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INTRODUCTTON

Intona:jon, Rhythm, Stress! What are they? One wio has given any thought
to language knows that every 1énguage is maae up of a string of individual sounds
which combine into words, phfases, and finaily sentence;. These could be called
segments, 'We‘might liken these segments to individual notes and phrases onm a
musical score, if wé will think of e#ch note as a sound which ;ould'also be a
word and'which combines into phrases and finaily_into what we might call a musical
sentence. 'If/ﬁe would picture what we have so far ou our musicah’séore there
would be nothking more than.a string of quarter notes on perhaps the note G.

Now we all- know that there is a lot more to music than that, Of course, language
would haﬁe—mnfe vafiéty and meaning than the quarter nntés on G which would all
have the saﬁe'quélityléf'sound. But if each note were to be played by a different
instrument, then we would have a change in quality as we do in the sounds of a
language. I think we are all agreed that there is more to music than just a
string of notes all .on the same pitch (therhighness or lowness of a sound) and
all the séme duration (the length of a sound). As we have said; music has

words, or meaningful units of sound or sounds, phrases, or strings =f words
ending with pauses which have tLe feeling of wanting to continue,and sentences,
which end with a feeling of finality. These are the basic frameworks within
which language and music are fit. Within this framework, there is a great deal
more., If we think of what we like best abqut the Chépin Etudes or some of our
favorite Beatle'tunes'thé first thing that might céme to us is‘theif_beautiful

melodies. Now we all know what a melody is; where the sound doesn't just stay




" on the note G, wJt where there are a great variety of pitches, adding beauty

and variety and evep meaning. Well, it's the same in 1ang§age. It has a melody
too. And this melody in language is called intonation. It also carries with it
beauty, interest and variety, and it is different for every language. But most

-of ali; intonation carries méaning, the difference between a statement, a question,
and a_ﬁommand, as well as differences in mood —'surpriSQ, interest, anger,
cqfiosity. And in‘Eﬁglish, as we will see later, even the same sentence could
have different meanings depending on the intonation used. Most of the languages
of fhé world have intonation as a very important and meaningful part of its

system. But there are also many languages in which piltch variation plays even

a more important role. If we have ever heard Chirnese, we know that ther~ is
something rather strang= about it, unless you're-chinese, of course, and that

. strangeness is due to wheié the changes in pitchrtake place. In what we will
call.éﬁ intonation language, such as English and French, the pitch variation

takes place over the phrase and sentence. But in Chinese the significant or ﬁean-'
ingful pitch change takes place within a sirngle word, so that two words which

have the same segment of sound would be distinguished in meaning by. pitch and
pitch contour (pitch contour being a variation in pitch on a single segment).

For instance, the word "ma' in Chinese has four distinct meanings, that is, it is

—

-four different words, depending on the pitch, previously defined, that is used.
These defined pitches which are meaningful are called "tones", hence languages
which employ them in their system are called tone languages, of which Thai is

another example,



Now let us return to our musical exampl.. Now, we nu lenger have merely

a string of notes on C. Wé have now useu several different noﬁes. However,

we still have only quarter notes, and that's not very interesting. If we will
consider what we like bestrabout ou;%favorite Spanish, Russian, African music B
and fdck.and roll, we might think, why certainly, the rhythm, Yes; that is the
missing elemcnt in the complete musical séofe}'lJust é§.a11 music has-rhythm, so
“all human-speech has rhythm. And rhythm ca@-bé'definea as "the recurrence of
movement', It-is what happens within a series of pu]ses which:feoccur at equal
 1nterva1s of tlme For example, in music two rhythms such as ‘ J 4113 I Ei \
and I ,r:[_] AjifJ ‘ take place witlin an equal interval of time. But
w{thih those two points in language someﬁhat-the sama thing is true. In many
languages of the world, French and ﬁindi,‘for instance, it is the syllables' that
recur at equal intervals of time, giving a-vér? even effect to the rhythm,

This is called syllable-timed rhythm, whereas in languages such as English and
Afabic it is.the stressed syllables, or syliables with the most emﬁhasis which
recur at equal intervals of'time. This gives the rhythm a more syncopated

or jerky feeling. This is called étressed—timed rﬁythm.

For example; here is a sent;nce in English;
I'm géing to the béach tomérroﬁ. ' .
Since ﬁnglish is stress-timed, it 1s those pqinté that have the most emphasis,

marked (1), which occur at equal intervals. The rhythm written in musical

notation would look like'this:

PPl




Rt ¢

Notice that the rhythm is quite syncopated. Now if we were to take this ~-me

sentence and impose French rhythm on it, the rhythm would perhaps look like this:

JIJ3 300 00

R
I'm going to the beach tomorrow.

(The.doub]e (u).signifies éhe main'stress of thé sentence - this distinction will
become clearer as you read about French intonation.)

It is_alsp.rather interesting how this whole idea of rhytﬁﬁ and accent QE:
a country's language is so closely 1linked with its folk music. Leonard'%ern-ﬁ
stein in a paper on the.s;bject says, ". . .folk songs reflect the rhyttms anil
accents-and speeds of the way a particular people talk. In other words, their
language - especialiy thg language of their poetry - grows into musical notes.
And £hése spéaking—rhythms and accents finally pass from folk music into ar%,
music or opera, or concert music of a people; and that is what makes Tschalkovsky
— ‘ soﬁnd Russian, and Verdl sound Italian, and Gershwin sound Arnerican."2

Let us look at some of his examples. For instance, here is a Hungarian folk

song.

jc'j - jién HA- 22

Why does it sound Hungarian? It is, according to Bernstein, because almost
all Hungarian words are accented on the first syllable. Now let us look at an

example of a Freneh folk song.




- accent. So ihis is

" in French folk music.

. Simply and swretly X o
- .- T N T Y T P b
U= - et TP OF e | et ™ i
(AT - 1 2 1
e s 5
n. €-.lait

un pe - it na - vi - re, Quf na - vait ja- - je- ja - mais

In examining this folk song, think of our above discussion of rhythm and you will
discover that almost all the syllables are équal, not so much in length as in
a good example of syllable—timed rhythm coming to expression

This evenness and smoothnessxof the French language can

'also be seen in another example which Bernstein offers, Satie's zmnoEe ies for
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(Other examples can be seen in the attached paper.)

ady touched upon is that of

ymphony, where he lulls

The other element of music which we have alre

taccent". 1'm sure we have all heard Haydn's Surprise S

his audience to sleep only to startle them with a sudden burst of sound. Well,

that's an extreme example of accent, or, also used in language, stress. Stress

glves some words or some parts of a word promipence. And as seen above it gives

that is,

an "accential" pattern. To the listener, stress is perceived at volume,




P

1oudness, and duration, OF length. To the speaker it is pecceived as energy.

It is important to note here that stress in some lingufges carries meaning, that

js, it is phonemic. English affords the clearest example: for instance, the
Py . iy :

words permit - permit and reject - reject are distinguished as nouns and verbs

virtually by the different placement of the stress. Furthermore, a sequence of

two words such as “'white house' could hava as many as three meanings depending

L

on any variety of stresses. (This will be diécuséediin detail in the section
on Eﬁglish ingonation.)r | |
" iIn our earlier parallel with music we said that both music and '.I_anguagev’.j
have individual sounds, words, phrases, and sentences. Well, in language tﬁese
phrases are very important because they are a definite part of the rhythm, if
we will think about it, we-will realize.that at the ends of these phrases and
sentences there are pauses. These ;auses result from the uneed for a brcathi%
or ara some indication'of meaning. The bhrases fhehselves are called breaﬁh;
groups, or in French, stress groups vhere no breath is taken. The importanéﬁ of

all this will become clearer as. Ve delve more deeply into the intonation and rhythm

of both French and English.




