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  Appendix A Listening and Singing with Children (Including Developmental Characteristics)1


  LISTENING


  Whether it’s rustling leaves, humming traffic, babbling books, or lilting music playing through speakers as they shop, adults tend to tune out sounds in their environment. Certainly, children must learn how to tune sounds out as well, but they also have to learn to refine their listening and practice focusing on particular sounds. In today’s world, television, the Internet, and video games have chopped up the children’s attention into ever-smaller and more easily digestible sound bites. Part of your objective is to help the children to extend the time during which they can listen with attention.


  You can improve your children’s listening skills by modeling good general listening habits. Any time a child comes up to ask us a question, for example, stop what you’re doing, keep your hands still, and turn to face the child. Repeat back some of what the child says. Maintain eye contact. Reflect what the child says so he or she can tell that you’re listening. When you listen to children in this way, they will follow suit when listening to each other.


  Along with your good modeling, talk to the children about good listening and teach them the above behaviors. Perform lessons such as how to listen in a group, how to take turns listening, how to interrupt someone when you have something urgent to say (“Pardon me,” I’m sorry to interrupt you,” and the like).


  To develop children’s ability to focus on a single sound in the environment, occasionally ask for their attention, and gently tell them to stop and listen. Direct the children’s focus first to one, and then to many individual sounds in the environment.


  As for listening to music, here are the steps you can take the first time you listen to music with children:


 
	Sit up straight and symmetrically in your chair, and insist that they do the same.

 Sitting up allows them to focus and be comfortable. They might sit cross-legged on the floor with hands on their knees or in a chair with both feet on the floor and hands in their lap.



	Introduce the name of the piece and who wrote or performed it, plus one or more interesting facts about the piece or its composer.


	Give the children a point of interest before listening: See if you hear the sound of a cuckoo clock at the end of this piece of music or see if you can tell which two instruments play the final part of the piece. Select a point of interest that occurs as close to the end as possible. You can also ask analytical questions, such as why the “Surprise Symphony” got its title.


	Focus your attention on the music. You enhance concentration in the children by setting an example of how to concentrate.


	Avoid eye contact with the children when listening to music. If you establish eye contact with a child, that child’s focus of attention will move to you and away from the music.


	Make it clear that you will discuss the music with the children after listening to it. Knowing this will help them focus on listening while the piece plays.


	After the listening, have a quick discussion. If the children have nothing to say about the piece, offer aid in the form of open questions, such as:

 “Did you hear . . .?”


 “How did the piece make you feel?”


 “What did the piece make you think of?”



	Children love repetition. After listening to a piece a certain number of times, it becomes a friend children can welcome it again and again. End any music listening session with a familiar piece.



	When listening, give the children choices. They may listen, not listen but be quiet, or work quietly in another part of the room, being careful not to do anything that distracts from the listening. If older children have heard the piece before, you can excuse them from listening.2




  Remember, part of whether children respond to music is a function of your expectations and behavior. If you believe that music is wonderful and worth listening to, the children will tend to feel the same way. If you dislike a piece of music, don’t show it. Act as though every type of music is worthy of your attention.


  SINGING


  Frequent daily singing proves to be the most tried-and-true method for optimizing children’s singing skills. Daily singing increases a child’s confidence in singing, provides enjoyment, and results in a repertoire of enjoyable songs. For a primary class, you give daily singing experiences by



	developing a repertoire of short songs with simple melodies for use in the daily classroom routine;


	collecting or composing short tone-calls you can use with individual children;


	identifying and working individually with children who have not yet found their singing voice; and


	giving children opportunities to listen to good singing voices.




  Most elementary children will improve their singing naturally without any adult intervention if you make singing a part of the daily routine. Greet the children with simple songs, incorporate songs into your morning gathering, sing a song as a “blessing” before lunch, or dismiss children with a song. Use “Hello, My Friends” as a greeting for each child at the door, for instance, substituting the words “my friends” for the child’s name. Sing “Come Let Us Gather” when summoning the children to a gathering. Instead of ringing the classroom bell, get the children’s attention during the work period by gently singing “Hello, My Friends.”


  You can also improvise new lyrics to familiar melodies to suit the needs of a unique routine in your class. Sing, for example, “Now it’s time to go outside, go outside, go outside” to the tune of “London Bridge.” Switch the words in “Hello, My Friends” to “Goodbye, My Friends” when dismissing at the end of the day. Improvise new lyrics to “Yellow the Bracken” if you want to calm the children, lull them to sleep, or set a peaceful mood.


