transpositions 

- Sing the first five notes of a scale, using solfege and note names  
o Be able to sing a 5-note scale, up and down  

 
4 George Bornoff. Bornoff’s Finger Patterns. Scottsville, VA: FASE, Inc. 1952 
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Table 1, Continued 
- Sing a major tonic arpeggiated chord  
- Recognize and identify small sections of pieces, understand that the ends of 

sections are defined as cadences, and recognize how small sections make up the 
entire piece 

- Recognize and identify all meters in Volume 1 
o Common time, Cut time, 2/4, 3/4  

 

Table 2. Level One Written and Visual Skills 

- Visually recognize and identify a variety of note types and musical symbols 
o Quarter, half, 8th, 16th notes and rests, as well as dotted rhythms 
o Repeat signs, staff, key signature, fermata, dynamic abbreviations and 

symbols 
o Up and down bows, slurs, staccato, tenuto, portato, accent 
o Sharp, flat, and natural signs 

- Recognize notes out of the context of the violin part  
o Flashcards or other means of note introduction 

 
Level Two 

Level Two (Tables 3 and 4) expands on many of the concepts in Level One. The 

student is expected to sing an entire major scale. They will also begin to sing minor 

scales, starting with D minor and A melodic minor as these two keys appear within 

Volume 2 pieces. Arpeggiated dominant chords, in addition to the previously learned 

tonic chords, should be sung using solfege and note names. Students will also begin to 

visually identify musical patterns such as scales and arpeggiated tonic chords within 

Volume 1 review pieces.  

Table 3 Level Two Aural Skills 

- Be able to sing (and play) an entire major scale, using solfege and note names* 
o One octave scale, up and down 

- Be able to sing and identify the minor scale as used in Volume 2 pieces 
o Schumann: The Two Grenadiers—D harmonic minor 
o Lully: Gavotte— A melodic minor 
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Table 3, Continued 
- Be able to sing using names major dominant triad as well as previously learned 

tonic chord in all keys studied* 
o Use solfege and note names 

- Recognize and review all meters in Volume 2* 
 

Table 4. Level Two Visual and Written Skills 

- Begin note reading within the context of a studied piece  
o Specifically, visually identify theory elements already learned (5-note 

chords, arpeggiated tonic chords, etc…) within Volume 1 review pieces 
o Short sight-reading exercises or pieces as solos or duets with the teacher 

 
Level Three 

In Level Three (Tables 5 and 6), finding interval quality (perfect, major, minor) 

should be explained and practiced. Authentic and half cadences should be defined, and 

the student should recognize them aurally. Locating cadences should be a review piece 

activity, incorporating pieces from Volumes 1 and 2. Further aural development in this 

level includes the introduction of the subdominant chord, and continued reinforcement of 

aural recognition of meter using the pieces in Volume 3.  

This is the ideal level to transition students into note reading from the violin part. 

There are many different note-reading curriculums already published and in use. In 

addition to having my students learn note-reading using review pieces, I use the I Can 

Read Music series by Joanne Martin.5 This sequential exercise series incorporates new 

material slowly with significant repetition before anything else is added. Incorporating 

different elements of the theory sequence into whatever note reading exercises a teacher 

is using supports the reinforcement of the development of theory knowledge in a student. 

 
5 Joanne Martin. I Can Read Music. (Van Nuys, CA: Summy-Birchard, Exclusively Distributed by Alfred 
1995).  
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Note reading exercises are a wonderful place to introduce different meters and note 

durations to students, as well as confirm their understanding of chromatic notation. 

However a teacher decides to teach note reading to their student, they should inform the 

student (and parent) that this is an important step in developing a complete musician.  

Note reading is more than just learning how to identify symbols, it is the first step in 

recognizing the grammar and structure of a new language.  

Table 5. Level Three Aural Skills 

- Sing all major scales studied using solfege and note-names* 
o Play one octave scales in all keys studied 

- Sing major subdominant triads, as well as the previously learned tonic and 
dominant triads in all keys studied* 

o Using solfege and note names 
- Hear and identify melodic intervals* 

o Perfect, major, minor 
- Aurally identify authentic and half cadences  

o Hear the melodic motion that leads to a cadence (Ti/La-Do or Fa-So) 
- Recognize all meters in Volume 3 in addition to any other meters encountered 

in note-reading exercises or other literature* 
 

Table 6. Level Three Written and Visual Skills 

- Be able to fluently read from any additional exercises or pieces that are of a 
comparable Volume 1-3 level  

o Be able to read from the staff and identify notes within the context of 
the violin part 

- Be able to identify musical symbols, including dynamic markings and 
articulations within the context of the violin part 

- Begin reading in bass and other clefs 
o Through flashcards, apps, or other means of note introduction  

 
Level Four 

Level Four (Tables 7 and 8) represents the transfer of aural training to visual 

understanding. Scales should be sung in all major and minor keys. In addition, they 

should be written out, first with correct accidentals and no key signature and second with 
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the key signature and accidentals as appropriate in minor scales. Intervals are identified 

by quality both aurally and visually. Authentic and half cadences are identified visually in 

the context of the violin part. With the transfer into visual understanding, the teaching of 

new theory concepts can be incorporated into the learning process of new pieces and not 

just through review. This allows the student to understand that using their music theory 

knowledge is an important component of the learning process. 

