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From Rhymes to Classroom: A Kodaily-Inspired Rhythm-Centered Framework
for Integrating Wuhan Children’s Rhymes into Chinese Primary Music Education
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Abstract  This study investigates how Wuhan dialect children’s rhymes can be transformed into rhythm teaching
materials for Chinese primary music education. This issue is significant because, although Chinese curriculum policy
encourages the use of local and culturally responsive musical resources, a clear pedagogical pathway from orally
transmitted rhymes to sequenced classroom rhythm instruction remains underdeveloped. Adopting a qualitative
framework design, the study documented 74 orally transmitted rhymes in Wuhan in 2025 and selected 30
representative examples for transcription and analysis. Guided by Kodaly-inspired principles of sound before symbol,
rhythmic preparation, cultural authenticity, and sequential development, the analysis examined meter, rhythmic
patterns, rhythmic structure, type, and text. Four representative lesson plan exemplars are included to illustrate how
the analytical framework may be applied in practice. The findings show recurring reliance on stable duple meter,
quarter-note and paired-eighth-note patterns, short symmetrical phrases, and embodied play structures that support
a progression from steady-beat internalisation to rhythm-syllable application and early notation reading. The study
therefore positions Wuhan children’s rhymes as culturally grounded and instructionally usable resources for early
rhythm literacy in Chinese primary music education.

Key words: Wuhan children’s rhymes, Kodaly-inspired pedagogy, culturally responsive music education, primary
music education, rhythm literacy
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I . Introduction

China’s compulsory education curriculum standards emphasise the inheritance of excellent
traditional culture and encourage schools to draw on locally meaningful resources in arts education
(Ministry of Education of the People’s Republic of China, 2022). Recent analyses of state-approved
music textbooks further indicate that school music is expected to foster cultural identity, social
responsibility, and broader citizenship values, thereby strengthening the curricular relevance of
locally grounded repertoire (Ho, 2025).

For music education, however, the key challenge lies not only in recognising the value of
local materials, but in transforming them into developmentally sequenced instructional content.
Within this context, Wuhan dialect children’s rthymes merit focused study. These rhymes remain
living oral materials circulated through family memory, peer play, and local school culture, while
preserving distinctive dialect vocabulary, place-based imagery, and communal play structures.
Their speech-based rhythmic features provide musically workable material for early rhythm
instruction. As an urban cultural centre, Wuhan offers a particularly relevant case in which traditional
oral transmission continues to coexist with formal schooling, allowing for an examination of
the intersection between local culture and institutional education.

Wuhan dialect children’s rhymes are particularly significant due to their distinctive prosodic
rhythm shaped by regional speech patterns, tonal variation, and syllabic stress. Unlike standardized
Mandarin-based materials, these rhymes retain localized rhythmic articulation that provides rich
pedagogical potential for rhythm-focused instruction. Furthermore, as an urban cultural center,
Wuhan offers a unique case in which traditional oral transmission continues to coexist with formal
schooling, making it an ideal site for examining the intersection between local culture and
institutional education.

The Kodaly approach is especially relevant to this problem because it offers more than a
general respect for folk repertoire. In this study, Kodaly-inspired pedagogy refers specifically
to four principles: sound before symbol, the use of speech and chant as rhythmic preparation,
sequential movement from simple to more complex patterns, and the selection of culturally
familiar material as the basis for early musical literacy (Choksy, 1999; Houlahan & Tacka, 2008;
Kokas, 1970). These principles are particularly suitable for rhythm-dominant nursery rhymes,
where pulse, speech stress, and coordinated movement can be experienced before children are
asked to decode notation. In this sense, Wuhan rhymes are not merely examples of multicultural

inclusion; they are potential starting points for culturally responsive and musically structured
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learning (Abril, 2013; Ladson-Billings, 1995).

Previous work has shown that locally rooted children’s repertoire can be documented and
adapted for formal music learning while preserving cultural meaning (Jumneanpan & Pidokrajt,
2025; Pan, 2021; Simeon & Pugh-Kitingan, 2021). Despite growing attention to culturally
responsive music education in China, existing studies remain predominantly melody-centered and
rarely address rhythm-based, speech-driven materials such as dialect rhymes. This need for
practical and clearly sequenced materials is heightened by the Chinese school context, where
lesson implementation is often shaped by large classes, fixed lesson structures, and demonstration-
oriented teaching cultures (Zhang & Leung, 2023; Zhang et al., 2023). Consequently, there is
a lack of systematic frameworks that connect oral rhyme collection to sequenced rhythm pedagogy.

In this study, Kodaly-inspired pedagogy is operationalised as a structured approach to rhythm
learning that begins with embodied and aural experience, progresses through speech-based
rhythmic preparation, and culminates in symbolic representation. This framework is particularly
suitable for dialect rhymes, where speech rhythm serves as the primary musical material.

This study addresses that gap by examining Wuhan dialect children’s rhymes as rhythm-centered
materials for Chinese primary music education. Rather than treating the rhymes as supplementary
cultural content, the study asks how their recurring musical and performance features can be
systematically described and pedagogically translated. The emphasis therefore falls on the
analytical pathway from oral rhyme to classroom sequence.

Accordingly, this study is guided by the following research questions:

RQI1. What rhythmic features characterise Wuhan children’s rhymes in terms of meter,

rthythmic patterns, and structural organisation?

RQ2. How can these rhythmic features be analysed, categorised, and sequenced according

to Kodaly-inspired pedagogical principles?

RQ3. What implications do these findings have for the development of culturally responsive

thythm pedagogy in Chinese primary music education?

II. Literatire Review

1. Dialect-based nursery rhymes and cultural identity

Dialect-based nursery rhymes function not only as cultural artefacts but also as carriers of
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linguistic rhythm and regional identity. Shaped by local pronunciation, stress, and rhyme patterns,
they preserve culturally specific modes of expression while offering memorable rhythmic material.
Research on Cantonese nursery rhymes, for example, demonstrates how regional children’s repertoire
can support music, language, and cultural learning simultaneously when integrated into educational
settings (Pan, 2021). More broadly, nursery rhymes have long been associated with language
development, memory, and phonological awareness (Bryant et al., 1989).