  SINGING POSTURE AND BREATH


  During group singing, establish good singing posture (back straight, chin parallel to the floor, chest open) and good breath control. To develop good posture, ask the children to imagine that they are marionette puppets with a string attached to their heads. A puppeteer lets go of the string and their bodies flop forward, slightly bouncing. When the puppeteer pulls on their strings, their bodies slowly straighten, their chests, shoulders, neck, head, and arms moving into place. When sitting, have the children imagine that the puppeteer pulls the string at the top of their heads so their back straightens and their trunk, neck, and head line up in a relaxed upright position.


  Encourage children to take a slow intake of breath before each phrase begins. Children should breathe at the natural cadence points and not in the middle of a melodic phrase. To support their singing, they can imagine they are standing waist-deep in a pool of water, with each hand holding a beach ball submerged halfway into the water. The higher the melody rises, the deeper the children push the beach balls down into the water. When the melody goes lower, tell the children to allow the beach balls to float up again.


  TONE-CALLS


  Sing short, two- or three-note melodies called tone-calls to improve the children’s singing. Children throughout the world use tone-calls when playing games, calling each other, and teasing. The most common tone-calls are made from sol, mi, and la.


  Sing tone-calls to summon children in from the playground, take roll call, or on any occasion when you need to call a child’s name, as in Figure A.1.


  If you sing a tone-call and a child echoes you on a different pitch, call again, matching the child’s pitch, as in Figure A.2.


  Working with Individual Children


  Even when children practice singing every day for several months, a child who has normal hearing may still have trouble matching pitches. Don’t be discouraged. Accept this situation as normal and offer this child individual help.


  It could be that the child simply is not listening carefully or he or she may be confusing singing with speaking. Help the child find his or her singing voice by telling the “Mr. Brown, Mr. Black” story from chapter 12. Alternatively, use your voice in a dramatic way to portray different characters from read-aloud books or traditional tales such as “Goldilocks and the Three Bears” or “The Three Little Pigs.” Try these other techniques:
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  Figure A.2.



	Imitate train whistles or sirens.


	Speak or sing short words or phrases, and ask the child to say whether you were speaking or singing.


	Invite the child to first speak and then to sing the first word of a tone-call. After the child sings it, start on his or her pitch, and sing the entire tone-call, asking the individual child to repeat after you.


	Use a pure, neutral syllable such as “loo” when focusing the child’s attention on singing a particular melodic phrase.


	Make frequent use of the Kodály-Curwen hand signs.


	Perform short echo chants based on two- or three-note motives from known songs using the syllable “loo.”


	Strengthen the child’s tonal memory by singing mystery songs on “loo” and asking him or her to guess the name of the song. Sing part of the melody and ask what words go with those notes.




  If you’re a male teacher, the child will likely imitate your deep voice, which sounds an octave lower than his or her own. To help, sing a short tone-call in falsetto, and ask the child to imitate it. If he or she sings the wrong pitch, sing the tone-call again in falsetto, matching his or her pitch, gradually bringing the child to the correct pitch.


  ASSISTANCE FOR OLDER CHILDREN


  By the end of third grade, most children can sing songs with accurate pitch. Many children who still sing out of tune at this point have simply never developed good listening skills. When these children can differentiate between higher and lower pitches and perceive melodic contour, they will be able to reproduce pitches and melodies accurately.


  To help children perceive melodic contour, simply ask them to draw the melodic contour in the air. (Some of the concept- and skill-building activities in chapter 12 will also help develop children’s melodic perception and listening skills.)


  Short vocal exercises also develop singing skills. They improve diction, tone production, and singing range. Practice them in the gathering or at times throughout the work cycle. Repeat the little exercises in Figure A.3 several times, moving up by half steps, making sure to breathe at the beginning of phrases and sing the entire phrase in one breath.
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  Figure A.3.


  REINFORCEMENT WITH INSTRUMENTS


  The very first lessons in your Montessori albums call for the child to sing the pitch of a single bell after the teacher strikes the bell. Playing a note and asking the child to match it vocally improves coordination between the child’s mind, ear, and vocal production system.


  Rare is the individual child, however, who can hear a single pitch and sing it out of thin air. Locating a pitch among a spectrum of higher and lower pitches proves much easier. When the ear can compare pitches, the child can much more easily sing in tune; like finding a particular town on a map, the other notes in the melody become signposts and landmarks that orient the child to the target. For this reason, have the child sing a short motive of two or three notes rather than singing only one pitch in isolation. Once the child can sing an entire motive in tune, isolate the target pitch.


  Accompanying children’s singing with mallet instruments also improves vocal coordination. Enriching classroom folk songs with instruments that are in tune and that harmonize comfortably with a given melody helps fine-tune children’s singing skills. Of course, this doesn’t mean that children must sing accompanied at all times. Quite the contrary: provide young singers with many opportunities to sing a cappella so their minds can exercise the ability to hear and produce many notes on the harmonic spectrum without the help of an instrument.


