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tutroduction

Many English teachers have long recognized that songs and music work well in
language classes.  Numerous articles tell them how to use them and give
tentative explanations for why they might be good pedagogical tocls. But there
are few compuiatiensl anmalytical - applied linguoistic studies concerning why
songs might be sultable, especially recent pop songs (hercafter PS). The goal of
this dissertation’ is to attempt to explain "tbrough boih qualitative and
qnantitative research why, or why nol, PS might be suitable as material to

exploit in teaching English as a forcign language.

A usefo]l way to understand the organizational structure of this research -is
through the key terms of extent, explenation, and exploitation. First 1 have
tried io shaw that the extent of song, and in particular PS8, is great and that it is
widespread in our gtudents' natural environment. -Secondly, I kave tried to find
explanations for its extemi -- addressing the guestion "Why do we have so much
music and song in our environment and what use do we make of #? And
thirdly, I have looked at ways in which this ‘information conceming extent and
explanation might be expleited in language learoing. In order to have some
understanding aof the exremr of PS in ihe environment, the expianarion for the
extent, and the possible exploitation of PS in classes, 1 bave necessarily drawn
from many fields. The exient is well documented from socio-economical studies
and news reports (J.1) and the classroom exploitation possibilities of songs of
all sorts are caialogued and commented wpon o Part 1L The tentative
explanation for their extensive presence and far why they may be goad
malerials is the goal of the remaiming research in Pam I

The impornance of such résearch is highligh:ed when one realizes 'the
increasing presence of music and seng pervading our soundscape and its ability
to change behavior patierns, be they goal-directed by therapy, politics,
commercial interesis. leisure, or even education. Behavioral-modification by
music has become the subject of books and stimolated research teams in several
countrics, While this thesis is goal-directed by pedagogical concems, the social
impact of music and song is probably most manifest " throughk a financial
perspeciive: "By ihe mid 19705 well over $4 billion was spent annually in the
world on musical products, and in America music had become the- most papular



form of ecnterizinment — the sales of mcords and tapes casily omigrossed the
retums on movies or sports” (FRITH 1983: 4-5).

More precisely, what 1 attempt to do in Part I is to: typlfy PS disconrse and
determine If it is “everyday" language with qualitics that may refleet patursl
dialogal interaction; evaluate the complexity of the language used in terms
of words (their repetition, frequency, range, number of syllables), sentence
length and type (questions, imperatives, etc.). word rate, and pauses; analyze
the c¢ontent of PS5 in order t0 have some cpimation of effectivity, human
interest, themes, participants, and settings (time and place).

The thesis hypotbesizes that PS is useful as stimuoli to be wsed in TESOL for 1he

following reasons:

1. They contain relatively simple language. While the Janguage mey be slow,
repetitious, end have little variation, this hypothesie does not say that a given
PS might not he otherwise complex (cxplained below).

2. PS iz highly affective with vacoous sctting and character references
allowing for listener-centered binding of information.

3 PS8 uses vocabulary similar to thet of conversations.

It should be noted et the outset thet the term simple is oot used synonymously
with simplified, which PY describes az "Un diseours portant en lni des marques
de sa propre simplification, c'est-3-dire renvoyant cxplicitement & un autre
discours -- effectif ou vinuel -- jugé plus complexe par les partenaires (dens la
mesure o ile sont capables de juger)" (MURPHEY 1986). PS, it is postulated, is
linguistically simple from the outset, mot simplified. This, bowever, may have
nothing to do with the simplicity or complexity of 1he ideational or other
feawres of PS which different receivers are capable of discerning (e.g. the
poeticel devices, melodic structure, rhythems, instrumentstion, ete.) In Bany
casc. texts may, in fact, be more difficult 10 inlerprer due Lo Jinguistic simplicity
(BLAU 1982).

As much as possible, I have tried 10 keep to & linguistic analysis of pop lyrics
and their probable effcct; on adolescem andiences. In Chapter 5, however, 1 do
permit mysclf to attempt an  inerdisciplinary gathering of relevant data
towards » ientative understanding of song's impact upon us. [ feel the
boundaries between disciplines are often barriers to our more complete

2



understanding and I -have found much information in diverse domains that

helps explain song-impact.

The rapport between the research in Part 1 and the exploitation possibilities in
Part 1l may at first nat appear evident to the reader. However, it is my
pedagogical concerns that have led me (o look principally at PS's complexity,
content, and discourse fealures in the apalyses in Part I.  As a language teacher,
I am concemed that my stedems have authentic, conversational examples of
language thav are nat too complex and whose content they find stimulating.
Thus Part ) is an anelytical treatment of fifty PS5 from September, 1987, looking
principally at their language (discourse iype and complexity] and their
ideational conient.

Part IT looks at how M&S have been used historically in instruction and the
corrent uses as seen in a4 survey of the literacore for the last 25 years. These
uses have been iniegrated into nearly every methodological approach and
represent 2 wide range of techpiques. Part 11 also looks at the materials
avatlable, both made-for-TEFL and the main stream commercial matcrials, and
analyzes the negative criticisms made of M&S-use in classes. Chapter 11 looks at
how the wse of M&S might encourage some important pedagogical trends among
teachers. The use of aothentic materials, stodent-centered teaching, moltimodal
leatning. classroom interaction and socio-cognitive conflict can all become

integral parts of the classroom envirgonment through the use of M&S.

Needless to say how this thesis is ecxploratory and tentative in its conclosions.
Somewhat like a child exploring the notes on a pianc, 1 have discovered that
some fit together no matter how far apan they may be. I have towched upon
many fields all too briefly 1o do them justice and to capture all their harmonic
complexity with the whole. Yei, in my mind. this interdiscipliary research,
while perhaps overly ambitious, still provides insights that would have been

lost to a more narrow approach.



Part I: Characterizing pop songs

Pant I deals principally with the extent and explanation of PS. Chapter 1 will do
three things: 1) briefly oullice the extent of English Language Muzsic
(hereafier ELM) in the envirpnment, 2) trace what has been done in the way of
linguistic analysis of popular lyrics, and 3} express several reservations
concerning the swmdy of lyries divorced from their socio-musical context.

Chapter 2 will describe the corpus of fifty pop songs, Chapters 3 and 4 will
attempt to discern the salient characteristics of pap lyrics through several
different analyses. Chapter 5 will take an interdisciplinary approach towards
an understanding of the rapport between music and Janguage and the impact of
song and music on us, and Chapter & will summarize the findings and bridge
them with Part II which will deal with the exploitation of music and song in
language classroomis, The first few chapiers principally report results with
little discussion. The results and their implications are discussed much more

fully in the Jater chapiers.



CHAPTER 1 The extent of PS, previons stndies, and
reservations

S'{mopsis

1.1 Extent of pop song in the environmeal
1.1.1 Pirating
.12 Video impact
1.1.3 Extra-musical interests
1.1.4 English: the language of pop
11.5 In Switzerland

1.2 Previous linguistic studies of pop songs

1.3_Reservalions concerning partial analyses

1,1, Extent of pop song [n the envircnment

Both povernmeni agencies and privaie researchers have looked a1 how much
music and what kind of music different populations are in contact with. The
financial interests involved are astounding and, in some cases, have sparked

politico-linguistic measures.

1.1.1 Pirating

One indication of the tremendous market for music in the world arc the
estimated figures by povernment agencies of the amount of pirated,
conterfeited, or bootlegged musical recordings for sale. For 1982, pirating was
estimaied by reporting countries at 540 million units, or z total dollar value of
US$1,200 million (LANGE 1986:154). According 1 Nesuhi ERTEGUN, president of
the Iniemational Federation of Phonogram Industries, home iaping om virgin
cassettes accounled for a loss of %2,500 million in 1981, In Holland in 1979, it is
estimated that 70.5 million Lps were home taped and in West Germany the
selling of virgin cassettes zmounted to 6.9 milliard minvtes, ncarly equaling the
amount of music produced in the samc year, 7.3 milliard minutes, The world
market of virgin cassertes reached $1,798 milliea in 1981. Most of the music
copied was easy listening, pop and rock (Thid. pp.163-70).

1,1,2 Video impact

Pirating of course contributed 1o the record industry Tecession of 1979.
However, by 1984, ithe video clip cxplosion saw the record indusiry again on
firm footing. The advemt of M.T.V. (Music Television) in 1981, broadcasting only
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musical programs and clips, paved the way for the huge success of Michael
Jackson's Thriiler in 1983, The Thriller video, after five days of breadcasiing on
M.T.V., pushed sales 10 over 600,000, reviwalizing a single (45rpm) 1hai had only
sold 200,000 copics in December 1982, Ultimately ¢he record would become the
biggest seller in histoty, selling 30.9 million copies. The imporiance of video
became nore apparent when it was realized that 19.4 million were in the US and
11.6 million in the rest of the world. This experience inspired the creation of
Sky Channcl and Music Box Channel in Ewrope. Presemily more than 80% of ali
the 45rpms in the Billbeard "Hot 100" chart have accompanying clips. At first
seen merely as promotional objesis to sell records, ihey have quickly taken on
importance as commercial produeis themselves, receiving royallies for each
broadcast, being sold in storcs, and more rccently available in video-juke-boxes.
Publicity, however, is still the main provider of revenwe for music channels
{80%)} and 1akes up 20% of their broadcasts. (Ibid. pp. 193-211)

1.1.3 Extra-masical Interesis

The cola-war, between Pcpsi-Cola and Coca-Cola, is a good indication of how
much the extra-mosical-interests take the muosic attraciion serigusly,  "Pepsi
has allegedly paid {Michacl Jackson] US$15 million o appear in its advertising
spois” (Music & Media, May 21, 1588:9. Hereaficr M&M), while "Coca-Cola has
ennounced that it has bought exclusive licensing rights to Europe's viial singles
chart, the Eurochert Hot 100 which will be promoted as the Coca-Cola Eurochart
Hot 100, . . . William Lynn, Cocs-Cola's Worldwide Mcdia Director [said)

Music, as the intemational languwage of youth, has been an integral part of
Coca-Cola’s advertising for  decades. We are delighted with this very
important new relationship. 1t gives Coca-Cola close, pre-empiive lies 10 the
music communily and will serve as the linchpin for an ammey of special

promotional and advertising programmes in Eprope" (lbhid. p. 1)

Less than three weeks laler, Pepsi announced their £1.5 million agreement ta
sponsor the UK's pmew rock scrics 'Wired' on Channel 4 (M&M, June 4, 1588:1).

Local poblie ielevision in many Europcan countries is atiempting to hold on to
an imporiant part of their young public who are atiracied to Sky and Music Box.
To fight the British satellite attack, French stations broadcasied an average of
177 clips a monih between Apgust and Nowvember 1983 (LANGE 1986:201).
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1.1.4 English: the language of pop

The language of pop is predominantly English, so much 50 that complaints have
been heard in Germany, ltaly, and Framce. In Germany, Bayerisher Rundfunk
3 plays only 15% German-language product and captures half of the 14-39 age
group (M&M, Feb. 6, 1988:7). English language music is played so moch in
France that the Frenck Ministry of Culture bas felt the need 0 -sponsor a
'French Songs Week' (in 1987 and 1988) in ordsr to get TV and radio o focus on
French songs for a change (Ibid. p. 8). :

The dilemma iz probahly best illustrated by an article report on the opening
panel discussion of record industry leaders at the 1987 Montreux International

Music and Media Conference.

The battle besiween Anglo-American and coatinental European culture and
the protection of domestic repertoire was at the heart of she opening panel. .

. Alein Levy, President PolyGram France [said that] European programming
would always be in the English language. 'Therc's no point fighting 1o have
a French record played at two in (he¢ morping just to fill up the quota’. . . .
[Jean-Loup] Tourmier [Director General Sacem France] expressed his
amazement _ahom the ecaxe with whick English has gradually become a

second language for French children. Nao government in Europe would
accepl seeing the youth changing their own language into German'.

[Hans] Kudritzki [Director Hansa Germany] agreed and cited research
showing that iwo out¢ of three listeners prefer German music (provoking a
spirited remark from Nesuhi Erntgun, Chairman/CEQ WEA Interpational, 'It's
impossible that two out of every three wanmt to hear German music, when
B0% of the records sold in the country are non-German.') Although
Kundritzki acknowledged the natural share .of American music’ on the
German airwaves, this should not mean that 90% of the hits played on the

radio should be of American origin. (M&M, June- 13 1987)

According to polls in Germany in 1980 (ROSING 1984:140}, the 1¢n- 10 iwenty-
nine-year-old groups preferred beat and pop music (1960'sy and Disco and Rock
(1970's) music. ROSING estimates that the average person in Germany is in
sontact with “everyday music" more than three houars daily.



AXELSEN (I1981) reports following a survey of i1wo thounsand sevemeen- snd
cighicen-year-gld Swedish youth that 50% wake up to music, 75% Dbegin their
day by listening 1o their favorite mosic before school, 60% listen morz than 5
hours a day when ai home beczuse of illness, 96% listen afier scheol and in the
evening, 60% listen while doing homework. 75% reported playing the same
piece many times in succession and §6% went to slecp with music.

ROE &LOFGREN (1988), alsc in Sweden, report that for those families with cable-
TV “on weekdays, the average time per day spent attending to music video was
just under an hour, rising, at weekends to one and a quarter hours... Sky
[channel) was used most frequemtly by 48 per cent, followed by 41 per cent
using Music Box most often” (pp.306-7).

RAYCHAUDHURIL (1976} reported on the lisiening babits of urban, scmi-urban,
and rural males between fifteen and iwenly-two years of age in India.
Practically aM lisiened 1o radios, record players and tape players well over eight
hours a week with 44% listening over fifieen hours a week, (See BLAUKOPT &
MARK 1976 and MARK 1981 for further cross cultural considerations of- the
impact of the mass media on the different areas of music use.)

1.1.5 In Switzerland

In 1985, 1 mailed questionaires (appendix 1) o radio station directors in the
multilingual Swiss area and asked them to estimale the percentages of songs in
different languages broadcast on ibeir stations. The first 4 siations in table 1
are youth oriented siations which responded to the questionnaire (Coulfewr 3,
the 3rd 3wiss French station broadeasting out of -Lausanne, Radie Basilisk in
Basel, DRS 3, the 3rd Swiss (German station, Sudwestfunk out of Baden-Baden
which many Swiss youth report they listened t0). In contrast to theé pop
stations, DRS I, in the last column, is a "music-for-cveryone” station which
reported broadcasting only 60% music which was "soft, middle of the road.
popular. folklore, traditional, songs" 8till 20% of the songs are in English on
DRS 1.



Table 1 : The language of songs reported by station direciors

radio_siations C-3 R-Basilisk DRS3 SWF DRSS

French 15 5 2 5 10

Swiss German - - 1 - 15

German 2 5 50

[talian 5 10 4 5 5

Spanish 5 - 1 -

English 75% 80% 90% BO% 20%

Thus, it would appear that youth ariented stations play between 75% and 90%

ELM while even traditional mainstream stations play about 20%. According 10 8
semesiral AES (Analyses Economiques SA: Einde de marché et sondage de
l'opinion publique) report in 1983, the (fifteen- ta twenty-four-year-old ape
group in the Swiss French area is more interested in Anglo Saxon songs than in
their native French, but this is ceriainly not ime of the total population (table
2).

Table 2 AES Semestral Report (October 1982-March 1983) Exiract

Intéréts émissions radio

CHANSON Papulation wrés fontffortement as du_tout
Francais total 50% 17%

Anglo Saxon total 27% 45%
Francais 15-24 ans 55% 18%

[Anglo  Saxon 15-24 ans 57% - 12

The same report rovealed that the fifteen- o twenty-nine-year-olds listened 10
less radio than older groups but played more self-chosen music. In the Anpual
AES stndy, April 1982. March 83, the figurcs are broken down more by age and
show slightly differcnt tendencies {(table 3). (See appendix 2 for a copy of their

interview questionnaire),
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Table 3  AES Annual Repont {April 1982- March 1983} Extract

Average number of minutes listening on 2 working day.

[Population Radio Self selected total
total 122 18 140
men 04 20 114
lwomen 148 17 165
15-19 91 49 140
20-24 131 41 172
25-29 143 40 183
30.44 137 12 _ 149
45-64 115 ¥ 122
&5 + 111 2 113

Comparing the two middle columns, we can sez¢ that there is a tendency for
intreased self-selection and decrcased radio listening as the age decreases. We
would cxpect the ien- to fificcn-year-old age group, had they been surveyed, 3o
have even less radio listening and even more seif-selected listening. In fact,
much of the pop indusiry is actually targeted toward the fifteen and under

listeners.

In 1983, | surveyed 160 adolescents between cleven and nincteen ' years of age
in three different setiings in Switzerland im an attemp! to ascenmain 1) their
contact with pop musis, 2) the principal languages of this contact as tompared
o their language knowledge, and 3) through what media (see seif-reporting
questionnaire appendix  3). Approximately two thirds were native French
speakers and a third Swiss German; 79 at (he Ecole Secondaire in Momtana {from
cleven to fiftcen ycars old), 37 at the Oymnase Cantonal in Neuchfiel, and 44 a1
Montmirail (Swiss German girls' boarding schooi); 90 were femaic and 70 male.
The survey was a seli-reporting guestionnaire (appendix 3) and it could wvery
weli be that subjecss actually behave quite differently to how they report.
Their reporied figures mipght be more accurately seen as indications of iheir
attitndes and perceptions than as scientifically valid measures of aciual

behavior,

The average radio listening time was 92 minutcs a day (cf wabie 4 below), whiie
their average self-selected liswening (casseties, Lps, eic.) was 123 minules, aboul
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two and a half times as much as the fifteen 10 ninctcen year olds in table 3
above. An increase was expected as the tendency was noted above for self-
chasen listening to increase as the audience gets younger, but 1this doecs secem
inordinately high. Onc phenomenon thar could have tipped the scales is that of
the respanses of the studemts in the girls' boarding school: in 1his caegory they
average 182 minotes, while siudents at the gymnase average 99 and those in
secondary school averaged 87 minutes. On¢ might hypothesize that children
sent away from home and friends, and perhaps female more than male, resort to
music mare to comforl themselves, This away-from-home, ail-female group also
reportcd much more radio listening ithan the other two groups: 151 minwmes ia
62 mioues for the gymnasians and 63 for the secondary school studenis.  Of
course other faclors could have caused this cffect, such as difficulties in

receiving their nsual staions or diffcrences in rouline.

Table 4: Three groups self-reporting listening habilz daily in minules

Mecdia radig self-selecied
Secondary 63 87
Gymnase 62 99
Boarding Sch. 151 182
Average 92 123

Excluding the boarding school, the statistics probably give us a more sccurate
picture of our expecied curve of decreasing radio and increasing sclf-selecied

material with younger age groups.

Tablc 5, below, gives a2 mom compleic picture of how much of this listening is in
English. By adding up the npumbers in the voluntary-listcning column (see
figure 1) and 1aking the percentage for English, we have a prelcrence rating
indicating that 27% of their sclf-s¢lectcd music is probably in English,  Thus,
27% of the avcrage 123 minutes of recordings they choose, or 33 minutes, are
songs in English. Then if we add 75% (the lowest reparted ELM percentage on
pop radio} of the 92 average minutes we arrive m an additional 69 minwmes of
ELM comact from the radie. Total daily ELM would be 102 minutes, or 11 hours
and 54 minutes of conlact a week
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Table §: Three groups self-reporting listening habits:

daily in_minutes/{preference percentages) minutes in English

Source radio/7S%ELM self-selected total ELM min,
Secondary 63/47 87/(28%) 24 T1
[Gymnase 62747 99/(32%) 32 79
Boarding Sch, 1517113 182/(24%) 44 157
Average 92f 69 123/ (27%) 33 102

II we discount the Montmirail boarding school and just tzke the figures
pertaining to the Secondary School and the Gymmase we get 47 mioutes of radio
ELM and 27 minutes (average of 24 and 32) of sclf-sclected ELM, 1ofaling 74
mioutes daily, or 8 homrs and 3% minmes of ELM comtact weekly.