‘Now that we know what intonation is, we may ask ourseclves the following
questioné: Why study it? I; it that essential to language 1earningé How can
intonation be taught in « language course? |

It was ror the.purpose of answering these questions that we undertook our

study of the'intonation cf languages, with concentration on English and French.

To ascertain the importance of intonation to a language, and the parvt it plays,
particﬁlarly as related to.meaﬁing, it is helpfﬁi-to exémine how infants perceive
:? ) * intonation.

- Several studies have indicated that ‘nfants relay meaning by use of in-
tonational patterns long before they learn the sound system of a language, by

mimickiﬁg the adults around them. This occurs during what Lieberman.calls

"""the babbling stage', from the first.few weeks of life up to around 11 te 13

: 3 . . . . e . .
— months, During thi:z time, children use meaningful intonational signals, using

only'limited sounds and vocabulary.

Brown reperts an incident where a child was asked a question in German,

o I

4 .
Wo ist das Fenster? (Where is the window?). " The- child seemed to understand,

because he promptly pointed to the window. The child was then asked the same

question in French (using the same intonational: pattern) and the child again

pointed to the window. He also correctly responded to the same question in

English. When the child was asked Wo ist die Tur? and still indicated the window,

o : the evidence seemed pretty strong that he was reacting to the intonational contour

common to all four questions, rather than to the phonetic differences in each

language.
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It is thus interesting to note that children perceive intoraticn patceuns
for both conveying and-reﬁeiving meaniné before their vocabulary and szcund system
develop to any significant extent.. However, intonaticn plays an important role
even when the adult has acquired other features of his language. This was
cleariy brought out to us gquite accidentally last fall,:while trying to communi:
cate with a Mexican student of.English. Maria Theresa's knowledge of English
was very limited at tha time and communicating with her was often aécomplished
by body 1anguége as well as speech, At this particuler time, we had used a
fajirly long sentence and had-lost her. She asked us to repeat mére slowiy.
Unconsciously, oﬁe.of us. imposed Spanish intonation (fhat is, a more even _;J
rhythm‘with less stress on the syllables) on the English sentence. There wa;
no decfease in speéd, nor change in vocabulary. The amazing outcome *was thaf

)
she immediately understood what was said!

If we ser10u51y gonsider how we communicate meaning from day to day, we?'
quickly realize that the lexical content of our speech is minimal in importanceh_
As a matter of fact, how many times do we congider the intonational connotation
of a phrase to be more significaﬁt than the actual lexical content? This may

be more simply referred to as Wtone of voice". Johnny knows to what degree he'd

better heed his mother's cry when she says

1
John;k come here HOW : ' as opposed to

- Johndy M'm\




.This phenomencon, of course, is most common in English, but it serves Fo*illustrate
to what extent intbnation can be sssential in carrying'specific-meaning of _.n
uviterance. i
It iS'also interesting to note here that within a given lanéuage,system,
intonation isAredundaﬁt, so that even Austrian and S;iss German are ?grely an
. accentﬁétion of thé'Bééichefﬁén pattgrn. Theréfore, ﬁithin any language's
intona&ion ﬁystem éﬁytﬁing.from a neér ménoéone"to a most.accentuated patternf
is rédﬁndant./ But ag scon as welimpose French intoﬁation on German, for example,
the éhaﬁge immediately affects meaning because noﬁ we are dealing with two
different systems.
| Now thit we have considered the importahce of intonation as related to our
native Tanguage, let us cnce more:examinelits blace in the foreién language
~classroom.- Anydne who has ﬁeard a foreignef speaking English and who his stopped
| b
to consider why he sounds ”different“ has come-to the conclusion that no pro-
nunci;tion of a language sounds naturéiiunless the iﬁtonétion is at least fairly
acceptable.  Even when individual sounds (vowels and congonaﬁts) are correct,
sentences carrying iﬁcorrect melody seem foreign and the speaker is labelled
"a foreigner with a bad accent®, 5
The foreign language teacheriwho considers rhythm and intonation to be more
important than clear pronunciation willrbe less likely to enunciate "slowly
and clearly" and will instead attempt to keep rhythm and épeed.normal, perhaps
adding more frequent pauses.at the ends.of intopational contoufs, but maintaining

native rhythm at all times. It is our belief that this approach to teaching

a spoken languasge is the most efficacious for achieving fluency and meaning.




T
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Hopefully, this report and the tapes which accompany it will provide & more acute

awareness of:

1) The need for teaching intonstion in the fﬂ¢e1gn language
classroom;

2) The‘problems involved in teaching correct intonation;
3) Ihe charactefistics of English and French.intonation.

We have reco;ded'sbort converéafions in 23 differenf lahguages.* For the
feaphér of English as ¢ second language, tnese recordings can be useful for
pickiﬁg.out'pOSSible problems a native speaker of ‘any of these languages may
have &hile 1eafﬁing English iﬁténation. . The tapes also include'numeréus cxeré‘f
ciseé and game$ thch cpuid‘be used bqth in English and French classes, for eaf}
traini&g égiwell aé specific work on french and Enélish rhythm and intonation.
Attached t6 this_report'ié an appeﬁdix where all the games are written out, as

"well as directions for u51ng ‘them in the classroom. A . !

Finally, this study, particularly the tapes, should help to develop good:n

listening skills for both the student and the teacher.

* Included in these conversations, are two statements, two questions,
(one Wi-type, and one yes-no type) and two commands, so as to ascertain the
intonation patterns for these types of sentences.
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Characteristics of English Intonation

Beforg déaling with the subject of Ehélish intonétion, it is important to
notg the complekity of-thé %ubjedt. VAs wé haﬁe already éaiﬁ,_Enélish stress
i and intoﬁgtion is phonemic; that is, it i$1meaningfu1 rather than mechanical -
‘mechaniéai in the éensé that there are predetermined pitch contours wh%éh are
" untouched by amotional contexts (Pike cités, as'an'eﬁample,‘an Indianzléﬁgﬁage
in Oklahoma). English, on the other hand, as Pike points out, can ask the
English qﬁestiqn’"Where are you going?" in a great variety of ways, including
those of curiosity, sﬁrbriée, disdain, and by emphasizing various words. I'm
sure we have all heard our mothers say "It's not what you say, buﬁ how you say
itV, We have already seen an examﬁie'qf this in the rationale. Pike also points
ﬂ?ﬁ _put that there is ndt-jﬁst one contour for a Question and one for a statement,
but that there are many contours that can be uséd for questions and that for
anyIC6ntdur used on a'qqestion the same contdur_éould be used on a statement,
;g All this is merely to show the overwhelming complexity of English intonation.
¥oxr the most part, then, this paper will not be dealing with the emotional content

of ihtonation, but rather with those elements . .. necessary _fof the teacher

of Ehglish:aé'a second language to have a grasp on the subject and the problems
involved for the foreign student learning English. .
In dealing with the subject of English intonation and rhythm we will be

concentrating on the elements of stress, pitch, and juncture and rhythm.