  MODELING


  Children tend to sing a song in the manner you present it to them. They find it easiest to sing well and in tune when you model good, natural, beautiful singing. Take this with a grain of salt. You don’t need to be a Luciano Pavarotti or Maria Callas to sing with your children. You should, however:



	sing in a natural, relaxed tone,


	radiate confidence,


	demonstrate good singing posture,


	sing in tune, and


	project enthusiasm.




  Children enjoy much more fluid mastery of a song when you sing it correctly for them the first time. Before you introduce a song to your class, practice singing it a few times. Make sure you’re singing at a comfortable pitch. You can even make a recording to help yourself learn the song.


  If a song is too difficult for you to sing, but you really want to introduce it to your class, invite another adult or an older child to model it for the children. If the children have trouble finding or matching your pitch, have another child model the pitch.


  Whatever you do, it’s never a good idea to use a CD recording of the song as a model. CDs go through a professional production process, which means in many cases artificial sound processing effects have been applied to the singer’s voice to enhance it, to keep it in tune, and to balance it with professionally produced instruments. Not only that, but attention must also be paid to the musical style and voice quality of the recording, as children will imitate the vocal affectations of the professional artist on the CD. Finally, using a CD as a model sends the wrong message, namely, that songs are sung best by professionals who sing for commercial purposes. In all cases, the best model for how to sing a song, aside from you, is another, average, everyday human being.


  SUITABLE SONG MATERIALS


  In chapter 9, you read in detail about why folk songs are the most suitable to sing with your children. All of the songs in chapter 14 fit those criteria. Also, appendix E lists some excellent folk-song collections.


  Some qualities of a suitable song include:



	appropriate vocal range. Figure A.4 shows children’s vocal ranges at specific ages.


	appropriate length: for young children, the songs should be relatively short;


	appropriate level of difficulty: refer to Kodály’s sequence of elements in chapter 11 as a guide;


	appropriate text: songs about animals, songs that tell colorful stories, songs about topics that interest the child, songs that are historically authentic, and the like, but not didactic, instructional songs designed to “teach.”




  Even if you sing a suitable song, young singers require lots of repetition with songs and motives in order to grasp all the musical details. A short melody such as “Shoo Roun’,” for example, may require six to eight repetitions before the seven year olds in your group can retain and reproduce it with the words, melody, rhythm, and tonality intact.
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  Figure A.4.


  CHILDREN’S DEVELOPMENTAL CHARACTERISTICS AND MUSIC


  Bearing in mind the musical capabilities of the child at different stages of life will help you to pick the most appropriate song material for primary or elementary Montessori children (Irwin and Nelson, 1986). It will also help you when you put together musical performances with a mixed-age group of children. Appendix B contains suggestions for setting up mixed-age performances. The following traces the child’s musical development from birth to age twelve. (Note that some children will be ahead of or behind this general sequence.)


  Infancy to Age Three


 
	As babies, children begin to discover their vocal capabilities. They babble and make sounds. Gradually the sounds of their babbling rise and fall in pitch and increase in duration, becoming the precursor for singing (Campbell and Scott-Kassner, 2002).


	During the toddler years, the babbling takes on rhythmic significance. The child imitates the contour of melodies and phrases but not the discrete pitches.


	At two, the child babbles and sings short phrases on, for example, sol and mi or mi and do (intervals of a third).


	By age three, children develop repetitive rhythmic patterns in their spontaneous songs and start to increase their vocal range. They invent and enjoy spontaneous songs that have discreet pitches and recurring melodic patterns.


	At this point, children reproduce short nursery rhymes and childhood chants, and they associate them with simple movements.




  Age Four



	At four, children begin to discover the difference between their speaking and singing voices. They sing in tune within a limited range of five pitches, and their vocalizations shift from the light, airy tone of the nursery to the boisterous, energetic singing of the playground.




  Age Five



	At this age, children have a short attention span. They are frequently restless and need variety in activity and physical movement. They thrive on large, overt motions, such as walking and marching.


	Children’s interests tend to be limited to their immediate experience. The best songs relate to the child’s home and school experiences. Choose songs about animals, objects, occupations, and special occasions.


	Children can skip, jump, and hop. They have a natural interest in dramatic play.


	Five-year-olds like to mimic, mirror, and copy. They enjoy short repetitive songs that require physical movement.


	Children’s kinesthetic and empirical knowledge precedes intellectual knowledge. They need concrete musical experiences as a foundation for conceptualizing musical concepts. Singing “Paige’s Train” and moving fast or slow, for example, paves the way for the child’s understanding of tempo.


	Many five-year-olds focus on only one aspect of a situation at a time. They have trouble comparing phrases or comparing and contrasting analytically various musical elements. They can step the beat or clap the rhythm, for example, but not both at the same time. What’s more, they can focus only on one melody at a time. Children up to five years old have trouble singing part songs and rounds.