Table 7. Level Four Aural Skills 

- Sing scales in all major and minor keys, using solfege and note names*  
- Play one-octave scales in all major and minor keys 
- Sing in all major keys: tonic, dominant, and subdominant triads, in root 

position. Verbally explain the concept of chord inversion and have students 
sing inversions. 

o Be able to aurally and visually identify these chords in arpeggiated and 
inverted form within current and past pieces  

- Identify intervals aurally, using appropriate quality definitions (M, m, P, aug, 
dim)* 

- Verbally explain and identify harmonic sequences  
o Aural recognition of harmonic sequences 

- Verbally explain the basic structures of ritornello and rondo forms, based upon 
the concerti in Volume 4 that follows these forms  

o Seitz: Concerto No. 5, Mov 3 (Rondo)  
o Vivaldi: Concerto in A Minor, Movs. 1 and 3 (Ritornello) 
o Bach: Double Concerto in D minor, Mov. 1 (Ritornello) 

- Recognize all meters in Volume 4 in addition to any other meters encountered 
in supplementary literature* 

 
Table 8. Level Four Written and Visual Skills 

- Understand the concept of major and relative minor scales, and be able to 
identify all major and minor keys, based upon their key signatures 

- Write out scales in all major and minor keys 
o When writing scales they should be one or two octaves written first with 

correct accidentals and no key signature and second with the key 
signature and accidentals as appropriate in minor scales 

o Be able to identify notes in a scale using their scale degree name6 (e.g. 
tonic, super-tonic, mediant) and scale degree number 

 
6Stefan Kostka, Dorothy Payne, Byron Almén. Tonal Harmony Seventh Edition (New York: McGraw-Hill, 
2013), 15.  
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Table 8, Continued 
- Visually identify authentic and half cadences, based upon melodic motion 

within the violin part, recognizing that these are only a small part of a larger 
harmonic structure* 

- Identify intervals visually, in treble and bass clef, using appropriate quality 
definitions (M, m, P, aug, dim)* 

- Learn the circle of fifths and how it relates to key signatures 
- Learn the concept of harmonic sequences  

 
Level Five 

In Level Five (Tables 9 and 10) the majority of the skills taught are written and 

visual. The student will identify cadences using the root motion within the bass. They 

will also begin to explore the foundations of harmonic language by writing and 

identifying triads built on each note of the major scale. The student should identify the 

quality of the chords and use appropriate notation—roman numerals and inversion 

numbers. While a student may not be able to play a triad on their instrument themselves, 

they should have enough aural repetition of singing arpeggiated triads that they recognize 

their similarities. Playing single notes of triads and chords within a group class is a 

wonderful way to allow students to experience a harmonic chord. 

Table 9. Level Five Aural Skills 

- Fluently sing small passages of pieces using solfege or note names 
- In conjunction with the previously learned melodic motion identify authentic 

and half cadences based upon root motion in the bass clef* 
o Aurally identify chords which are involved with an authentic or half 

cadence 
 

Table 10. Level Five Written and Visual Skills 

- In conjunction with the previously learned melodic motion identify authentic 
and half cadences based upon root motion in the bass clef* 

o Visually identify chords which are involved with an authentic or half 
cadence 

o Recognize these chords by looking at the piano accompaniment in 
conjunction with the violin part of current and past pieces 
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Table 10, Continued 
- Understand how roman numerals identify quality of chord 

o Uppercase roman numerals indicate major chords, lowercase indicate 
minor 

- Identify the harmonic quality of triads built on a major scale 
o Write one octave scales in triads, in root position, and 1st and 2nd 

inversions, in both treble and bass clefs 
o Correctly label them using harmonic names and roman numerals 
o Identify the quality of diatonic chords (M, m, dim) 

- Use correct inversion notation 
o 6 for 1st inversion, 6/4 for 2nd inversion 

 
Level Six 

Level Six (Table 11) introduces 7th chords and their inversions and chord quality 

abbreviations. This allows for a deeper understanding of the chords involved in cadences, 

specifically with V7-I authentic cadences. Students are now expected to write out the 

three primary forms of minor scales using both key signatures and accidentals. They 

should also begin analyzing small portions of current or past pieces, looking into the 

score for complete chord information to analyze cadences or other harmonic functions.  