The rhythmic organization of Wuhan children’s rhymes is linked to the prosodic properties
of the dialect itself. Because prominence in connected Chinese speech is influenced by pitch
configuration, duration, prosodic boundary, and tonal pattern, and because disyllabic grouping
and tone sandhi are important in Wuhan-related prosodic organization, the rhythmic shape of
many rhymes can be interpreted as closely related to natural speech flow. This is one reason
why speech-derived rhythmic regularity should be considered in the musical and pedagogical
analysis of Wuhan children’s thymes (Wang et al., 2003; Yin, 2021; Zeng, 2024; Zhu, 1992).

However, existing studies primarily emphasise the cultural and linguistic functions of nursery
rhymes, with insufficient attention to how dialect-based oral traditions can be systematically

translated into structured music pedagogy.

2. Embodied rhythm leaming and cultural relevance in primary music
education

Within primary music education, singing games, movement-based activities, and speech-based
chants are widely recognised as effective means of helping children internalise beat and rhythm
before formal notation is introduced (Pretty-Norbury, 2024). Through embodied and playful
engagement, children experience pulse, pattern, and coordination in a pre-symbolic manner. Chant
materials without fixed pitch further allow rhythm to be foregrounded, supporting the development
of beat stability and rhythmic discrimination. This approach aligns with the Kodaly principle
of sound before symbol learning (Choksy, 1999; Houlahan & Tacka, 2008; Kokas, 1970; Menhart,
2012).

At the same time, culturally responsive teaching emphasises the importance of connecting
musical learning with students’ cultural backgrounds and lived experiences (Abril, 2013; Gay,
2018; Ladson-Billings, 1995). In the Chinese context, recent studies further demonstrate that the
purposeful integration of local or ethnic musical materials can support students’ cultural identity,

rather than functioning as a decorative addition to the curriculum (Guan et al., 2023). A
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comparable example can be found in Japan. J. Lee found that traditional music has been
systematically included in Japanese middle school music textbooks, often through appreciation,
vocal, and instrumental activities (Lee, 2021). This suggests that integrating traditional musical
materials into curricula is a broader East Asian concern, not only a Chinese issue.

While embodied approaches to rhythm learning are well established, few studies have
systematically examined how dialect-based chant materials can be organised into sequenced

instructional progression within primary music classrooms.

3. Kodaly pedagogy and cultural adaptation

Kodaly emphasised the use of musically meaningful materials that begin with what is familiar
to the child and gradually lead to literacy and musicianship (Kodaly, 1974). Later classroom-
oriented interpretations highlight principles such as sound before symbol, embodied learning,
careful sequencing, and the use of culturally meaningful repertoire (Choksy, 1999; Houlahan &
Tacka, 2008). Studies outside Hungary further demonstrate that Kodaly-based and Kodaly-inspired
practices depend on adaptation rather than direct replication, with local repertoire collected,
analysed, and organised according to teachable musical elements (Bidner, 1978; Brondial, 1995;
Storck, 2003). These studies emphasise the importance of sufficient and appropriately sequenced
materials for effective pedagogy.

Related research further suggests that indigenous and local repertoire can be adapted for
classroom use while maintaining cultural integrity (Jumneanpan & Pidokrajt, 2025; Simeon &
Pugh-Kitingan, 2021). However, most studies focus on melodic songs rather than rhythm-centered
speech forms. Wuhan dialect rhymes therefore provide a useful case for extending Kodaly-inspired
analysis to chant, game, and dialogue materials in which rhythm is the main pedagogical resource.
This study is framed as a framework study rather than an intervention report, with its main
contribution being the clarification of an analytical pathway from corpus construction to rhythmic
and formal coding, and then to sequenced classroom illustration. Therefore, a clear analytical
and pedagogical pathway that links dialect-based oral materials to Kodaly-inspired sequencing
remains underdeveloped. This study addresses this gap by focusing specifically on rhythm-centered
Wuhan dialect rhymes.

Wuhan dialect children’s rhymes therefore provide a valuable case for extending Kodaly-inspired
analysis to rhythm-driven materials. Rather than functioning as an intervention study, the present

research adopts a framework-oriented approach, aiming to develop a structured pathway that
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connects corpus construction, rhythmic and formal analysis, and pedagogical sequencing for

classroom application.

[I. Methodology

This study adopted a qualitative design aimed at developing an analytical and pedagogical
framework through documentation, transcription, categorical musical analysis, and pedagogical
interpretation. Rather than evaluating educational effectiveness through classroom intervention,
the study focuses on how a locally transmitted corpus can be systematically described and
translated into classroom-ready rhythm learning materials. Qualitative inquiry is appropriate given
the culturally situated and orally transmitted nature of the materials, which are embedded in social
practices of speech and play (Creswell, 2013; Patton, 2015).

A Kodaly-inspired framework guided both the analytical and pedagogical stages of the study.
Specifically, each rhyme was examined in relation to its potential function in developing pulse
stability, rhythm-pattern recognition, rhythm syllables, and early notation reading. At the same
time, attention was given to preserving cultural familiarity, dialect features, and participatory play
structures (Choksy, 1999; Houlahan & Tacka, 2008; Kokas, 1970).

1. Participants

Data collection was conducted in Wuhan, China, during the ‘Hometown children's thymes (% %
#1%) competition held from March 2025 to December 2025. This community-based event provided
access to children’s rhymes that continue to be remembered and performed within contemporary
educational and social contexts.

A total of 65 participants were involved, including 60 middle school students aged 13-14,
four parents, and one primary school music teacher. Although the student participants were from
middle school, the thymes performed reflected repertoire commonly learned during early childhood
and primary school years, thereby capturing continuity in oral transmission across age groups.

The parents and the primary school music teacher served as key informants. Parents provided
insights into intergenerational transmission within family contexts, while the teacher contributed
pedagogical perspectives on the relevance and adaptability of the repertoire for primary music

education.
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2. Data collection and procedure

Children’s rhymes were collected through audio and video recordings of performances
presented during the competition, supplemented by field notes and brief informal conversations
with participants. Students were encouraged to perform rhymes learned through family interaction,
peer play, or early schooling. Newly composed thymes were excluded to ensure cultural authenticity.