e




As we have ﬂlicady seen, stress in English is phonemic. This was illustrated

. i ' L i J J
by contrasting pairs of words such as subject .- sutject, contrast -- contrast,

p:%duce - proddce, and rg‘urite - re—wr{te. The different plaéement of stress
in these pairs of words actually changes the meaning of the two ﬁords - the

first,baing a nour and the second a verb. But now consiéer the word "animate"
in ‘the follow1ng séﬁtences. "He will animate his character". -"His character
is'animatet" You w111 notice that both words have the greatest accent on the

first sylléble; Thls is called a "prlmary.stress" _Efery word has at ieast one
primary stress when considered in isolation. What is it-thét'distinguishés

the tﬁo words and makes their meanings clearf You will notice that in the ad-
jective fofm that the last two syllables have equal stress, but that in the verb
.form the third syllable has a little weaker stress than -the first syllable but

is stronger than the second syllable. Thus we have at least three phonemize, -
or meaningful, étressgs in English, and linguists have postulated four

phonemic stresses in Eéglish. They are called: (1 primary v/ (2) secondary /v/
(3) tertiary /N\/ and (4) weak /w/, primary stress being the loudest and weak
stress thé softeét. It is important to note here that these stresses are really
very relative as ﬁar as absolute;loudness isconcerned. No two people speak
exactly at the same general volume, or loudness; but within an&_one string of
sounds protounced loudly or softlyAthe étress rélationship wit?in that string
remains the éame. Thus, the adjecfive "separaie" spoken loudly or. softly still
retains the same stress. Now if we will consider a string of words - a bhrgse,

or breath group, or sentence - we can superimpose these four stresses upon the

lexical items themselves showing the stress relationship of words in a string




rather than mc .21y the sylichles of a word.  Consider the following string.
4 o ~ R Tar 4 ~ .
"John is going to the markst." We have a primary stvess on the first srliable
of "market'", a secondary stress on "John", a tertiary stress on "is" and weak
stresses everywhere else.
" We have already seen that stress is phonemié.in words. How about sentences?
Any native speaker of English would agree that the following sentences, even
though lexically the same, have different meanings or at least a different focus:
s i , ' '
That.:is my bock. (not the other thing)
p :
‘That is my book. (there is no doubt)
That is my book. (not his or hers)
- ) - /
That is my book, (not my pen)
So the importance of the placement of stress in a sentence .is a worthy thing
to note.
One other use of stress, also phonemic, is that it signals the rélationship
between two words, ' The classic example is "black bird". How do you perceive
-~ : ~

it? 1If we place a primary- accent over "black", and a tertiary stress over "bird",
then we have a species, which may or may not be black. But if we put a primary
stress. on "black” and a secondary stress on "bird", then we have a bird which

. e ~ -~ W al
is black. There are a great variety of.such examples: White House - white house,

N oA L ~ - A .
play house - playhouse, orderly-room - orderly room, etc.
Pitch is the next element we will consider. Linguists also postulate four
phonemic pitech levels. Just as the four stresses are relative to one another,

so' it is with the four pitches. Most linguistic texts signify the highest pitch

with the number /4/ and the lowest with the number /1/. (It is important to




realize that tlas system is not universally employed and sometimes /1/ is the
highest, or a .different svetem altogether is used.) One system which corresponds
to the number system but which facilitates matters is the use of lines. For
2 3 1 ) ' '

example, "Where are you?" would look like, "Hherqufglzfzf" And pitch 4, not
shown here, would be a line well above the word, Now, if we will think about
what héppéns when a word is étfeséed, you will see that it is pushed out of the
intonation line, therefore, stress and the intonation contour are clogely linked.

We have already seen this in the previous example - "That is my book,"

The stressed word actually changed the intonation contour. Let us look at an

-Where are vogjgbaqfi_

might be a mother fearfui of where her chiid is headed for.

Where|are vou'g ing?

would be the feeling of'exasperation.

example that Koberts gives:

Where\are you .going?

Here, is the importance of wanting to know where. And

Wheré\are youl going?

has the feeling of persistent questioning. All of these illustrate, of course,

the great variety of meanings that can be derived from a single sentence by

means of various pitch levels. .0f course, the connection of these four levels
is not always abrupt, but many times tends to raise or fall to the next level,

as shown by the slanted lines in the above examples. This is especially true




t
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of what are called clause terminals, or the ralling or Tising piich wui the eads
of ﬁeptences{ It is a broad general rule that a fallipg terminal at the end of
a éentence signifies a statgmen;, a command, and a WH-ffbe‘queétiaﬁ which usually
fails but may rise Witb,? féglipgibf.curiosity._ And the terminal ending which
riseé usuaily sigﬁifies a yes—né-type. of course,'a yes-no quesFion is also'--”

usually. signified by the reversal of the subject and verb. It is also true

that a yes-no question can have a falling terminal but with a slight change in

meaning, for example, "Are you going?ﬂi?is-merely én inquiry, but in, "Are
you going?"N the facts are wanted. Inrfag questioﬁs, such as "éou like English,
don't you?&kagd "You like English, don't ;xfo.u’?“:-\Jf the first is a . yes-no question
bu%?‘the seqoﬁd is really not a question, but is“only an asking for égreément.
One final interesting thing that happené is that ?ﬁg.pitch rises at the end when
a_quesﬁion is.repeated by the listener and aléo wh;n the listener is surprisgd
at a statement such as;.”Yéu're writing a book,'\?

Another point ﬁe must consider in our diécussion of Eﬁglisﬁ_intonation
is a phenomenon which qécuré in English but not in French, which is‘pernaps due .
to the differeﬁces between stress—timed and syilable—timed.rhythm. For examﬁle,
in English the series of two Woras "gray tréin” and "great rain" are very similar
in pronunqiation. Phonetically, they ére.almost the same :- I'say‘almost bécause
something happens to the /t/ and /r/ in the second .series ofvwords.‘ Now if we

write these phonemically, there is a meaningful element we must add. It is

‘called "plus-juncture'". Here are the two series written phonemically:

/grey + treyn/ and /greyt + reyn/. This is exactly the point; /t/ and [x/
are pfonounced differently in different environments. The (+) indicates the

environment of the two sounds. Other examples are; ice cream - 1 scream,

.
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night rate - ni.zate, dope aa -dough pad, ete,
We have already menticned that a sentence has verious stresses including =
at least one primary stress. The primary stresses in English are important

because around them -everything else revolves, and this is what makes English

stress-timed. However, more important than the primary stress, for the teacher

_ of English, is that he be familiar with what ﬁaépens on either side of that

stress. Here it will be helpful if we define some' terminology. Consider the

sentence, "I hdve to go to school™, Where does the primary stress fall? Om

‘wschool”. According to ?ike, all the syllables that lead up to the primary stress,

the.primary stress itsélf, and those syllables which come after, until there3{
is‘finally a pause,-is;célled fhe total contour. The primary stress he calls

the primary-coﬁtour;:énd those syllables which come before the primary stress,
he palls the precontour. So in the above example, the wholé éentence is the -

total contour, "school' is the primary contour, and "Thave to go to" is the

precontour. Now it is possible for a sentence to have more than one primary -

contour, such as the sentence "The books in the library are zood" which has

primary stresses on "books" and "good", and therefore there are also two primary

i
'

contours.
Now, in considering the proﬁlem of;rhythm it is important‘to know that English

is spoken with "recurrent bursts of speed, wi?h long or short .pauses. . ."