  Age Six



	Children still learn best through singing, dancing, playing, and moving. They need concrete experience before they can conceptualize.


	Children need to see, hear, or touch objects to think about them accurately. Choose songs whose central objects or characters are present in the classroom in the form of storybooks, pictures, puppets, or props.


	Six-year-olds love stories with music. Sound stories, such as those found in chapter 16, and orchestral works like Peter and the Wolf or The Sorcerer’s Apprentice appeal to them.


	Children at this age love make-believe and dramatic play. Choose songs in which children can pretend to be a “farmer” or a “bluebird.”


	Six-year-olds also have difficulty singing in parts.




  Age Seven

  

	Children still need concrete experiences in order to learn.


	Imagination, magic, and magical happenings become of interest to them.


	Seven-year-olds enjoy working with paper and pencil. They have an interest in musical notation.


	Children at this age like to classify objects and make lists.


	At home, these children might begin to express interest in taking private music lessons. Many children at this point begin taking piano or guitar.




  Age Eight



	Now children can begin to distinguish between like and unlike musical phrases. They can classify and compare sounds.


	Children’s fine motor skills improve dramatically. This is a good time to develop skills in writing standard musical symbols.


	Children at this age enjoy secret codes, mysteries, and puzzles as well as guessing game songs and songs in nonsense languages.


	Intellectual experience of musical relationships that involve durations, such as comparing note durations or lengths of musical sections, come naturally to eight-year-old children. They can relate concepts of meter and form.


	At this age, children like to talk and enjoy taking turns. They can spend time on individual performance, small-group performance, or performance that requires interaction between soloist and group.


	Eight-year-olds love humorous and nonsensical texts.


	At eight, children have an interest in history and the activities of their ancestors. Choose songs that dovetail with music of other cultures and that discuss or call to mind historical events.


	At eight and older, children are able to sing in parts.




  Ages Nine and Ten


  
	These children enjoy learning through competition. They love rhythm-pattern identification and mystery songs.


  	Nine and ten-year-olds have an acute awareness of self. At this point, solo-oriented activities can be awkward or embarrassing. They may appreciate the use of puppets as an aid when they demonstrate reluctance to sing alone.


  	Children find motivation in playing musical instruments. Give these children ostinati and countermelodies on mallet instruments and tone bars when they perform folk songs or play singing games.


  	The lives of musicians and composers interest nine and ten-year-olds.


  	Although the need for concrete experience before intellectual understanding is diminishing, the use of sol-fa syllables, hand signs, physical movement, and manipulation of objects is still necessary at this age.


  	At ten, children again have relatively short attention spans. Varied activities remain important.


  	These children enjoy taking dictation. They like to hear melodic and rhythmic patterns and reproduce them on paper.




  Ages Eleven and Twelve


   
	This age group tends to be highly competitive. They find activities involving team or individual competition exciting.


  	Children at this stage like their musical experiences to relate to contemporary musical reality. They enjoy classroom activities that relate to music heard on the radio, on television, or on the Internet. They start to idolize pop stars and contemporary groups.


  	Children either “love” or “hate” a subject. They might openly rebel against singing or playing classroom instruments unless the activities are part of a special group, club, or whole-class endeavor, such as a choral ensemble or a musical theater production. Children at this age have sophisticated needs and interests.


  	Eleven and twelve-year-olds love questions like “What is the largest instrument?” or “Who was the first composer?” They find extreme comparisons like this highly motivating.


  	Reasoning in the abstract comes easily to this age group. They love to explore the way things work. Activities centered around sound production, electronic music, the design and construction of musical instruments can be highly enjoyable to them.


  	Children at this age have an interest in traditional camp songs. They love rich, authentic musical experiences such as part singing, choir, and folk dancing.




  CHILDREN WITH SPECIAL NEEDS


Music has indisputable value for children with special learning needs. Many children who are unable to communicate verbally can express themselves through music (Irwin and Nelson, 1986). Here are some considerations for making music with children who have particular special needs:



  	Children with vision impairment can participate in most musical activities and develop a deep understanding of the structure of music. They can develop singing, aural perception, instrumental, movement, and creative skills. To accelerate their learning, emphasize listening, including rote learning of songs and instrumental pieces. Assist them in musical movement.


  	Children with extreme hearing loss can’t participate fully in as many activities as those with vision impairment, but they can participate in some activities. They may never learn to sing accurately, but they can feel vibrations of nonpitched percussion instruments and respond to music with physical movement. They can also observe and imitate rhythm and dance movements made by others. With guidance, they can strum an autoharp or play melodies on pitched percussion instruments with your help or the help of another child.