Through this process, a total of 74 children’s rhymes were documented. The repertoire was
organized according to Kodaly-inspired repertoire principles and included children’s rhymes, play
games, and movement-based game forms; the game materials were further identified by type,

such as circle, partner, and line games (Houlahan & Tacka, 2015, 2008).

3. Selection criteria for analysis

From the 74 collected rhymes, 30 examples were selected for detailed transcription and

analysis. Selection was guided by the following criteria:

1) The rhymes were not newly composed and were recognised by participants as traditionally
transmitted or commonly shared repertoire.

2) The same rhymes appeared in similar or closely related versions across multiple participants,
indicating collective circulation rather than isolated invention.

3) The selected set was designed to represent recurrent rthyme and game types across the
corpus, in line with these Kodaly-inspired repertoire principles, including children’s rhymes,
play games, and movement-based game forms, so that the analytical framework was not
derived from a single repertoire type (Forrai, 1998; Houlahan & Tacka, 2015).

Pedagogical interpretation was applied after the analytical selection stage rather than as a

primary inclusion criterion.This distinction was important for reducing selection bias. In other
words, the 30 items were first chosen for authenticity, recurrence, and representational range
within the corpus, and only then examined for how their musical features might relate to
classroom sequencing. Four of these 30 examples are presented in detail in Section V because

they clearly illustrate different pedagogical pathways within the broader analytical set.

4. Data analysis and coding framework

Each selected rhyme was transformed into standard notation and coded using a structured
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analytical template. The coding dimensions included meter, rhythmic patterns, rhythmic structure,
type, and text.

The analysis proceeded in three stages. First, each rhyme was transcribed and categorised
according to its musical and textual features. Second, recurring rhythmic and structural patterns
were identified across the dataset. Third, the rhymes were interpreted in relation to a progressive
learning sequence informed by Kodaly-inspired pedagogy.

This classification was established with reference to the grade-level progression from Grade
1 to Grade 6 described in Kodaly-inspired pedagogical literature (Choksy, 1999). Materials at
the initial stages were typically characterised by a stable duple meter, a limited note-value
vocabulary, short repetitive phrases, and low coordination demand. Materials in the intermediate
stages showed greater rhythmic contrast, longer phrase structures, and moderate coordination
requirements. Materials at later stages were characterised by denser thythmic patterns, less predictable
phrase organisation, and increased coordination demands.

The coding framework was applied consistently across all 30 examples and cross-checked
against recordings, field notes, and contextual explanations provided by participants and the
teacher informant. The purpose of this classification was to clarify the potential placement of
each thyme within a developmental sequence for early rhythm instruction, rather than to evaluate
their cultural value. This approach aligns with Kodaly-inspired pedagogical literature and
adaptation studies that organise local repertoire according to teachable musical concepts and
grade-level progression (Bidner, 1978; Brondial, 1995; Choksy, 1999; Houlahan & Tacka, 2008).

5. Ethical considerations

Participation in the study was voluntary, and informed consent was obtained from parents
or guardians prior to audio and video recording. As the data were collected during a publicly
organised community competition, no personal identifiers were disclosed, and all materials were
anonymised and used solely for academic research purposes.

As this study adopts a framework-oriented approach, the lesson plans presented in later sections
should be understood as theoretically grounded illustrations rather than as evidence of measured

classroom outcomes.
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IV. Analytical Findings

1. Meter

The meter organisation of the 30 samples can be classified into three types. Among all items,
28 samples (93.3%) are in 2/4 meter, while one sample (3.3%) combines 2/4 and 3/4, and one
sample (3.3%) is in 3/4 meter. This distribution demonstrates a strong predominance of duple
meter within the dataset.

The prevalence of 2/4 meter indicates that the rhymes are largely organised around a regular
and stable duple pulse. From a pedagogical perspective, such metrical regularity supports the
development of steady-beat awareness, basic metric organisation, and the recognition of simple
thythmic patterns. In contrast, triple and mixed meters occur only occasionally and may therefore

be more suitable as supplementary materials introduced at later stages of instruction.

2. Rhythmic patterns

The distribution of rhythmic materials shows that paired eighth notes (#-#) and quarter notes
(ta) appear in all 30 samples (100%), forming the core rhythmic foundation of the corpus.

By contrast, thythmic patterns involving sixteenth-note subdivisions occur less frequently. The
pattern of one eighth note followed by two sixteenth notes appears in 40.0% of the samples,
while the dotted eighth note followed by one sixteenth note appears in 26.7%. More complex
patterns are rare: four sixteenth notes account for 6.7%, and the pattern of two sixteenth notes
followed by one eighth note accounts for 3.3%.

In terms of combined rhythmic patterns, the sequence ‘ti-ti ta’ appears in 13 samples (43.3%),
indicating that combinations built from basic rhythmic units are highly representative within the
corpus. Overall, the findings suggest that the dataset is dominated by simple and regular rhythmic
materials, while more complex subdivisions appear only in a limited number of cases (see <Table 1>).

3. Phrase structure

Phrase structure across the 30 samples shows a clear preference for relatively simple forms.
The single-phrase type ‘a’ is the most common, occurring in 18 items (60.0%), indicating a

predominance of structurally simple and repetitive organisation. The two-part structure ‘a b’
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appears in 8 items (26.7%), suggesting that contrasting two-part forms are also present but less
frequent.

More complex structures are comparatively rare. The ‘a b ¢’ structure appears in 3 items
(10.0%), while the ‘a b ¢ d’ structure does not occur in the dataset. Only one item (3.3%),
Zhang Da Tie, falls into the category of ‘more than four phrases,” representing the most structurally
complex case.

Additionally, four samples exhibit uneven phrase lengths, primarily within the ‘a b’, ‘a b ¢’,
and more complex categories. This suggests that irregularity in phrase length tends to increase
with structural complexity. Overall, the corpus is characterised by simple and regular phrase
structures, with more complex and uneven forms appearing only infrequently. A summary of

the metrical, rhythmic, and structural characteristics is presented in <Table 1>.