Table 11. Level Six Written and Visual Skills 

- Identify authentic and half cadences based upon melodic motion and root 
motion within the bass* 

o Identify cadences that use seventh chords, specifically, in past and 
present pieces 

- Write out melodic (Ml), harmonic (Hr), and natural (Nt) minor scales with 
correct key signature and accidentals* 

- Learn 7th chord abbreviations  
o MM, Mm, mM, mm, half-dim, dim 

- Build 7th chords in major keys  
o Write one octave scale in 7th chords in root position, 1st inversion (6/5), 

2nd inversion (4/3), and 3rd inversion (4/2), in both treble and bass clefs 
o Correctly label them using harmonic names and roman numerals 

- Carry out small harmonic analyses of current and past pieces using roman 
numerals and scale degree names 

o Begin to identify typical harmonic motion  
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No new aural skills are introduced in Level Six and Seven because students 

should have a depth of knowledge and ability to approach all new and earlier concepts 

aurally. 

Level Seven 

Level Seven (Table 12) is designed as an expansion of the analytical skills 

practiced in Level Six. The student should be able to carry out larger harmonic analyses 

incorporating minor key areas. Students should be able to identify bass motion of the 

chords involved in sequences. 

Table 12. Level Seven Visual and Written Skills 

- Identify triads and seventh chords, based upon the three forms of minor scales 
(Ml, Hr, Nt)* 

- Identify chords underlying sequential passages within pieces from current and 
past volumes* 

o Possess a working understanding of the relationship between sequences 
and the circle of fifths 

- Carry out lengthier harmonic analyses of past pieces, employing specific 
harmonic language (chord qualities, inversions, diminished notation, etc…)* 

 
Level Eight 

  In Level Eight (Tables 13 and 14) the student will aurally and visually identify 

common progressions within the Suzuki volumes. This can be accomplished using the 

wealth of review songs available to students, especially in Volume 1, where the eight of 

the first nine pieces contain only I, IV, or V chords. 

Table 13. Level Eight Aural Skills 

- Aurally recognize common progressions in tonal music 
o I-IV-V-I 
o I-ii-V-I 
o I-ii-vi-V-I 
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Table 14. Level Eight Written and Visual Skills 

- Visually recognize common progression in tonal music 
o I-IV-V-I 
o I-ii-V-I 
o I-vi-V-I (Point out important similarities between the bass line of this 

progression with I-IV-V-I) 
- Identify the forms of past pieces using proper terminology 

o Binary, Ternary, Rounded Binary, Rondo  
o See Supplemental Materials section for detailed list of forms of the first 

three Suzuki volumes 
 
Level Nine 

Level Nine (Table 15) provides an important introduction to larger forms. The 

student should be able to explain the formal characteristics of the Vivaldi, Bach, and 

Mozart concerti, and be able to explain the differences between Baroque solo concerto 

and Classical concerto forms. This comparison could be through verbal reflection but 

might be more effective by having the student write a short essay. Once again, there are 

no new aural skills introduced as the activities involved in this level represent a visual 

identification and consideration of construction and form.  

Table 15. Level Nine Written and Visual Skills 

- Identify the various major components of Classical era concerto sonata form in 
the context of the 4th and 5th Mozart Concerti 

o Double exposition, Development, Recapitulation (Cadenza) 
- Compare and contrast the differences in form between the Baroque concerti 

(Vivaldi, Bach) and Classical concerti (Mozart) that have been studied up to 
this point 

 
Summary 

As a student progresses through the levels they should gain an understanding of 

how their part fits into a greater whole. Beginning in Level Two the foundations of 

harmonic analysis are laid. More sophisticated concepts of formal structures, score study, 
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and analytical skills through examination of the piano accompaniment are developed as 

the student progresses through the sequence. These are all essential attributes of well-

rounded musicianship that must be developed and nurtured in a student. Further, this 

gives students the tools needed to make truly personal artistic and musical choices. This 

provides a sense of ownership in the learning process as students use analysis to find 

musical and harmonic elements. 

HOW TO USE THE SEQUENCE 

  This section will explore different ways to use the sequence and incorporate its 

content into lessons and group classes. The sequence itself is not a blueprint of how to 

teach theory and musicianship but is instead a roadmap for essential topics that should be 

learned alongside the repertoire in the Suzuki Method. The following examples are based 

on my personal application of the sequence with my students.  

Application Examples 

My pre-collegiate Suzuki studio contains seventeen students ranging in ages from 

5-16. Twelve of the students are beginners with the remainder playing in Volume 1 

through Volume 4. The wide range of musical development and technical development 

has allowed me to explore both aural and visual teaching possibilities.  

Beginners—Establishing Tonic 

Of the twelve beginners I started this year (2019-2020), only one of them had any 

previous musical training. Because of this I knew it would be essential to teach the 

concept of tonic. To help establish tonic from the beginning of the first lesson I had 

students try and sing an open A. I did this as I begin tuning their violin. Not only did this 

help my students become comfortable with matching a pitch using their voice, it made 
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them try to sing the tonic pitch of the first piece they learned, Twinkle, Twinkle, Little 

Star.7 Some students were immediately able to sing the A (the one student with prior 

training had no issues), and most came close to matching the pitch. A few were not in the 

correct range. Over the next few months, in addition to having the students sing the A as 

a tuning pitch, I would have them come back to the note in the middle of other exercises, 

not directly related to teaching aural skills. For example, I would have the students hold 

their violin on their shoulder, and direct them to focus their attention on the scroll while I 

played a Twinkle variation. At the end of the exercise, which I used primarily to see how 

well they could focus and maintain their posture, I had them sing an A to see if they were 

also listening actively to the music while they were focused. After about six months of 

working with students this way over half of the students were able to sing A accurately at 

the start of the lesson with the tuning pitch, and as they played through the Twinkle 

variations.  