A sehtenée or partiof-é sentenée spoken with a single.rush of syllables uninterrup-

ted by a pause (such és, "i'wént to go'") is a rhythm unit." 6Bﬁt a sentence

like "He likes schéol, but he doeén't like to étu&y“ has a break, and therefore

two rhythm units, A simple rliythm unit is one which contains only one primary

contour. This is extremely important because it is the basis for stress-timed

-
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rhythm of English (remember, in stress-timed Thythm the primary stresset come

géréqual,intervals of time);, Again this is why English has the éyncoPated,

_jérky effect that it has,.bﬁcause all of the unstressed syllables are jammed

'in between the primary stresses. Many times, when two or more of these simple

rhythm_unitshpdme tbgether_with no pausea betﬁéen‘ﬁﬁem théy”fofmlé larger rhythm
unit called alcomélex rhythm uwait. The sentence, "The books in the iibrary

are good" actually has two simple rhythm units, because, as we've seen, it has
two primary:streéses; and therefore two primarj contours, But if we were to
pronounce this sentence without a pause between-"library" and "good" we would
haﬁe-aféomplex-rhythm unit. Why is all this so important? Because, it s ﬁhat
happens Witgin these rhythm units that gives the foreign student of English.

so much trouble. " What does happen, then? Nameiy this: the precontour is p;o—
nounéed‘rapidly with a;"single burst of spéed".7 And the syllables which come

after the primary contour are pronounced more slowly than the following precon-

tour, and at the same time, if followed by a short pause tend to level out,

‘often dropping in pitchf- For example,

. Ilwant\to go.home, but;{ghgéi;

"To go home" is pronounced ‘more slowly than "but I", the new precontour. Also
the pause between "home' and "but" is short, so the same pitch is maintained.
However, if the pause is long, there is a glight rise in pitch before the pause,

as in the sentence,’

My friend‘John,lwhcm 1 saw’yeﬁterdaxy went} t
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In the fclilowing, Pike gives us a few ideas on how the foreign student

can improve his use of stress-timed rhythm: S i

In reading materjal marked for intonation, one of the most important
rules for the foreigner is that he carefully maintain rhythm by observing
these facts. That is, a simple rhythm unit should be pronounced with

a single burst of - speed in such. a unit, the stressed syllable should

be relativcly long, and the unsiressed. ones short; the precontour

-should be extra rapid. 1In a series of complex rhythm units, the proper

effect for normal English can only be obtained (1) by keeping the
stresses -fairly evenly spaced, (2) by retaining the internal mnity

of each total contour through pronouncing each one of them with a single
burst of specd, making the stressed syllable long, the following stressed
ones short, and the precontour extremely rapid, and (3) by seyaratlng
within a complex rhythm unit, thé various total contours'(a) by main-
taining the speed division 1nd1cated in which the precontour of the
second total contour is more rapid than the =nd of the preceding 'total

contour, and (B) by a sllght weakenlng of the strength of the sound
at that point,
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_ The Characteristics of French Juntonation

0f all the commonly taught languages (French, German, Spanish), French

A

is probably the most diffeérent from English, from the ctandpoint of intonation.

Where English is syncopatéd thythmically and full of uﬁevenly-placed stress,

- French is just the opposite - an even, smooth-flnwing language with stress occur-

ing almost without'éxgebtion at the ends of phrases.

The '"French accent" which is so commonly talked about, is;”in reality,
a qﬁéé#ion of ipténation and rhythm. TIndeed, it has been said that an Americén
speaking.French is far more easily detectgé by his mistakes in_intonation than
his faults in pronunciation; rare is the American who can perfectly reproduce

French-intonation. The reason most Frenchbmen shudder to hear an American asking

for directions in Parié is that.the American is undoubtedly imposing his Englishr

. intonation on French, while he may be reproducing perfectly the French sounds.

The purpose of this short paper is two-fold: one, to explain, in the simplest
i ‘
terms, ju:t what the characteristics of French intonation are; and secondly,
to point out the problems an American learning French would most probably have,

conszidering the differences between the two languages. English intonation

has been previously explained; d¢herefore this will not be repeated, except to

- point out major differences.

.

' The first and most important thing for the French teacher to know is that =
stress is not phonemic in French, as it is in English. By and large, (with
very few exceptions, whieh will be pointed out later) all syllables in a French

utterance receive the same amount of stress, thusg giving it that'eveﬁ rhythm

for which it is so well-known. A regular beat occurs with each syllable, and
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every syllabl= in French has the same length except for the syllables, which occur
before a paise - these sy 1lubles a;e luuger; The~0n1y‘syllable which has any
kind of accent (or lengthening, which is really what happens, rather than in-
crease in véiumé) is the last syllable of a given phrase.

The major task for the English speaker iearhing French is to unlearn

English stressiﬁg-habits. Avoiding English Stréés.patterns is a necessary pre-
requisite for achieving good F;énch intonation.

The second Bigge#t problem Erzlish speakers face concerns syliable bodg%
daries. Iannglish,_the boundaries between words are well-marked in speech
but in French,.the syllable boundaries do not necegsafily (and rafely do) coipcide

with word boundaries. The general tendency in French is for syllables to end in

a vowel. This is known as Qben svllaBification and is one of fhe most outstand-_;
ing characteristics of French, because it éhows that French is spoken in éyl}ables,
not in words. This is why.it is known as a syllable-timed language, previo@ély
defined.
In the few cases where a syllable does end in a consonant, it's more likely

thaf the consoﬁant wili be pronounéed at the beginning ofrthe next syliable.
For example 'in this sentence:

Neou s évons‘une jolie chambre , ' .
the Frenchman would pronouncé it thus:

/nu za G%véﬁn Yo 1i t%br/
rather than /nuz av zé'an ;ol i gébr/ which would be a mistake an Amcrican

would commonly make, since many English syllables -end in consonants.
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Thus, it is o™-ious that syllable boundaries in French have no relation what-
soever to word houndarier

Now, these syllables are combined in two different kinds of groups: stress

.groups (groupes rhythmiques) and breath groups.

A stress.group occurs when a series cf syllables (one or several words)

are run together to.férm a-“bhonetic word" (mot‘Phoﬁe}ique).' The laéf eyllable
in a stress group receives.a sligh£ stfess or lengthening.

A breath gréup‘is any sequenca of speech that can be-pronounced in une
breath. A noticeable pause occurs at the eﬁd of a breath group, (although

it is not always the end of a sentence)ﬁand a breath group may contain more

than one stress group,

JIn French, there ave three major intonation patterns:
1) Rising-falling (declarative sentencés)
2) Rising (yes-no questions)

3) Falling (questions beginning with interrogative. pronouns or
adverbs; some exclamations; some commands,

'Here; we will concentrate on the pattern of“declarativersentences; a short
declarative sentence has a simple rising-falling pattern:

J'ai vu mon agi7zzg:\?b%§y_ (I saw my friend yesterday evening)

It may be said thﬁt the rising part of the sentence is a kind of question,
because our. curiosity is aroused. When did you see your friend? or where? or

how? The rising intonation denotes a continuine thousht and only when our cur-
. . 24 £ 8 y

-

iosity is satisfied, does the intonation fall, thus forming a complete declar-

-

ative sentence.
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A lorger declarative sentence is more wompiex. 1t too consists of a risiug-
falling pattern, but the statement is broken up in a series of ascending groups:
each stress group begins at a higher point than the pr=ceding group, but lower
than the last syllable of the preceding gréup. Wheq the ™high point" of the
sentepée is reacbed, eachrgFoup begins at a lower point than thé preceding one.