<Table 1> Musical characteristics of representative Wuhan dialect thymes (n = 30)

Category Feature Frequency (n = 30) Percentage (%)
2/4 28 93.3
Meter 2/4-3/4 (mixed) 1 33
3/4 1 33
o Quarter note (ta) 30 100.0
Basic rhythmic units - -
Paired eighth notes (#i-#7) 30 100.0
ti-ti-ri
12 40.
(eight + two sixteenths) 0.0
ti-ri
26.
) (dotted eighth + sixteenth) 8 67
Sixteenth-note patterns — .
ti-ri-ti-ri ) 6.7
(four sixteenths) ’
o 1 33
(two sixteenths + eighth)
a (single phrase) 18 60.0
ab 8 26.7
Phrase structure
abec 3 10.0
> 4 phrases 1 33

4. Representative examples analysis

The pedagogical application section presents four representative examples selected from the
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30 analyzed rhymes. Although the broader corpus contains multiple texts and performance
settings, these four cases reveal a coherent musical profile that helps clarify why Wuhan rhymes
are pedagogically useful for early rhythm instruction.

First, all four examples are in simple duple meter (2/4). Second, all rely primarily on a
restricted note-value vocabulary built from quarter notes and paired eighth notes aligned with
Wuhan dialect speech stress. Third, phrase organisation is short and symmetrical: one case spans
eight measures in four two-measure phrases, while the other three span sixteen measures in eight
two-measure phrases. Fourth, each rhyme is associated with embodied play and coordinated
movement, as reflected in activity types such as action and movement games, travelling games,
clapping games, and bridge-trapping games. This supports the view that rhythmic learning in
these materials is closely connected with bodily coordination (Houlahan & Tacka, 2008).

These findings do not claim measured classroom effectiveness. Rather, they identify recurrent
musical and performative features that justify sequence placement within a Kodaly-inspired
approach. Across the four cases, the pathway consistently begins with pulse stabilisation through
movement, proceeds to speech-rhythm coordination and repetition, and only then moves toward

thythm syllables and notation.

<Table 2> Musical and pedagogical characteristics of representative Wuhan dialect children’s rhymes

Rhyme Performance Meter Rhythmic Rhythmic Primary teaching Grade
type pattern structure focus
8 .
. Speech-based Ieasures; Steady beat and
Swing your ta 4 balanced
movement 2/4 . speech-movement 1
hands ti-ti two-measure .
chant coordination
phrases
Beat/rhythm
16 measures; di:f:rernt}i/;tion
Rolling Collective ta 8 balanced
. 2/4 . through 1
dragon action chant ti-ti two-measure
whole-group
phrases
movement
16 measures; | Synchrony, pulse
Clapping Partner chant 4 .ta. 8 balanced tracklr.lg, and |
song -t two-measure paired
phrases coordination
16 ; Phrase timi
City gate, Dialogic ta TTICAsIes; ase mmg,
. . .. 8 balanced anticipatory
city gate, gate-passing 2/4 ti-ti L 1
two-measure listening, and
egg cake chant ta rest .
phrases adaptive response
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From a Kodaly-inspired perspective, the dominance of simple duple meter and limited rhythmic
vocabulary suggests that these rhymes naturally function as preparatory materials for early rhythm
literacy. Their structural simplicity reduces cognitive load, allowing learners to focus on beat
internalisation and pattern recognition before engaging with more complex rhythmic structures.
A summary of the musical and pedagogical characteristics of the four representative rhymes is

presented in <Table 2>

V. Pedagogical Lesson Plan Exemplars Based on
Wuhan Dialect Rhymes

The four lesson examples below were drawn from the broader set of 30 analyzed rhymes
to illustrate recurring application types identified in the framework: action & motion game,
traveling game, clapping game, and bridge trapping game (Houlahan & Tacka, 2008). They are

presented as exemplars of pedagogical translation rather than as intervention results.

1. Swing your hands
1) Cultural context of the rhyme

This thyme is performed in the Wuhan dialect. ‘Swing your hands (JZEF) reflects imagery
drawn from everyday life and local cultural practices. The text references regional geography
and historical livelihood patterns. For example, ‘go to Hankou (FYXIJ)’ refers to travelling to
Hankou, a historically significant commercial district in Wuhan associated with river transport
and marketplace activities. The line ‘take a boat’ evokes the region’s historical river culture and
its connection to trade and mobility through inland waterways.

The phrase ‘drink rice wine’ refers to a traditional sweet rice beverage commonly consumed
in Wuhan. In the context of children’s rhymes, it typically denotes a mildly fermented or alcohol
free sweet rice drink widely enjoyed by families during festivals and daily gatherings. Rather
than implying alcohol consumption, it symbolizes warmth, hospitality, celebration, and family

cohesion within local culture.
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Yao Bai Shou
® T
Swinging hands (8 seconds) Cheng Qingyan (12} il

Wuhan City
962025

da yang chudn nid han kb
#® E A, T i (m]
chi it dan hé mi Jjid
Eel &, BE * i
J - | o ] - i
méi dul ba ba wing zhudn zdu
s &t L] " £ % .

[Figure 1] Transcription of the Wuhan dialect children’s rhyme ‘Swing your hands’

Chinese Lyrics: English translation:
BT Swing your hands
BIETF, K5+ Swing your hands, Walk to grandma’s house,
RS, TR, Take a boat, Go to Hankou,
IZXGEE, WEPKIH; Eat some eggs, Drink rice wine,
SEXFEOEREE, Buy two flour cakes, Turn around and keep walking.

2) Musical analysis

“Yao Bai Shou (3Z#E£F) is action & motion games with chanting set in simple duple meter
(2/4) with a tempo of approximately quarter note equals 139. The musical structure is defined
entirely by rhythm, as no fixed pitch, tonal center, or identifiable scale is present. The rhythmic
vocabulary mainly uses quarter notes and paired eighth notes that reflect the natural prosodic
patterns of spoken Wuhan dialect. In children’s rhymes, prominence may arise from verbal
emphasis, syllabic salience, rhythmic grouping, pausing, and tonal movement in connected speech,
all of which can shape rhythmic flow and phrase organization. The chant comprises eight
measures organized into four balanced two measure phrases, following a repetitive formal

structure (a a a a'), with slight rhythmic variation in the final phrase. Its limited rhythmic
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complexity and symmetrical phrase grouping make it suitable for Grade 1 rhythm instruction,
supporting steady beat internalization, basic quarter and eighth note discrimination, and coordination

between speech and movement.