  	For children who are learning-disabled but whose sight, hearing, and movement capacity are neurotypical, success in music often motivates them to overcome difficulties in other subjects. Children with emotional management disorders, short attention spans, or physical body control issues that hamper their progress in other academic areas can often excel in music.


  	Children with Down syndrome or other cognitive issues can develop skills in listening, moving, playing, and singing. They can participate in circle games and dances, following the lead of their fellow children and getting swept away in the fun of the game. They may need more time than other children to respond during echo songs or to follow certain movements. Praising every amount of progress children make and highlight their worthwhile contributions to classroom music-making stimulates their development.




  NOTES


  1. Techniques adapted from Irwin and Nelson (1986), and Campbell and Scott-Kassner (2002).


  2. When you give these kinds of choices to the children, large-group listening lessons will not interrupt the work cycle.

  





  Appendix B How to Teach a Song1


  Once you have selected appropriate song material, you can use either of two methods (or a combination of the two) for teaching the songs to children: rote and note.


  ROTE METHOD


  Teaching a song by rote—through oral and aural means—is one of the most effective ways to present a song. To teach a song by rote, you can (1) give the children at least three opportunities to listen to the complete song and then (2) present fragments of the song sequentially (oral) in short motives or phrases. The children listen (aural) and then echo those fragments. Teaching the song “Shoo Roun’” using this method unfolds like this:


 
	After telling a quick story about the origins or history of the song, tell the children the song’s name. Begin teaching the melody and words. Say something like: “Listen and pat your knees while I sing.”2 Sing the song all the way through, modeling how to pat the steady beat, while the children pat their knees and listen.


	Ask a question about the characteristics of the song: “Can you hear how the melody rises and falls? Draw the melody in the air.” Sing the song again as the children draw in air the melodic contour.


	“What word is sung on the highest pitch of the song?” Sing the song again and get the children’s answer.3


	“Listen and sing after me.”4 Sing the first phrase of the song: “All around, shoo roun’.” Have the children imitate.


	Repeat the first phrase as necessary.


	“Listen and then sing after me.” Sing the second phrase: “We won’t marry, shoo roun’.” Children imitate.


	Repeat the second phrase as necessary.


	Continue through the song in this way, singing each short phrase and having the children imitate.


	Now challenge the children to sing larger chunks of the song: “Let’s sing the first two phrases, first me, then you.” or “Let’s sing the first half of the song. Listen and repeat.”


	When you’re confident that the children know the song, say, “Now we’re ready to sing the whole song. Let’s sing it all together.” Sing the song together with the children.


	Finally, say, “Now you can sing the song without me. I’ll get you started.” Set the pitch and tempo (see below), and have the children sing.5




  To teach by rote songs with complex structures, such as “King Kong Kitchie,” which has multiple verses plus a chorus and refrain, teach the sections of the song separately in the following order:



	The chorus. Use the above rote method to teach the chorus of the song: “Kai mo, kee mo, kai mo kee. Way down yonder in the hollow tree,” etc.


	The refrain. Teach the children the “response” part: “Whatever I sing, you answer with King kong kitchie kitchie kai me oh.”


	The verses. Sing the verses yourself and have the children sing the response and the choruses. Do this for the first several performances until the children memorize the words.




  Teach echo songs such as “Purple Light” by merely saying, “Repeat after me,” and singing the song phrase by phrase, the children echoing your every phrase. Touching your ear signals the children to listen, and an open palmed “come with me” gesture tells them when to sing.


  To teach call-and-response songs such as “Skin and Bones,” “Hill and Gully Rider,” “Just from the Kitchen,” and “John Kanaka,” in which the response is different from the call, say something like “Whatever I sing, you answer Shoo li loo.” Then sing the verses yourself until the children memorize the words.


  Rote-teaching a long ballad with refrain, like “Sweet Betsy From Pike,” can become tedious once the children know the melody of the verses. To keep the song fun, teach the refrain first, and then teach only the first verse by rote. Avoid teaching all of the words line by line, and simply perform the song frequently, singing the verses yourself. After a few performances, the children will learn the words to the verses.6


  If you must teach the words to a long folk ballad line by line, teach each verse by speaking, not singing, the words and having the children echo you. Then sing the verses in their entirety.


  You can also teach a song by rote using a whole-song approach. Here is how this approach unfolds in teaching, for example, “The Owl Sings.”



	Tell a story about the background of the song or the Yuma Indian culture to engender enthusiasm and establish context.


	Ask the children to listen for two things that will appear before dawn comes.


	Sing the song in its entirety.


	Discuss how the music sets the mood. Ask the children what the “Oo” sound represents, for example, or a question like, “What might a Yuma Indian parent see and hear around him or her while rocking a baby to sleep?”