Beginners—High and Low Pitch 

Having students identify the difference between pitches was accomplished much 

in the same way. In the first lesson for the beginning students I played and plucked each 

string by themselves and asked the student to tell me which pitch was higher or lower. 

While some students were able to tell the difference between the pitches and understood 

what I meant by higher and lower, some were unable to hear the difference in distance. 

With the students that could not hear the registral difference my main focus for them 

moving forward was to establish tonic as outlined previously. This gave them a point of 

reference that they used to base their understanding of the direction of pitch. I continued 

 
7 Shinichi Suzuki. Suzuki Violin School Volume 1 Revised Edition, 25.  
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to test the ears of the students that could hear a difference in pitch at the first lesson. In 

subsequent lessons, I spent a minute or two playing different notes, purposely including 

small and large distances.  

Intermediate—Visual Harmonic Learning 

With my more advanced students, playing in Volumes 3 and 4, I tried to 

incorporate elements of visual harmonic learning. This included teaching students how to 

identify key signatures which I then incorporated into their scale studies. I had one 

student write out one major scale two times each day. First using accidentals, and second 

using the key signature. This activity was a great way for the student to take ownership of 

her scales, as she had to do this every day in conjunction with her practice. She would 

first write them out and play each at least one time. We chose different meters and note-

length durations each week to aid an additional learning opportunity. The student 

successfully worked through all one-octave major scales and is now working on 

repeating the activity using two-octave major scales. This was a wonderful way for me as 

a teacher to have a visual way to confirm that the student understood a variety of theory 

concepts, including correct key signature placement, correct accidentals and their 

placement, correct stem direction for notes, and correct use of ledger lines.  

Group Classes 

Group classes provide an opportunity for students to play with others if they are 

not involved in other musical groups. They are also an excellent venue for reviewing 

technique and literature. This past year I taught two group levels, one an early-to-mid 

Volume 1 group, and the other a Volume 3-6 group. In the Volume 1 group class I built a 

few lessons around visual identification, including a lesson around understanding 
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dynamic markings. In this lesson I introduced a range of dynamic markings from pp to ff, 

as well as the markings of crescendo and decrescendo. Through the course of the group 

class we worked through our review pieces and I had students choose a different level 

dynamic to start and end each piece. I randomly called on students to point out different 

dynamics throughout the pieces. For younger students that are not reading music and are 

just starting to decipher the variety of musical symbols involved in musical notation this 

is a theory activity. The benefit of exploring this activity in a group class is that if a 

student does not immediately remember what a certain symbol means they can quickly 

recognize the correct answer based upon what their peers are doing.  

With the Volume 3-6 group there was a combination of introducing specific 

theory terms which allowed for creative exploration of more advanced theory concepts. 

In one lesson, I had students create a two-beat repeating pattern to create new Twinkle 

rhythms. Students wrote their patterns on a whiteboard for the entire class so we could 

play them together, and also so I could be sure that the pattern they created would fit into 

the two-beat allotment. This was a very helpful and imaginative lesson on considering 

microbeat subdivision which allowed for each student to create an “original” pattern, that 

also incorporated elements of composition and improvisation. I also had another lesson 

where I introduced the concept of a triad to the students. In the early stages of their 

musical studies most young violinists do not understand the concepts of harmonic 

function. Unable to explain or define the term triad, most of the class said they had 

previously heard the word before. I related triads to arpeggios, which all of the students 

recognized and play regularly. I wrote a one-octave scale and then had students add a 3rd 

and a 5th on top of each note. We then played the scale as our warm-up, switching who 
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was playing the root, 3rd, or 5th of each chord. In addition to teaching the students the 

important theory concept of triads and how they can be built on a major scale, this 

allowed for students to have experience of playing chords and begin to hear harmonic 

motion and not just melodic material.  

While this is a small set of examples, it shows that there are a variety of ways to 

incorporate music theory and musicianship instruction into both lessons and group 

classes. Many of these activities were incorporated into common elements already 

present within a lesson or group class (e.g. scales, tuning, warm-ups). Integrating theory 

concepts this way is an efficient way to incorporate new learning opportunities for the 

student into common elements. 

SUPPLEMENTAL MATERIALS FOR TEACHING MUSIC 
THEORY AND AURAL SKILLS WITH THE SUZUKI METHOD 
 
  The following collection of supplemental materials can be used by the teacher to 

create a smoother transition into teaching theory in their lessons. Included are three 

Suzuki Volume spreadsheets, seven worksheet pages, and a set of lesson plans. The 

spreadsheets indicate the location of certain music theory elements occur in Volumes 1-3. 