3) Suggested activities

The teacher begins by introducing the cultural background of the rhyme. Students are informed
that the chant is performed in the Wuhan dialect. The teacher explains selected dialect vocabulary
to support cultural understanding. For example, ‘¢3¢ (ga ga) refers to ‘grandmother’ in the
Wuhan dialect, and ‘¥ (ba ba) refers to a type of local flour cake typically purchased in
pairs. This brief explanation helps situate the rhyme within everyday life in Wuhan.

The teacher then models the chant while maintaining a steady beat through simple body
movements, such as gently swinging the arms or walking in place. Students listen to the teacher
and follow the movements in order to internalize the pulse.

Next, the chant is taught phrase by phrase using an echo technique. The teacher chants one
phrase while demonstrating the corresponding movement, and students echo the phrase while
maintaining the same steady beat.

After all phrases are learned, students chant the complete thyme continuously while coordinating
movement with the steady beat. The pedagogical emphasis remains on internalizing pulse and
maintaining rhythmic stability rather than speed or dramatic performance. This activity reflects
Kodaly- inspired principles of sound before symbol learning, embodied steady beat experience,

and sequential phrase acquisition prior to the introduction of rhythmic notation.

2. Rolling dragon
1) Cultural context of the rhyme

Rolling dragon (&% /., juin juiin 16ng), also known locally as Juan Baicai, is a traditional
children’s traveling game from Wuhan that combines collective movement with chanting.
Typically involving more than ten participants, children hold hands to form a long chain
resembling a dragon. A leading child initiates the game by guiding the line to coil inward,
gradually transforming the chain into a compact spiral formation while the group chants the

accompanying rhyme: “Juanjuanlong, roll into a tube, one tube after another; roll inward, roll
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outward, again and again.”

After the inward coiling phase, the group reverses direction and gradually uncoils outward,
often increasing speed as the activity progresses. As an embodied and synchronised group
exercise, Rolling Dragon promotes whole body coordination, balance control, and collective
timing, It also fosters peer cooperation through shared tempo, spatial awareness, and continuous
hand to hand connection. Due to the expanding and contracting spiral movement and the potential
for acceleration, the game is best conducted in open spaces that allow safe movement and clear

group circulation.

Juan Juan long

Rolling Dragon  (18seconds) Huang Chen (33) SR
Jiang Han area, Wuhan City
6th June, 2025
+=100
% - - - | - - J
Jjudn Judn léng Jjudn judn ldng
& &
J - - j | J J
juén chéng yi 13 téng tdng
- +
J ] J | - - -
Kai kai léng kai kai léng
7 ) ¥ A
J - J - | ® -
kai chéng yi tido léng léng
¥ - b3 .
J - J | & - .
Jjudn Jjuén | éng Jjudn chéng téng
g i &

judin le vi téng you yi tong
7 & % - .
J j J | - - -
wing I juén wing wai Jjudn
£ | i s ,
J - - - | & ] - 1]
Jjudn le yi judn you yi judn
# T — d i

[Figure 2] Transcription of the Wuhan dialect children’s rthyme ‘Rolling dragon’
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Chinese lyrics: English translation:
BER Rolling dragon

BER, BEL, Rolling dragon, rolling dragon,
BRI Roll into a little tube;
FHE, FHE, Unrolling dragon, unrolling dragon,
FR—RREK, Unroll into a long dragon.
BER, BE, Rolling dragon, roll into a tube,
&7 —RX—1E; Rolled one tube and another tube;
HHE, M5, Rolling inward, rolling outward,
BT —BX—H, Rolled one turn and another turn.

2) Musical analysis

‘Rolling dragon’ is a game oriented spoken chant set in simple duple meter (2/4), with an
approximate tempo of quarter note equals 100. Its musical organization is rhythm based, as the
chant is delivered through speech without fixed pitch or melodic contour.

The rhythmic vocabulary consists primarily of quarter notes and paired eighth notes, reflecting
the natural prosodic patterns of spoken Wuhan dialect. The chant comprises 16 measures
organized into eight balanced two measure phrases. It follows a repetitive formal scheme (a b
abaa' aa'), with slight thythmic variation occurring in phrases two, four, six, and eight.

The relatively low rhythmic complexity and symmetrical phrase structure make Rolling Dragon
suitable for Grade 1 rhythm instruction. It supports steady beat internalization, discrimination
between quarter note and eighth note values, and the development of coordination and balance

through integrated speech and movement activities.

3) Suggested activities

The lesson implements a Kodaly-inspired prepare-present-practice sequence in which steady
beat and speech rhythm are first experienced bodily and aurally, then formalised through rhythm
syllables and simple notation, and finally consolidated through structured play.

At the outset, the teacher establishes a consistent tactus in 2/4 (approximately | = 100), using
a drum or knee pats, and invites pupils to entrain through stepping and patting with one step
per beat. Brief stop-restart cues are introduced to assess whether pupils can re-enter the same
pulse independently, thereby supporting early beat internalisation.

The chant text of ‘Rolling dragon’ is introduced through spoken imitation rather than immediate
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singing, with phrase by phrase echoing that foregrounds natural speech stress as the source of
rhythmic organisation. Dialect features are treated as culturally valid and pedagogically functional,
instructional emphasis remains on rhythmic clarity and collective participation rather than accent
correction (Choksy, 1999; Houlahan & Tacka, 2008).

Following text immersion, pupils are guided to differentiate beat from rhythm by sustaining
the tactus in the lower body while clapping the surface rhythm with the hands. Alternating roles
across groups further stabilises the dual layer coordination required for later ensemble interaction.
The teacher then presents salient rhythmic cells extracted from the chant and labels them using
Kodaly rhythm syllables, supported by stick notation or rhythm cards. In this repertoire, a core
pattern such as ti ti ta aligns with the three syllable unit “juan juan long,” while a longer pattern
such as ti ti ti ti ta corresponds to phrases like “juan cheng yi ge tong.” Pupils practise decoding
and recoding across modalities by reading the patterns with syllables, clapping them, and reinserting
the original text, thereby linking aural recognition, kinaesthetic execution, and symbolic representation.