It may look something like this:

7

A frequeﬁt error Americans make is t& tryrto imitate this pattern, falling
tack on the EEmg.bitch level at the beginning of each stress group, witﬁout mék:i;
any progress towardé the "high point" of the sentence. Some English Speakefg“'
manage t6'£1§g to the proper pitéhes, but drop down too far at the beginningi

of the following stréss group, like this::

instead of:
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Thus, a monotons:s, up-and-down pattern is produced:

‘Many people mistakenly think tha& the above pattern is French . intonation.

Another common mistske connected with this problem is putting heavy stress
on the points of high pitch. This is a carryaover;lbf'éoufse, from English
where high pitch ‘and siress are usually correlated.

Up until now, this paper has only dealt with one kind of stress found in

the French language -- that is, terminal stress. There is one other kind of

:tresé which should perhaps be mentioned: emphatic stress. This tfpe of stress
expre;ses'eﬁotion'of is used to emphasize an idea. Tt usually occursf0n the

first or second syllable of a noun or-adjective and is produced by lengthening
the consﬁnant of that syllable. The sound is thus‘iéngthened and the.pitch is

usually raised. Examples:

Iébéﬁilef  (Idiot')

* . T .
Quelle surprise! - {(What a surprise!)
Iﬁéroyable! ' (Incredible')

It is important to note, however; that emphatic stress is far less common

in French than in English; The Frenchflanguage is more likely to change the

construction of a sentence in order to place the word to be stressed at the end

. of a stresé group, the normal place for stress in French, than to stress any

.

given word in a sentence as English does.
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For instance:

X want to go

Instead of saying Je veux y aller, a Frenchnan would say:

VCfest mojjq;;‘:;G;~§“3ila§§ (it is I who want to go)

The word moi occurs;Iat the end of a stress group, thus being stresced.




FOOTHOTES

1 vin a tene language ‘the pitch of each syllable is basic to the word.
 Pitch contours are located on single syllables, 2ot on groups of syllables
Every syllable has. a pitch which is determined by the jnnate nature of the word
itself. , ,Further, the tones of tone languages, with the consonants and vowels,
form the actual words themselves so that no word exists unless 1ts phonemic
tone exists along with itz sounds." (Pike, p. 25)

2 The source of this paper is unknown' a copy of it may be found in the
appendix, : :

: Ph111p ILieberman, Intonation, Perception and Languagg MIT Research Mono-
graph No. 38, Cambrldge, Mass., 1967 P 45,

4 Roger” Brown, Vords and Things, An Lntroduction to Language, The Free
Press, New York, 1958, p. 202

3 Kenneth Pike, The Intonation of American English, University of Michigan
Press, Ann Arbor, Mich., 1945, p. 20,

 Ibid., p. 34.

7 1bid., p. 187.

8

Ibid,, p. 187. : o




BIBLIOUAAPHY

.

Studies in Amavican English - Second Texas Conference on Problems
of Linguistic Analy31s in English, University of Texas, 1962.

Bolinger, Dw1gHt Aspects of Language Harcourt, Brace and World, Inec.,
New York, 1968,

Brown, Roger. Words and Things, An Introduction to Language. The Free ?ress,
New York, 1958, ' '

Crystal, David. Cambridge Studies in Llnoulstlcs 1 Prosodic Systems and
~ Intonatioa in Engiish., Cambridge Unlver51ty Press, Cambridge, Massl, 1961,

Finocchiaro, Méfy Teacning Englisn as a Second Language. Harper and Row,
- New York 1961,

GIeason,.HhS. An Introductlon to Descriptive Liunguistics, Holt, Rinehart and.
Winston, New York, 19561.

Lieberman Philip InLona ion, Pegpeption and Language. MIT Research Mouograph
38 Cambridge, Mass., 1967. :

Pike, Kenneth, The Intonarlon of American Engllsh
' Press, Ann Arbor Mich., 1945.

University of Miéhigan

Pleasants, Jeanne Varney. Pronun01at10ﬂ of French - Articulation and [ntonation.
Edward Bros. Inc., Ann Arbor, Mich., 1961,

Politzer, Roberc. 1,.

Fnrelgn Language Learning, A Linguistic Introductlon
Prentlce Hall, Inc

» Boston, 1970.

Polltzer Robert T, Teaching French An Introduction to Applied Linguistics,
Blalsdell Publishing Co., Waltham Mass., 1965,

Roberts, Paul. Understanding English, Harper and Row, New.York, 1958.

Valdman, Albert. Applied, L1ngu1st1cs French, A Guide for TeéchaEi.
D. C Heath and Co., Boston, 1961, .




APPENDIX




Spanish
French
‘Greek
- Portuguese
Tagolog -
Persian
Hirdi
Arabic
Korean
‘Japanese
Indoresian
Engiish
Swédish
German (Austrian)
Swiss German
_ German
Dutch
Norwegian

.. Russian

Amharic
_Swahili

. That -

Chinese

_LIST OF_

AT

ANGUAGES _RECORDED

3




GAMES AND EXERCISES '

English as a second language

1. ,You w111 hear two groups with four sentences in each group. Llsten care-

fully to these sentencea, trylng to hear what the- sentences 1n each group .
have in common.

Are you going downtown?

Do you like to play cards?

I like ice cream don't you? , '
Do you study English? ' ' i

s

I.

PN

II. I am going downtown.
I like to play the flute.
Tou are doing your homework, aren't you?

We are eating our lunch.

Pl LI N

. In the sentences in the flrst group the voice rises at the end of each
sentence. In the second group, ‘we hear four sentences where the voice

falls at the. end Now listen to the sentences again. .

- II.. Now you will play a game to see how well you can distinguish between rising
: and falling. The voice on the tape will say some of ‘the sentences you had
in the last exerc1se only this time on a "la". Qn’ your paper, number from

one to eight. After each number, put either an arrow going up (rising)
or going down (falling), '

Are-ycu going downtown? -

- Do you study English?

 You are doing your homework, aren't you?

-1 like ice cream, don't you?
We are eating our lunch. :
I am going downtown. : )
I like to play the flute. '
Do you like to play cards?

QO ~ OV L B N

ITI. On the paper which you have before you, mark with a heavy line the syllabie
in each sentence which has the most emphasis. Each sentence will- be read

_twice. Here's an example: On your paper you will notice that pen is marked
‘with a heavy line. Pen has the most emphasis, '




_Example: 1It's a pen.

1.
2
3.
4.
5.
6
7
8.
9.

1)

.

Iv.

This is a desk. o
That's a window.

What's this?

Where are you going?

Give me your pen.

+ Is this yours?

Are you a teacher?

What time is it?

How are you? ‘

What are you doing now?

I like milk very much.
When arc you coming back?

Don't do that!

. Open the door, please.

Yes, 1 do.-

,—I
QW o~ W N

= ’ ) ;
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On your paper, you have 10 sentences. Listen to the voice on the tape; as
each sentence is proncunced, draw a liane through the sentence, indicating
the pitch level and the rising and falling pattern for the entire sentence.
Each sentence will be read twice. Let's look at an example:

I study English,

You are studying hard.
.+ You study French, don't you?
"1 want to go.
Where's your pen?
Yes, I do. '
Is this a pen? :
I want to go, but I can't,
I can swim, dance, and sing.
I like the ‘color red, don't you?
What's your name?