The worksheets are from a prospective workbook created by the author that would help 

transition the student into visual understanding of theory concepts. The lesson plans 

represent a possible way of implementing both the spreadsheets and worksheet pages into 

a series of lesson designed to teach the student the concept of authentic and half-

cadences.  
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Suzuki Volume Spreadsheets  

I have created two subsidiary materials that can be used by the teacher to create a 

smoother transition into teaching theory in their lessons. The first set of materials is a 

series of spreadsheets (Tables 1.16, 1.17, and 1.18) covering the first three volumes of the 

Suzuki Violin Method. In each of these spreadsheets I have indicated, with specific 

measures, where certain theory elements occur in each individual piece. The content of 

each spreadsheet is slightly different to match the development and focus of each level of 

the sequence. I hope that other teachers are able to use the spreadsheets as a way to 

confirm the exact placement of certain basic theory elements within the early Suzuki 

literature. When choosing review pieces, a teacher can use the spreadsheets to make sure 

they have chosen a piece that helps clue the student into a specific theory concept.  

Teachers may find it optimal to move elements to different places within or between the 

spreadsheets. These spreadsheets are designed to allow a high degree of individual 

variation. 
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Table 16. Volume 1 Spreadsheet8 

 

 

 

 

 
8 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 2007.  
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Table 17. Volume 2 Spreadsheet9 

 

Table 18. Volume 3 Spreadsheet10 

 

 

 
9 Shinichi Suzuki. Suzuki Violin School Volume 2 Revised Edition. (Van Nuys, CA: Summy-Birchard, 
Exclusively Distributed by Alfred 2007). 
10 Shinichi Suzuki. Suzuki Violin School Volume 3 Revised Edition. (Van Nuys, CA: Summy-Birchard, 
Exclusively Distributed by Alfred 2007). 
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Sample Theory Workbook Sheets 

These are sample worksheet pages from a prospective workbook created by the 

author. There are four worksheets that can be used to teach cadences, and three more 

worksheets designed around Suzuki’s arrangement of La Folia by Corelli in Volume 6. 

The cadence worksheets are a way to show how more abstract concepts can be introduced 

through the workbook, and then incorporated into review literature. The La Folia 

worksheets show how a workbook designed around the Suzuki literature would help aid 

the student in learning a new piece of music, by encouraging deeper understanding of the 

score. 

Cadence Workbook Excerpts 
 

Worksheet 1: 
 

REVIEW: 
 

n In treble clef, write a one-octave G major in half-notes, using accidentals. 
When finished write the correct note names, or solfege syllables underneath 
the notes, and the scale degree numbers above the notes. 
 
 

 
 
 
New Concept: Cadences 
 
A cadence occurs when a musical phrase comes to a point of rest. There are two 
main types of cadences that you may have learned about already. An Authentic 
cadence, which rests on the Tonic of the home key, or a Half cadence, which 
rests on the dominant of the home key.  
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Authentic Cadences 
The easiest place to spot an authentic cadence is at the end of a piece. Below are 
the ends of four pieces. The spot where the cadence occurs has been marked with 
a circle. Using solfege, write underneath each example what syllables go with 
which note in each circle. 
 
 
Minuet 1:11 

 

The Happy Farmer:12 

 
 
Chorus:13 

 
 
Bourrée:14 
 

 
 
 

 
11 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 38.  
12 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 42.  
13 Suzuki. Suzuki Violin School Volume 2 Revised Edition, 10. 
14 Suzuki. Suzuki Violin School Volume 3 Revised Edition, 22.  
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All of these examples are in the key of G major, so notice how the last note is 
always a G. All of the cadences have a melodic approach of either Ti—Do or 
Re—Do. This is the most common melodic approach for an authentic cadence.  
 
 
HOMEWORK:  
 

• Review Twinkle Theme, Long, Long Ago, Gavotte in G Minor, and 
Becker Gavotte. Play them without music first and try and see if you can 
hear where the authentic cadences occur. There might be some that occur at 
places other than the end of the piece. Once you’ve played them, mark them 
in your book with a circle. 

 
 
Worksheet 2:  
 
REVIEW: 
 

n In bass clef, write a one-octave G major in half-notes, using accidentals. 
When finished, write the correct note names, or solfege syllables 
underneath the notes, and the scale degree numbers above the notes.  
 
 

 
 

n Sing tonic and dominant arpeggios in the keys of G, D, and A major. Play 
them on your violin too!  

 
 
 
Half Cadences 
 
Half cadences happen in the middle of a piece, and not at the end. A half cadence 
comes to a rest on the dominant of the main key area. So, if a piece is in G Major, 
a half cadence would be on a D; if a piece is in D major, a half cadence would be 
on an A. Look below at the examples of some half cadences in review pieces. The 
cadences have been marked by a circle.  
 