	Sing the song again, and invite the children to flap their wings like an owl, or sit imitating the way owls move, or pretend to be mommy and daddy owls rocking their babies.


	Sing the song a third time, inviting the children to sing along with you in their heads. Say, “Put the song in your head” or, “Sing in your imagination.”


	Now, invite the children to sing the song with you.


	“I’ll bet you can sing the song without me. I’ll get you started.” Give the starting pitch and tempo, and have the children sing the song by themselves.




  A third approach, known as immersion, has the children listening to you sing the whole song to the extent that they individually require before joining in. You can introduce a song by simply singing the song and telling the children, “Join me when you know it.” This method works well with short, repetitious songs that only have one verse. It’s also useful for teaching the refrains of songs. If the children don’t pick up the song the first time, simply repeat it until they join in.


  Use a mixture of these rote techniques to create variety and make song learning effortless and enjoyable.


  NOTE METHOD


  Teaching a song by note involves the children reading from notation. Start by having the children read or perform the song’s rhythmic patterns in sequence, gradually adding the melody sung on sol-fa syllables, until they can sing the song with you and on their own. Proceed as follows:



	Establish context by telling a brief story about the song’s background or by telling something interesting about the song.


	Present the notated rhythm pattern7 of the first phrase of the song. “Take a minute to practice. Silently chant and clap the familiar elements.”


	“Let’s chant and clap as I point to the individual elements.” Perform the rhythms with the children as you point to the elements: ta, ta, ti-ti, ta.


	Repeat as necessary.


	“Now sing with me.” Sing the melody attached to the rhythm in sol-fa. If you’ve written the rhythm pattern in stick notation on a whiteboard, write the sol-fa letters below the rhythm stems. If you’ve used popsicle sticks, you can make little disks with the sol-fa syllables on them to place below each stick.


	If the next phrase of the song is the same as the first phrase, proceed as follows: “Now, let’s sing the next phrase. It begins on mi.” Sing the next phrase with the children.


	“Let’s try singing these phrases with our hand signs.” Sing the phrases together while showing hand signs and saying the sol-fa syllable names.


	If the next phrase is different from the first, repeat steps 2 through 6 with the new pattern.


	Now present the notated song in its entirety. “Let’s clap and chant the rhythm of the whole song.” Clap and chant the rhythm of the song with the children.


	“Now let’s slowly sing the melody with our sol-fa syllables and hand signs.” Slowly sing and show hand signs together with the children.


	Repeat as necessary.


	“Let’s read the words to this song in rhythm.”


	“Let’s sing the song with the words.” 


	“I’ll bet you can sing the song without me. I’ll get you started.” Set the pitch and tempo (see below), and have the children sing.




  Teaching Part Singing


  After children have developed the skills to sing in tune, and their unison singing sounds unified and cohesive (which will happen quickly with daily practice), the next natural step is singing in parts. Children derive special pleasure and pride from the harmonies that result. The progression, in terms of difficulty, of part singing usually follows this sequence:



	Children add a chant or an ostinato to a known song.


	Children sing rounds and partner songs (quodlibets, whimsical combinations of familiar melodies or texts).


	Children sing countermelodies.


	Children sing parallel harmonies.




  Children after eight years of age can successfully sing songs in two-part arrangements, such as melodies with drones and ostinati. Fourth-year children can perform canons (rounds), partner songs, and counter-melodies in two independent groups. Reserve multiple ostinati, three-part canons, and two-part choral pieces for children in the fifth and sixth year. A good song to test your children’s abilities to sing in parts is “Senuwa,” in which one part sustains a note while the other part sings a more active melody. To support them, lead the singing, sustaining the note as the children sing the melody above.


  WORKING WITH MULTIPLE AGES


  A word of caution: children below third year have difficulty singing multiple parts and often lack the motor skills to perform complex dance movements. With a group of mixed-age children, then, some creative groupings can help overcome developmental barriers.


  Wherever possible, when grouping your children for part singing, think of the first-years as one child. Group the first-years together to play a simple quarter-note rhythm part on an instrument, or have them sing with you. They can plug their ears and watch your lips, or they can be placed a small distance from the other children. Divide the third-years and older into groups of mixed ages so that at least one older child is leading the group. That way, the younger children in the group can tune out the other parts and focus on imitating the older child. For example, if you are singing “Ah, Poor Bird” with a lower elementary class, seat all of your first-years together, or seat them with you and have them sing the main melody. Distribute simple ostinati, countermelodies, or drone parts among mixed groups of second-years and third-years.


  If you want to add instruments to your performance, give the first- and second-years the simplest part: the steady beat on a percussion instrument. A first-year playing the beat on a tambourine will feel powerful and important holding the entire group together. Distribute any other instruments, such as mallet instruments or ukuleles among the children third-year and above.