Thus, by their own reporting, these adolescents average between eight and
twelve hours a week of ELM comact.  This may be a rough reflection of reality,
an overeslimation, or sn uvnderestimation. From my own subjective obssrvations

in the field they seem to he valid estimations.

However, the most inieresting pant of this swdy was not how much listening or
whether it was radio or sc¢li-sclecied, both findings basically confirmed by the
AE3 and other repons, but it was in comparing student-reported knowledge of
different languages with what languages they preferred their songs 10 be in
As can be seen by figare 1 the favorite language for song-listening was clearly
English for all three groups, more even than their native lamguages. The
French speakers generally preferred English  first, thea French, ithen Iialian.
The Swiss German speakers (all female) preferred English firsy, then Ttalian,
and Swiss QGerman and Gemman as much as French. In all groups their
knowledge of the languages seems 1o have linle rapport with their preference
for songs, raising several questions (to be addmssed in the conclusion) such as
"Ar¢ the words and their meaning unimportant? Are there inheremt
characteristics in English and Italian that make them more singable or are
their popularity merely an accidemt of history and promotion?" Figure 1
summarizes these findings for the three groups. {See appendix 4 for the figures
of the groups separaely, APOTHELOZ & BYSAETH 1981 for similar findings on the
linguistic attitudes of adolescents in Neuchitel, and DUEMUELLER 1984 for the

importance of English in Switzerland.)
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Figure 1: 160 swdents (I -19 ycars ald) mixed Swiss-German (42) and French
(107). self-reporiing language ability and listening preference
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Summarizing the above scctions, we can say that the contact with pop music is
extensive for voung listeners, that a great majority of it is in English (from
cight to twelve hours weekly), and the lisicners themsclves prefer songs in

English to any other languages, even their native languages.

1.2. Prevlous linguistic stndies of pop saongs

Alithough ihere has been considerable wse of sang in language teaching
(discuszed in Part 1I) and a good deal of philosophical writing and
ncurapsychaelagicat research on the affect and use of music (see chap. 5), there
secms 1o have beenm little quantifiable linguistic research dane on pop lyrics

and cven less gn the applicability of this research to language learning.

GAMMON (1984) analyzed sangs popular beiween 1850 and World War | based
upon English folk song collections. He analyzed 318 sangs in the repertoires of
thrce different singers appealing to different social groups. He described three
kinds of song discomrse: 1)} aagrrarive, songs involving action and the transition
from one state to anaiher; 2) Iyrical, songs which express a sate ar
rclationship, but in which no action takes place to alter that state; and 3) what
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he calls situarionalf, a sort of muliple narrative describing a series of siwations
unificd by the presence in each of a2 common clement which usuvally is
expressed in the form of a tag line or chorus. GAMMON counted the number of
characiers in the songs, noted if the songs were first or third person narrated,
the dominant settings of place and time, snd counted the number of syllables as
an indication of 1their length. He found lyrical songs were principally short,
scatimental or amatory, scrous, snd had ag their principal themes "affirmation
of love" or "separation, loss. lost expericnce" (p. 16). They usually were
declivered by first person namration and had no more than 1wo characiers. The
representative singer in this epoch was Sims Reeves (1818-1900) who GAMMON
feels correcily represents middle-class Victorian song.  He concludes,

We can . . . legitimarely look for relationships boiween social experience and
expressive forms, such as song.  Song is an idealogical form, in that it is par
of the imaginary relationship with secicty through which all people live
their real conditions of exisience, pan of the culural equipment with which
they experience their world. . . . In Reeves' rtepertery we find the” Viciorian
middle class using a combination of lyrical form (mplying a static view of
the world). romantic settings and scriousness.  Altogether, as far as (he
discoursc of song Js concemed, this amounis to 2 denial of the world in
which this class Lived and which it was instrumental in creating. Song was

lo thesc peaple an escazpe from reality. (p. 22}

A number of other stadies include thematic analyses covering the 19505 10 the
19705 (sce BURNS 1981, TUNGATE 19721974, KESSING 1972) . BURNS (1987) has also
done 3 typology of hooks in popular recerds.

Several linguists have looked a1 1he phonological fearures of pop song. Notably
TRUDGILL (1983) and ZWICKY (1976). TRUDGILL found cthas mosi British pop stars
aftempicd (o sing with American saccents, implying identification and genre
compliance, but that they over gemeralized ke phonological rules. More recent
Punk Rock groups mingle working-class British witk American reflecting a

mixwure, or conflict, of identificaion.

ZWICKY analyzed 700 examples of what he calls Rock Rhyme, within four
calcgorics of imperfect rhymes, particular to rock songs "in  which the

organizing principles are feature rhyme and subscquence rhyme, extended by
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compounding and linking . . . . [permitting] greal latiwde” (p. 678). ZWICKY
concludes that "In rock rhyme, . . . we see artistic conventions using some
rather abstract aspects of phonelogical systems™  Thus, what may often appcar
as simple language may be rather complexly organized from the perspective af

olher systcms.

Finally, COTT (198]) comparcs the way Buddy Holly sang the song Pretty Pegoy
Sue to baby talk, the lsnguage of parents and carciakers towards babies, a kind
of imitation of the talk of babies:

1t is clear that Buddy Holly absorbed, transformed, and revitalised this mode
of expression [baby ielk] in his use of . . . lines like 'Pretty preuty pretty
preuy Peggy Suc' {reminding you of 2 child ialking 1o a littie animal in
arder (o tame it) . . . and, most obviously, in his famous 'hiccup' signature, or
in the sudden glides from deep bass to falsewo (and back again), revealing
the ¢hild inside the man, the man inside the child. (p. 78)

The sbove saspects of song (discourse types, characters, position of narrater,
seltings of time and place, syllable and seng length, themes, complexity, and the
rescublance to haby talk) will be treated in the chapters that fellow with the
prescnl corpes,  This section shows 1har 1here has been similar work donc with

songs, although not a great deal

1.3 Reservations concerning parlial analyses

Thc cognitive, physical, and  emotional aspects of music and language are
cndogenously devcloped in a Gestalt of sensory-associative capericnee as we
live. Ta separate thcm is nat enly difficult, it definitcly rcduces their whole,
which is greater than the sum of thcir parls. 1 am sensitive 10 the possibility
that BEAUGRANDE and DRESSLER (1981), bring forth, that "preoccupation with
cxactness of detail in isolated domains can block our vision for sweeping
carrelations across the whole spectrum” and that "he analysis of formal
structures might well fail to uncover the nature and funciion of an entity in ils
wider context” {(p. xiv). Thus, "To examinc and write about written 1ext is suitable
for the critic of poetry: the approprizteness of such an -approach for the student
of song is mot s¢ clecar.  Cerainly 1o study song exactly as we study the
superficially similar forms of written lyric poetry leads to gauchc mislakes"
(BOOTH, 1981:23). )
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A song is an experience; it only exists through time in the air as sound
vibrations and in the minds of singers and their audiences. But marcover, it is
cxpericnced vicariously by many: "A song is more than a text and a mclody
which can be recorded or prinied, examined and criticized. It is the result of a
communal state of mind and it depends on the conjunction of an inspired
singer, a receptive audience, and various circumstiances creating a favorable
mood, .« . however, some of these clemenis seem to defy analysis.
{ZIMMERMANN, 1966:12). What is particulardy difficult to analyse is this song
experience within groups and individuals and what they do with songs. TAGG's
cognitive definition of the music experience captures somewhat the complexity
of its human ust¢ apari from its purely physical nature: "Music --  humaaly
organised non-verbal sound structures constituting a uou-representative
symbalic system particularly useful for re-creating, communicating and  re-
experiencing affective and associational states and processes lived subjectively
at a private, individual level but also clearly objectively by any cultural
community ot populatian” (personal correspondense 1985)

BLACKING agrees with TAGG but rather stresses the cultural and social
cxtramusical elements that tht experience of song at once uses and mirrors for

its meaning-making:

Music is a synthesis of cognitive processes which ame presemt in colinre
and in the human body: the forms it takes, and he effects it has on peaple,
are gencrated by the social experiences of human bodies in different
cultural environments, Because music is humanly organized sound, it
cxpresses aspects of the experience of individuals in society. it follows that
any assessment of human musicality must account for processes that are
extramusical, and that these should be included in analyses of music. The
answers (o many important gquestions about musical structure may not be
strictly musical® (1974:89).

These points will be 1aken up again in several places in this thesis.

Thus, my research, being concerned principally with the lyrics of PS, runs the
risk of being irrelevant 1o song-use in its natural and 1otal contexi,  For
example, it could be thar for many listeners the words ate not anended to at all,
that 3t is purely the music which dictates song selection and apprecintion, and
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that it really does not matier what language songs are sung in because 1he
music is the most important factor. While these impressions may be true in at
least some c¢ases, and perhaps for many, the fact that words ame in songs makes
thern poleniially liaguistically communicative, and this can be analysed. Also
when used for pedagogical reasons, the words become significanlly more

important,

While lyrics are not a song, no more than a play is merely a writtea iext, the
analysis of linguistic features, even when ebstracted from the rest, may
contribute some information to allow a better understanding of ihe 1otal
phenomenon 1thar song is and iis applications in pedagogical siwations. For
lisieners who do attend 10 the lyrics, there is definiiely informetion available,
For those who do not understand the language, it conld very well be that ctheir
brain still works on the phonological and suprasegmental qualities of the
language. while 1hose who undersiand the language may interpret the
referential quality invested in lyrics. Nevenheless, as moch as possible, while
reaching the tentative conclusions, the totalh impact of lyrics combined with
music interacting with cognitive processes in a social setting will have to be
considered.  Although 1 deal solely with the lyries in severel of thc following
chapters, the reader iz ssked 1o consciously realize ihis process of abstracting
song lyrics from their natucal place in order 10 look @ 1the potential role played
by this portion of song in the semiolic process of song use. When puiting them
back into their natural contexi, we must become aweare of "the existence of a
dynamic system of meaning in which the affective and the intellectual wnite”
(VYGOTSKY 1934:8).



CHAPTER 2: The corpus

Synopsis

2.1 Corpus selection

2.2 Sources of recordings

2.3 Sources of lyrics aiding transcriptions
2.4 Transcribing of lyrics

2.5 Correlation to American charts

2,6 Corrclation with Swiss environment
2.7 Non-English songs among the top 50

2.8 Familiarity of corpus among Swiss youth

2.1. Corpus selection

In June of 1987, 1 decided arbitrarily so take the top fifiy songs in English from
the Music & Media (hereafter M&M) European Hot 100 Singles ehart for the
second week in September. 1987, which tumed out to be the September 12th
¢dition. Having no way of knowing which songs would be in the chart in
Scptember, 1 was as non-biased as possible in the selection of ¢the song corpus.
This chart compiles the list of the best selling 7" (45 rpm) end 12" (maxi)

records each week covering eighicen European countries.

This seclection follows criteria similar to studies done in mass communication
message Ssystem analysis (GERBNER 1985).

Message systcm analysis sceks io examine what large and heterogeneous
communities sbsorb but not necessarily what any individual selects . .
[and it amempts] o deal comprehensively, systematically, and generally
rather than specifically and selectively or ad hoc with patterns of
collective cultural life. [Furthermore,] this approach makes no prior
assumptions about such conventionally demarcated functions as
‘information’ and ‘entertainment’, or Chigh culture® and ‘low culture’.
Style of expression, quelity of representaiion, artistic excellence, or the
nature of individual experience associated with selective exposure to and
participation in mass-cultural activity are pot relevamt for this purpose.
(pp. 17-18)
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This type of analysis also corresponds to what William Brooks (1982) calls being
‘tasteless' in our resecarch, i.e. not basing research on aecsithetics.  "The rationale
for our selection can be political, personal, statislical, coincidental, or whatever
- but it cannot entail an assertion that what we study is ‘better’ than what we
neglect, or ‘more worthy' of attemtion” (p. 13). Thus, the selection of songs is
acsthetically arbitrary, but intentionally representative of what is in the
natural soundscape of muoch of youth at a cgertain time according ¢o staiscics
kept by the mausic industry itself, and confirmed by my own rescarch,

It should also bhe noted that "best sclling”™ does not mean "most popular”
necessarily,  “"Only thc naivc belicve that the curremt top 10 rcally represents
the wmost popular songs . . . . It would be much more accurate to label them the
1op-10-promoted songs' " (MOORE, 1987). Neveritheless, what is being promoted
gives some idca of what is being sold in stores and broadcast on the airwaves,
what s “"best” in the mixed cyes of record company staff, joornalists, radio
personnel, and the public. Whether all these parlies ultimately agree that some
of the songs in the list are “"not good" is not important to ¢his study, What is
important is that the songs and what they communicate are the most

disseminated at the moment of collection.

The fifty songs, rccording sourccs, and lyric sources are listed In chan 1 {sec

appendix 5 for their lyrics and additional individual data).

To test the validity of the chart for my Swiss environmeni, 1 decided to use only
the songs to which I had access through the local record stores, radio, and
ielevision in Neuchitel,  As it tumed out, | was unable (o find only one song in
the first fifty in English daring the six wecks following the chart, showing the
chart 10 be highly representative for this particular cnvironment. To complete
the list of fifiy, 1 took the next highest song, the fifiy-first in English, number
70 on the chart. Thus, there were nincieen non-English songs and one 1 was

unable to find.
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Chart 1: Corp

us listing/Soutces of the Song

Recording 8curces 8nd times (In sec) printed text sources

1, _1JUST CANT STOP LOVING YOU Lp 283 Lp

2. iT'S A SIN 45 - 289 magi-a1

3. WHOS THAT GIRL? Vidao 150

4. CALLME Video 210

5. NOTHINGS GONNA STOP ME NOW LP 233

6. 1 \WANNA DANCE WITH SOMEBODY  Casz 288 Lp

7. WHAT HAVE | DONE TO DESERVE THIS? Video 210
8. | WANT YDUR SEX Radlo{m) 255

9. THE LIVING DAYLIGHTS Radio 238

10, DIDNT WE ALMOST HAVE IT ALL Cass 305 Cass

11.  FUNKY TOWN Video 190 Lp*

12.  ALONE Head 45-218

13. |HEARD A RUMOUR 45-282

14, NEVER LET ME DOWN AGAIN 45-258 mag2-19
15. UGOTTHE LOOK Cass 225 Caas

16. TRUE FAITH Maxle 333

17. LA ISLABONITA _ Cass 240 Cass

18. JUST AROUND THE CORNER Casa 270 Casa

19. BRIDGETO YOUR HEART Video 280

20. BOYS Video 24D

21. ILOVETOLOVE Lp 230 mag3i-28
22.  LIVING INA BOX 45-182

23. FLM. Lp 235 Lp

24. TOYBOY Video 217

25. IMNOTIN LOVE 45-228 mag3-50
28, ANIMAL Lp 242

27. NEVERGONWNNA GIVE YOU LP Video 210

28. SWEET SIXTEEN 45-234

29. NOTHING'S GONNA STOP US NOW 45-289 magd-11

30.  WIPEQUT Video 105

31. SWEETUTTLEMYSTERY Video 12%

32.  ROADBLOCK Maxt 138

33.  \WISHING WELL 45-213

34. WONDERFUL LIFE Vidao 109

35. HEARTANDSOUL Vidao 242 magl-12
36.  WITH OR WITHOUT YQOU! Radio 243 Lp*

37. WHENEVER YCURE READY Video 190

38. SOMEPEDQFLE Video 165

39. EVERYTHING | DWN (51} Lp-233 LP

40. THE RHYTHM DIVINE 45-210 mag3-28
41 THE MOTIVE Video 165

42.  HOURGLASS Video 165 mag2-49
43.  CASANOVA . Video 185 mag2-35
44. DANCE LITTLE LADY Lp 310 mag5-33

45.  ALWAYS Lp 279 _LF

46. JIVE TALKIN' Maxl 276

47. FAKE 45-190

48, GIRLFRIENDIN A COMA, Cass 122

49, LABDUROFLOVE Maxi 265 Magt

50. JOSEPHINE Lp*- 219
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2.2, Sonrces of recordinps

A 1o1al of six casseucs, cleven 45's, Four maxi's, and nine Lp's were bought from
six different record shops in MNeuchftel, Thus, thirty songs, or 60%, were from
compleiz commercial versions. Of the resl, sevenleen were ifaken from video
clips and three from the radio. These were often cut at the beginning or end of
the recording, making them shorter, reflecting 1 feel the typical emission
procedures of intermediary media. These cdited versions  still  represent &
normal emission sample end what one finds in the natural environment.

Onz of the characterisiics of songs in gencral, and pop songs in particular, is
their resistability to such abuse as c¢uiting and rearranging. BOOTH ({1981)
citing DOUGHTIE remarks that “"this iterative character of song lyrics accounis
for the faets that sinpers can ofien omit stanzas withapt damage and thar
prinied texts of ihe Elizabethan airs have (ransposed sianzas of certain poems
(p.24)." Folk songs in the oral tradition have the durability to withstand the
forgetting, displacement, replacement, and invention of words, or complete
stanzas, a8 the folk singers reproduce them from memory (ZIMMERMANN 1588).
Whereas singers wsed o conirol their editing of a song, and sill may use their
flexibility at live concerts, with modem broadcasting 1his may be forther done
by the siation or dise jockey, and ultimately by the person who conrrals the

knobs of the radio, 1.v., or reproduction sysiem.

Singe my goal was to analyze the contents of the songs that were available in
the Swiss listening environment, 1 found this mixture of media-edited and
completc commercial sourccs for the recording nol unsatisfaciory, Many
auditors probably hear first, and perhaps always, cdiled versions and may, in
fact, edit each separatc song audition.

Another problem that arises when rying 1o find the "true” wversion is thar ofien
there are scveral different ones made for different purposcs. The samc song
may be lenpthened or shortened 10 fit the video clip, to- conform 10 maxi disco
mixcs, 10 accompany a collection of many anists {(e.g. 549, Jesephirne perhaps),
or to place on a single as opposed to an LP. Dis¢c jockeys may also mix special
versions combining several tunes for special preseniations. Naw cven some
video clips are being produccd in several versions, as was Samantha Fox's singic
Naughty Girls (Need Love Too): onc for television and one “exira long club
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{'naughty”) version" (M&M p. 4, June 4, 1988). This will probably heppen more
and more as television offers “sexplicit aduolt channels.

2.3. Sources of Lyrics

fn addition to the differem recording sources, there were also several different
sonrces for the printed lyrics. Lyrics were already on foor casseuss and seven
LP jackets, and eleven others werc in six different muosic magazines (listed at
the beginning of appendix 5). Thus twenty-four songs were transcribed with
the aid of printed lyrics and twenty-six without. Total reliance was not made on
the printed (exts, as often they contained obvious errors or were incomplele
(s35), or may have been (ranscriptions of diffcrent versions (see notcs in
appendix 5). There was also the possibility that T had inadvertemly obtained
pirated versions which often contain more mistakes as the pirateers generally
take less care with their prodoct (cxample in appendix 6). The magazines were
among some twenty consplted during September and October 1987, available in
Neuchitel,

2.4 Transcribing of lyrics
Appendix 5 contains the song transcriptions and the conventions are noted at
the begiaping. I must agree with ZWICKY (I976) when he says' that

rock [and pop] music is not recorded for the 'benefit of phoneticians. . .
Perceptual studics have dealt with speech carefully articulated in a neutral
regisier, whereas rock music is sung (that is. articulated in a register
notably different from ordinary speech and showing certain distortions)
and is often cameless or 'casual in ity articulation. I know of no perecptual
swdies wsing productions n a singing register or in a notably careless
stylc {pp. 679,698). i

A& few particularities are worth mentioning now., When words were difficult to
comprchend clearly, or if there was some doubt, another native spcaker was
asked o lisien with me. If lhe. transcription could not be agrced upon by both
listzners, a question mmk was put beside the line (?), showing ihat the
iranscription was a guess. When 1t was undecipherable by both natives
(unimaginable) four “x"s were placed in the text: “xxxx". ‘This happen in ten
songs for approximately thirty-six words. The wundecipherability of cerain
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texts, &5 we shall see later, is characteristic of some songs and may help explain
how they are used.