  Texas Tech University, Philip Ledgerwood, May 2020  
 

   25 

 
 
The Happy Farmer:15  
 

 
 
Chorus:16  
 

 
Bourée:17 

 
 
 
Remember, a cadence means that the piece comes to a point of rest. That means 
that the music feels like it could take a break right there.  
 
Notice how these cadences are still approached by a step, either coming from the 
pre-dominant (4") or the sub-mediant (6"). In solfege, that would be Fa—Sol or 
La—Sol. 
 
Sometimes the pre-dominant is raised before it lands onto the dominant. See how 
in both Chorus and in Bourée the pre-dominant is C-sharp, not C-natural. That 
means in solfege these would be Fi—Sol. We’ll learn more about why the pre-
dominant is raised later.  
 
 

 
15 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 42. 
16 Suzuki. Suzuki Violin School Volume 2 Revised Edition, 10. 
17 Suzuki. Suzuki Violin School Volume 3 Revised Edition, 22. 
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Worksheet 3:  
 
REVIEW:  
 

n Sing tonic and dominant arpeggios in the keys of G, D, and B-flat major, as 
well as A and D minor. Play them on your violin too! 
 

n On each staff, write out the notes for tonic and dominant arpeggios for each 
requested key area in treble clef. Write the solfege syllables underneath the 
notes, and scale degree numbers above.  
 

 
A minor: 
 

 
 
G major: 
 

 
 
D major:  
 

 
 
 
Half Cadences Continued: 
 
Sometimes a half cadence will occur on a note in the dominant arpeggio other than 
the dominant. That means a half cadence can occur on Sol, Ti, or Re. If the 
cadence does not occur on Sol, it is most common to see the cadence on Re.  
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Look below at some examples of half cadences where the cadence occurs on Re. 
The spot where the cadence occurs is marked with a circle.  
 
Twinkle Theme:18 

 
 
 
Minuet 2:19 

 
 
 
Humoresque:20 
 

 
 
 
HOMEWORK: 
 

• Play through Lully Gavotte. First, listen and try to locate all authentic and 
half cadences. Then, look at the music and circle them and mark them in 
your score with an AC for an authentic cadence, and HC for a half cadence.  

o HINT: There are four authentic cadences, and seven half cadences. 
 
 
 
 
 
 

 
18 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 26. 
19 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 39. 
20 Suzuki. Suzuki Violin School Volume 3 Revised Edition, 16. 



  Texas Tech University, Philip Ledgerwood, May 2020  
 

   28 

Worksheet 4: 
 
Review:  
 

n On each staff, write out the notes for tonic and dominant arpeggios for each 
requested key area in bass clef. Write the solfege syllables underneath the 
notes, and scale degree numbers above.  

 
G minor: 

  
 
A Major:  

 
 
D Major 

 
 
G Major:  

 
 
Identifying Cadences Using Bass Motion  
 
As we’ve seen, there is a rather consistent pattern of melodic motion to make a 
cadence. There is also a consistent pattern in the bass line. Look at excerpts below. 
These are reductions of the piano accompaniment, so you can see what happens in 
the bass line at the point of a cadence.  
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O Come, Little Children, M. 14-16:21 

  
Allegro, M. 15:22  
 

 
 
In both of these authentic cadences, notice how the bass line moves from the 
dominant to the tonic. Remember, most often the melodic approach of an authentic 
cadence is Ti or Re—Do. Ti and Re are both notes in the dominant triad. Thus, an 
authentic cadence usually moves from the dominant chord to the tonic chord.    
 
HOMEWORK:  

• Below are some more reduced excerpts of review songs. In each one, circle 
the melodic motion of the cadence in the treble clef staff, and draw an 
arrow from the dominant to the tonic in the bass line on the bass clef staff. 
The first one is done as an example for you. 

 
 
 
 
 
 
 
 
 

 
21 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 29. 
22 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 32. 
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Minuet 1, M. 23-24:23 

 
Do the next three examples by yourself. You can also write in the solfege or 
scale degree names associated with each pitch involved in the cadence.  
 
Minuet 2, M. 39-40:24 

 
Chorus, M. 23-24:25 

 
 
Becker Gavotte, M. 25-26:26 

 

 
23 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 38. 
24 Suzuki. Suzuki Violin School Volume 1 Revised Edition, 39. 
25 Suzuki. Suzuki Violin School Volume 2 Revised Edition, 10.  
26 Suzuki. Suzuki Violin School Volume 3 Revised Edition, 18. 
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La Folia27 
Arcangelo Corelli 
Arr. by Suzuki 

 
Worksheet 1:  
 
La Folia is a set of variations over a chord progression. The notes below are the roots of 
the triads that make up the chord progression. These notes are in the piano 
accompaniment for the first 16 measures.  

 

 
 
 
Here is that same bass line, transposed into treble clef. Play it yourself!  
 

 

 
 
What key area does the piece start and end in?  
 
________________________________________ 
 
 
Does it go to any other key areas throughout the piece?  
 