  OSTINATI


  Your children’s first foray into singing in parts comes from adding a repeated vocal pattern, or ostinato, to accompany a melody. You can invent an effective ostinato by examining the melody of the song and writing a repeated melody that gels well harmonically with each measure of the song. Here are some guidelines:


 
	Keep the ostinato between one and two measures in length.


	In major-key songs, a two-note melody alternating between sol, and do always works well. In minor keys, alternate between mi, and la.


	If the melody of the song is built from a pentatonic scale, any pentatonic ostinato sounds good.


	Likewise, any pentatonic ostinato built on the tonic sounds good against a melody in a major or minor key. (For songs in major keys, use an ostinato built from the major pentatonic on 1 or the minor pentatonic on 6. For songs in minor keys, use an ostinato built from the minor pentatonic on 1 or the major pentatonic on 3.)


	When writing an ostinato that’s not pentatonic, intervals of a third or a sixth stacked against the melody sound best. Fourths, fifths, and octaves sound hollow, but passable. Seconds or sevenths only sound good when they resolve to thirds, fourths, or fifths on strong beats.


	Write the ostinato outside the range of the melody, (but not beyond the children’s singing range). In other words, if the melody moves in the middle range, write an ostinato that occupies the upper and lower ranges. If the melody moves in the high range, write a middle or low ostinato.


	Strive for contrasting note durations. When the melody moves in long durations, the ostinato should be more active, employing shorter note durations and vice versa.




  To see these guidelines in action, look at Figure B.1, which shows ostinati composed for the song “Ah, Poor Bird.”


  To teach a song with an ostinato, follow these steps:


 
	Teach the song as a unison song—everyone sings the melody together.


	When the children can sing the song very well independently, sing the ostinato yourself or play it on a melody instrument.


	Invite a small group of children to sing the melody with you or along with the instrument.


	After the children have several opportunities to sing the ostinato, let them try it independently. Feel free to add vocal or instrumental support.




 [image: Figure B.1.]


  Figure B.1.


  At first, add only one ostinato to a melody. As the children’s part singing skills develop, and as they get older, add two and even three ostinati. When adding multiple ostinati, keep in mind that the most effortless harmonic blends come from ostinati built from pentatonic scales.


  CANONS, ROUNDS, AND PARTNER SONGS


  The most fluid part singing experiences for elementary children come from singing canons and rounds. A canon is an imitative song in which one group begins singing the melody and, upon reaching a certain point (indicated by a number in the score and referred to as “at the canon”), is joined by another group singing the melody from the beginning. To ensure maximum fulfillment, take the time to be sure that the children feel secure singing the song’s melody as a larger group, and then in smaller groups. When the children know the melody and can sing it very well, follow these steps:



	Start with a two-part round. Cue8 the children to begin singing the song while you softly sing the second part of the canon. (The number 2 in the music indicates where the group must be when you start singing.)


	Then, select a small group of children to sing with you at the canon.


	Divide the class equally, so that two parts can maintain their independent parts while singing. Make sure at least one older child sings in each group.




  If the children have trouble maintaining their part, try:



	seating all the children with the same part together;


	having the oldest children in the group sing the loudest;


	assigning a separate movement to each part, such as patting knees or snapping fingers to the steady bea; or


	having the younger children plug their ears and tap a foot to the beat as they sing, or follow your beat as you conduct in the air.




  To sing a quodlibet (partner song), which combines two melodies from different folk songs, use the same procedure. Make sure that the children know both songs really well. Good melodies to combine for partner songs are “Lil’ Liza Jane” with “Turn the Glasses Over,” “London Bridge” with “Seagull, Seagull,” and “Ah, Poor Bird” with “Chairs to Mend.” Experiment with changing the lyrics to the songs to tell a story or make new songs. Also experiment with combining other songs to see which melodies go together best.


  COUNTERMELODIES


  You can add countermelodies, or descants, above a first and usually more familiar melody. Usually a counter-melody sounds above the main melody, but it can also appear below the familiar melody. Countermelodies occur in quodlibets, such as the one that results from combining “Lil’ Liza Jane” and “Turn the Glasses Over,” or “Seagull, Seagull,” and “London Bridge.” Songs like “Banuwa” contain multiple countermelodies.


  Compose countermelodies following the same guidelines as those for composing ostinati. The collection 46 Two-Part American Folk Songs (Bacon, 1973) contains many examples of good, short songs with countermelodies.


  To add a countermelody to a song, use the same procedures as in teaching a round:



	Make sure the children are comfortable with the main melody.


	Have them sing the main melody while you softly sing the countermelody.


	Have a group of children sing the countermelody with you while the others sing the main melody.


	Divide the class into two (or more) groups, one singing the main melody and the other singing the countermelody.




