







































































PAGES F12—-F26
The sharpened or double sharpened first finger
The double sharp

While planning the lesson, the teacher should reserve
time to explain the effect of the double sharp on the A
altered notes.

When playing the various scales on page F14,
particular attention should be paid to the first finger,
which alternates between basic and sharpened stopping
position.

At this stage, the pupil is already confident in
recognising the notes by their absolute pitch name.
However, the child’s musical mother tongue, the relative
solmisation (movable DO), is still to be continuously
used. The new solfege syllable is RI, the name for
sharpened RE (p. F19).

To ensure perfect intonation, difficult passages, such
as those that contain chromatic steps, should be sung
with solmisation before playing.

THE SHARPENED OR DOUBLE SHARPENED FIRST FINGER 77+~ <
THE DOUBLE SHARP.

PAGES F27-F32
The sharpened or double sharpened second finger

In the beginner’s literature, the pupil seldom experiences
this rare double sharp position of the second finger. But, t A
in order to achieve optimal mastery of the fingerboard,
it should be introduced and practised even during the
basic years of instruction.

The short preparatory exercise on page F28 trains the

second finger to play this new extreme position.
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Volume |

BASIC RANTHRMS

PAGES 1-7
Tempo and dynamics

The concepts of tempo and dynamics are introduced
in Volume C of the Colourstrings Violin School. In all
of the Colourstrings Volumes, the teacher is required
to use different tempi, dynamics and expression even
when teaching the simplest pieces. It has been left to the
teachers’ discretion however, to write these signson the
child’s music.

The purpose of this chapter of the Yellow Pages is
to teach the so far semi-consciously played tempo and
dynamic concepts fully consciously. The most important
tempo and dynamic markings are indicated in the book,
but the teacher is invited to add his/her own more
detailed information to enrich the interpretation of the
piece. With the help of the changing tempi and dynamics,
the child’s playing will be more colourful and interesting
and (s)he will be more involved emotionally thus enhancing artistic creativity.

It may be useful to introduce the metronome during this chapter.
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PAGES 8-16
Time signatures and 3 time

When teaching children, the instrumental teacher
needs time and patience to explain the concept of time LA " j
in3

signatures. )

The time signature contains two numbers. The lower bk
number shows the note value, and the upper indicates T VYTE
how many of these notes are contained in one bar of
the piece. DULRS TS Al

In Volumes A-D of the Colourstrings violin school,
the time signature, therefore the beat, is restricted to the L RGP, | |
quarter note (crotchet) (but see A-book Appendix pp.
IT1-V). To feel and understand this quarter note beat, the IR I N N
children are taught to march and clap the beat: firstly by AR 4
marching and clapping the rhythm of the piece, then by
marching and singing the piece and finally by marching
and playing the piece. The quarter note beat (TA) is
visualized by the drawing of a shoe print.

When the lower number of the time signature is an eighth note (quaver /TI), the beat
of the piece is an eighth note. If necessary, the marching-clapping-singing-playing exercises
should be done with these pieces as well. To visualize this new, lighter eighth note beat, the
picture of a flower is used, in contrast to the heavier shoe print. The pieces in this chapter
should be taught in 3. i.e. count 3 in each bar. The more condensed “in one” counting and
playing of 3/8 time is introduced later on, in Yellow Pages (YP) I: 33-45. (From hereon
page numbers only given in numerals.)

PAGES 17-21
Triplets

The beat is shown in- the left hand pizzicato part
(indicated with + sign), which should be played initially
by the teacher whilst the student plays the arco part.
Later on the student can pluck the beat with the left hand
on the E string and bow the G string simultaneously.
(YPI:17).

It is important that the various notations of the triplet
are introduced and understood, even in these early stages
of learning. (YD I: 17).
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PAGES 1-8

Change of the time signature

Contemporary music contains many different time
signatures. Composers use changes of time signature
deliberately to make their compositions more interesting
and challenging for conductors, players and listeners.
The pieces of the chapter should be taught with
care. It is important that the pupil learns to feel and
understand pulses, such as the quarter note (crotchet)
beat and eighth note (quaver) beat. This will enable
the student to change between time signatures with no
disturbance to their music reading or playing skills.