2.5 Correlation lto the American charls‘

In Chart 2 is the chan action of ibe songs. Afler the title, artist, record label,
and publisher, I included the chart listing for the same song when, and if, it
appeared in the American Billboard Magazine Hot 100 chart from September 12,
1987, in order to sec its evenwual rappon with that marks.  Ofter Europeans
have the impression that tbey are usually 3 year or s¢ behind the US in the
popularity of amists. In fact, Europe is someiimes a testing ground for new acts
who are suhsequentily promoied in the US {c.g. in this corpus U2, Rick Astley
and Terence Trent D'Arby). Only cleven of the fifty sangs were als¢ in lhe
American Hot 100 ai the same time. (The three numbers referring to the
American charts bave the same reference as the first three, ie. the song's place
on the American chart for September 12, its position the previous week, and the
pumber af weeks that it had beem on the chams)  Althougb the synchromic
correlation is small, a diachronic survey would certainly be mucb greater as
usually record companics target only cerain countries at certain times often
coordinated -with artisls' tours. The two markets probably do have a
diachronically high correlation, but 8l any ane point they can be very
different. However, different meterial is hroadcast on video programs hy
satcllite from the US and England than on local radio stations. Thus, presently
Europeans might profit from this diversily, while it is very doubtful that the US
and British audiences receive or listen to European musical broadcasis 10 any
great exient.  Recently, however, some Swiss radio stations (Radios Zuerisce,
Pilatus, Acktuell, and Extra) have been buying syndicated U.S. radio shows like
the American Top 40 (M&M 12889 13). Thus, the future may be more
homogenized as simultancous globa! marketing through global media becomes
popular.

Cbart 2 *

FROM MUSIC AWD MEDIA HOT 100 CHART SINGLES - SEPTEMBER 12, 1937
Posliion Sapl. 12, week befors, weaks on charis, 1itle, artist -label (pub.) Biltboard USA 9.12.87, Ch list

1.11 5 I JUST CAN'T STCP LOVING YOU Michaal Jacksan - Epic {Mijac Music) 22/ ch
2.2 211 ITS A SIN, Pat Shop Boys -Parlophone (10 Muale/Cage Musicy 52/7072 ch
33589 WHO'S THAT GIRL, Madonna -Sire {WB/Bteu Disque/Webo Girl} 9/3/10 ch
4.4 319 CALL. ME Spagna -CBS (Cappuccino/Labella)

5.5 815 NOTHING'S GONNA STOP ME NOW Samanita Fox -Jiva {All Boys Music) ch

6 6 618 I WANNA DANCE WITH SOMEBQDY W. Houston-Aristalrving/Boy Meets Girl) 97/65/18 ch
7.712 3 WHAT HAVE | DONE TO DESERVE THIS? Pat Shop Boys w/ Dusty Springfiald -

Parophonre (10 Music/Caga Music)
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B.8 713 1 WANT YOUR SEX George Michasl -Epic (Mcrrison Leahy Music) 2919415
9.9 410 THE LIVIMNG DAYLIGHTS A-Ha -Wamer Brothars (SBK Songs/ATV Music)
1032 10 3 DIDN'T WE ALMOST HAVE iT ALL Whitnay Houston -Arista { Varlous)
111313 5 FUMNKY TOWN Pseudo Eche -RCA {intersong Music)

12.14 1113 ALONE Heart -Capitsl (B. SteinbartyD. Barry} 68/53/13

13.15 14 8 I HEARD A AUMOUR Bananarama -London {In a Bunch/WEVAI Boys)

1416 N HEVER 1LET ME DOWN AGAIN Depeche Mode -Muste (Sanet)

1517 16 4 U GOT THE LOOK Prince -Palsloy Park (Controversy) 20/29/7

16.18 42 @ TRUE FAITH Mew Order-Factory Reconds (BE/Wamar Bros./MCA)

17.19 15 23 LA ISLA BONITA Madonna -Sire (WB/Bleu DisqueWWebo Girl}

18.20 20 13 JUST AROUND THE CORNER Cock Hobin -CBS (Nurk Twins/Edwin Willis)
1821 32 4 BRIDGE TO YOUR HEART Wax -BCA (copyright C/St. Annes)

2022 82 2 BOYS Sabrina -Five Reconds (Canale S/DJ's Gang Music)

21.26 20 23 | LOVE TO LOVE Tina Charles -Arlsia/Black Scorpio/CBS {Robinsong Muslc)
2228 72 22 LIVING IN A BOX Living in a Box -Chrysalis (Empire/Brampton Music) 44/26/13ch
23,30 19 & F.LM. Mel & Kim -Supreme (Al Boys Muslc)

2434 37 6 TOY BOQY, Sinitla -Fanfare {All Boya Music)

2535 38 3 '™ NDT IN LOVE, Johnny Logan -Epk (St. Annes Music)

26.36 44 & ANIMAL, Daf Lappard -Mercury{ Wsmer BrothersfZomba)

2738355 NEVER GONNA GIVE YOU UP Rick Astley -RCA {Afl Boys Muslcy

28.40 33 15 SWEET SIXTEEN, Billy idol -Chrysalis (Boneidot Music/Rare Biue)

29.41 45 23 NOTHING'S GONNA STOP US NOW, Stamhip -GrunvRCA([Realsong/Albart Hammond)
304259 3 WIPEOUT Fat Boys & The Beach Boys -Polydor(Miralestre, Robin Mood) 1371810
d1.43 385 SWEET LITTLE MYSTERY, Wat Wea! Wat -Marcury{Chrysalis/Preciouas Muslc)
3244 41 8 ROADBLOCK, Stock Aitken Waterman -Breakout/ASM {Alf Boys Music)
3345 16 12 WISHING WELL Tarance Trenl D'Arby -GBS (Virgin Music)

34,46 57 3 WOMDERFUL LIFE, Black - ASM {Rondor Music)

3548 71 2 HEART AND S0UL, T'Pau - Siren (AMP Publ.Airgln Music)  30/28:20
3640 40 24 WITHOR WITHOUT YQU, U2 - island (Chappall Music)

3750483  WHENEVER YOU'RE READY Five Star- Tent/RCA (Famous Chappall)
3851684 2 SOME PEQPLE Ciiff Richard - EMI (Wamar Bros Music)

349, e Somewhare Out thare - UNFOUND -- REPLACED BY NUMBER 51

405530 4 THE RHYTHM DIVINE Yelio-Mercury (Warner Bros, Music)

4158 66 3 THE MOTIVE Then Jerico -London (Than Songs/Dejamus)

42.60 88 2  HOURGLASS Squewze -AEM (Virgin Music)

43.61 87 2 CASAMOVA Levert -Atlentic {CallocorHip Trip Music) 28/34/5
4462 58 4  DANCE LITTLE LADY Tina Charles - Arista {Subiddu/Gerlnomo Muslc)
4563 51 11 ALWAYS Allanlic Blarr -Warnar Bros. (Jodaway)

45.64 51 9 JIVE TALKIN' Boogie Box High - Hardback (Gibb Bros/Chappell Music)
47.66 NE FAKE Alexander O'Neal - Tabu (EMI Music/Avant Garde)

48.67 52 3 GIRLFRIEND IN A COMA Tha Smiths - Rough Trade {Warnar Bros. Music)
49.68 55 8 LABOUR OF LOVE Hue & Cry - Circa/Virgtn (Chappell Music)

50.68 NE JOSEPHINE Chris Rea - Magnel (Magnet Music)

51.70 75 27 EVERYTHING | OWN Boy George - Virgin (Screen Gems/EMI Music)

NEa New Entry

2,6 Correlation with i(he Swiss environment

Finally, a "ch" in Chan 2 mecans that the song was reponed by Music & Media as
2 hit specifically in Switzerland that weck {eighteen songs). It should be noted,
however, that this is based parially on the compilation received from Media
Control Switzerland (Basel) which lists only the top twenty, and who for (hat
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week gathered their data from the monitoring of six radio stations: 1hree

nationel and thres private. .

2,7 Non-English songs among the top 50
Mixed among the chosen corpus for the week of September 12, there were
nineteen songs in languages other than English as shown in Chan 3.

Chart 3: non-corpus songg, non-English, ameng (he "top TO
Meadia & Musis, Sepl, 12, 1987

10 9 8 LA BAMBA Los Lobos -London{Carin Musls Corp) SP 17112 ¢h

11 17 6 BALLA.BALLAI Francesco Mapoll -BCM {Intersong Music) 1T

23 238 JOE LE TAXI V. Paradls - FA Produstion/Polydar{Wamer Braseranda) FR
24 22 10 VOYAGE VOYAGE Deslre'ass -CBS (Rivat Music) FR ch

25 24 14 BELLA VITA Oavid Et Jonathan -Pathe Marconi ( Sefra Music) FR

27 27 7 JE TE PROMETS Johnny Hallyday -Philips/Phonogram (J.R.G./Lavra) FA
29 257 HKOLE SERE P. Lavil & J. Baroard -RCA/Arinla {Tababa Musique)FR

31 21 8 HELENE, Julien Clerc -Virgin (Cracelles & Sidonie) FR

32 28 6 QUAND TU MAIMES Harbert Legnard -WEA, [Celine Music) FR

33 28 12 UNE AUTRE HISTOIRE Gerard Blane -Patha Marconl { Larneaz JFR

36 31 6 LE COEUREN EXIL, Images -FlarenaschvWEA, (Ed. Flarenasch) FR

37 348 ELLE A FAIT UN BEBE TOUTE SEULE, J-J. Goldman - Eple (J.R.G./MarcLumbroso) FR
47 46 10 MEME S| Marc Lavcine -Phonogram (AW, RE.P.) FR

53 54 25 VIEMS BOIRE UM P'TIT COUP A LA MAISON, Licanse IV -Talar{Charlas Talar
Music)FA

54 B0 5 CES IDEES LA, Louis Bertignac &les Vislteeurs -VirginiRifl Ed.) FR

56 56 10 CALICOBA, Gold -WEA (Agone) FR

57 48 11 GENTE DI MARE, Tozzi & Raf .CGD {Sugarmusic/ll Blgallo) IT ch

58 53 14 OUAND LA VILLE CORT, Nlagra -Polydor(Polygram Music) FR

65 43 12 PILE OU FACE, Corynne Charby - Polydor (Ed. APA) FR

The highest other langvage e¢ntry was "La Bamba" (Spanish) at number 100 Two
other songs were in [taliao and sixteen others were in French., For this week
there were 10% non-English ia the top twenty, 30% non-English in the top
forty, and 27% in the mp-seventy songs. Thus, English songs accounted for a
73% -share of the Eurcpean market im the top seventy songs. [ thought this
figure would be considerebly lower if Englend were ¢xcluded from the picture.
However. in the same cdition of M&M, the top fifteen or twenty songs by radio
airplay for cight European couniries is listed. Table & gives percentages for che
number of songs in English in ¢ach of theése countries,
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Table 6 (M&M Sep 12, 1988 p. 26) % of songs in English

UK. RADIO AIRPLAY REPORT 95%
| MEDLA CONTROL GERMANY 85%
MEDIA CONTROL AUSTRIA 92%
MEDIA CONTROL FRANCE AM stations 30%

FM stations 60%
MEDIA CONTROL SWITZERLAND 90%
STICHTING NEDERLANDSE TOP 40 75%
|SER-SPAIN 50%
RAI[ITALY 15%

Indeed from the above we can sec Lhal two countries, France and Spain, have
less than the 73% English in the 'Hot 100", However, the Germanic countries of
Austria, Germany, and Switzerland are far above the 73%. Unfortunaicly in the
Swiss statistics no difference is made between French, [talian and Swiss German
speaking arecas. But one would not expect them to be lower than those for
France, lhaly, and the German-speaking couniries, respeclively.

Again from the same edition of M&M (p. 16) out of the top lhree songs in sales
listed for sixteen different countries, 1iotaling -fony—eighi places, thirty-eight
are English titles and only ten are non-English. In percemtages, this-means
thar 79% of the best selling songs in eleven connlries were in English,
Excluding the UK. would only bring this figure down 10 77.7%.

The Hot 100 Albums chart can previde another indication of the predominance
of English: only three non-English LP's were in the 1op forty; Jean Michel
farre's “In Concen” (an instrumenial) a1 number 14, Nicki's "Kleine Wunder” al
number 32, and La Bamba movie soundirack al oumber 40, which is a mixed
languwage LP. There were nincteen total non-English LPs io the wp I00, or 81%
in English. Of the nineteen only three were also on the Swiss charts at (he same
time, whereas twenty-seven of the English titles were in the Swiss chars,
making the Swiss album chart 90% English, moré English than the general

European charts.

2.8 Familiarily of corpus among Swiss youth

[ had thc opportunity of westing to some extent the familiarity of Swiss youh
with part of the corpus four months later in a ski camp with forty-six fifteen
and sixtecn year olds from Allschwill (BS), Swizerland, I ook the top lem songs
in the <orpns and the top ten from Jacuary 9th 1988 edition of M&M's European
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Hot 100 in order ta see if there would be a difference between their recognition
of sengs that were four months old and the most recenr hits,

The task entailed simply marking if they owncd a copy of the song and could
mame the artist. Recognizing the written title first and then remembering the
artist may be mdre difficult than recognizing the song from the andition. It
could be tha some recognized the tile but since they didn't have the recording,
of know ikt artist, nothing was marked and thus we have no trace of their
familianty with the song. In 1able 7, songs {rom 1he September corpus are
capitalized. Note that any subject could have completed any number of the fouwr
calcgories or none, thus they do not add up to a consistent 1otal harizontally,

Table 7 - Titles recognilion task
A= Had a recording of it

B= Gave correct artist.

C= Gavec wrong artist.

D= Number having the recording bui not knowing who the artist is.
A B

song B _C D
Always on My Mind 15 13 3 4
LL ME 14 13 2 2
China in Your Hand 21 28 0 2
DIDN'T WE ALMOST HAVE IT ALL 7 12 0 1
Fairytale of New York 2 0 0 2
Faith 22 20 1 1
Got My Mind Sect on You 7 i 0 3
|Heaven is a Place gn Earh 11 11 0 3
| JUST CAN'T STOP LOVING YOU 25 20 2 4
| WANNA DANCE WITH SOMEBODY 21 30 1 4
| WANT YOUR SEX 23 31 5 ]
IT'S A SIN 29 31 - 4
Never ponna Give You Up 19 23 3 2
NOTHING'S GONNA STOP ME NCW 24 27 2 3
THE LIVING DAYLIGHT S__ 20 32 1 1
The Way You Make Me Feel 19 22 - 1
WHAT HAVE DONE TO DESERVE THIS 1315 . 2
Whenever You Need Somebody 21 27 2 4
WHQ'S THAT GIRL 25 42 - -
[ Yon Win_Again 26 38 - 1
TOTALS SEFTEMBER SONGS (IN CAPS) 200 253 16 22
|To1al January Songs (Small) 163 197 9 23

For the average song in the September group, 43% of the students said they had
a rccording of i1, while 34% were able wo give the name of the artist showing
more than jnst a passing familiarity.  Anothor 3% guessed the artist wrongly.
And finally 4% (included in the 43%) had the recording but did not know the
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artist's name. This last finding is not surprising considering the number of
songs heard on, and recorded from, the radio whose titles and arists are not
announced. In the age of home copying (cf. 11 Pirating), blank cassettcs
promote the anonymity of artists; and in the massive stockpiling of musics that
copying permits, the home copier has little time, or concern, to note the artists'

credits for each piece of music rccorded.

These figures were all somewhat lower for the January group of songs perhaps
because this last group had not had the time to sink into the students' listening
cnvironment.  This brief questionnaire suggests  that the memorability of some
pop songs is at least as long as four months and that indeed they are in the
environment of Swiss youth, processed for many at the depth of recognizing the
written titlc and knowing the corresponding artist,
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CHAPTER 3: Quantitative analysis of the Iyrics in fifty
pop songs

Synopsis
3.1. Word count one
3.1.1. Types and tokens
3.1.2. Frequency
3.1.3. Range
3.2, Word rate
3.2.1. Total song time vs reduced song time
3.2.2, Pauses
3.3, Readability
3.3.1. Sentence and syllabic length
3.3.2. Human interest
3.4. Content Analysis
3.4.1. Persons
3.42. Settings: times and places
3.4.3. Themes
31,44, Qender: singer, lyrical enunciatar, addressee
3441, Subject-addressce fluctoation
3.5, Summary

All analyses in this section were done with the aid of a Macintosh S512K/800.
There were actvally two different word counts madc wusing two different
methods. Word count one (WC1) is my own, explained in 3.1 below. Wond coom
two (WC2) was originally done for the discourse typology in Chapter 4. but is
uwsed for several calculations in this section, WC2 has 765 more tokens (6%) than
WC1 due to the counting of contractions as two words, whereas in WCI
contractions werc counled as one item. Where the use of WCI1 might give results
implying a simpler text, the larger W2 is used (e.g in words per minute and
sentence length). Thus, every attempt is made to measure PS's maximum
complexity in each section since one of my main hypotheses is that PS discourse

is simple. At the head of each section, it is made clear which word count is used.

For comparative purposes, | also analysed a short cxcerpt from the middle of a
first year English book for thirteen and fourteen year olds in the canton aof
MNeuchéilel, New Generation (UORANGER & BEAUMONT 1986), sindent book opne, p.
76-77. This passage is supposed 1o pse the vocabulary and structures already
learned during the first half of the first year. It has the approximate length of
a long PS, 394 words. Its comprehension is supported by a comic strip passage
above the text; this additional semiotic system certainly aids comprehension, but
then in PS so perhaps does the fact that they are heard rather than vead,  with
intonation and all the emotional-encoding possibilities i1hat a voice and
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instromentation can produce. Thus, this comparison (s only approximate in
view of the process of abstrazting the languape samples our of their ofiginal
envirenments, which cerainly contribute differentially 10 cheic compre-
hension.  Appendix 7 comtains the collecied data on this comparative passage
from New Generation in capport to thosc of PS, but (hroughom the following

sections referential information is given.

31. Word count one

Appendixes 8,9, snd 10 contain a full listing of the word coum from 1he fifty
songs by frequency, range, and alpbabetically. A few aberrations from
conventional word counts need 10 be explained here.

First of all, contractions (f'm, hke's, isnt, ew.) were always kepl logether in the
word count as my goal was nol to count morphemes but rather whole forms that
studenis of English would encounter in (heir receplive mode of language
acquisition. For example, stdents would never encounter 're or 've in
isolation, thus, thcy weree always caunted with theic preceding pronoun. In
Chapier 4, in which the gnalysis is more concerned with (he morphological
complexity, these contractions were counted as two words.  Secondly, two songs,
bkoth by Madonna, have words in Spanish whose iraces can also be found in the
word list. (Sce notes in appendix 5).

"Oh"s are counted as cxpressive words if they happen to be in a printed 1ex1
souree or transcribed when they are feld to be an intcgral pant of a phrase.
Unfortunately, this is not done very consistently as there are finally many "ob"
ype vocalizatons in songs {cf. mothecrese expressions ch. 5) that were no

counted.

Finally there are also a fcw passages in which I could not woderstand the words
and for which I could find no wrinen texis at the tme of the analysis. This
happen in ten songs and entailed approximatcly thirty-six words (ses further

cxplanation and notation convention in appendix S).

31.1.Types and tokens (WCI)

A toral of 13,161 twokens are in the fifty tcxts, with 1148 word (ypes giving a rype-
token ratic {TTR) of .087 . The average number of tokens per song is 263.2 and
the average number of (ypes is 76.8. Thus, the average TTR for a song is .29, or
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each word in a song -is rcpeated, on the average, over theee limes in the song
itself. By comparison, the TTR for the New . Generation passage was .37, ie. less
repelitive than the PS. Total intersong iypes, again, is only 1148 which means
that two out of every three words met in a song, on the average, are in other

songs in the corpus.

As the numbcr. of tokens increascs it becomes more likely that words will be
repeated and less likely thal new, unused words will _eceur. Thus the TTR
decreases from the ons song TTR of .29 (o ihq fifty song total corpus TTR of 087,
which is quite small considering the number of tokenms, 13,16]. Comparatively,
Miller (1963) mports that "in the count of newspiper English, 44,000 tokens and
6000 1ypes resnlted in 2 TTR of .136" (p.122). Were we lo expand our song corpus
to 44,000 tokens, three times the presenl corpus, we could expect the TTR to
decrease much furher, This implies that there is great repetition which is one
of the requirements most teachers place upon language learning materials in

the classroom.