Practice activities consolidate accuracy and automaticity through short sequencing and response
tasks, including arranging rhythm cards to match the chant’s phrase order and rapid teacher
pointed reading that shifts from syllables to text. The lesson culminates in an adapted Rolling
Dragon game that functions as an embodied assessment of beat stability and group synchrony.
Pupils form a hand held chain in groups of approximately eight to ten; one group moves while
another provides a steady external reference through chanting and beat patting. The moving group
prioritises beat based stepping as the line coils inward into a spiral and then reverses to uncoil
outward, with tempo regulated by the teacher to ensure safety and musical control. A second
round may incorporate gradual acceleration only after pupils demonstrate stable pulse and
cooperative spatial awareness.

The lesson concludes with a brief formative check in which pupils reproduce the target
rhythmic cells using syllables and clapping, followed by short reflection on how maintaining the

tactus supports coordinated movement and prevents uncontrolled acceleration during collective play.

3. Clapping song
1) Cultural context of the rhyme

Clapping song (83K, pai shou gg), as performed in the Wuhan dialect, reflects localized

forms of children’s play, particularly hand-clapping interaction, coordinated movement, and
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dialect-based verbal expression. Although counting based clapping songs are widespread across
China, dialectal performance shapes the rhythmic flow, pronunciation, and prosodic stress of the
chant. In this context, the rhyme functions not only as a numerical exercise but also as a carrier
of regional speech identity.

The repetitive dialogic structure “You clap one, I clap one ({f¥H—, F’fd—; NI pai yi, wo pai
y1)’ establishes a cooperative and interactive format that encourages synchronised clapping and steady
beat maintenance. The sequential counting from one to eight integrates early numeracy within
a rhythmic and embodied activity. When articulated in the Wuhan dialect, variations in vowel quality,
consonant articulation, and tonal contour subtly influence speech rhythm and phrase shaping.

References such as ‘write large characters (B KT xi€ da zi)’ reflect the cultural emphasis
on early literacy development in Chinese educational contexts, while ‘guess riddles (JEF1E;
cai mi yu)’ represents traditional forms of linguistic play within family and community life

As an embodied chant activity, Clapping Song supports rhythm internalization, coordination,
and dialogic interaction. Its performance in the Wuhan dialect further reinforces regional cultural
identity and intergenerational transmission, positioning the rhyme as both a pedagogical resource

and a medium of local cultural continuity.

Pai Pai Shou
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|Figure 3] Transcription of the Wuhan dialect children’s rhyme ‘Clapping song’
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Chinese lyrics: English translation:

Pr—, Fed—, —IMFL KM, You clap one, 1 clap one, one little child rides on an airplane.
PRI, =, WA/IMEFHIEER;,  You clap two, 1 clap two, two little children bounce a ball.
BI=, F=, ZAMEFIZBEF; You clap three, T clap three, three little children eat biscuits.
R4y, Feard, INIMFE R You clap four, I clap four, four little children practise big characters.
PR3t Bh, AAMIERSE;  You clap five, I clap five, five little children are dancing.
R3a7s, BN, ANAIMEFHEE; You clap six, I clap six, six little children bounce a ball.
i, B, EANIMEREBRIE; You clap seven, 1 clap seven, seven little children guess riddles.
PREN, BAAN, SAIMFRBEI,  You clap eight, 1 clap eight, eight little children blow trumpets.

2) Musical analysis

‘Clapping song’ is a clapping games set in simple duple meter (2/4), with an approximate
tempo of quarter note equals 110. The rhythmic vocabulary consists primarily of quarter notes
and paired eighth notes, shaped by the natural prosodic patterns of spoken Wuhan dialect.The
chant comprises 16 measures organised into eight balanced two measure phrases. It follows a
highly repetitive formal scheme (a a' a a' a a' a a'), with slight rhythmic variation occurring
in the second, fourth, sixth, and eighth phrases.

The relatively low rhythmic complexity and symmetrical phrase structure make Clapping Song
suitable for Grade 1 rhythm instruction. It supports steady beat internalisation, discrimination
between quarter note and eighth note values, and the reinforcement of counting skills through

coordinated speech and pulse tracking.

3) Suggested activities

Students work in pairs, standing face to face while maintaining a steady beat. Both partners
chant the thyme together in synchrony. On the phrases “You clap one, I clap one, students first
clap their own hands and then clap their partner’s hands in coordination with the established
pulse. As the chant progresses through the numerical sequence, the paired clapping continues
in time, reinforcing steady beat and rhythmic consistency throughout the activity.

This activity emphasises synchronised movement, accurate speech rhythm, and cooperative
interaction between partners. The primary pedagogical focus remains steady beat internalisation
rather than speed or performance accuracy. In accordance with Kodaly inspired principles, thythm
learning begins with embodied pulse experience before the introduction of symbolic notation.

Through coordinated speech and movement, pupils strengthen beat stability, bilateral motor



Dong YanLai * Jinky Jane C. Simeon
74 SAusHT MB5H 25(2026. b)

coordination, and rhythmic control within a simple duple meter framework.
Only after students demonstrate consistent pulse maintenance does the teacher introduce rhythm
syllables, such as ta for quarter note and # # for paired eighth notes, thereby connecting aural

experience with symbolic representation.

4. City gate, city gate, egg cake
1) Cultural context of the rhyme

The gate passing version of ‘City gate, city gate, egg cake’ transforms the chant from a simple
recitation into an embodied rhythmic dialogue game. Structured around a question and answer
exchange, the activity reinforces speech rhythm, call and response interaction, and anticipatory
listening. The alternating dialogue format enhances rhythmic phrasing while encouraging attentive
group participation.

The physical action of raising and lowering the ‘gate’ in coordination with the chant aligns
bodily movement with pulse, thereby supporting coordination and steady beat internalization. As
participants move through the human gate, timing becomes crucial, reinforcing rhythmic awareness
within a socially interactive setting.