CHANGE OF THE TIME SIGNATURE
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PAGES 9-14
Thirty-second note and rest (demisemiquaver)

The left hand pizzicato part (indicated with the sign +)

THIRTY-SECOND NOTE AND REST

should first be played by the teacher while the pupil T AL

plays the arco parts. At a later stage, the pupil can E ' 55 fé%ffé%f

simultancously pluck the beat with their left hand on AL

the E string and play the arco part on the G string. (YP
Eee——e—u—-

I1: 9, 14) YT U0 upen noaaer

Before introducing the last note value; the thirty
second note (demisemiquaver), the pupil should already
have a thorough knowledge of all other note values. For
children the drawing of the rocket symbolizes this new
note value and bow speed, which is the shortest and
fastest of all rhythms.

At the same time while the child learns the thirty
second note, it is advisable to introduce the sautillé
bowings because when the “Theme with variations” on
page YD II: 9 is practiced the variations might already be played with sautillé. It is important
that the pupil has a good quality bow.

=~ - |
DD OE EE OO mIem Ut

PAGES 15-16
Augmentation

For young pupils augmentation can be explained with the
use of an illustration. When viewed using a magnifying

AUGMENTATION
AL

glass, the kitten becomes a tiger. This is an analogy Eﬁ J;

for augmentation in music, where the note values are o IR B

doubled. Remind the child to read the music through Te—_—

an imaginary magnifying glass whenever augmentation Pl
J

is‘ required.

The teacher should check that the pupil understands
where the beat falls in the music. The child can
be encouraged to write beat signs under or above ——
rhythmically difficult sections before playing. '
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Volume l1li

BOWINGS

A teacher who works with children needs to develop a special vocabulary. He or she should
use words, which inspire and involve the pupil, appealing to the child’s imagination, even
developing it and creating an atmosphere optimal for learning the violin:

Violin playing could be introduced as magical and the bow for instance could be
compared to a magic paintbrush, which paints beautiful pictures, performs and tells
interesting stories or whispers secret feelings. To define and name the various bowings
one can borrow words learnt from the children. These words will better inform the young
pupil about the character of a particular bowing rather than using standard technical
terminology.

In this volume therefore, alongside the traditional classification of bowings and bowing
names we will use definitions, which were invented by the children.

The teaching material in this volume is alLwritten in easy finger patterns to enable the
child to concentrate on the movements of the bowing hand but the teacher may add more
demanding fingerings for more advanced pupils.

Please observe and ensure that the player’s bowing arm; shoulder-elbow-wrist are in one
line. Edges must be avoided. We highly recommend to introduce all bowings at an early
stage by assisting (guided bow) the bow-stroke of the child. Come back to this volume
repeatedly to refresh the technique of the different bowings to bring them to a higher level.

PAGES 1-11
Detache
“Talkative”

To play consecutive notes with up and down bow-stroke
directions shouldn’t mean the separation of these notes.
In other words: notes played with detached bowing
should be nevertheless attached.

If the children liked and accepted the explanation
about the “magic bow” which can paint pictures and
perform stories, they will understand that in telling the
story the words would not be spoken broken up into

separate syllables. In music, notes are like syllables and |‘
when notes are played with separate up and down bow

strokes they still have to be connected just as words are
spoken connecting the separate syllables together. The |
connecting movement happens at the change of bow

and is managed by the fingers. It is important to know
that before the bow-changing movement the connection
between bow and string should be lightened in order to let the string vibrate freely. After the
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bow-change the connection (adherence) between bow and string should be re-established.

The art of good bow changing, feeling the connection between bow and string just
before and after the change of bow direction, may take several years to achieve but it is
important to work on it in the early stages of learning and the pupil will be rewarded later
with a beautiful tone.

PAGES 12-22
Legato
“Binding”

In arts-pedagogy the child’s rich imagination should
be utilized for learning new techniques/theories. For A
example, legato bowing might be introduced to the child
as follows;

“Notes are magic and they can change their
appearance easily at will. Sometimes they are like words
or syllables, another time they appear as shining pearls.
Let us make from the single pearls a beautiful necklace
and use the bow like a thread to slur/bind them together.
We can make jewelry from two, three or four pearls but
the most beautiful necklaces are made from eight or even
sixteen pearls.”

Verbal introduction or preparation like this will
inspire the majority of children making them practice
the legato exercises with more enthusiasm.

In legato playing the speed of the movements made by the two hands are considerably
different. The left hand fingers stop several notes with fast movement, while at the same
time the right hand connects/binds these notes with slow bowing movements.

2

LEGATO
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