___________________________ 
 

 
27 Shinichi Suzuki. Suzuki Violin School. Piano Accompaniment Volume 6 Revised Edition. (Van Nuys, 
CA: Summy-Birchard, Exclusively Distributed by Alfred 2019), 4. 
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Worksheet 2:  
 

1. Write a two-octave harmonic minor scale, in both treble and bass clef, using 
accidentals, in D minor. 

 
 

 

 
 
 
 

2. The Theme of La Folia is first stated in the violin part from measure 1-16. After 
that, there are a series of variations on the same theme. Label the variations in 
your violin part. How many variations are there in the entire piece?  

 
________________________________________________________________________ 
 
 
 
 
 

3. Fill in the blanks with the scale degree numerals and names beneath the staff. A 
few of them are already done for you.  

 

 
   1     5           1           
                   Tonic      Dominant    Tonic      _______   _______    _______   ____      ____ 

 
 
        _________    _______    _______    _______    _______   ____    ___    _____    ___ 
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Worksheet 3: 
 

1. Below is m. 33-40 in the violin part.28  
 

 
Below are the same measures, but the notes of the violin part have been stacked 
into triads. Compare each measure with the violin part. Are there any extra notes 
in the violin part that aren’t included here in the reduction? If there are, circle 
them above.  

 
 

2. Write the triads above in 1st inversion.  
 
 

 
 

3. Write the triads above in 2nd inversion 
 

 
 

4. Play these chords in root position and 1st in 2nd inversion on the piano, or with 
friends! When playing with other people, switch up who gets to play the root, 
third, or fifth of each triad.  

 
28 Shinichi Suzuki. Suzuki Violin School Volume 6 Revised Edition. (Van Nuys, CA: Summy-Birchard, 
Exclusively Distributed by Alfred 2013) 12. 
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Sample Lesson Plans 

The following lesson plans are designed to give a demonstration of how to teach 

cadences. These plans incorporate both the spreadsheet and the workbook into a single, 

long-term teaching plan. The first two lessons are for aural introduction and based on the 

Level Three goal: that the student should be able to “aurally identify authentic and half 

cadences.” Because the age, technical facility, and cognitive development of each student 

will vary, the teacher may choose to move more quickly through some elements in the 

plans and more slowly through others.  

Lessons 1 and 2 define specific vocabulary and guide students to listen for the end 

of the phrases and begin to recognize the melodic function of a cadence. The songs listed 

to introduce the concepts is not an exhaustive list, but they will be the most familiar to a 

Suzuki student. The student will have likely reviewed these pieces hundreds of times and 

will have a deep understanding of their harmonic motion. While a Level Three student is 

reading music, it will still be a newer skill, and as such, it will be more successful to wait 

for visual identification of cadences until the students have progressed to Level Four.   

  Lesson 3 expands on Lessons 1 and 2 now incorporating techniques for visual 

identification of authentic and half cadences based upon melodic motion, which is a 

Level Four skill. The lesson follows the same structure as the previous lessons, letting the 

student who is comfortable reading use their aural understanding of the concepts and 

place it within a visual context. This lesson will helps direct the focus of the student to 

precisely where in a score they should look for a cadence, regardless of the piece. The 

cadence worksheets included previously can be used here to help the student in the 

learning process. These worksheets can be given to the student as homework or could be 
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completed with the teacher in the lesson. The first three worksheets act as review for a 

student who has experience identifying cadences aurally and develops their 

understanding by applying visual understanding to the concept.  

Lesson 4 builds upon the steps of visual identification even further. This lesson 

would pertain to a Level Five student, who has experience reading and identifying notes 

in bass clef.  The student should identify authentic and half cadences based upon the root 

motion in the bass, in conjunction with the melody. The fourth worksheet directs the 

attention of the student to key cadential points by including reductions of the bass and 

melody lines.   

Lesson 1: Introduction to the concept of cadences  
  

I. Review singing a Major Scale, up and down, with arpeggiated tonic and 
dominant root position chords.    
a. Student should be able to sing Do-Mi-Sol and Sol-Ti-Re   

II.       Review the concept of the “end of the section” or phrase 
a. Whatever term the teacher has been using with the student, use the same 

in this case.  
b. Make sure the student can hear the point of rest that happens at the end of 

the phrase.    
III. Identify and define an authentic cadence   

a. When the student has adequately demonstrated review of the two points 
above, label the “point of rest” at the end of the phrase as a cadence.   

b. Briefly explain that there are different types of cadences, but stress that 
only one of those types will identified today.   

c. Play the last measure of one of the following songs: Twinkle; Song of the 
Wind; O Come, Little Children; May Song; Long, Long Ago; or Perpetual 
Motion.   

i. All songs are in A Major, and all end by stepping towards the 
tonic down from B.   

ii. “This motion at the end of a piece is an important part of an 
authentic cadence.” (Important to stress that this is part of the 
cadence, and not the only part.)   