Beyond its rhythmic function, the game reflects traditional communal play culture in which
cooperation, negotiation, and role play are central to childhood socialization. Through collective
participation and structured dramatic interaction, the rhyme operates not only as a rhythmic

exercise but also as a medium of social and cultural transmission.
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L/ S IS N LG g
City gate, city gate, egg cake (19seconds) Guo Yuchen (125 &z
Wuhan City
10/6/2025

=100
ild 4 - 4 1d J J

chéng meén chéng mén ji dan gao

Il 1 £ 1 A & =3

- J - J 1 J ¢

san shi I dou gdo

t e = [

J J J 1J J J

chi xi fan yan 1a jiao

g i H IHE b2 HE

I J | J J

zbu dao mén kéu da yi jigo

it | ] =] Bk 2 i

/ J . I e .
chéng mén chéng mén ji zhang gdo

£ r Sl r JL L =)

lit qi ba jia shi zhang gao

N t N L 1 [

J J J 1J J J

qi bai dai gang dao

e 5] T L # ]

- . ! - I J J n
zuan jin lai dud i dao

i i3 I Ell 7]

|Figure 4] Transcription of the Wuhan dialect children’s thyme ‘City gate, city gate, egg cake’

Chinese lyrics: English translation:
BRI I REEERE, City gate, city gate, egg-cake,
=RTRE, Thirty mung-bean cakes.

Wz IR, PR, Eat rice porridge, eat pickled chilli,
AR Ons—, Walk to the doorway and take a tumble.
BRI1LOCE 2 City gate, city gate, how many zhang high?
At/ | Six, seven, eight, nine-ten zhang high!
BHD, W, Ride a white horse, carry a steel sabre,
R TIR AT, Slip in through the main gate and chop once.

2) Musical analysis

‘City gate, city gate, egg cake (W[ 13| 138ZE4E, chéng mén chéng mén ji dan gdo) is a
bridge trapping game with chanting set in simple duple meter (2/4), with an approximate tempo

of quarter note equals 100. Its musical structure is primarily rhythm based and closely tied to
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the rhythmic patterns of the Wuhan dialect.

The rhythm uses quarter notes and paired eighth notes. These patterns come from the natural
speech rhythm of the Wuhan dialect.The chant comprises 16 measures organised into eight
balanced two measure phrases. It follows a repetitive formal scheme (a ' a' a a a a' a), with
slight rhythmic variation occurring in the a* and a' phrases.

The relatively low rhythmic complexity and symmetrical phrase organisation make the chant
suitable for Grade 1 rhythm instruction. It supports steady beat internalisation, discrimination
between quarter note and eighth note values, and the development of adaptive response skills

through game-based turn taking and rapid decision making embedded in the gate passing format.

3) Suggested activities

The activity is structured as a gate-passing game in steady duple meter. Two pupils serve
as gatekeepers, standing face to face with raised joined hands to form an arched ‘city gate’.
The remaining pupils form a single-file line and proceed through the gate while chanting the
rhyme, stepping once per beat to reinforce pulse consistency and coordinated movement.

As the first verse is completed, the gatekeepers lower their arms to ‘close’ the gate, typically
capturing one pupil. The captured child completes a pre-agreed playful task or replaces a
gatekeeper. The line then continues processing through the gate while chanting the second verse,
maintaining steady beat alignment between stepping and speech rhythm. At the end of the second
verse, the gate closes again according to the same timing convention.

In subsequent rounds, the tempo may be gradually increased to heighten rhythmic challenge
while maintaining safe and controlled movement. Roles are rotated regularly to ensure broad
participation.

Structurally comparable to the London Bridge game, this format transforms the chant into
an embodied rhythmic dialogue. The precisely timed arm movements at phrase endings reinforce
anticipatory listening and phrase awareness, while the integration of stepping, chanting, and
closure supports steady beat internalisation, rhythmic coordination, and adaptive response skills
within a culturally grounded play structure.

Taken together, the four exemplars demonstrate a consistent instructional pathway. Learners
first experience pulse through large-scale movement or coordinated action, then align speech
thythm with a shared beat, subsequently stabilise recurring patterns through repetition and
structured play, and finally connect familiar sound patterns to rhythm syllables and early notation.
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This sequence reflects the operational logic of a Kodaly-inspired approach, showing how local
oral materials can be systematically transformed into sequenced rhythm instruction while

preserving dialect, imagery, and embodied play.

VI. Kodaly-Inspired Lesson Framework for Rhythm Instruction
Ta, ti-ti, and fa rest through Wuhan dialect rhymes

1. Lesson structure and duration

The instructional framework is designed as a short unit spanning two to three sessions (35-40
minutes each), allowing for the progressive development of rhythmic concepts in accordance with

Kodaly-inspired principles of cumulative learning.

2. Pedagogical approach

Instruction follows a Kodaly-inspired approach emphasising sound before symbol, teacher
modelling, and rote learning. All repertoire is introduced aurally, with the teacher first presenting
each chant in full to establish a clear musical model, followed by phrase-by-phrase imitation.
This ensures that rhythmic understanding is grounded in embodied and aural experience prior

to the introduction of abstract representation.

3. Leaming objectives

By the end of the instructional unit, students are expected to:

* maintain a steady beat through coordinated movement and chanting
* internalise pulse through embodied musical activities

¢ perform and identify rhythmic patterns (fa and #i-ti)

* recognise and respond to moments of silence (fa rest)

* coordinate speech, movement, and rhythm within structured musical activities
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4. Teaching materials

Four Wuhan dialect children’s rhymes are used as core materials:
e Swing your hands - steady beat preparation

* Rolling dragon - pulse reinforcement through movement

¢ Clapping song - introduction of fa and #i-ti

* City gate, city gate, egg cake - introduction of ta rest through game-based interaction

5. Instructional procedure
1) Prepare stage: Embodied beat experience

Instruction begins with the development of steady beat through movement-based chanting. The
teacher performs ‘Swing your hands’ in full while demonstrating simple body movements such
as arm swinging or walking. Students first listen, then imitate the chant phrase by phrase,
maintaining a consistent pulse through movement.