3.1.2. Frequency (WC1)

If the frequency of iypes were evenly distributed, each word would be repeated
an average of eleven times in the corpus. However, 25% of the total corpus is
composed of only ten different words, fifty words account for 50% of the corpus,
and the mosl frequent 200 words account for 80% of the texts. The high
frequency of these few words resulis in 34% of the Iypes occurring only once.
Figure 2 captures the frequency distribution graphically.
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Figure 2

TYPES ACCOUNTABLE FOR TOKENS
{ Murphey: 50 pop songs {rom Sept. 1987)
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The ten most (requent wordé include four pronouns (you, I, me, my). four
funcrion words (the, 1o, a, and), the furure auxiliary geornna, and the nounfverb
love. Other word céums tell us, according o Miller (1963), 1hat “The 50 most
commonly used word types make up about 60 per cemt of the word tokens we say
and 45 per cent of those we write”, and that 7 is the most repeated word in
telephone conversations, while the is thc one most used in writing {p.89). That
such a small corpus of less than 14000 tokens would already give us ncarly the

same figures again indicates intensive repctition,

Referents Lo the first person singular (f, I'm, me, ¢ic.) rotal 1313 (although some
of these also include verbal morphemes). Adding rcferents for second person,
we pet 737 forms. Together these two pronps account for 15% of ithe corpus.
These two markers imply a degree of  conversationality and  “persen”

involvement which also are desirable in pedagogical materials.

3.1.3. Range (WCI1)

Range fclls us the number of songs in which a word is found and provides an
indicavion of its intertextual uscfulness. For example, in the frequency listing
the 15th place 15 given to the type dance with 119 tokens when in fact it is only
found in four different songs. Sex is ranked in frequency ar 137 because of ils

twenly tokens when in fact i1 is found in only onc song.
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While there are no words that are found in all the songs, there are a few which
arc found in mos! songs. Looking at tbe top ten werds we nolice that there are
five function weords (to, a. the, and. in) and five pronouns (I, me, you, my, it),
Ltove is still the highest nounfverh ranked 14th and found in thirty sengs. The
range of such words allows their interteztnal use in a variety of texts 1o be
evalnated se that pedapogically we might concentrate on lexical examples that
are most likely 1o help in a wide varicty of text samples.

3.2, Word Rate (WC2)

Spcaking rale can be measured by words or syllables. It is composed -of {wo
things: {1) actual speaking time and (2) pause time. The actual speaking time
(1) witbout the pauses is called aniculation rate (average 4.0 to 6.0 syllables per
second). The pause time (2} must lake info account the number of pauses and
the length. These pauses can be measured mechanically when someone speaks,
but with a song .there is ‘background music that the machines arc always
registering, so thcy cannot be used. To do it manua_lly with_ a stop waich would
be too imprecise because our perceptions are oﬂén not an accurate reflection of
what acoustically occurs. - Thus, in this section I am measuring speaking rate,
not articulatien rate. Nevertheless, 1 have given reduced song-time
measuremenis which subiracts purely musical portions from the calculations.
In order 10 make Songs seem as complicated as possible (since my hypothesis is
that ihey are simple), I i1a\re used WC2 which has 2 grealer word count and will
result in a faster speaking rate than would eccur by using WCI.

32,1, Total Song Time vs Reduced Song Time

The commnnicative act that a song performs may be seen as beginning when
the music begins. The first column in chart 4 refers 1o the tetal time of the song,
from the start of the rmusic 10 the end of 1. The second column nevertheless
attempis to provide a more  accurale vocalization time, mcasured from the first

onset of 4 human wvoicc and excluding musical introductions, bridges. and exits,

With the to1al playing time (the T colomn in chart 4) for all fifty songs coming
1o 11,289 seconds and the reduced playing time (the R column) coming te 9,879,
we can calculate that an the average our songs havec musical bridges af 27
seconds each. A.ccmding to my recordings of the the songs, thirty-seven have
intros, twenty-seven have bridges, and siz have exits. (N.B. The intermediary

media may be résponsible for cutting some aof this time to fit programming.)
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The average words per minute (herealter WPM) from total 1imes (WPMT) is
75.49 WPM per song, while the average reduced time (WPMR), without purely
musical introductions, bridges and exits (1,2, and 3), is 85.67 A normal rate for
speaking is between 170 and 200 WPM, and for reading out loud, it is about 225
WPM (Frangois GROSJEAN, personal communication). Thus, the average rate of

delivery in PS is about half ihai of normal speech -- somcthing that foreign

languapge learners and Lcachers can appreciate, end something that may aid

unattended acquisition of certain language fealures simply through exposurs,

Chart 4 PS length, bridges, words, and WPM. (WC2)

Sonp T, Secs. R-123  1Intr 2Bridge 3exit wds WPFMT WPMR
1.1 just ean't stop loving you 263 253 442 100.8 100.3
211's a sin 299 254 45 50 10.2 827
3.Who's tha girl®® 150 142 8 167 66.8 70.6
4.Call Me™ 210 176 34 224 64 76.4
5.Nothing's gonna stop me now 2%3 200 8B 15 288 77.5 86.4
6.1 wanna dance with somebody 288 158 30 164 75.8 B4.7
7.What have | done to deserve this™ 210 210 534 152.6 152.6
8.1 want_ your scxt 25% 207 2B 20 354 833 1026
%.The living daylighis: 238 198 8 32 157 396 47.6
10.Didn't we almost  have it all 305 293 12 305 60 62,5
11.Funky town®® 190 152 38 191 60.3 75.4
12_Alone 18 207 11 180 49.5 5212
13.[ heard a rumour 282 247 21 14 293 62,3 71.2
14.Never let_me down_again 258 228 30 203  47.2 53.4
15.U got 1he lock x5 209 16 243  66.1 71.2
16, True faith -m 353 219 34 44 56 410 697 1123
17.1a isla bonia 240 228 12 298 _74.5 78.4
18.Just around the corner 270 253 17 134 52 55.5
19.Bridge 10 _your hcart™ 260 240 29 213 492 53.3
20.Bovs®® 160 144 16 240 99 100
21.1 love 10 love 230 216 |4 346 903 96,1
22.Living in a hox 182 146 18 18 412 1358 169.3
23,FL.M, 235 212 273 216 551 6)1.1
24, Tay boy™ 217 181 a6 167  73.8 B8%.5
25.1'm pet_in_love 228 i95 15 18 230  60.5 70.8
26.Animal 242 212 15 15 258  G4.2 73,3
27.Never gonng give yop up®™® 210 206 4 386 110.3 112.4
28.Sweel sixteen 234 230 4 313 8§03 R&t.7
28.Nothing's gonna stop us now 269 226 13 20 511 114 135.7
30 Wipeonl®® 105 87 8 10 145 82,9 100
31 .Sweet linle mystery®® 1258 111 14 110 528 59.5
32.Roadblock -m 199 143 7 35 14 55 16.5 23.1
33.Wishing' well 213 173 8 32 %40  67.7 832
34, Wonderful life®® 150 145 28 17 150  47.4 62.1
35.Heart _and sonl®® 242 211 31 631 171.3 196.5
36.With or without yout 252 181 26 15 3D 175 41,7 58
37 Whenever you're ready®® 150 167 3 20 251 78,1 90.2
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38.Some people®® : 210 187 23 183  52.3 58.7

39.Everythiog I own 233 210 13 13 214 551 61.1
40.The rhythm divine 210 202 B 125  35.7 37.1
41.The motive®® 165 148 17 214  77.8 B6G.B
42 Hoyrglass®® 163 165 552 200.7 20Q.7
43.Casangva®® 185 165 20 316  102.5 114.9
44 Dance little lady 310 290 20 269 52.1 557
45 Always 279 219 30 30 242 52 656.3
46 live tatkin' -m 276 228 8 40 3l4 68.3 82.6
47 Fake 190 190 327  103.3 103.3
148.Girlfrtend in & coma 122 113 5 138 679 73.3
49.Labour of love -m 265 198 335 a2 431 976 130.6
50.Josephine 219 ' 194 25 197 54 60.9
Song T. Secs. R-123 1lnir 2Bridge Jexit wds WPMT _WPMR
lota]l play lime 1128¢ - ineo  bridge  exit

play time wfo bridpes 9879 37 27 6

averape WPMT 75.49

average WEM R 85.67

°°a video recorded from tv.  + = recorded form hit parade on the radic m = mazie

One might hypothesize that (he shorier the song the more simple it would be
and thus be mors actessible for lcancrs. However, the WPM rate is in faci
generally independent of song length, indicaiing that song lenglh is not a
reliable indication of complexity, Comparing WPM rate to the length of songs,
graphically shown in figure 3, reveals that there is little correlation between
the two: Ihe longer songs do not necessarily have a slower WPM rate, nor do the

shormer ones necessarily kave a fast one.

Figure 3
Rastricted Times (wfo musleal bridgas) for 50 songs
Words Per Minute {in order of increasing wpm)
aoo
250
Seconds
200 1
150 1
100
wpm

50

Average song lenglh = 197 seconds {3 ' I7 =
Average WPM = 85.7
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Comparing the number of words to song length also shows liitle correlation as

in figure 4.
Figure 4
Number of Words compared to Song Lengih In Seconds
{orded by increasing time)
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Averags ne. of words: 283, seconds:197

3.2.2. Pauses

Although it is difficull to accurately judge aniculation rate and pause lime
mentally, there is a rtechnique that produces some approximation of pause
length following utterances. ) call it actve eche and used it far approximating
post utierance pauses in some earlier work (MURPHEY 1986). 1t consists simply
af attempting to echo each vocal phrase in the pause that follows it znd secing
how much & speaker can complete before the singer begins the next phrase. In
doing so one attempls (@ keep the same articulation rate and intonation as the
singer. Being conscious of the beal of the song helps one do this more
accurately. Although these are subjectively perceptive judgements they are
fairly accurate when the pauses are as long as, or longer than, sheir preceding
utierances.

Sach pauses may aid recrention, as thoy allow echoic memory to process
information - with meore depth and as they allaw the words time to ocho in onc's
mind.  RIVERS (1976) cxplains thar "Much of this processing of incoming
information takes place during the pauses in speech, so spcech which has been
speeded up’ within segments is €til] comprehensible if the pauses are slightly
lengthened so that the overall presentalion rate remains the same™ (p. 84).
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LANE et al. (1973) tested three groups of properties for foreign language
comprehension: (emporal, senteuntial, and lexical properties.  They found the
icmporal properties, and more particolarly the pauses, as the most significant

for aiding comprehension:

we identify the pumber of pauses -- that is to s.ay. the length of the runs --
as the most potent variable in the constellation (hat makes up words per
minuiec. Perhaps the second-language listener is confronted with s
problem in short-term mempry. The longer the rums, the greater must be
his capacity for shori-term storage of material that has, for the moment at
least, little sense, assuming that he cannot process all -the material as it

comes along. {p. 18)

GROSJEAN & DESCHAMPS (1975) also report interestingly enough that the runs
in Euglish are wsually shorter than those in French. Pauses are of course
linked to swvprasegmental aspecis of specch which aid the p.rocessing of
syntactic gronps. LIEBERMAN (I986) argues thai

The intonation, stress and general "meledy” of specch constitute  the
" suprasegmental component of speech . . . . [which] arc among the first that
develop in  human infants . . . . Some of the linguistic functions of the
prosodic features of human speech were explicitly noted since at least the
13th century. The instructions for the chamiing of charch masic that can
be found in old manuscripts, for example, recognize the "erminal” cugs
that segment the -flow of speech into sentences and mejor syulactic units
(HADDING-KQCH 1961). The role of intonaton in segmenting the flow of
speech into sentence-like wunits for syntactic analysis - has been
demonstrated in many independent linguistic, phonetic, acoustic - and
psycho-acoustic  studies . . . . [In brief] it is impossible 1o arrive at the
meaning of a sentence unless you know what words go together. . . . Thiz
segmenting function of intonation is its paramount linguistic function,
(pp. 239-24D)

REICH (1980) alsa reporis findings from laﬁoratory cxperiments thai  pauses
between clauses help subjects to classify words more rapidly and to recall
propesitions more accarately than when sentences contain pauses within a

clause.
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A broad array of research questions are created by the above findings: Do
listeners wuse these pauses, these opportunities, to echo previously sung
material? Do the pauses in pop songs actually mark the major syntactic groups?
If this larer is true, can students acquire these grouping conventions through
the use and exploitation of pop songs?

The auditor's echoing may be helped along by the echoic quality of choruses in
songs and whole lines which are preatly repzated. While this may very well
happen within a single . awdition, iV is anecdotally confirmed to bz the case by
many auditors who describe how the last song they hear before leaving their
home or car often echocs in their mind for several hours whether they like it
or not, or whether they understand it or not {see the Din and involuntary
rehearsal Ch. 35).

One might also wonder if the PS5 WPR rate, which is half that of normal
conversational speech, is a psycholinguistically encouraging phenomena, i.e.
PS leaves apparently appropriate spaces far the listener to contribute the other
half of the conversation, whether that be a creative one or simply a confirming
repetition of what the song already affirms. Orc another possibility, if PS is truly
isomorphic with VYGOTSKY's innmer speech, as 1 suggest laler, could the WPM
rate also reflect somewhat the rate of our "words wsed for thooght", or
egotenttic spesch. These hypotheses are not directly addressed by ithe present
investigation bul nevertheless present stimulating subjects for future research,

3.3. Readabiliiy .

I applied FLESCH's (1974) rcadability formula to the songs in an attempt to get
another perspective of their complexity. Although songs are not eriginally
meant to be read, but rather heard, they might prove to be intercsting rcading
materigl for certain groups (see Part 11). Certainly when dealing with songs in
language classes, one of the most obvious ways to use them is to examine, read,
the lyrics.  Flesch's analysis of texts Iooks at three thinpgs: sentence lzngth,

syllable length, and human interest.
3.3.1. Sentence (WC2) and syllable leagth

One conld question to what extent the notion of sentence or phrase is a rclevant

distinction in P53, or in song in general, since song is cxpressed orally and
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sentences are @ wrinten convention. The study of PS may very well profit from 2
pragmatic appreach more ‘than a purely grammatical one {sce BRUNER 1981).
Several grammatically incomplete sentences and stripped images. what Py
(1986) calls mentions, deserve special attention {see also MURPHEY 1985 for
mentions it conjunction with the analysis of 2 pop song). However, in judging
the reading level and comparing PS5 .to written texis some criteria had to be
established for what was equivalent to a sentence. Thus, restricted utterances
like "Call me" g4 and "Dance" s44 (both imperatives), "Gonna feel the heat" 86
and "Just around the corner” sl18, while being sometimes subjectless or verbless
on the surface are used pragmatically, in my opinion, as scnlences are in
written discourse. 1 ackmowledge the arbitrariness of lhis category and realize
that much more research needs 10 be done alomg the lines of BERRENDONNER (3t
cycle linguistique. appliquée de 1z Suisse Romande, May 19, 1989) 10 dcscribe the
units involved in oral discourse that may correspond to scntences.

As the transeription of only 24 of the songs were aided by printed lyrics, and
cven these usualiy without punctuation, pseudo-scntence boundarics were
subjectively given by the rescarcher. These boundarics were usually further
marked by pawses in the recording. (See appendix 11 for the senience count
for c¢ach song). The average sentence length in the corpus is 7 words, Comic
strips usually average 8 words (Miller 1963, p. 138). The New Generation passage
was 6.35. It has become accepted that our short term memory has a capacity of 7
+ 2 units (MILLER 1956), yet according to WIMITZ & REEDS (1973) “"scntences of 12
and 15 words can be found in 1he first few Jessons of most forcign language
texts" (p. 297).

A gyllable count revealed an average of 121 gyllables per 100 words. The New
(Generation passage had an average of 131 syllables per 100. QOnly 42% of the
types and 18% of the 1okens in the songs are polysyllabic (dissyllabics
accounting for 32% and 15% respectively), meaning that 58% of the types and
B2% of the 1okens are one syllable words. (See appendix 20 for a breakdown of
the polysyllabic words as they correspend to the frequemcy lis(}

Using FLESCH's formula {Appendix 12} the song compus has a scors of 97.36, or
the reading level of a child after 5 ycars of American schooling, or an adult who
stopped schooling after 4 years. The New Generation passage scorcs 89.56. Table

B below allows a comparative view of different texts.
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[ Table 8 READING EASE SCORE (Flesch 1974, p. 178)

Score Sent. lengih Syl1./100 style Magazine
90 to 100 8 or less 123 or less very easy Comics

80 10 90 I 131 casy I Pulp ficticn
70 10 80 14 139 fairly _easy Slick fiction
60 10 70 17 147 standard Dipests

30 10 60 21 155 fairly_difficult Quality
30 10 50 25 167 difficult Academic
o w030 29 or more 192 or more  very difficult Scientific

A similar computational formula, based also on semtence and syllable length,
designed by FRY (1977) for ESL texts, wonld place pop songs at the level of the
simplest graded EFL readers (by Longman, Macmillan, Collins, and Heineman),
having only 300 10 S00 words.

3.3.2. Human interest

FLESCH also measures human interest by counting the number of peréonal
words and personal seniences.  Pcrsonal words are all pronouns referring to
people, all words thal have nainral gender, and group words peaplc and folk.
The corpus contzins 2823 such words, or 22% of the total. The New Geperation
passage contains 18%. “"Peoplc arc bettcr at reading aboui other people than
abont anything else. This device is commonly vsed to make dell topics mote
interesting and to hold the t¢ecader's euention,  Newspapets use eyewitness
reports or interviews, new magazincs emphasize personal anecdoles, and

everyonc knows about human interest stories" (MILLER, 1963, p. 135).

Personal semiences are all spoken scntences marked by quotation marks,
questions, commands, requests, other sentences dirccily addiessed 1o the
reader/listener. emphatic sentences, a‘nd grammatically incomplele sentences
whose full meaning has to be inferred from the context. Thesé examples exhibit
what HALLIDAY (1978) refers 1o as the interpersenal funciion of langusge
which ave used to indicate, cstablish, or mainlain social rclationships between
people.  Obviowsly mes! pep song lyrics could be said 10 be betwcen quotation
marks (as with thealer speech) as they appreximate conversations snd much

could be qualified cmphatic. However, having already conntcd the imperatives
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and quesiions for another part of my research, 1 decided 10 usc this figure since
deciding what was quoted, emphatic, and direcly addressed 1o the lisiener,
would be extremely subjective, and since | had a hunch thar the questions and
imperatives alone would show PS to be grestly "personal”. Thus the number of
personal sentences is rabulated using only imperatives and questions, a (otal of
S11 out of the 20681 sentences, or 25% of the corpus. The New Generation passage
conaing 26 personal sentences out of a (mal of 62, or 41% (22 with person tags
in dialgg form, e.g. "Susan: Really?", threc addressing the reader with questions,

and one with an exclamation point).

Using Flesch’'s formula for human iaterest, even with the noted
underestimadions concerning personal semiences for (he PS «exts, PS score
87.82 while the New Generation 1ext scorcs 78,30, boih described as highly
dramatic and of bigh human interest, (N.B. In FLESCH's formula more weight is
given for personal words 1llan personal sentences.) This quality in a discourse
1ype should make i1 more intcresting for siudents than 1exts with less human
interest, other things being equal, For comparative purposes, Flesch's (able is

presented below,

Table 9 HUMAN INTEREST SCORE (Flesch 1974, p. 179)
Description % of personal % of personal Human Interest Typical

of style wirds SEnlences Score Magnzines
Dull 2 or less 0 010 10 Scientific
Mildly _Int. 4 5 10to 20° Trade
Interesiing 7 15 20 10 40 Digesis
Highly Im. 10 43 4D to 60 New _Yorker
Dramatic 17 ot more 58 or more 60 to 100 Fiction

I¢ should be noted here also that while the words may very well show high
uman interest, mnsic by hself is cxtremely affective: "The reason most of us

take pan in 'musical_activity. be it composing, performing, ar lisiening, is that

music s capable of arousing in us deep and sigoificent emotions . . . . from
‘pure’ aesthetic delight . . . 10 the simple relief from monatony” (SLOBODA
1985:1).
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34. Content analysis

In doing a conient analysis one attempis to respond to & general question and
then form several hypotheses from it (MILLER, 1963 pp. 95-99). My general
question was “"What's happening in a P8?" More specilically T wanted to kogw
where, when, who, and what about? The first three can be seen as contextual
clements whereas the last refers more to a theme. My hypothesis was that the
theme would usually be love in one of its stages (no difference is made between
physical, religious, platonic, or perverted love). The stages are 1) beginning
{dreaming, wanting, inviting, desiring), 2) existing (stable). or 3) past (in the
process of breaking up, remembering an old love, or waniing to relive it or
start again).