Now you will hear 10 sentences, first in English, followed by "la". Repeat

each sentence yourself, saying 'la".

You are studying hard.

You ctudy French, don't you?

I want to go.

Where is your pen?

Yes, I do.

Is this a pen? :

I want to go, but I can't,

I can swim, dance, and sing.

I like the color red, don't you?
. What's your name?
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VI. HNow you will hear those ten English sentences repeated once more; this time,
" repeat =ach sentence con the "la"..
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. .French

I3.

<%
%
5,

In this exercise you will hear several English sentences pronounced in a
chant-like way. What do these sentences have in common? Where do the

stresses occur?

Tommy isn't -here!

Susie is a tattle-tale!

You are wrong!

I won't tell! .

I've got a 1lullipop!

Tommy, come here!

Mommy, I want a drink of water!
You're going to get it!

We're going home!

You can't see it!

- ! .
QWSO W

Now listen to these sentences again as they are repeated using‘rggular-ﬁ

English intonation.

Now listen to these sentences again, as they are repeated both ways, on "lat,

What do you think are the differences between the two?

Py

- Repeat the following English and French ﬁords. These are cognates, that is,

the words are spelled the same or similarly, but the pronunciation is different:
See if you can make & generalization about the pronunciation of thé French

rhythm?
3-syllable words:

animal
impossible
capital
liberty
accidernt

4-syllable words:

academy
institution.
animation
photography
explication
Alabama
electorate -
‘philosophy
psychology

- words and the English words. How are they different in terms of stressiand

animal
impossible
capital
liberte”
accident

-

acaddmie
institution
animation
photographie
explication
Alabama
&lectorat
philosophie

psychologie



IEI.

5-syllable words:

-
capability capabilite
international internaticnal

- determination détermination -
incomprehensible - 1ncompreth31ble
electricity €lectricité
constitutional ... "constitutionnel

Did you notice the differences in stress and rhythm patterns? In English
words, there may be more than one stress and-on any syllable; but in French,
the stress is always on the last syllable. . Notice the rather jerky rhythm
of English and the even rhythm of French..

- Mow count in English; - 1-2-3

Notice, you stressed 3, the last syllable of the éequence.
Now pronounce 1-2-3 capital

The next exercise will give you some more practice in pronouncing French

words. - First, count, then repeat the word, using the ‘same stress pattern
as when you count.

1-2-3- animal .etc. for all the words

Listen to the next two groups of sentences and try to hear: what the sentences
in each group have 1n common:

‘1. Charles est intelligent.

. Robert travaille beaucoup.
Marie est fatiguée. ‘
Je suis bGte.

e N

Ir. 1. same_séntences,‘but [interrogative)

You have noticed that in the first group, the sentences seemed to rise towards

the middle and fall at the end. 1In the second group, however, the sentences
rise throughout. S
Listen to them again.
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IV.. Next you will hear ten sentences. These 10 sentences are also written on

=
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your paper. You are io listen to each sentence. anc¢ draw arrows underneath
each sentence, indicating where it rises and/or falis. Example:

'Robergjegzﬁiéhﬂgz

Je m'appelle Marie. "

Etes~vous marid?

I1 a 20 ans.

Je vais en ville maintenant.

Nous sommes fatigué%.

Elle €tudie frangais.

OU est ‘ton stylo?

Tu fais tes devoirs, n'est-ce pas?
Aimez-vous jouer aux cartes?

Nous allons manger 3 midi,

&

.

The next exercise is called expansion or sentence building. Repeat each
phrase as you hear it, being careful to keep the sentence intonation the
same, no matter what the length of the sentence.

1. Nous‘avons’dfhéélensemble'lau restaurant grec"qui se trouve en villell
prds du theadtre. 5

: | :
2. Il“éBt.arrivél\avecfluillhier soirl|3 trois heures” de 1'apres-midi.
3. Marie et Claude se promenent" dans le bdis‘lavec leurs amis”

qui viennent d'arriver | de 1a France.

4. Chaque matin je me léve” de bonne heurel‘afin de 1ire”.et-de faire
ma toilette. } :

5. Tu as vu le film!ldui s'agit d'une femme" qui'est morte pendant la guerre”
en sauvant un soldat}l qui essayait de voler du pain.

6. J'ai rencontr§ ma soeur” ce matinl,en ville" ol elle faiséit des achats”
pour son marijfl qui voyage maintenant.




; o Ear-training

L. This exercise is for the purpose of recognizing different languages.

The exercise starts out with excerpts -of conversational French, German,
Chinese, Portuguese, and Arabic. The excerpts become shorter and shorter
forcing the listener to recognize more quickly and spontaneously the lan—
guage. Also, .as the exercise progresses, new 1anguages -are inserted; and
the listener must recognize. thlS too.. ‘ _
The new languages which are 1ntroduced throughou* the tape are'- Korean,
Hindi, Thai,. Greek and Tagolug. :

Thls.exercise can also be a game, using a peg board. Each of the ten
languages can represent a color of a peg. As the student hears a language,
he advances the peg which represents that language.

: : II.  In this game = we hear a conversation in four different languages: Portuguese,

;  Korean, English, and Greek. (See attached sheet for conversation, made up

; - of questions and answers.) The object of this game is to match the questions
and answers of each.language; if you will look at the attached sheet,

- showing the sequence of languages, you will notice that the exercise becomes'

' progressively more difficult, since the questions and answers of each lan-

. guage become more spread apart. This game can also be played using a peg

~board where each language represents a color of a. peg.

IIT. 1In this game, the student will listen to’ groups of three languages.
In each group, there is one language which is unlike the two others, from
the point of view of intonation. The student must choose which one is
different. Here are the languages represented on this tape:

Persian . French

: Chinese - ; _ English
% : Spanish N Spanish
Korean Chinese
, Greele . _ Thai.
Thai Japanese
R Indonesian’  Korean
G Greek .  Thai
Swahili

Russian
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English
Norwegian
Greek

Amharic
Arabie
Hindi

Swedish

-English

French

Tagolog
Swiss German
Norwegian_,

Swedish
Norwegian -
Korean.

Persian
Dutch B o

‘English

Here, you will hear a series of languages followed by a pattern sung cn -
"1a", You are to-indicate whether the "1a" pattern is similar to or different
from the intonation and rhythm pattern of the language. '

(this is followed by a group of sentences in German, French, English, Greek
and Swiss German followed by "la,)

You will hear a series of twb languages which we will call A and B.

. These will be followed by the intonation and rhythm patterns sung on "1a",

You are to listen to the two languages, and indicate in which order the
"la" patterns come: A-B or B-A., -

Example; . English
German
English '*1a»
German "1a"

Answer: A-B _ ' ’
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DIATOGHE (Ear-fraining game I1)

Hello. What's your name?

My nane is .

Are you married?

Yes, I am.

Is‘you:'wife w?th.you_now?

No, she'isn‘t,tbﬁt she will be joining-ﬁe soon.ﬂ

Do you thirk she will enjoy university life?

I hope so, but I'm not sure because she is rather quiet,

-

I think éhe will enjdy:the.acgdemic atmoéphere,iLhﬂugh, dqn't-you?
Yes, T thiuk so.

What‘ére;yoq going to,sfudy next year at the university?

I'm goingrto study seﬁéfél things which I need for my profession.
When do.yéu.think you'will éomplete the university requirementsf

Oh, I should be able to finish them in 3% years if I attend summer school

" as well as the regular sessions,

<

What do you want to do after you finish studying?