  NOTES


  1. Techniques adapted from Irwin and Nelson (1986), and Campbell and Scott-Kassner (2002).


   2. In general, be sure that each time the children listen to you sing they have a task to do, such as patting the beat, drawing the melody in the air, listening for particular words, or, if you’re in the Practice Stage of Kodály’s unfolding elements curriculum (see chapter 11), listening for a particular melodic or rhythmic element.


   3. It’s good for the children to hear the entire song at least three times.


   4. Instead of saying these words, you can simply touch your ear when you want the children to listen and make a “come with me” gesture with your open hand outstretched, when you want them to repeat after you.


   5. As the children sing the song alone for the first time, you can help them along by singing short snippets of the song where you hear they’re having trouble. You might, for example, just chime in singing one or two of the lyrics on pitch, as in, “All around . . .,” “. . . got no lover. . .,” etc.


   6. Refrain from having children read from lyrics written on a whiteboard or piece of paper. The written words will steal their focus. As you sing the song’s melody, effect the song’s movements, and model good singing, you want the children’s eyes and ears entirely focused on you and on the music.


   7. You can present this rhythm using stick notation on a white-board or popsicle sticks on a rug.


   8. For tips on cueing children during singing, see appendix C.

   





  Appendix C How to Lead a Song1


  Speaking of “enlightened generalists,” when you and your children make music together, you take on the role not only of music teacher but also of song leader and conductor. As song leader, you sound a starting pitch, establish a tempo and indicate exactly when the group should begin to sing. As conductor, you provide a visual or aural cue that represents the steady beat and tempo of the song.


  SONG LEADER


  Start the children singing by sounding the starting pitch and establishing the tempo by chanting words such as “ready sing” or “now begin.” Figure C.1 on the next page gives an example.


  Start a song in triple meter like in figure C.2.


  Start a song with a pickup note (anacrusis) in a similar way, but make sure to say “ready sing” before the anacrusis, as in Figure C.3.


  You may start a song by singing the tonic chord if you choose. This helps establish the “tonality” of the song. Sing do mi sol mi do on the any pitch you like, or starting from do in the key of the song. Chanting “one, two, ready sing” on the starting pitch, however, proves sufficient to orient the children, even if it doesn’t establish the tonality of the song.


  CONDUCTOR


  Once you’ve started the song, keeping the children together and maintaining the tempo is a matter of establishing either visually, or aurally, the steady beat. Visually, you can keep the beat using conducting patterns. To conduct, hold your hand in a relaxed position, palm facing downward, and, from your elbow, mark the steady beat by waving your forearm in the patterns indicated in Figure C.4 for songs in duple and triple meters.


  When conducting, allow your arm to fall with a pronounced bounce on beat 1 and a slightly less pronounced bounce on beats 2 and 3, so that the children see the accented and unaccented pulses.


  You can also mark the steady beat with an aural cue instead of a visual one. Aural cues include patting on your knees, clapping, or playing the steady beat on a percussion instrument such as rhythm sticks or hand drum.


  When conducting part-songs and canons, you will need to cue groups of children to begin. Set up the cue ahead of time (at least one or two measures) by making eye contact with one member of the group, preferably the oldest child. On the beat before the cue, give the group a signal: a simultaneous nod and, with the hand that isn’t conducting or playing a percussion instrument, point to the group with an open-palmed invitation gesture or with an index finger, as in Figure C.5.


  NOTE


  1. Techniques adapted from Irwin and Nelson (1986) and Campbell and Carol Scott-Kassner (2002).
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  Figure C.1.
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  Figure C.2.
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  Figure C.3.
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  Figure C.4.
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  Figure C.5.





  Appendix D Music Grid Paper


 [image: image]

  





  Appendix E Resource List
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	Montessori, M.
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	Montessori, Mario M.
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	Gorow, R.
	Hearing and Writing Music: Professional Training for Today’s Musician


	



	Hartyányi, J.
	An Ode for Music: 11 Analysis of Choral Compositions of Zoltan Kodály
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	Folk Songs North America Sings
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	Young Voices, World Songs
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	Locke, E.
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	Lomax, A.


	The Folk Songs of North America
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	Songs and Games for Young Musicians
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	“De Colores” and Other Latin-American Folk Songs for Children
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	The Little Black Bull and Other Folk Songs, Singing Games, and Play Parties for Kids of All Ages, Vol. 4
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	John, the Rabbit and Other Folk Songs, Singing Games, and Play Parties for Kids of All Ages, Vol. 3
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	Trinka, Jill


	My Little Rooster and Other Folk Songs, Singing Games, and Play Parties for Kids of All Ages, Vol. 1
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	Kodály Approach
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	Method Book II (1986)
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	Daniel, K.


	Kodály Approach
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	An American Methodology
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