Concerning the conlextual elements, 1 hypothesized that the great majority of
sangs would contain unspecified you and 7 forms and that the tme and place of
production would be cqually unspecified. As 1 will suggest later, these
unspecified elements may take on specification for the audilor in the place and
time of audition and for sigoilicant others in the auditors enlgurage. Below the
results are shown in table 10 with discussion of the results following it. It
should be noted that some of these werc subjective evalustions and might vary
depending upon who is daing the apalysis. (And. i'n fact, judgemcnts do vary.

See themes below.)

Table 10 Songs--Content  Analysis

32 unspecified you YOU
11 unspecilied vou but not as a principal referent

6 no you teferent

1 _One vou specilied referent (550 JYosephing)

47 ungpecified 1 I

|_unspecified I _hnt mor principal refereni(s3 Who's that gill?).
| _specified T (s4T "Alex is the name thal 1 go by")

1 no § referent (s30 Wipeout, N.B. does include "we")

47 unspecified moment of speech production TIME
2 _specificd only “night"
1 specified only "summertime”®

40 compleely unspecified place of production PLACE

9 implied place of prodnction with varying degrees ("I'm 1aking a ride", "dance”, "gimme
g little bass")
| precise place: California, beach, (530 Wipeoul)
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Love 1, 2,or 3 (beginning, on-poing, ending-ed) . LOVE

12 tovel (beginning)

12 loved [ g{_which could clearty be religious tove 536 & sd1)

15 toved {ending, over, remembering)

1i other themes (5 life-searching, 4 playful, 2 unciassifiabic}

As an example, one of the most stercotypically reference-vague songs is given

below (all song lyrics arz also found in Appendix 5).

ALWAYS - ATLANTIC STAR
45-

Girl you are 10 me

Al that & woman should be

And 1 dedicate my life to you, always

A love like yours is rare

It must have beem sent from up above
And I know you'll stay this way for always

{Bridge)

And we both know
That our love will grow
And forever it will be
You and me

{(Chomig) Obh Yours like the sun
Chasing all the rain away

When you come around

You bring brighter days

You're the perfect one for me
And you forever will bhe

And 1 will love you so for always

Come with me my sweet

Let’s po make a family

And they will bring us joy for always

Oh boy I love you so

Can't find ebough ways to let you know

But you can be sure I'm yours for always {bridge + chorus)

3.4.1, Persons

All songs but one have an i/ referent, while 88% have a you, with only one each
of these referents being specified by proper names (I- s47 "Alex", you-s50
"Josephine"). The non-specific characicr of these pronouns (scc also 3.4.4.)
mean that if there is specificity, it is provided by the listener exiraicximally, for

it is not in the text, This vaguencss may allow learners to assign their own

97



persons to the cheracter roles and at the same time learn langnage thar is not
tied to a firm context of the iext but rather one whick is creaied by the listener
personally.  Language used in this fashion may prove to be more memorable
since the encoding of mesning contains personally relevant elements for each

listener,

3.4.2, Settings: times and places

94% of the songs hzve no time of enunciation whatsoever and %0% have no
place mentioned. Even the times and places that are mentioned, or implied, are
usually vapue themscives (night, summertime, and car, disco). In none of the
songs arc precise dates or hours given, and in only ome is there a named place
(530 Wipeout - Califomia, beach). It is possible, however, that the music might
indicate to a knowledgeble auditor the approximate place and time of its origin,
¢.g. flamenco music or reggas music (ses TAGG 1979 conceming what he czlls

“musemes").

3.4.3. Themes

Themes were subjectively imterpreted from 1the affective sentiments and
ideational content expressed in the lyrics. The above chart gives my own
evainations. Two other native speakers classified the Iyrics as well as myseli
Iwithin a seven caicgory scheme (appendix 13).  There was total agreement on
the classification of 26 songs. Often one suobject interpreted a3 song as
thematically concerned with "existing love” while znother intsrpreted it as
"beginning”. However, the three interpreters rated an average of 71% of the
songs in one of the three love catepories. The Fact that there would be some
disagreement was 1o be expected as GAMMON milates the difficuity of classifying
late-191h-Century songs: “Is a song in which a sailor kisses his love goodbye.
goes to sea, fights bravely and returns to her. a love song. a militery song or s
heroic song?" (1984:15).

Love (beginning, existing, or past) was judged te be the principal theme by all
three judges in twenty-nine songs and in another seven by at least two judges.
Seven sonps were mlso interpreted as 'life searching” or "identity confliet”
songs by two or more of the judges. Only two songs meceived total apreement in
the playiul category while none did so in (he unclassifiable category. However,
one was deemed wunclagsifisble by two judges (532 Roadblock) and six other
songs were judged unclassifiable by at least one of the judges. No one used ihe
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"ather™ (7) catcgory and wrote im a new theme although I stressed this

possibility in the instructions {appendix 13}

The preponderance of love themes merely strengthens the finding thair PS. has
great "human interest" which was already indicated by FLESCH's analysis. On
the other hand, the facl that there was not lotal accord on mare than 26 songs.
indicates that pecple do interpret songs differently, implying that they may just
provide pencral frameworks which are used by the listiener to interpret his or
her own waorld, This question will be addressed more completely when
discussing ECQO's "open text” and VYGOTSKY's "inner speech” (Chapters 4 & 5).

3.4.4, Gender: singer, lyrical speaker, addressee

A further indicalor of the parameters of lhe PS situation d'énonciation may be
given by the gender of the singer, and the genders implied by the lyrics. When
heterosexual love is the assumed intention of love siatements, then the
addressee is assumed to be of the opposite sex of the singer. However, in cur
age, and cspecially in pop songs, the addressee has become somewhat unisex,
and the helero- as well as homosexual expiession of love is permitted. on the
airwaves, Table 11 shows that 58% of the singers are male, while 30% are
female and 10% are duets. Om of the fifly songs, six sonps are alsc sung by
groups (defined as twg people of onme s¢x or ihree or more singers) but only one
actually uses lhe prononn "we”, (See appendix 14 for a listing of the iadividual
songs with their gonder and person data)

[ Table 11 SINGERS' GENDER

[ Sung by males 29 58% {includes 2 male groups)
| Sung by females 1% 0% {includes 3 female sioups)
Sung by m/f duets 5 11%
Sung by m rou 1 2%
Total groups 6 (3 female, 2 male, | mixed)} (only I uscs "we™)
LYRIC GENDERS
Explicitly mentigns pender of singer: 6 . {ee s16 When 1 was a small boy.)
{b) Implicatton of sex of singer through referring 10 a ke or a she (in heterosexuzl love):
17 songs
{c) a+b combined in same song: 4

{d) Songs with no gender reference of speaker or addressee: 31

Lyrically, we’ see that only four songs (c) deosignate both the Sex of the
cnunciator and subject/addressee (sec below for an explanavion ¢f this term).
Na gender reference is given in thiny-cne songs (d) and thus conld be sung by
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cither sex without changing the words, while another thirteen of the
remaining songs in (b) could be sung by the otber-sexed singer by simply
changing the sex of pronouns (unless homosexnal love is to be exapressed).
While a towal of thinmy-nine are sung by one person (monologues), their lyrics
are mostly dialogal 10'the extent that they addeess a non-specific “you”. Omly  six
songs in (a), arc definitely written to be sung by one sex. Thus, the non-gender
character of most lyrics, the possibility of their being sung by either sex for
cilher sex, are another vague feature which the listener may, or must, fill in to
complete his or her personal -imterpeetation of the sonp.

3.4.4.1. Subject-addressee fluctuatlon

The pronoun ysu has no gender and is a predominant item in the cormpus. Some
addrcss forms have the power of you but do give gender, c.g. boy or giri.
Among the seveoleen songs above which provided gender forms to the subject-

addressee, six were of the addressee wype "hey girl, you are ...°, six were simply
3rd person singular “he said, . . “, while five fluctuated belween these two. ic.
the lyrics may switch from an addeessing mode to a naming or describing mode
in which pronouns apparently refer to tbe you just addressed. A few examples

will make clear this fluectuation:

I need a man who'll take a chanee . . . .
don't you wanna dance, 8§

T've mever seen a prety girl look se tough. baby
You got that look 515

oh 1 do anything, for little runaway -girl
sad and lonecly and blue
gettin' over you s28

While the above examples iilustrate the collapsing of second and third person
referents, anpther type of siructure may be seen as collapsing first and second
person  singular, making appropriation by listeners easier. The line "Wanna
dancc with somebody”, s6, out of context and wiikout punctuation may be seen
as iaking cither a first or second person subjeci. In 1he oontext of the somg, the
singer acivally does say “1" usually and the imtonation is such that we do not
process the linc as a quesiion. However, the dropping of the subject may be
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seen &5 a characteristic leaning toward the loss of referems and the predication
typical of egocentric and inner speech (ef. below). In other contexts, this loss
and confusion is more extreme: in 523, FL.M., no person referent is given in the
first verse and much of the rest of the song, "you” is the subject of the chorus.
and "I"” is mentioned the second verse:

Don't want to sit on the sidefine
or siarc at the skyline

just wanna be free

need to make a few hesadlines
just looking for good times

just wanpa be me .

{chorus) if you're in confusion

herg's the solution

fun, love and meney

you can't get the answers if you don't take chances

fun love and money

F.L.M.

go tired of watching the world go by
secing the time fly

running away

somegimes 1 can fly so high

I can see blue skies

where. others see grey

This fluctuation, or apparent ¢onfusion over who is being addressed and who
the subject is {apparent ooly io researchers, not to asudiences. | suspect). may be
similar to Piaget's description of a child’s egocentric speech (1923). Often
children appear 1o simply 1alk and are under the illusion of  using Jlanguage
communicatively. The reverse may be somewhat the case with PS; ie. songs ae
not under the illugion that they are using langnage communicatively (they
cannot have impressions), but rather the lisicners may be under the illusion
that the song somehow is speaking for them {or .even through them with a
walkman) and that i1 is expressing the scnse that they identify with. The
psychological efficiency of a forma that can say both “you" and "I" while stll
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referring supposedly to the same subject is amazing. Io other words, a listener
could possibly process the message in as many as foor different ways,
depending on whether the song is taken as external or internally sappropristed,
and whether the subject is first or second person.

exiernal iniernal (appropriated}
1 The singer me (the lisiener-enuncistor)
u me_being addressed me _addressing another “you"

However, 1 do not believe that lisleners consciously choose one of these
calegories, the above grid is rether the coostruction of a linguist coming from
the outside. What I think listeners do is process song loosely, similar to inner
speech, accepting the predicalization and sliding between all the possible
teferents  easily, not bothering to nominalize anything specifically unless
forced 1o through further discusslon or writing. Thus, "1™ can be the singer
and me-the-listener as ! sing along, “you"™ can be me-being-addressed or me-
addressing someone e¢lse, or amazifgly enough, in ihe fuzzibess of internal use,
all of these at the same time. This finally is 0ot s0 much polyphony as it is
omeniphony. {(Sec the "J¢ d'énonciation” of BENVENISTE 1972 and RATTUNDE
1974),

To some c¢xtent, PS may be secn as an cxiehslon of egocentric language into
adolescence =and adulthood, In song. with the aid of meledy, the amusing
muttering of pseudo language that we half sing along with may also serve the
pretend-ludic  illocutionary fuociion long before, if ever, its locutionary force
is conceptualized. In HALLIDAY's (I97B) view babics learn the functions of
vocalizations (requests., objections, cte.) long before they have words and
sentences, that is, it is functional, or has illocutionary force. before its
locutionary propositions are understood. The framework for communication
actually precedes our wse of words. The dividing lines between who is sender
and receiver may seem unimporiant a5 long as the desired effect is
accomplished. The omfusion in PS over whe is the sender and the receiver will
be shown to be ome of il important characteristics. This mirror aspect of
PIAGET's egocentric language and VYGOTSKY's inner speech will be the subjeet
of mueh forther distnssion in Chapter 5.
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3.5, Summary

Chapter 3 has tzken a3 brief linguistically quantitetive look at the following
features of the fifty songs in the corpus: word number, frequency, range, and
rate; a reading case scale based wpon sentence length and a syliable count; a
human interest scale based upon the number of personal words and scniences.
A content analysis of the padicipant, plage. and time referents, with special
concern for their specificily, also counted linguizlic units but with a view w
describing the context. Sexes implicit or explicit in the lyries, as well as the sex
and nomber of the singers, was also calculated to attempr to define the siwation
more clearly. Finally, theme-judgements were subjectively given to cach of the
songs by three non-consulting judges. No clear division is given between (he
linguistic and content analyses because, while not being the same, ithey
obviously cross over to influence each ather: wnits will obviously point
somewhat to content, and when defining content we will obviously refer 1o

units.

When comparing the TTR, sentence length, and syllabic length of PS and the
passage from New Generation (NG), the first year English book for high school
students in Neuchéte], they look very similar. PS has a slightly longer sentence
length (P5=7, NG=6.35), but the average PS text has a lower TTR (PS§=.29, NG=.37),
implying mare repetition, and a lower number of sytlables per word (PS=1.21,
NG=1.31}, implying simpler vocabulary. The reading ease score is gnite high for
both, but higher for PS (P5=97.36, NG=§9.56), or at the level of comics, PS8's
"human interest® score is also comparatively - higher than NG (P3=87.82,
NG=7£.30), cven though the personal sentence count was only pertially
calculated. In absoluie terms these figures mey not mean much since both PS
and NG were extracted from their neiwral environment. 1 can only say shai
according to these measures the language of both appears to be approximalely
al the same level of difficulty and interest.

As far as the situational referents for NG are concemed, they contrest sharply
with PS: precisc names are given (Susan Wright, Micky Nelson, Cindy -Newman,
Mrs Newman), or roles are given (driver. nurse, doctor) and all pronouns refer
back 10 one of these; places and positions are given (London, her office, school,
¢ity, in her cer, in front of her, behind, to a crossroads, telephone box, city
hospital); and time refersnts are given (July lst, half past five in the evening,
quarnter to s§ix, quarier past six, Monday, July I8th, next day. half an hour later),
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In shon, this text appears to be a typical narralive, telling a story of precis€
events taking place in a certain place, at a certain time, and to certain people.
That PS does contmst greatly with these constituents will be 8 major source for
our eveniual interpretation of its discourse and of how it is used by auditors.

MILLER (1963) sums up their cross ieferences of measurcs in this way:

The basic facys are that the frequemt words arc the familiar words,. and the
frequent-familiar words are short words, and the frequent-familiar-short
words have few affixcs, and the [vexts. that have] frequent-familiar-shor-
affixless words [have] a low type-token ratio. A staiistical measure of any
one of these atribmes of words is closcly related to statistical measures of
the other attributes. Consequently, if one of thesc measures is correlated
with readability, all of lhem are probebly correlated with readability.
(p.134)

However, in regard to the readability formula, MILLER expresses some valid
rescrvations when he says "It should be emphasized that the use of shon
sentences, simple words, and personal references doets not automatically make
the writing good . . . . But it goes & long way toward ensuring that peoplc can
[understand 1t]" {p.139).

What the analyses in this chapter have indicated is that:

. The words of PS arc short, repetitive, and have a low TTR.

. The sentences are short.

. Both the sentences and words contain a great deal of personal references.

1
2
3
4. These persoral references have practically no precisc refercnts.
5. The settings of time and place are absent, or at most vague.

6

. The sex of the text's enunciator and addressec arc open catcgorics.
At this point, PS could be categorized as & framework of simple, affective,
conversalional discourse, but, for some reason; rather imprecise. Chapter 4 will

deal more explicitly with which discourse catcpory PS belongs to, confirming
ond being confirmed by scveral of the analyses in chapter 3.
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Chaptef 4. The discourse of pop song

Synopsis
4.1 BRONCKART's Discourse Model
4.1.1 Extralinguistic parameters
4.1.2 Linguistic opcrations
4_1.3 Linguistic marks and text typology
4.2 Reservations
4.3 Results of the grid: individusl features of PS
4.3.) Zero or near zero marks .
4.3.2 Levels of saliency
4,3.2.1 Law level marks
4322 Medium and high level marks .
4,4 Correlation between individual cheracteristics: trying to describe
: suhgroups in the corpus
4.5 Individual marks as rclevant to text tendencies
4.5.1 Degrees of conversationality
4.5.2 Degrees of narrativity as opposed to situationality
4.6 Comparing P§ with the French -Archeiypical texts
4.6.1 Description of three types of discourse
4.6.2 locongreent descriptions and - analyses
4.6.3 Discussion: the psychological reality of PS siluational
’ discourse
4.7 Lilersry Discourss Analysis
4. 7.1 PS as an open texi
4,7.2 Making Sense of Lyrics
4.7.3 Editing: song synecdoche - the wheole is grealer than the pars,
even when some pans are missing
7.4 Poctry vs Song Discourse
7.5 Formulaic discourse
7.6 Barrowings and Redundancy
7.7 A song's voice - whose words are thcy?
4,7.8 The here and now of song transcendence
4.8 Summary

4.
4.
4
4.

N.B.: Some of the. stalistics are different in this section than in the previous because of
differences in 1abulation procedures (e.g. contractions are coumed as 1wo words chus the

word count is larger. See Chapter 3 introduction for further explanation}.

This chapter first repons an analysis of the discourse in the corpus, using a
mode! developed hy BRONCKART et al. (1985) and then looks at what others,
originating from a4 more literary perspectlive, have to say concerning song
discourse.  Much of what this later group suggests more or less intitively is

corroborated in the findings from the first analysis.

Having partially used the text 1ypology grid of BAIN, BRONCKART. and
SCHNEUWLY (1985) in an exploratory analysis (MURPHEY 1986) of a pop somg,
Stevie Wonder's I just ca!ru? to say ! que you (i984), 1 decided 1o do a more
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complete analysis with the 50 songs described in chapter 2. A four-siep analysis
was undenaken: 1) 10 discern the salient individual marks of PS as shown hy &
ypology prid, 2) 10 attemp 10 sec the relationship and possible interdepandence
of different marks in order ¢ have 2 profile af schgroups of songs
{eorrespondence analysis), 3) 1o discover 1ext tendencies by looking a1 the
songs lying al the extremities of marks, and 4) out of curiosity, 10 compere PS ta
the texts analyzed in French with the same model. Despite the interesiing
results from 1his last sort of comparison, serious reservations exist {discussed
below) which make it insdvisable 10 draw conclusions from c¢hem at this time,
The interpretation and discussion of the results of these analyses are minimally

done in the first few sections and more completely in the later sections.

4.3, BRONCKART's Dlscourse Madel

BRONCKART's research team has devcloped an ‘'interactive typology approach 10
classilying texts, s model formulated and reformulated over the last 12 years.
BRONCKART's model looks at extralinguistic parameters, linguistic operstions,
and textual surface marks.

4.1.1 Extralinguistic parameters

Exiralinguistic parameiers include threc e#spaces according 1 BRONCKART
(1985:35); 1) the referential, which rtefers to notions and rclations: 2) the actual
act of production, which includes the situztional material constituents, the
producer, coproduocers, the physical plaéc and time; and 3) the soclal
interection, which considers the social milieu, the gosls, 1he field of imeraction
(cognitive, social, economicel), and c¢he social position of (he panicipemts. Thesc
extralinguistic parameters help to define the act of production, they influence
the operations that one will perform to produce & texi, end they may leave their

mark in the 1extual feaures thar resull.