I would like to have a bu31ness of my own, if possible.

‘Where would vou llke to start your business?

H
- It would be nice to have it in a big city in order to take advantage of the

opportunities,

Tﬁat sounds logical.  But don't you think there will be a lot ofﬂcompetition?

No, not really, d4n this particular business there is a lot of room for
individual inventiveness.

How long do you think it will take you to be successful?

‘It will probably take at least 3 or 4 years,
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Portuguese
English
English .
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Korean
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English
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English
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English
Korean
Greek
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LEONARD BERNSTEIN'S Young People’s Concerts

" simple and natural, not like the kind of complicated |
and grand music we usually thimk of as being in a '

symphony. But that’s just what I mean: almost ali

- svmphonlc music hab folk musit in 1t in one way or

another, S

What is folk mvsm, anyway? Folk music expresses
the nature of a partieular people or nation or race,
You can almost always tell something about them by

simply listening to their folk songs. Most people like

to think that this kind of music Just grew, like Topsy,
naturally, without any composger. That's a wrong
idea, because a folk song or folkk dance was always
written by somebody, only we den’t usnally know who

to daughtels for hunch eds of years, \Vlthout neces-
sarily bemg written down. i

Most of the folk son gs we know belong to the past

when the different peoples of the earth were more

separate. from one another, and their characters and

differ ent. natures were easier to tell apart. Sometnnes
these songs reflect the ¢f mmte of a certain country; or
they tell us something about its geography;-or even

shepherds, or cowboys, or miners, or whatever.
But most important of all, folk songs reflect the
rhythms and aceents and speeds of the way a par-
ticular people talk. In other words, their language—
especially the language of their poeh"'jr—‘g'1°0\vs into
musical notes. And these speaking-rhythms 'and ac-
cents finally pass from folk music into the art music,
or opera, or concert music of a people; and that is
what makes Tschaikovsky ‘sound Russian, and Verdi
sound Italian, and _(J‘crshw/in sound American,

it was. Somebody did write it; at least, he made it up, - '
- and it was passed on from fathers to sons and mothers

tell us something about what the people do, like being

T m




Folk i

It all comes from the folk musie, which in turn
comes first of all from Lhe way we speak. And that's
the important thing we have to learn. First of all,

" {ake a Hungarian folk rong that berins like this:

wl
o Slowly gy —
AL SN 1 1 Py M . I
rY Zx =1 T 7 4oy ] { -
zi"i RS ] I A iy T I =
Fou— f Eleac> Eaww S- R f—
S B i 1 i [d ) -
J6 - jjin ha-2a - e-des a . nRyam ___.

.- Why do we l_m.ow immediately that that's a Hungax-

ian tune? (I mean, besides the fact that it's got Hun-
garian words.) IU’s because the Hungari'ur language

~has a strange thing about it: almost all the words in it

are a(:f-ented on the first syllable. JOjjon HAza Edes

-~ Anyam. That’s how you can almost always tell a
Hungarian speaking English. He'll say, “I don’t
UNderstand, BEcause I am HUNgarian. » And that

same accent naturally pops up in the music:

i P o= i } S S| T -
e e e e e e e T
. d =T T } > . ; - “ 0
JO - jjén HA - :za E _

“_all the stresses BElong at the BEginning.

TR TR S
fi i LUl n-. b

~ And so it's just as nzit_ufal, when a great Hungar- -

~ .ian composer like Béla Bartok writes his musie, that

he should compose in that same accent. Just look at
this ph1 ase from DBartdk’s beautlful Music for
Strings, Percussion and Celesta,

A1

Do you see how that tune is like a string of words in

Slowly i . L
_—_ﬁ_—_;; M T o Te— Y
T T e e e e s ]
{amre Y i}- LIy o EL e Lo rz&d o L A N B . ‘?}—ﬁ;—.——"'—"
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e ' LEONARD BER N.STE.j N’S Young I’coplc's Concerts &
; ' Do | . a sentence each-one with a big accent (>) at the
. - I : . BEginning? And that's not even folk ‘music any
i i - - o more; it's already moved intc the concert hall.

The same thing is true of ull music. It grows out
of a people’s folk music, which grows out of their
language. Look at French, for instance. French is a
;':"?' oo : .+ language that has almost no strong accentsat all, Al- .
L 2 SRR ' o _most every syllable is 'equaléhot in length, but in-"
accent. A Frenchman might introduce me like this,
“Permettez—moz de vous présenter Monsienr Bern-

A R stein,” with every syllable getting the same, even
o : o o _ . stress. But the minute you hear someone saying,
; , : L “PerMETtez-MOI de vous PREsenTER MonSIEUR

'BERNstein,” then you know he's not a. Frenchman,
And these equal stresses show up just as clearly

: ' : in French folk musie. Do you know thls charming . -
: . : French folk bong‘?

R

Lo i 4 R bt it LS A PR Bk} Eo s e e s e 18 e

N _q, Simply and sweetly L v L
i — = ! N
==y e e e e =
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Folk 3diusic in the Concert Tadl

v §

- Do you see how cqual all the syllables are? There are
no “accents” (>’s); only the patura) ones caused by
certain syllables’ being held fonger than others. But _ ,
you don’t hit any note harder 1han any other, as you - o
do in the Hungarian tune we just saw. It's all sm soth _
and even. . ' ' ‘ T ' |

And that’s exactly the smoothness and evenness ' j
wehear in French coneert music, like this phrase from
one of Satie's Gymnopédies for piano: '

e e o k- i it g ok P g 4T =D

W Slow . 1/_;{/;_] ) \

2/ av=avwn i =
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2 g___
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| .etc.
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1
1
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Gril
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v

So it goes tirough all the lang'uages. Ttalian, for
instance, is famous for its - long beautiful vowels,
as, f01 emmp]e, in the familiar song “Santa Lucia”:

- Sweetly

(%] H M A

Samn - ta - Lu - « - & - . ‘San - ta - Lu -ci - a,

" And this lingering on the vowels is reflected in much o . S o
~Italian instrumental music, as in this long, singing

melody Jine from Vivaldi’s Concm'to for St’rm ys (B
X1, No. 2): N ‘

Very slow and singin
n -
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Clon o mn I} LY TRR
gpmnsh on the other hend, decsn’t linger so much

n the vowels: -the consonznts are more important,
Like this song, “La Bamba,”” which says that “to
dance the Bamba you need a bit of grace, and a bit
of sometll_ixlg else”’—and so the follk music comes out
crisp and rhythmic, like the language:

b
- ralJ ra il 1 3 | W] : b 3

T
. N - - - -
" Moderately
r B & 1T 3 — '_ ,
FE o © i = > 7 - > 7 ]
e i " - re T T {- = 47 a1 4 o
- " o | = vd 1T 11 |74 | | | PR |
Py -1 T T f r- . LK 1 H F
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T 7t o e = Mt
| Ak 7 7 T i i A 4 e S W T 36
O T ¥ r F—F —F g —
' si- la po- co de gra- cia 'y ot- fa ¢o- si- la

" And so it is with Spanish concert music. Have you

ever heard these sharp, _e_kciting Spanish rhythms in. 7

- Manuel De Falla’s ballet, The Three-Cornered Hat?