This is followed by ‘Rolling dragon’, in which students participate in a collective movement
activity involving coiling and uncoiling actions. The teacher models the chant and movement
before guiding students through step-by-step imitation. Each movement corresponds to the beat,

reinforcing pulse stability and group coordination.

2) Present stage: Introduction of rhythmic concepts

Rhythmic concepts are introduced through ‘Clapping song’, a partner-based clapping chant.
The teacher first performs the complete chant, after which students learn it through phrase-by-phrase
repetition. Through guided clapping activities, students distinguish between steady beat and
rthythmic patterns.

At this stage, the teacher introduces rhythm syllables:

* ta (one sound per beat)

* fi-ti (two sounds per beat)

Students practise these patterns through clapping and chanting, linking auditory and kinaesthetic
experiences with emerging rhythmic awareness.

The concept of ta rest is introduced using ‘City gate, city gate, egg cake’ a gate-passing game.
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The teacher demonstrates the activity in full before students participate. At specific phrase
endings, movement stops as the gate closes; these moments of silence are identified as ta rest.
Students experience the contrast between sound and silence through embodied action, enabling

intuitive understanding prior to formal explanation.

6. Practice stage: Consolidation and application

Students engage in structured practice activities to reinforce rhythmic concepts. The teacher
models short rhythmic patterns incorporating fa, fi-ti, and ta rest, and students respond through
imitation, clapping, and movement.

Activities include echo imitation, group responses, and simple sequencing tasks. Through
repeated performance across modalities, students consolidate accuracy, coordination, and rhythmic

fluency.

7. Closing

The lesson concludes with a brief consolidation of key rhythmic concepts through guided recall.
The teacher prompts students to identify rhythmic patterns and moments of silence, reinforcing
conceptual understanding.

A short goodbye song is then introduced. The teacher sings the complete song first, and
students join through imitation while maintaining a steady beat through clapping or gentle
movement. This provides structured closure and reinforces pulse internalisation within a familiar

musical routine.

8. Assessment

Student learning is assessed through observation of:
* steady beat maintenance

* accuracy in performing fa and ti-ti

* appropriate response to tfa rest

¢ coordination of movement, speech, and rhythm

The lesson plan exemplars demonstrate how the identified rhythmic characteristics can be
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systematically translated into structured classroom practice. Through a Kodaly-inspired sequence
of preparation, presentation, and practice, learners progress from embodied beat experience to
the recognition of rhythmic patterns (fa, ti-¢i) and the understanding of silence (fa rest).
The consistent use of teacher modelling and rote learning ensures that musical concepts are
internalised aurally before being conceptualised symbolically. These findings confirm that Wuhan
dialect children’s rhymes function not only as culturally meaningful artefacts but also as
pedagogically structured resources that support the development of early rhythm literacy in

Chinese primary music education.

VII. Discussion and Conclusion

The present study examined how Wuhan dialect children’s rhymes can be systematically
analysed and translated into rhythm teaching materials for Chinese primary music education. By
combining corpus-based analysis with a Kodaly-inspired pedagogical framework, the study
contributes to both theoretical and practical discussions on culturally responsive music education
and early rhythm pedagogy.

From an analytical perspective, the findings reveal a strong predominance of simple duple
meter, limited rhythmic vocabulary centred on quarter notes (fa) and paired eighth notes (¢i-ti),
and short, symmetrical phrase structures. These characteristics are consistent with previous
research highlighting the role of nursery rhymes in supporting phonological awareness, memory,
and rhythmic perception (Bryant et al., 1989; Pan, 2021). More importantly, this study demonstrates
that such features are not only linguistically meaningful but also pedagogically functional, as
they align closely with Kodaly-inspired sequencing principles that prioritise simple, repetitive,
and aurally accessible materials in the early stages of learning.

The findings further reinforce the importance of embodied rhythm learning. The integration
of movement, speech, and play observed across the thymes supports pedagogical approaches that
emphasise pre-symbolic musical experience and bodily engagement (Choksy, 1999; Kokas, 1970).
Rather than treating these features as incidental, the study shows how they can be systematically
identified and organised into a structured instructional sequence, moving from steady-beat
internalisation to speech-rhythm coordination, rhythmic syllables, and early notation reading,

From a culturally responsive perspective, the study highlights the dual function of dialect-based

rhymes as both cultural artefacts and pedagogical resources. In line with culturally responsive
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teaching frameworks (Abril, 2013; Gay, 2018; Ladson-Billings, 1995), the use of Wuhan dialect
rhymes connects classroom learning with students’ lived linguistic and social experiences.
Crucially, the findings demonstrate that local materials need not be treated as supplementary
content; instead, they can serve as central components of structured music instruction.

A key contribution of this study lies in the articulation of a clear analytical and pedagogical
pathway linking oral tradition to classroom practice. By moving from corpus documentation to
rhythmic and structural coding, and subsequently to Kodaly inspired sequencing and lesson
design, the study provides a replicable framework for transforming locally transmitted materials
into developmentally appropriate teaching resources. The lesson exemplars further illustrate how
different rhyme types such as movement chant, collective action chant, partner chant, and dialogic
game can support distinct but related aspects of rhythm learning.

Nevertheless, several limitations should be acknowledged. The corpus was collected through
a school based competition, and the performers were primarily middle school students recalling
rhymes from earlier childhood. In addition, the study presents pedagogical applications through
illustrative lesson plans rather than reporting measured classroom outcomes. Future research
should therefore implement and evaluate the proposed framework in primary classrooms, examine
its impact on beat stability and rhythmic decoding, and explore how teachers adapt dialect-based
materials within contemporary curriculum contexts.

In conclusion, this study demonstrates that Wuhan dialect children’s thymes can be systematically
analysed and organised into a developmental sequence aligned with Kodaly inspired principles.
By integrating cultural authenticity with pedagogical structure, the study positions these rhymes
as viable and instructionally effective resources for early rhythm literacy in Chinese primary music
education. More broadly, it contributes to ongoing discussions on how local musical traditions
can be meaningfully incorporated into formal education through structured and culturally responsive

approaches.
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