4.1.2 Llinguistic aperations

The opcrations are the psychological aclivity which makes certain chaices in
what and how something is communicated. For example, as I write this thesis |1
psychologically must choose which informetion is relevam (in Grician
texminology) for the intended audicnce.  Whilc a¢ one Icvel the gperations arc
purely cognitive, at another they become linguistic and semantic. They are of
coursc greatly influenced by the cxtralinguistic parameters. Deciding which
notional information 'is necessary in 8 given comiext is the first step. Then
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notional information is necessary in a given context is the first step. Tben
transferring the notional information into a given langnage's mold is the next.
Finally, after the operations of cantextualisation and structuration, there are
those of texiualisation resulting in the “layout” of a text which iz cohesive and
intcrconnected, For & complete understanding of operations and anchoring
modes the reader is teferred to BRONCKART (1983).

4.1.3 Linguistic marks and tiext Ltypology

According to BAIN, BRONCKART, & SCHNEUWLY 1985;
le texte coopstitue le produit de la sitwation dans laquelle il a &té énoncé.
[Donc] A des situalions de prodoction différentes devraient correspondre des
iypes de textes différents, et, idéalement, les caractéristiques de la situation
de production devraiemi permettre de prévoir les caractéristiques du texte.

p. 8

Theoretically, this schema could work’ in the opposite direction as well, i.c. the
texwoal surface marks should indicate the exuralinguisiic parameters of a lext
and the operations which produced 1.  These traces should allow the wypology of
different texts. For example, every adult speaker of a language should be able 1o
tell the difference between theoretical, narrative, and sitoational discourse
when heard or read, even when out of conmtext, simply by the particular marks

in the discourse,

BRONCEKART's tcam have found twemy-seven marks that have been shown 10 be
characteristic of different text types.  Their absence or presence, and their
degree, are indications of specific eatralinguistic parameters and operations in
the production of a text. The amhors 1hrough using several differemt
generations of the 27 mark grid in French have been able (o delete marks
which proved not to be discriminatory of different texts, and to include those

marks which indicate distinctive extralinguistic paramecters and operations.

Through the articolation of the medel, they distinguish three principal types of
texts: mnarration, theoretical discourse, and situational discourse (described
further below). There are also, of courss, intemediary texis which fall
somewhere between these thrce poles. These  analyses- (150 archetypical texts
and 75 intermediate texis of 1000 words each) allow comparison of any other text

o a sizahle corpus.
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4.2, Reservationsg .

There are several reservations concerning the use of BRONCKART's medel.  They
do nol stem from.the model, which should be valid for any language, but rather
from my adaplation of the French grid (o English and the comparison of the
results of analyses from Enplish and French 1exis.

First, using a beuristic tog) created for ancther language is far from ideal, bw 10
the extent (hat the two lanpuages and culivres do share certain realities, the
analyses may have valuc. The analysis grd was formuJated upon an in-depth
study of the operating structure of the French language and the extensive
analyses were of course all of French texis from French speakers in French
culture. Te daie it bas not been wsed with other languages and may need
considerable adapiation to do so as accurately as possible, Nol only are the
grammatical categories different from ooe language (o another, but the
culturally- sitvationally specific discourse of the two languages probably
results in different distributions of similar items. Four differem categories of
the wwenty-seven features could be made as they relate to English: 1) Those that
exist in English and probably have approximately the same distribution {e.g.
first  persoe singular). 2) Those that cxist in Enplish but are probably very
differemt in (beir place and frequency (e.g. first person plural, &.g. the vse of
"nous” by only one author in scientific writing in French). 3) Those that do not
¢xist in English, of special mention are the verbal catepories {e.p. passé simple),
which do not match in French and English. 4) There may also be analogous
formal categories with different places in the system and differemt fungtions in
discourse {simple pasi. and passé composé).

Secondly, the size of the song texts are rather small in comparison o the normal
sample of 1000 words; few songs contain morc than 400 words. MHowever, their
brevity is a relevant characieristic which distinguishes them from other texts.
Their individuval brevity was offset somewhat by analyzing a large number of

texts (lifty as opposed to twenty-five in other intermediale iext analyses).

Thirdiy, # very well could be that for PS not only different categories might be
needed, but also perhaps more or less than ithe 27, aot 10 mention imporiant
characteristics which distinguish song texts not referred 1o in the normal

analysis of written iexts (e.g. non-linguistic vocalizations, pauses, gender, etc.
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some¢ of which were treated. im Ch3). it is clear that ideally in-depth rigourous
research needs (o develop an English grid with the same performance
capacities as the one developed for French. The claboration of such a grid is
much needed bur wovld bave taken me 1oo far afield from my . principal topic.
These. teservations call for cawtion in the inierpretaion of the data from ihe
analyscs, and this cawtion I will certainly have. Bul because 1 feel the model o
be a performative one, despile the disadvanieges due 1o the change in
langoages, I decided to use it to cull whal cauvlious resvlts I mighi.

The first three analyses, 4.3, 4.4, and 4.5, use the marks of the grid 10 say
something esbout the intertextnality of the PS5 texis withoot recourse 1o other
kinds of iexts, while only ‘the fourth compares PS8 1o the French icxts analysed.
While this analysis is interesting in ihai it seems to support the other =pelyses,
it cannor be used to substantiate what PS5 is due to the distance between the
languages and ibe evalvaling grids. '

Scc appendiz 15 for an cxample of the grid used in French (s) snd the one
adopléd for, Eng]ish (o). For further clarification of the pmccduré and its
results, one is refermed o BROMCKART (I1985).

4,3, Results of the grid: individual featores of .PS

Three criteria were used. to evaluate the individual resulis: 1. the presence or
abscace of certain featurcs: how many songs cortain at least one example of the
mark,” 2. the average degree of preseace of a marck within the texts, and 3, the
groupings of a ceriain number of songs around 2 feature at 2 certain degree.
The implicit hypotheses in ihese criteria im:, first, that any mark wilh & high
degree of presence will cheracierize PS while tbose with low presence will
enable us to say what it is nol; sccondly, that the average degree of presence
will further show which marks carry more wcight than othcrs, and thirdly.
groups of song's which have extremely high uses of certain marks or extremely

low use, may indicale subgroups of sopgs with particular charactcrisiics.

Table 12 lists 1he twenty-scven features and provides first  the
prescné¢fabsence data, then notes the average degree of presence (for fifty
songs). and thirdly the standard deviation. The grouwpings of a cluster of songs
are given afierwards The percentages for esch mark as they correspond 1o the
SORESs are preseﬁted graphically in appendix 16. I will briefly describe the
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resulis in the short sections that follow and them proceed 1o interpret i1hem and
discuss their funclioning en rappont with BRONCKART's model.

[Table 12 Results of S0 songs: Bronckart Grld (March 6 1983) ]
N.A. =non applitable in English, A= % of songs with mark; B= average % of presence (reference
is the oumber of words or verbs): C= standard deviation; D= groupings of songs sround % of

presence.
A B c D

1. Pronount/adi. Ist _person sing 98 9.5 055
2, Prongunsfadj. 1st person plur 44 1. 012
3. Proncuns/adj. 2nd petson sing B6 5.5 047

4. Pronounsfadi. 2nd person plur N.A. .000
5. indefinite pronouns “one® N.A. .007 "no-one” | song 5%

6a. Present tense verbs:
6b. Propressive presemt {except "going to” as future):

&¢. Gerunds 100 65.2 .231 3 grps: 12 songs 12-50% , 22 songs 56-
171%, 14 songs 35-100%

7. Future “wifl" i 48 5.8 .115 max$3%, only 3 over 21%

8. Past tense verbs 52 3.8 .143 max 58% only 4 over 24%

9. Perfect tense 44 3.1 076 16 semps hove less than 3%

10. Progressive past 16 0.5 .013 nooe over 6%

11.Conditional _modrls 26 1.5 .039 9 less than 4%

12.Time Delciics (today, mow, . . ) 6 0.0 .001 1% or less for each

13."going_to" 32 54 149 3 have 3% or less. Range to 78%

114, _Aspect 4 0.3 .017 2 songs (1 &12%)

15, Modal anx. (must, should, may, wantlets (go™)).
56 3.5 .046 12% or less for all exept ome at 20%
16, Can 44 3.1 .051 13 at 6% or less, range 20%
17. Complete passive farms (by) 2 0.1 .004 1song=3%
18. Empharic forms (I is he who..) [ 0.l .00§ 3 somge: 233%

19. Non Declarntives 78 148 .178 33 up 10 34%. 5 betwesn 50.75%

20. Time organizers 2_ 0.0 .00) ) song: 1%

21. Lexical-syntaclic srgumeniative _organisers 0

22, Imi textual orgsnizers 0

2). Modal pheasing (certainly, It seems..) 0

24, Anaphors 62 1.5 019 2B senps bevween | and 4% , range to 9%
25. Noo proneun anaphora 2 0.0 001

26. Verbal density (number werbs / 100 words) Nv_Nw__Nv/Mw_
100 22,1 .070 Rangel0-48%; concentration : zll dut 9
songs between 15 and 26
27, Syotagmatic dengity Q Ny Q/Ny 100 13.7 120 2 songs = 0, 30 below 12, ranpe to 15.

*ets go make (545)

4,31 Zero or near zero marks (m= mark, == song)

The corpes conlaing no lexical-syntactic argumentstive organizers (m2l, e.g.
"however"), inta-meta-inter-texiual organizers {m22, ec.g. numbering, italies,
c¢f., "see below™, text citation, ¢te.), nor wodal phrasing (23, “it is certain
thai"), and only one ecxample of noa-pronominal anaphor (m25, “this feeling”
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s1}, all of which are characteristic of formal, academic and. at times,
journalistic texts, All of these features function in texts which are produced by
one person whe is not wsually in immediate interaction with the receivers of
the communication, i.€. such texts am usually rionmogdrés and writen as opposed
to polygérés and spoken. PS§ is indeed “spoken”, however poiygérés scems
somewhat incongruous as a description whgn one thinks of a single singer.
Mass communication specialists sometimes qualify TV and radio emissions as
polygérés since they are communally created by repotters, staff writers,
producers, editors., and newscasters.  Similarly, songs may be the result of many
writers, composers, producers, mixers, and artists. While such an analysis is
possible for researchers, most auditors do not receive P8, in my opinion, as
polygéré  but rather monogéré at leasi at the superficial reception level
However, later 1 will discuss the possibility of PS being polygdré at lcast

psychologically.

The second person plural (m4) was non-applicable as Englisk has only one form
for the singular and plural. Thus all "you" werc counied as singular, although
they may he inerpreted as singular or plural {which is one of the vague

features that may help with listener idenmtification, as we shall see later).

Another group, which poses some particular grammatical-tranglation problems,
is very near to =zero: the indefinite proncun (m5) on in Fmrench can be
translated by various forms in English (one, we, they,..), 1 counted only ne one
in one song; time deictics {ml2- :his morning, tonighi) were found in only
three songs; aspect auxiliaries {ml4) in French are often translated imo English
by adverbials {fust, en the point of, busy), or the progressive (il est cn train de
wavailler/ hc's working), thus 1 coumied only the adverbials and found them in
only 4% of the texts; complete passive forms (ml7) typical of scientific wriling
were found in only one song of the 50; emphatic forms {m18), e.g. ir is he who
is..., werz found in only 3 songs: time organizers (m20- There was a fime).
typical of narratives, were only in one song (55).

As noted above. the lack of markers typical of scientific writing are to be
expected in an oral genr;: such as PS. The lack of iime deictics and time
organizers seem to distinguish PS from conversaiion and narration, while they
allow PS to be time free as opposed to sime hound {discussed below).
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4.3.2 Levels of saliency

The remaining features can be placed a priori into three funhber caiegories:
high. medium, or low presence. These groups help to characterize PS as much
by what is present as by whal is absenl.

Table 13 Presence of marks in percent of songs
|Marks in % of songs

High Meduim : Low

15t person sing. 98% 1st person plural 44% progressive past 16%
2nd person sing. 86% future "will" 48% conditional modals26%
present tense 100% : past temnse 52%

non-declaratives 78% perfect 1ense 44%

"gaing to" 12%
modal aux, 56%
“can" 44%
pran.anaphora  62%

4.3.2.1 Low level marks

The progressive past is often used as a narrative frame in which 1o tell a story
in the past (c.g. He was going tc town when .. ). The infrequemt wuse of chis
tense would indicate the small amount of "past. framing" in PS. The little amount
of conditionals may be a result of PS's monologal quality which rather projects,
or asserts, a reality rather than actually suggests or requests, as one might do in
actwal conversation.  Also, in French, the conditicnal is a conjugaicd tense
whereas in English it is done through modal auxiliaries. This syntactic change
end che interpretation of what qualifies as & conditional posed some problems.
In general, the wards “would, could, might" were signals that the main verbs

were conditional.

4.3.2.2 Medium and high level marks

1 will treat the medium and high- characteristics 1ogether as they woften are
releted.  First of all the high use of personal pronouns, first person singular
(98%) and second person singular (86%), would seem to be essential marks in
PS. The comparatively low first person plural (44%) semantically is often a
regrouping of “you" and "I".

It is intercsting to notc how these high percentage pronouns arc further
implied by other categories of high accurrence. The high “percentage of non-

declaratives (78%) wsually implies a “"you" and “me" in a conversational

exchange. Non-declaratives are made up of imperatives, questions and
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exclamations.  Exclamations werc counted only if the cxclamation mark was
present in a printed text (e.g. oh!, God!), despite iwhe fact that the style in some
songs might qualify them as consisting completely of exclamations. Questions
were found in 16 songs (9D times) while imperatives were in 35 songs {421 times
for an average of 8.4 per song). Both of these forms imply an addressee, "Hey,
you!" I we add the pumber of implicit "you”s (imperatives 421, questions 90) to
second person plural, this make second person singular nearly as. great as first
(1248 times ‘in the corpus) in its- degree of presence. However, it. could equally
be argued that imperatives and questions imply an "1" as well: There also exisis
falthough not as often as imperatives end questions) naked .verbs apparently in
the first person (e.g. “woke up this morning, ..I' feel resistance as [ open my
eyes”:s22), "wanna dance with somebody, 1 wanna feel the heat with
somebody”:56). Only the actual surface marks were counted, however. Surface
marks that were not included yet could be considercd as "you" are "baby” (sl),
"boys" (320), "boy" and "girl" (343). These features are typically conversational
end are at first strange if we consider that PS is largely monologal. However, its
dialogic sumcture resembles a conversation, ahhough we usually only hear one
half of a conversatien. ' ~Psychologically these features may contribute more to &
dialogal quality of PS, as we shall see later.

Ansphora (m24), of medium coverage (62% of the songs), consists of pronouns
that refer to a preceding identifiable wnit in the text. While anaphora exist in
most songs, it is low in the average amount in each song, 1.4%. The greal
majority of first and second person promouns in PS5 (15% of the iotal words in
the corpus refer to first and second person) do not qualify as they have no
precise referents, i.e. textually "1" and "you" are not designated. The low 1o1al
amount of anaphorz and ihe great number of pronouns tells ws much about the
vague quality of PS, which actually seems to ask the anditors to find their own

referents.

Yerbs

The presence in gll songs of the present tense would seem (o qualify it as a
necessary ingredient in PS5, . The degree of present tense falls into roughly
three groups: 14 songs B5-100%. 22 songs 56-77%. and 14 songs 12-50%. .Thus 36
songs use predominantly the present tense while the others bave from 12% (o
50%. ‘The high use of the present tense would seem to function as a "free-time”
anchor in that it allows PS 1o be present whenever and wherever it is heard.
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The other wverbal catggories fall into the medium range, but this may be
misunderstood in at least one case. The future (m7) in 48% of the songs is in
another form im ml3, "going ta®", found in 32% of the songs. Half the songs
{i6%) that contain ml3 do pot contain m7. Thus the global count of the future
{including "will" and “going 10" ) is 64% of the corpus. The remaining verb
tenses (past-52% and perfect-44%) and the modzl avxilliaries (56%) and can
(4%} are all in roughly baelf the songs, However, the individuai degree of cach
of these tenses in the songs generally remains below 20%.  Again, these
findings would seem to point to the function of PS to evake, or provoke, preseot
feelings and hopes for the future with relatively little concern with the past

Finally, verbal density and syntagmaiic demsity mean little unless we can
compare them with other types of texis (done below).

4.4 Correlatlon between indlvidual charsacteristics: trying to
describe subgroups inm the corpus

In an attempt to see if there were any marked subgroups in tbe corpus, a
factorial analysis of correspondence was done with a reduced number of marks
from the grid. Those marks which were deemed non discriminant of PS texts,
some simply non-applicable for English texts, were dropped from the analysis
(sccond person plural, indefinite on, temporal deictics, aspect auxiliarics,
passives. emphatic forms, time organizers, lexical-Syntactic argumentative
organizers, modaj phrasing, and imi-textual organizers which consist of
punctuation, layout, numbering, and indications referring to other texts and
places in the same text, e.g. “"see.. ").  Thus, seventeen pertinent marks
remained, which were fed back inic a computer program in a dichotomized
fashion: thirtcen were 0- or l-based upon their presence or absence. Four
athers (first person singular, present tense, werbal density, and the
syntagmatic deosity) were 0- or 1-based upon their average amount of

presence.

The results of this analysis can be seen in the scatiergram in appendix 17. By
using the scatiergrom, one can se¢ that generally any group of songs arcund a
certain mark teads to use that mark and the text might show principally
characteristics of that mark, although at the same time using other marks as
well. The fact that there are acwelly no distinct clasters of songs around any
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individval marks seems to indicate a fairly homogeneaus group of texts, or
equally diverse, with no rcal subgroups fram the perspective of these 17 marks.
In other words, neither marks nor songs are systematically distribuied. There
exists only tendencies toward different types of discourse.

4.5 Individual marks as relevant to text tendencies

When one considers the individual marks and the percentage each song has of
it (appendix 16), it is clear that there are differences between songs, however
subtle these might be. The songs which show extreme presence or absence of
cenain marks show some pgeneral tendencies that will help to characterize PS as

a whole.

4.5,1 Degrees of conversalionality

If one considers the marks of first person singular and secand person singular
as charscteristic of conversations, then the extem of their use would indicate a
degree of "conversationality”. Those in the corpus having exwemcly low levels
of these marks are indeed other than conversations: 830 Wipeouw, the only song
with nefirst or second singular, is & narrative-siory in the first person plural,
s42 Hourglass (no second singular, only 3% first) is an Alice-in-Wonderland
inspired fantazy, descriptive song; and =32 Roadblock (no zecond singular, only
4% first) was (hematically unclassifiable for itwa out of three readers and is an
cxtremely shert song (only 55 words).

At the other extreme we find songs like sl, I Just Cent Stop Laving You, {15%
first person and 9% second person singular) of which 24% of the 10tal words
refer ecither to first or second person. This song is, in faet, a doet, a love
confession between the two enunciators. However, being a duet is no
prerequisite to extreme use of these marks. S19, Bridge To Your Heanm, (14% first
person and 15% second person singular) has 29%. which refers to these

conversational marks, yet it is a solo.

Another solo, S4, Call Me, hag the greatest amount of first person referents, 23%.
while second person singolar referemis accoumt for only 6%. However, secand
person singular is implicd many more times in thc great number of imperatives
cantained in the song (n=40). Imperatives make an otherwise monologal song
even morc dialogic as another person is more firmly implicated. 536, With or
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Without You, presents somewhat lhe opposile case, with 19% of its words
referring to second person singular end only 6% to first person singuiar.

1t may be oversimplifing 1o say that these marks alene imply conversationality,
as other marks certainly play a role. Added to this the facit that we know that
they ate not actually conversations, we must proceed with some reservation.
Only further research can tell ns if high degrees of chese marks encourage
listener tdentification and word appropriation, aand if this in turn might make a
song more memarable, doe 10 their resemblance to conversation.