N Héaﬁy and very rhy.thm:'c . {

t #jﬂﬁﬁé ?;_jfﬁ?“zi?’éf

i A
i i NPT SR S, e
?m“*‘_*";’;ww;ﬁ’c G

.::Lc‘—c o -

German, of course, is a very heavy language, with
long words, and very long combinations of sounds:

- 4Soll ich schlitrfen, untertauchen, siss in Diiften

mich verhauchen?” is one of the simpler lines from
Wagner’s opera Tristan-und Isolde. And so German -
symphonic musie tends to be heavier and longer and




Folk Niusie 1o the Concest Hall

more—well, inportant—than, say, French or Spanish

music:
A Majestically. .
j}E%‘ — ——— T~ —t—

B - e L e
S— : elc.

"BRAV NS Finale, Symphony No. 1
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‘And as for English—that depends on what En ghsh

, i you 're talking about. English English is one thing;
.‘ i ° . " T 4 -
: 1 - and the folk songs from England are unmistakable—
= 1 e aaas . - .
: tripping and light, and quick with the tongue, jost as
i i ' . “the British speak:
it}
A Bﬂgl Y . L L : . .
k1 Y [ 3y 1 kY Y l.‘ :
S — — ...? a2 it ———— k12" o E——. E—
g B o ——
i j : . ' T As 1 was go- ing o  Straw- ber- ry Fair,
4 e ey —
' ! e —
! ) . T . H V T F [:]
! ” Sing - ing, sin‘g - ing, but - ter - cups. and dais- - ies,’
N o But now what kind of English is this?
! ' a - Lazil
) _..._'A GZI y% /—-—‘—-\. - "\____
- '7‘_?1-" E":}“ M g _]E_ ‘} }',; 1 1 s - S i = 1
i = 7 LSg i T i | 1< Y a—
i ;, I . r , I ]
: ‘| As - 1. was a - walk-in’ one ' morn- in* for plea - sure
K 1 ‘ - - .
of course, 1t’s \’Vestern cowboy Enghsh And you see
} - how different the music is too—how lazy and drawl- =
ing. And just as different is the English of New York -
| { ) ' . City, with. its blapdftqh syncopations, and its tough
oo - _ charm: o -
' ap | ;
o . I b .
: -—“—'r'*'-f*—|——-e~—=~—-ﬂ_——’.‘ : 1 =
% ' i Ja e d Pav Yol S i “"_]
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L ' ;
b ' -got the horse rlght here__.  the name is
. -
P
i1 R
p ’i ] . %5 e ‘i:;r(j i
- b Paul Re- vere.
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- Folld Music in the Coneert Tiall

And that accent is heard in the concert hall in all
kinds of American instrumental pie@s, such as
Gershwin’s Piano Concerio: '
Lazily ) - o B
p il oo be wdlase oy o
B e
-A"j! — LD stace. I. !' L T ll'b_ I eic. |
Copyright 1927 by New World Music Corporation -
Copyright Renewed. Reprinted by Permission ]
' | ' ' " 107
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LEONARD BERNSTLELI N'S Young People's Coneerts

- i - All this still doesn't explain that Mozart melody
: we started out with. But that’s not too hard. It’s the

5 ' ' o middle part of the Minuet, the third movement, of
v . : L Mozart’s Symphony in E-flat; and the thing that
IR ' - makes the tune so enchanting is not that it’s a folk
tune, but that it’s like a folk tune. We could even put
words to it ana call it a folk tune:

AL, @ e @
L — DU L. S0 P, o S Al « 2 BN W
s i ] o — T i e —— Z
A — et W
Y] 1 hd

was |go- ing.to [Straw-ber- ry __ Fair

s T
=]

R
' P o 45 7 e F s 2 s et i
: e o
P s E & E=FE=
P ' '
1
!
frh—p ot 1&” ;':__,r;_;
st 1 l"} i i i 3 I ¥ i
: J i
when I |met a sweet|maid with flow-ers in her | hair.
e e &
: ; ; — :
: . .
1 i
! ) : : : i
i Only this time the tune is from Austria, so the Eng-
1 - lish words don’t seem quite right. The melody has all
] - -
'; the creamy sweetness of Austrian speech, and, what's
| I : more, it has some of those Tyrolean Tup-tsa-tsas—in
b ‘ : . . ' .
1 ' the accompaniment—that make that folk music so
R famous: - |
P E _ |
| ._
B - P SR .
! AT Ss e e e |
. [ R TR H g 11 ! | WPy 1 { | T Il L 1]
i _ ] H e ! i T L Bt | i
; ! = =
Hup-tsu- tsa, Hop- ta- o, Hup -t - s, Hup - sa- sa,

_

(20




The idez behind this *“visual sticchure u.7Ice'" begau to garminate while

teaching English to a class of Mexican students. 1c developed wore or less by

accident as new elements of a particular sentence structure were being taught,

A verb chart was first used to practice nawly acquired verbs visually by placing

‘the chart on the blackboard. As new words and phrases - pronouns, adverbs of

frequency, time aund time phrasas - were intvoduced, thesa werz written on tha

blackboa=d ia the ordar in which they appeaved in the sentencc.

/'-

This made for

easy cognition visually of the sentence structure. And since 11 of the elements -

pronouns, verbs, time, etc. - were multiple, therc was great flexibility, making

it possible for multi-substitution, And since the elements were drille ordered

‘structurally, they gbuld be re-ordered to form other sentences, thereby coming

" up with a kind of transformational device analogo~c to transformational gramnar,

Where a given phrase structure allows for various vocabulary items to be plugged

in,

The machine is set up as follows:

. A : .
Pro-dloun AV L VErS Clock Time
CHRRT FREQ €\ ART CWHRT

I usually get up at 7:00 every morning,'

All these elements after being learned separately are then practiced

in a structure.

P
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T 1
Pro-Hous JERDB Pass. | | oBIeeT I.0.
cher | | cwwer | o) | conar ||

I 'am giving my watch to him,

or:

' L.¢ \ T P68,
VERD PRl | ot
h Qﬁﬁﬁf CHERT | - | CpeRy

ORTE LT
CHQRY

Give him my watch. " .

Here is not only géingllearned variation on a structure, but also the dig-
tinction between subject, poséessive, and indirect object are being distinguished
and drilled. |

The chart can also be used 'singularly to introduce tﬁe separate élements.

it soon became clear that to write iﬁ on the blackboard évery time wés
not only impractical, but it also inhiﬁited the desired flexibility. This was
when the idea éf the "visual structure device“l came into existence. The resultant

device by no means exhausts the possibilities.

H
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Qune vefﬁ impertant aspecf of the device s ﬁﬂéjfact~ﬁhat it is_gntirély
visual, and can be used to teach any ﬁumber of langﬂages.:#

. Anqther intérestigg ﬁse is that the students can choose a verb to go With
the right object, For instance, both "to wear" and the object Ulette:"'a;e in
jthe cha¥ﬁs, but'it‘is unintelligible to say "I am wearing a_letter“. But he
can say "I an wearlng a coat". | | | |

Also, w1th the dev1ce there is a “feeling.chart" - happy, sad, angry, ete. -

a weather'chart - sunny , cloudy, rainy, etc. - and & furniture chart to practice
prepositioné'- én, under, behind, etc. Thlq chart pfoduces sentences such as
"The-bﬁok is on the téble" or "Put the book_on the table". The £ee1lng chart -
could produce "I was happy yesterday" when used in conjunction with the time

- chart. And the same idea can be used with the weather chart which could produce .

It was rainy yesterday";
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