IV. For home practice, consult the Volume 1 Spreadsheet and assign at least two 
review songs. Have the students find the authentic cadence at the end of the 
piece.   
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- Subsequent review lessons would explore songs in other keys (D and G Major), 

as well as pieces that cadence with a motion other than Re-Do; within Volume 1 
these would be Mi-Do, and Ti-Do.   

- Additionally, the student should be able to hear authentic cadences that occur in 
other places than the end of the piece. (“When do we return to Do?”)  

o A good activity to test this ability is to play a review song and have them 
raise their hand each time they hear the end of a phrase. When they raise 
their hand have them ask questions to determine if it is a true cadence; 
have them identify the cadential motion of the melody line in solfege.   

  
Lesson 2: Identification of half cadences  

  
I. Review singing a Major Scale, up and down, as well as arpeggiated tonic and 

dominant root position chords.    
a. Student should be able to sing Do-Mi-Sol and Sol-Ti-Re   

II. Review the concept of the “end of the section” or a phrase.  
a. Whatever term the teacher has been using with the student, use the same 

in this case.  
b. Make sure the student can hear the point of rest that happens at the end of 

the phrase.    
III. Identify and define a half cadence  

a. After reviewing an authentic cadence, explain that this is one of the other 
types of cadences, called the half cadence.   

b. Explain that instead of Do, the phrase will rest on a pitch in the dominant 
arpeggio Sol-Ti-Re.   

i. Essential that the student understands this, as most of the half 
cadences within the early Suzuki literature have Re in the melody 
(the part the student is often playing).   

c. Explain that half cadences occur in the middle of the piece, not at the end.   
d. Play Measure 9-12 of Allegro; Mm 9-12 of Allegretto; Mm. 9-12 of 

Andantino; Mm. 9-10 The Happy Farmer; Mm. 5-8 Hunter’s Chorus.   
i. Point out that the melody note is just one part of the dominant 

chord that underlies the half cadence.   
IV. For home practice, consult the Volume 1 and 2 spreadsheets, and have 

students aurally identify where the half cadence is.   
a. Depending on age of the student as well as their understanding of the 

concept, the teacher may have to point out the half cadence ahead of time, 
or at least give the student direction to where to listen for it.   

  
Lesson 3: Visual identification of authentic and half cadences within melody  

  
I. Review singing of arpeggiated tonic and dominant chords.   
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II. Play pieces with authentic and half cadences stopping when you want the 
student to identify the quality of the cadence.     
a. Any of the pieces listed in Lesson plans 1 and 2, as well as any additional 

songs from Volumes Two and Three.   
III. Use the student’s own Suzuki Volume 1 and start by identifying where the 

cadences might be.    
a. At this point, the student should aurally recognize melodic returns to Do, 

both within a piece as well as at the end, as well as hearing a cadence on a 
pitch within the dominant chord.   

b. Start with Twinkle, having students sing the arpeggiated tonic and 
dominant chords in both solfege, as well as with note names. Then, have 
them find the end of a phrase, look at the last note, and identify what 
cadence it might belong to.   

c. Have them label AC for an authentic cadence and HC for a half cadence.  
IV. For home practice, choose one song from Volumes 1-3 as their review songs 

for the week. In addition to whatever technical reasons they should review the 
pieces, have them use the same methods of identification on the pieces. They 
should find where they think there are cadences, determine which cadence it 
might be, and mark it in their own book.   

  
Lesson 4: Visual identification of authentic and half cadences within bass and 
melody  

  
I. Review singing of arpeggiated tonic and dominant chords.  
II. Review bass clef note reading.   
III. Instruct the student about bass motion of various cadences   

a. Sol—Do for an authentic cadence  
b. A pre-dominant—dominant for half cadence.   

IV. Identify the bass motion of a cadential figure within the piano accompaniment 
part of songs from Volume 1.   
a. Look at cadences that have been previously identified within the melody 

line in the homework from lesson three and find the same part within the 
piano accompaniment. Have the student identify the type of cadence first 
by confirming the motion in the bass, and then confirming the motion in 
the melody.   
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CONCLUSION 

  This project is the first step in a more comprehensive research goal of creating a 

complete set of supplemental spreadsheets and workbooks designed around the Suzuki 

Violin method and literature. I believe that using this theory sequence as a guide, a 

detailed and organized series of workbooks will greatly benefit the Suzuki Violin 

Method. Detailed spreadsheets would give teachers who are not confident where certain 

harmonic and musical events occur within the literature a tool to confirm their location. 

With detailed spreadsheets for each volume, I would then be able to create a full series of 

workbooks, designed with the developing Suzuki violinist in mind. These workbooks 

would not only teach theory concepts in a relatable way to students, but also show how a 

deeper understanding of theory allows for greater musical understanding and 

interpretation. While Dr. Suzuki’s primary goal with his method was to create noble 

humans, his method for achieving this goal was to give his students the ability to thrive 

and grow as the best musicians they could be. I believe this sequence continues that same 

mission.   
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