4.5,2 Degrees of narrativity as oppased ta situatianality

First of all, marration in French texts is marked by the use of the passé simple
and is opposed to recitation, 1elling a story conversationally, which is done in
the passé composd. These verbal markers do not ¢xist in English and thus the
two callapse into what T will here call narration,

11 is evident from the results, as one would expect, that songs that show
velatively bigh levels of past tense lend 1o be mors narrative than the pthers.
However, even these tend to use the past to explain a present situation or stavis.
For example, 513, | Heard a Rumour, (38% past,35% presenl) uses the present
tense as a temporal anchor to describe a past relationship and bring it up @
date. 817, La lsla Bonita, (51% past, 45% present), is zbout a reminiscing dream
of a romantic island that the enunciator (preseotly) wishes to return to.

Those which use mostly the present, the future and goirg tend 10 point 10 the
exposition of a siluation, ongoing, and 1o its fulure. In these songs there is litle
Or no narative progression or characier development. Typically suoch 2 song's
thematic coutent simply states "I love you", but how il does so is what makes it
altractive. For ¢axample, the only song with 100% present 1znse, S2( Boys, is an
invitation lo love. But while present often corresponds with conversationality,
this i5 not always the case. S42, Hourglass, is basically a description of 2
gitvation in 1he first person with no second person.  Thus, this mark alone

cannot be considered an indication of conversationality,

To summarize, the degree of conversationality scems to be cvident in the Jevel
of first and second porson singular refercnts present, taking inte consideration
non-declarative phrases {imperatives and questions). Secondly, while the
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whole corpus is genesgily situationzl as opposed w Dparrative, there may be
narrative tendencies in some texits which are signaled by the use of a lot of past
tense.

A further indicalion of PS8's general "present sttuationality” is its physical
presence in the airwaves and Hs produciionfdisparition in lime, in which it
continually refers to itself and cverything in its prescuce. That is w0 say, a2 song
cannot be read -- its lyrics may be read as 2 text but a song wmust be heard by
listeners for it to exist fruly as a song, and the time and context during which it
is heard become siluational anchors for the song. How this might be the case is
discussed more {ully belaw.

4.6 Comparing PS with the French Afche.typical texts

4.6.1 Description of three types of disconrse

The way in which narration (N), theoretical . discoucse (TD) and discours en
situation (DS) arc descrihed below are particularly relevant 1o -our
understending of what PS is and how it might be used by auditors.

Conditions polaires de producuion de textes

1. LE DISCOURS EN SITUATICN (DS)

Caractéristiques de lacte de production

Texle produit cn mlation directe avec le contexte, en particulier avec des
interlocutenrs identifiables, un moment et un liew d'enonciation préeis, et qui
s‘organisc par référénce permanente 3 ce contexte; dans.sa forme exiréme, le DS
est un dialogue & propos d'€lats ou d'événements p-réserl-ts dans te cot.i.l.exte -
énonciatif. Made d'ancrage: impliqué et conjoint. 1
Interaction jsoclale

Lieu social: vari¢ selon la représcntation que les intcrlocuteurs ont de leurs
repports  hiérarchiques ou  institulionnels.

But: agir sur e1 avec les coproducieurs du texie. .
Destinataires: ces mémes coproducieurs, c'est-d-dire les inlerlocuteurs |
participant 4 l'acic m&me dc fabrication du wexte (acte de production}

2. LE DISCQURS THEORIQUE (DT)

Caractéristiques de lacte de production: .
Produit lui aussi avec unc référence aw coniexte, mais résultant d'un cifort

d’zbstraction . par rapport & ce demicr, ce discours s¢ caractérise par son
indépendance & 1'égard d'unc sitvation d'énpunciavion paniculizgre, Bien qu'il ait

67




€ié élaboré 3 un moment et A un ¢ndoit domnés, par un anieur-locntéur, €1 qu'il
soit destiné 4 un public-imerlocuteur, ce type de texies se définit par son
absence presque compléte d¢ référence aux paramétres cnonciatfs, Dans sa
forme cxtriéme, il se présente sous la forme d'un discours scientifique, vrai
pariout ¢t tonjours, pour n'importe quel imterlocuteur.  Mode d'ancrage:
autonome ¢1 £onjoint.

Inreraction sociale

Licu social: celui de linstilwiion scicntifique, au sens large ¢l universel du
terme.

But: accroitrc la connaissance humaine dans un champ déterminé.
Destinataires: §a classe ou carégorie professionelle concemée,

3. NARRATION {N)

Caracréristiques de l'acte de production:

La natration se différencie des deux types de disconrs précédents par le fale
qu'elle entretient unc relation médiate avec la sitnation d'énonciation, cette
médiation se tradoisant par la création d'une origine A partir de laguelle leg
fvénements narrés s'organisenl dzns le successif.  Mode d'ancrage: esulonome ot
disjoint,

Interaction soclale

Licu soeial: institution liwéraire, au sens large do terme.

But: divenir un groupe socio-culiurgl.

Destinataircs: les membres dc ce grompe.

BRONCKART et al. (1585b) p. 63

Agchoring Mode

The anchoring mode is used here to describe discourse al two pragmatic levels
a text is conjoint if it is presemed at a precise time and place which is mlevam
10 Hs presentation, and disjoiat if it is not, thus N is disjeint and DS is conjoinr.
Autonomous refers to e indepindence of the eventnal addressees of the 1ex
from being involved in the same text, while impliguéd means that ibeir preseace
is marked in 1he text. Thus the only impliquéd of the three is situational
discourse. These are not always strict dichotlomies but rather may be extremes
of a continuum. In a sciendific presentation (DT), the speaker might very well
address the audience direedy in an attempt to make the discourse morc
conversational, implicating the audience, to an extent, in the construction of
the discourss. The anchoring mode’s distinctions are extremely importam for
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our analysis of P3: - their extralinguistic parameters indicate that they are
produced disjoints and autonomous, as a narration woceld be, but the results af
the grid place PS in DS, or conversation, which is conjeint and impligué. One
possibility of ¢his discrepancy, discussed tn 1he following section, is that there
may be a psycholinguist pseudo-dizlogal processing of PS, for the auditor who
finds them relevant

4.6.2, Incongruent descriptiens and analyses: comparing PS results
toc the French archetypical texts

After first reading the above descriptions of the three types of discourse, PS
appears to belong to narration. Songs are wsually created for the cnjoyment of
socie-coltural gronps who arc indcpendent of the "act of production”, the arists
arc autonomous in their productions in regard ¢o their fulure receivers, and the
texts are disjointed in that they c¢an be reproduced anywhere at anytime,
However, throngh -analysis with the grid, PS comes ounl looking more like
sitnationsl discourse (DS). The high personal pronoon frequency., a
characteristic of DS as opposed to other text iypes, is remarkably high for PS:
proporiionally, comparing 2z scores, first person singular is three times as
present in PS as in the French DS texts, second “person singular is three and a

half times ss frequent, and first person plural is six times as frequent,

Other extreme correspondences to markers for DS include high verbal
frequency. three times as great in PS, and the heavy use of the future marker
"going to" which is osed threc times as moch as in DS, PS5 further approximates
DS concerning its use of present and past tense, and in its lack of use of
passives, aspect auxiliarics, "can", and the level of symtagmatic density. These
relacionships point toward the classification of PS as a pseudo-conversational
type of discourse, an extreme example of DS as far as ccrtain features are
concerned. However, these extreme characteristics may also typify PS as
distinct  from DS, something other than natural conversation, while
nevertheless using conversational marks. I would postulate that  these are not
simply differénces in languages, i.c. 1hat English speskers do mnot unse three
times as many personal pronouns and verbs as French speakers do. but rather
that these are distinctive features of PS.

Octher markers that do not follow the DS parallel distinguish PS still further and
prevent us from simply calling it exaggerated pseudo DS, although it does
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resemble this text type. much more than nerration or (heoretical discourse. For
example, it shows seven times as much future tense as does DS and wice as
much az DT, This is cormbined with a great amoumt of going to, three times
greater than DS and tabulaced scparately from fuwire. As was already noted, the
fact that 48% of the songs contain the future and 32% contain going fo resulis
in 64% of the corpus being marked with future time (16% contasin both of
them), meking it second only lo the presemt as the most frequently used tense.
Indeed, PS docs seem quite concerned with describing idealized “dream-futures™
and intentions: s1, "I pray in you I find . . . I'll wail for you". =45 "our love will
grow and forever it will be. . . and I will love you so for always". s44 "gonna
dance, gonna dance", s50 "Il send you all my love", 540 “whenever you're
ready, I'lf be around. . . I'i be strong, V'l wait for you, I'll be there", s29
"Nothing's gonna stop us now",

PS is lower than aony other French text group concerping time deictice and
conditionals which mark DS. The lack of time referemis sllows PS5 10 be acally
present in any covironment (treated below). The lack of condilionals perhaps
reflects the wue one-sidedness of these pseudo conversations in which one is
capable of simply agsening one’s desired reality withoat being contested since
the "you" usually has no opponunity 10 reply. Dr it could be simply because of
the different ways the two languages use and/for mark conditionals. The sime
could be said for modal anxiliaries, which also do not correspond well with DS,

Df course songs are not conversations in the troe sense of the weord, although
sorme ducts approximate this swate. However, this pscudo-dialogal quality, which
may help audieoce identification, is very relevant to their appeal. Both the
dialogal .language, linguistically, and their idemtification capahilities. psycho-
logically. may eventually make them sitractive pedagogicel materizls for
classroom  use.

When compared to French texts, PS would seem to be more extremely
conversational than the conversatianal exts that have been analyzed.  Similar
analyses. of theatrical .plays have asalse come out with more exireme
conversational cheracteristics t(han acwwal conversations, and (hey are not.
actually conversations cither (BRDNCKART, privale comrounication). This may
merely indicate that ceriain features are overstressed in prefabricated
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conversalional discourse, perhaps in order to hide the fact that they are not

spontaneous examples of discourse.

4.6.3 Dlscusslon: Lhe psychological reality of PS8 situational
discourse )

Lookiog more closely a1 the definilion of DS, several psychologically salieot
features of song are suggested which are nol superficially accessible. First, DS
s "Texte produit en relation directe avec le contexte., en particulier avec . . .un
moment et un licu d'énonciation précis, et qui s'organise par référence
permanente & ce comexte”™. As we noted io 3.42., any traces of precise moments
and plsces, and references to them, are remarkably ahsemt from the discourse
of PS. Mark 20 in the grid (time deictics) also bhore this out. They may in faci
exist psychologically for the songwriter or singer when the text iz written or
recorded, but no traces are left af it.- So how .can this description be felicitous?
To answer this we must look at the moments and places of audition in the
listener's world. The suggestion herc is .tha the reprodociion of a song in a
giveu environment may have the time aud place specificity of that
eovironment. For the listenzr, the somg text, if received as relevant, takes on
meaning in and - for that context. . It is assigned associative meaning as it
eccompanies the presem thoughts, feelings, and aciions of the auditor in the
siwation of audition. The song furnishes, or provides a personal film scors, a
particular envirenment, at a particular time, and has meaning according to the
auditor's siiuation. Meaning apparcotly does not simply cxist, iv is created by
the -receiver, Although much anecdotal evidence exists to support this
hypothesis, ow-line psycholinguistic research is needed 10 confirm or refuie it

and to undersiand its complexity.

The "eonstant reference” in our ahove definition may be seen as contiguous
sound through a length of time and acoustically refers to itself and everything
in its environment during lhe timc that it.exists. Repetitive reference is given
by recurring themes and hooks, musically and lyrically, but also associatively

by the other things one experiences during the soog's auditioo,

The definion of DS also stipulaies "idemifishle interlocutors”. As was nowed in
3.4.1. the identification of participanis -were poi iextvally tiraceable in 90% of
the songs. However. one of ihe salient characteristics of PS is ihe exireme
degree of first and sccond persoo propouns, slbeit with no precise referent.
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Again to understand this phenomenon, on¢ needs to look at the listener's world,
1 would hypothesize that 10 the exteni that ihe auditor is permesable 1o the songs
influence, the you and i 1ake on personel meaning for presen’, remembered,
idealized or desired affective relationships, consciously or unconsciously.  Thus
the identifiable interlocuiors become the lisiener andfor anyone else that the
listener cares (o include in (or who invades) their privately constructed world.
But 1here also exists the possibility that some M&S are used simply as a pleesant
wall of sound with no need felt by audilors 1o assign referenis io any words
whaisocver,

Apain PS is nol usvally & narraiive of precise past ¢venis, bm Tather a
parlicipanl in 1he ongeoing siluation, & part of the auditors discoorse, a
participant whose production -i5 vague enough 1o allow ils meaning 1o be
individually given by each aoditor personally, with no interpretation being
challenged. To 1his extent, PS is a non-ihreatening, affectively communicaling
leddy-bear-in-the-¢car  (MURPHEY 1934).

1 am suggesting that the resemblance of PS to DS refleets our psycholinguistic
processing of PS althcuph objectively we know that they are nov comversations.
Thus, song may be called psendo-dislogal or a form of PIAGET's (i923) egocentric
language, or even be connecled with VIGOTSKY's (1934) inner speech (discussed

in Chsp. 5), 2 kind of autestimulation, simulating conversation.

HALLIDAY (1985) stresses the conversational gqualily of all texts, taking a socio-
semictic perspective, as he sees

the text in s 'process' aspect as an inleraclive event, a social exchange of
meanings. Tex1 is & form of cxchange, and 1he fundamenial forn of a text
is that of dialogue, of interaction betlween speakers, . . . in the last rcson,
every kind of text in every language is meaningful becanse it can be
rclatcd 1o interaction among speakers, and ullimately (o ordinary cveryday

sponiancous conversation, (p.11)
This proposed idiosyneratic interpretaion, or use, of M&S by listencrs may also

be understood somewhal in the words of RIVERS (1976) although she was not
really speaking of M&S:
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We hear what we expect to hear. In nommal communication the context
(the situation, the time of day. the persons interacting) helps us in
interpreting a message. 1f we- miss a segment or two, or if some of what we
have heard “slips our mind”, we fill in the gaps from cxpeciations based on
previous experience in such situations, This is why listening

comprehension is faeilitated when there is @ visual or situationz]l element.
(p. 86)

This appears to be the way we encode M&S with associative meaning, ie,, we
hear them in our own specific contexts that do not belong 10 the music but
rather 10 where we are a1 a certain time, whom we are with, what we arc doing,
and. how we feel. In PS these clements are usually missing anyway, so there is
no confliet with the "filling in” from our contexts; the measure of a really
popular song may be that it encourages 1his lisiener participation and lisiener
appropriation of personally specific environments. The popularity of the
Beatles "Yesterday” is not to be found so much in the song as it is in every
listener's personally relevant and nostalgic “yesterday”. Al the same iime, if we
miss something in the song, there is no risk of being scen as impolite or failing
8 test; songs are zmazingly forgiving and friendly, and we can make of them
what we will, or nol make anything of them at all.

GARDNER (1986), when considering pop music, asks: “What is the source of its
power . and influence? Why iz it felt 2s so liberating? enabling? facilitating?
What does it liberate, enable, facilitate? ! want 10 suggesl that it facilitates by
giving style and form to experiences -- not jus( those of music. bul of life iself”
(p. 142) She suggests that the changes in lyrie fashion are a good example of
what Korzybinski called “time-binding”, the binding of associative symbels to

times of our lives.

4,7, Literary dlscourse analysis

Song analyses that are more subjectively literary, i.e. less linguistcally
compulational., confirm 1o a gregt exlent (he above results. In this section
scveral authors are cited who provide corroborative perspectives as (o what
song discourse is, lending support 1o the findings and implicstions of our

statistical analyses.
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471 PS as an open flext

BECO (1979), with his *poetics of the open work”, lends much support to the
proposed psycholinguistic use of PS. He asserts ihat "every reception of a work
of art is both an imterpretation and a performance of it" and that "in every
reception the work takes on a frosh perspective for itsclf™ (p. 49), that & work of
art "gains its aesthetic wvalidity precisely in proportion to the number of
different perspectives from which it can be viewed aod undersiood" (p. 45). For
ECO, a text is a type from which many tokens can be realized (p. 3). That the
reader is called opon to cooperate is clear simply from the use of “anaphorical
activations" {p.4). [ would postulate that a listener of a PS may have 10 create
more than c¢ooperate, although this is dome too, 1o the extent that anaphors
seldom relawcs to any speoific referent, ECO funher states that  "The existence of
various codes and subcodes, the variety of sociocultural circumstances in which
& mcssage is emitted (whem the codes of the addressee can be differemi from
those of the sender), and the rate of imiviative displayed by the addressee in
making presuppositions - and abductioos . -- all resuft in making a message
(insofar as it is received and transformed into the content of an expresseion} an
cmpty form to which various possible senscs can be auributed™ (p.5). The lack

of firm referents in PS makes it an casy candidate for an' empty form,

However. this empiy form is not completely without direciion as it “"creqtes the
competence of its Model Reader . . . . a well-organized text on the one hand
presupposcs & modet of competence coming, so to speak, from ontside the texy,
but on the other hand works to . build up, by merely texinal means, such a
competence (see RIFFATERRE, 1973)" (p.7). That. different penres may eppeal to
differemt populations is clear.  And that these populations generally remain
faithful 10 their penre can be - cxplained by the compeience ¢cach penre creates
in iz audience and the self-investment the auditors have given in their
interpretation. 11 js thus an interactive process: “"The 1ype of cooperation
requested of the reader, the flexibility of the text in validating (or at least in not
contradicting) the widest possible range of interpretive proposals -- all this
characterizes narrative structures as more or less ‘open’ " (p.33). The open text
must ultimately be closed by the reader and ."The scmantic space can be reduced
only through the cooperative activity performed by the reader in actualizing a
given text" {p. 3D).
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A listener of PS5 can he seen' either as making interpretative choices with
conscious or uncenscious attention to the significations, or can be seen as
simply using a PS as a stimulus in unlimited semiosis (e.g. the French fricnds of
mine who fell in love listening to the song "Yesterday" with oo idea what the
words might mean). BCO explaing this process in the following manner:
"Everything can become open as well as closed in tbe universe of unlimited
semiosis. I think, however, that it is possible 1o distinguish between the free
interpretative choices elicited by a purpeseful strategy of openness and the
freedom taken by a rcader with a text assumed as a mere stimulus” (p.40). .

Of course different cmolional states can also influenee interpretation and usec:
"Indecd, according 1o how be feels a1 onc particular moment, the reader might
choose & possible inlerpretative key whick strikes him a5 exemplary of this
spiritual state. He will ase the work according (o the desired meaning (causing
it 10 come alive again, somehow different from the way he viewed it a1 an

carlier reading.)” (p. 31).

The opemness of texts, ECO says, actoally first appeared (1o his knowledge) in
VERLAINE's "Arnt Poftigque”, which also illustrates what 1 call the vaguc quality
of PS texis:

De 1a musique avamt toute chose
et pour cela préfére I'impair
plus vague et plus soluble dans I'air

sans ricn cn lui goi pése ct qui pose.

ECOQ cites MALLARME as being even more explicit in this respect: "Nommer un
objet c'est supprimer les trois- quarts de la jouvissance du podme, Qui est faite du
bonheur de deviner peu & peu: l¢ suggérer, . . voild e réve”

ECO continues, "Whenever we rcad poctry there is a process by which we try to
adapt our personal world to the cmolional world proposed by the text” (p. 33).
This makes for text-reader, or PS-auditor, interaction. A reader interacts with a
text to the extent dictated by 1ihe reader's particular situational affective-
cognitive place and moment. Nol only does ihe reader imterpret his or her
world through the 1ext, but the text is interpreted through the world of the
rcader. The 1ext may influence but can also be seen as an empty vehicle wailing
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10 be loaded with meaning by the reader or lisiener, ECO could be describing PS
when he says: !

the text scts owt 10 stimulate the privale world of the addressee in order
that he can draw from inside himsellf some deeper response that mirrors
the subtler resonances underlying the text. . . . Tindall eventually
concludes that 8 work of art iz a construct which snyone at all, including
its awthor, ¢an put to any use whatsoever, as he chooses. ... It is a ]
conyinuous potentiality of ‘openncss’. in other words., an indefinite
reserve of meanings. . . . the poetics of the open work. . ., posits the work of
art siripped of necessary and foresecable conclusions, . . . Every
performance explains the composition, but does not exhausl it. Every
performance makes 1he work an  actuality, bm is itself only
complementary to all possible other performances of the work. (p. $3-58)

Some musicians and songwriters are aware of "the openness of texts”. Jazz
musician and songwriter Joni Miichel encourages this lext appropriation when
she says, "The listener geis the most when she sees hersell in the songs, net
Joni going through her changes. . . . T think strong ant should ke genderless
and raceless" (Italian TV, RAIl Uno, 11.1.8%: 11:40). As we have seen, PS are,
indeed, pgencrally gendecless and raceless, as well as being placeless and
timeless.

Finally, ECQO even oses Einstein's theory of relaiivity to explain the open text,
nmnd in my opinion PS:

relativity means the infinite wvariability of experience as well as the
infinite multiplication of possible ways of measuring things and viewing
their position. . . .[While] the work in movement is the possibility of
numerous different personal imerventions . . . it is nol an amorphons
invitation to indiscriminate participation, The invitation offers the
performer the chance of an orienmied insertion into something which
always remains the world intended by the author. In other words, the
author offers the interpreter, the performer, the sddressee a work to be
completed. He does net know the exact fashion in which his work will be
concluded, but he is aware 1hmt ence completed the werk in question will
still be his own. It will not be a different work, and. a1 1he end of the
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interpreigtive  dialogue, a form which is his form, will have been
organized, even though it may have been assembled by an outside party in
a particular way that he could not have forsseen. (pp. 61-62)

The only reservation 1 have with the above quete as it applies to P§ is that 1 do
not believe that PS is "something which always remains the world intended by
the autbar". 1 feel thai il a text is truly open, an author cannot imagine, much
less intend, all the possible "worlds" in which the PS5 mighi be used. 1 might
very well intend something with what 1 say, but it is pgrossly baughty, and
dangerous, to assume that my intention is the. only possible interpretation. The
meaning of your commumication is in the response you get (BANDLER &
GRINDER 1579). A text, a painting, or any sign becomes a free agent once it
leaves the sender. How it is used may be conventionally agreed upon in cerain
environments, but this by no way restricts it from being interpreted in other

ways which may seem "wrong" (o some, or "poetic” to others.

LEVIN (1976) says, concerning what kind of specch act 8 poem might be, that
one could posiulate the bigher order sentence before any poem "1 imagine
myself in and invite you to conceive a world in which ... " (p.150). Certainly, a
seng could also be understood in these terms, but | would hypothesize that this
is noi how most people process most songs. Songs are not uswally read, they am
heard while other primary activities are pgoing om, especially inm the mass
mediated wse of M&S, e.p. eating, ialking, waorking, shopping, dancing,
watching a meovie, or having our ieeth done.  Reading is a primary activity
which wusually necessitaies the majority of our atiention,. M&S can be present
and we can attend to them nnt at all or with any degmee up 1o completely. While.
the precondition for a text to be in the mind of 8 mader is the aitention of the
reader, this is mot the case with M&S. M&S are something like the color of the
walls around you, or the weather, they inhabit your environment and may
have some effect upon you, but you arc also able to choose 10 attend more or less
to them and decide what they mean (g you. Just as the smell of smoke from
autumn chimneys may bring back ceriain memories, M&S may also. The
difference is that it's easier to choose and change M&S than it is to change the
colors of your walls or the sky, or the things your nose picks up. The fact that
the species, through technology, have gained some contral over their sound
environment is an aspect of environmental engineering that is very powerful,
If our thouphts are free, the faci that we are forced to hear what owr
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covironment and others want us 10 hcar makes us less in control of this
freedom.  Our use of M&S is an assertion of our will to control part of our
environment, wheiher that be to drown oul tbe noise of iraffic with qur ¢ar
radios or to fill up and consiruct the wasted unsiructured time of going from
place 10 place by scoring it with & walkman,

Finally, the modem use of M&S is less a spesch act than an environmental
omniphonic associative ecxperience, isomorphic 10 ouwr imner speech (cf. Chap.
5). This does nat exclude it from being evaluated similar to poetry, but iis
higher sentence would probably read mare like "I invite you 1o make of me
what you will, using the framework I offer you, to appropriat¢ me and encode
me with your cxperience.”

4.7.2 Making Sense of Lyrics

When looking at all the contradictory accounts by schalars and - critics
conceming the song by Shakespeare's clown, Feste, at the end of Twelfth Nighi,
BOOTH says, "They have wanied sbove all for the lines t0 make sense (198k2)."
This implies that sense is noi something that sutcnomously exists but thar it is
in fact "made" by the observer. - Realizing this and taking it one siep further
we might aay that ecverything doea make sense, even if ithe interpretation it
inspires is labelled “foolisb®. "ponsense". “incomprehensible”, ar "boring".
These are opeventheless the “senses” that the listener makes of the song, these
are hi® or her inierpretations. In this respect, no one person's sense is
neeessarily more valid thean anotber's, except when we come 10. scademia, io
which sludied argument becomes a justifier of sense ioierpretation.  Crities
usually make mare claborate seose of things, positively. or bnegatively, because
they spend more iime creating ii. And what iz created often depends not so
much oo what i3 in the thing s i1 does on wha is inside the sense-giver,

Of course. a text does suggest ceriain dircciions, excluding ethers, by the power
af its own context and choice of words. While the receiver mey be free to
interpret - openly, if done 10 an extreme degree the communication of
information seems 10 be io jeopardy, or it may even be dangerous, (e.g. if |
openly interpreic & "Stop” sign while driving, | may have an accident),
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Schema theory justly describes this interaciion between text and person:
. . . eaniag lies not in the text itself but rather in the interaction between
the graphemes on the page [the scunds in the air] and the schema in the
reader's mind. (CARRELL & EISTERHOLO, 1982).

These schema are the structured - totality of the past - personal -experiences.
cultaral assumptions, and background knowledge of the reader [listener] . . .

Beyond syntactic compewence, important factors which  appear 10
. contribute 10 the comprchensibilicy of a text are shared-schema and . . . the
reader’s familiarity with the subject. (LEKI 1984: 72%).

However, analysing the listening of a song may be. somewhat more problematic
in that onc can attend to different systems disproporttionately, which §s possible
also in. reading, but | would contend to a lesser extent. The different major
systems are the musical and the linguistic. The minor systems might be the
affect in the veice, the harmony and rbytbm ia tbe mosic. In reading, -one
might attend more to the style than the message, or as with comics, the pictures.
And finally, songs may be present, and oftea are, while one is  perferming
other tasks aad attending to totally different communicative geals. e.g. doing
homework or talking to friends in a café, while reading con oot really be done
associatively 10 other activities, it must be the principal cognitive opcration or

we canoot do it

4,7.3. Editlng: song synecdoche - the whole 15 greater than the
parts, even when some parts are missing

Often songs are not performed completely. BOQTH menticas that many of the
verses of tbe songs in Shakespeare's plays were jumbled and .arranged by
modem editors, and that in any case the leaving omt of a wverse or two really
would oot be missed "because in. some or all early, performances only the first
and last stanzas were sung”™ (p. 5). Many pop songs are subjected 10 2 similar
ireatment.  The senders, the disc jockeys and t.v. programmers, often cot
beginnings and ends, or 1alk over them as they lead in or fade out. , Another
popular fechnique is to add something in the middle, cither by talking over the
song ia the background or cuttizg it owt compleicly a5 something else
momentarily takes its place. Of course this means that - first and last verses,
introductions and exits, suffer the most from the controlting gods of the air
waves, As a result, songs may be considersbly shortened.
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Edward DOUGHTIE (1965} comments thai, “"In a song lyric, although the images
and ideas may be related to 2 centrel theme or an obvious central conceit, they
tend to be isoleted from ecach otber; they accumulate rather than develep.
Rarely, in fact, does sn image or thought extend beyond iwo lines . . . the
listener is rarely able to make comnections of much complexity over a longer
space of time" (pp. 4-6). This accumulation, rather than development, is what
allows singers 10 omit or iranspose verses without damage 1o -the cffeet. BOWRA
(1962), on primitive song, notes that “the lines, which zre more or less
independent  units, cen often be shuffled about and arranged in different
orders" {p.68).

One of the reasons that songs suffer little from ediling is what BOOTH calls "the
seli-comiainment of individual lines.”  Meaning is not usually translinear and
lines are aot dependent on each ather for interpretation. The fact that songs
develop in time, not in specc on & page end thus are not literacy-dependent,
means thar there is on-line processing, usually with little chance te hesitate.
slow down, or attempt to nnderstand in a recursive fashion, as caa be done with
reading. "Even if onc sings alone, to please oncself, one is reluctant to hesitate,
grope, and correct one's words" {p.7). Thus also, syntex cen be loose, cohesive-
ness from one line to another is not necessary, and since "symiax over more
lines than one is casy to forgel . . . argument ¢vaporates in singing. . . " (p. 133).
BOOTH demonstrates that church hymns like Wesley's can be abbreviated with
little loss, and in fact often are when in church services the congregation is
instrucied 10 siag only the first and last stanzas. “"The hymn is so written that
any of these partial preseniations makes some sense, since it is everywhere a
petition for the same simple fatal blessing, since stanzas made of indepeadeat
lines have no dependence on other stanzas, and since the sequence is nol
argument but actioa . . ." (p. 135). Indced in meny religious services verscs
from hymns scem to be chosen by the whim of the preacher and completely

accepted by the congregaiion.

Whet this boils down to is song's capacily for synecdoche. a part standing for

the whole.

We are possibly most aware of the function of synecdeche in daily life

through our thoughts triggercd by scnsory perception.  We see, hear, 1ouch
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a small part of somcthing and our thinking completes the whole. . . . But

there is nothing idiosyncratic abont this; sliding from "as " 10 "is" is
symptomatic of the ecntirc metaphoric process. of all thooght. (MILLER

1982:144)

4.7.4 Poetry vs Song Disconrse
BOOTH suggests "What thc modern reader most wants to find in poetry is the .
poct's personal cncoonter with reality, fixed with sobtle rightness in a unigoe
construction of language. 1t should be clcar that songs almost never answer to
this expectation.” (p. 23) The songwriter on the other hand is actually speaking
for the audience and knowingly or not the audience appropriates a song that

pleases it.

BOOTH further suggests that pociry can be complex because of its spatial-written
form. Song cannot be so due to its unforgiving tie to time,  Whereas poetry can
be psychologically dynamic, a song can only havc psychological stasis. "Song
expresses and gives access to a state of experience. . . it has s static quality”
(BOOTH p. 24).

This does not mean that song is paetry’s poor relative. As BOOTH puts it, "Where
the song properly exists, where it is words for the singing wvoice. it has
possibilities not recognized among poems for reading” (p.6).  Scveral of these
possibilities have to do with propaganda, educating the people in the principles
of patriotism or contrarily arousing them o mvolt (ZIMMERMANN 1966), or
more commercially having them identify with products throngh the
brainwashing qualitics of jingles. When e¢xpedencing sang "here is little
objective contcmplation of the words but rather an appropriation of them, sa
that they sing through and for us. ‘Sumer is fcumen in', if it is experienced as
sang rather than as printed pocm, does not tell us that 2 certain poet cclebrated
spring but rather invites us to cclebraie” (BOOTH p. 36). FRITH (1983} states that

Songs arc more like plays than pocms. Songwriters, thercfore, draw on our
conversational knowlcdge of how voices work, which is why they use
common phrases. . . . [The goal of sonps is] 1o transform our expericnce . . .
into s live immediawe relationship - 2 relationship not only with the singer
but also with other listencrs. . . . [ but listeners must contribate]), applying
the words to their own sitnations. (pp.35-7)
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AUDEN (1956) typifies the simple directness of song when he says the words best
suited to song are ™hose which require the least reflection to comprchend . . .

most dynamic and immediate . . . interjections . . . imperafives: vc_.rbs of physical
action . . . or physical concomitants of emotion.” BOOTH adequotely describes this
simplicity:

Given the relationship of redundancy to information, a songwriter shonld
not have anything really new to say, at lesst if he expects to say it with the
words of the song alone. A poet on peper has much greater freedom to test
the patience and ingenaity of the reader and to stretch his e¢omprehension .

. Bur a song, hedged by the demands of unity and clarity, must say things
that are simplifications, and generally familiar simplifications. The
experience of new song must be the imagining anew of some simplificetion
of life that is more or less in our possession already. It does not follow that
what is seid, well or badly, by the words of songs is vmimpormant. It can he
profoundly important. We can wnderstand the nature of the things songs
say by inquiring into the pature of 1the response thet song awakens in &
fistener. {(p.14 )

4.7.4. Formulaic disconrse
“[The nse of formulas] cases the burden on the poet but also eccommodates the
audicnce of oral poetry, which to some extent is alweys hearing something it
knows and hence is able 1o keep up despite - distractions and the essentially
volatife nature of attention itself,” (BOOTH, 1981, p. 8} This use of formulas is sill
very common in modem song.

Pop songs may be typified also in their formulaic use of everyday conversation.
Here also, the andience knows the main story lines of love which are the
subjects of most songs. As in a Greek play in which the eudiencc knew the
myith being portrayed, the sesthetic contest was in secing how well the anthor
and performers rewold the same story, how much 1he andience epproprieted the
voice of the song. Concerning informativity, GOMBRICH (1960) says "the
greater the probebility of a. symbol's occurrence in any given sitwation, the
smaller will be its information comtent, Where we can anticipate we need not
listen®(p. 205). ‘Thus in highly repetitive and predictable pop songs, ettention is
given not so0 much to the message as o how it is delivered. BOOTH adds, "Oral
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poetry hags a relatively lower density of information per line than written
poetry can have. . . . This low density of informstion . . . shows also in song
verse, when i1 s set beside verse written for the page” (Ibid, p. 9 Few songs are
completely formulaic, but they are highly redundani and predictable -- much
more s0 than any writien communication.

4.7.6 Borrowings .and Redundancy

Historically, there seems to have been quite a bit of borrowing of lines and
phrases from previous songs im the creation of new sonps,  However, "it is
important and perhaps surprising that a borrowing in song seldom refers
attention to any source. . . . Borrowings come from other souvrces than songs in
the experience of the sonpg's peblic: from proverbs, dicta, slang, from the
jargon of preachers, politicians, advertisers, sponscasters”™ (BOOTH 1981, p. 10}
BOOTH cites one example ithat shows the mixing of public domain speech in John
Prine's "Wedding Day in Funeralville,”

It is anybody's ballgame
It is everybody's fight...

CI note is that borrowing may be circular in that what is borrowed by song may
be borrowed more cextensively back imo the public domain, or hbecause of iis
association with a cerlain s0ng may overuse its expressive force and die out, For
example “Take 1t Easy" (Browne & Frey 1972) seemed to catch on more as a form
of leave-taking afier the song came ont and "Feelin' Groovy" (Paul Simon 1966)
made the expression popuolar but then scemed lied lo an age and became dated.
Similar examples in the present corpus may be "U got the look™ (s15} and
"Whenever youwre ready” (s37).

Besides borrowings, of course redundancy can be simply internal repetition in
a song, ecither by sound or syntax, Such repetition would be ridiculous in
normal oral discourse .and unthinkable in written discourse. Howewver, as noted
above, the information content is not the major reason why an audience listens
w a song. It is rather the affecrive input, the way that the seng ¢an make one
feel, that will determine whether or not it is chosen to be inm the environment.
Rhyme, allitcration, and meter also increase this redundancy load. “However
the yedundancy is built up, the song 1ypically gives its audience a wealth of
cues (o help it caich a line” (BOOTH, p. 13).
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MAHONY (1980) siates that "Even repetition is never the same, is never
duplicaied cxactness, if for no other reason than cach repetition represents an
accumulation" (p. 464). Each repetition is also at a different moment in time,
with possible changes in the listener aod environment.  These two aspccls,
accumulation and time-changes, steal the “"sameness® out of repetition and make
it functionally dynemic. ZIMMERMANN (1988 personal communication} has
commented that the incremental repetition in ballads is often accompanied by
subtle changes which listeners learmm to  anlicipate, which usually move a
narcative along, albeit often in a jerky clliptic and unexplained fashion. This is
applicable in a different way in PS which 2re usually not parratives bt
situational slices of life. Incremental repetition in PS  seldam adds more
information as in ballads, bui may add mom cxciiement and familiarity so that
the audience ideally (for the rccord ¢ompany) is often able to sing the last
refrain with the first audition of a song (something thal mzy enhance its wuse in
EFL). Among the recorded exactness, there are occasional additions or dcletions
lo cerlain refrains which the lislener learns w0 anticipale and is mwarded for
hearing or cempleting, ¢.g. Whitney Houston's deletion (s6) of "with somebody”
after singing "1 wanna fee] the heat" in her second refrain may be filled in by

listeners as they become familiar wilh the song.

HODGE ([985) sees the great repctition as a principal stralegy to overcome three
distortion characteristies of songs:

(i) thc words of songs are typically more difficult to recognize than is ihe
case with spoken language. The difficullies are increased the further
singing style departs from speaking siyle, the greater the number of
singers, and the more prominent the musical accompaniment.

{(ii) The words of a song are organized by 2t least Lwo kinds of syntagmaiic
structure, verbal syntax, and intonational synmtax (iune). Even when there
is’ only one tune, there is the possibility of polytaxis (i.e. multiple
struciures coexisting in on¢ surface form).  Possibilities of syntagmatic
ambiguity {and therefore mutliple meanings) increase with the number of
tunes or other syntegmatic principles organizing the song-discourse.

{iii) Owing to ihe lengihened and claborated vowels typieal of song, alang
with other sounds from musical instruments which can be introduced, ihe

time taken 10 sing a set of words is normally greater than 10 say them,
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sometimes much greater.  This increases the burdens on a2 decoder of the
verbal meanings, if the symagmatic structure has any scope. (p. 130)

However, HODGE says these problems are overcome by four other characteristies
of song production and ase: 1) a limited use of vocabulary; 2)"the use of shont
clauses, minimally iransformed and arranged parataciically se that the verbal
syntax doeg noil compeie with the musical organization" {lbid.); 3) frequent
repetition of weords and clauses; and 4) “it is assumed that the song will be heard
repesiedly, 50 that its meaning ¢an be gathered slowly over several hearings. . .

[Thas] song meanings seem both difficult of access and yzt unproblematic
{since familiarity will resssuringly provide it.)” {(lbid.} Not only is there
repetition internally bot the whole song is, or can be, often heard repeatedly.
This repeaied hearing is a way to paint one's soundscape, i centrol it, and

deserves furether research.

47.6. A song's voice -- whose words are they?

Most songs are like pscudo-conversstions, i.e. someone appears (0 be saying
something 10 somecone, or to many people. Thos we might call P§ a dialogal
monolegue , or 1 pscudo-dialogue, since we usually only have access 19 one side
of the conversalion (excepl with dueis). This might be seen as a socie-historical
continyam from monologal third person narratives 10 dialogal monologues.
FRITH scems 1o suppont this when he says

Blask sinpers used [emotional] vocal technignes to develop a song form that
combined individval and collective expression. In 1raditional pop songs., by
contrast, crooners [e.g. Bing Crosby, Julio Iglesias, Bamnry Manilow] appeared
to direct their messages 1o individual listeners only -- the whitc pop ideal
was to make mass commuanication feel like a privale conversation rather
than a poblic event. (1983:18)

PS is in a seemingly paradoxical situation: while the discourse of pop song could
be anybody's, the referents musi he vague enongh $0 accommodate nearly
cveryhody, at once simple and essily understood, yet vague and imprecise. M
seems PS is a delicate balance between not being too vague, ie. demanding too
much effort, and not being overly explicit, which might keep people from
catily appropriating the words as lheirs.
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The questions as to who is the speaker and who is the receiver of the words of a
song a1 [irst appears problematic (MIIRPHEY I1986). Listencrs find such
questions  perturbing, showing that they rarely if ever cross their minds. It
seems that at least PS analysts are aware of the smount of non-referent you and
{ forms: in Billboards Chart Beat {p.6). columnist GREIN quotes contributors
leners citing the many / forms in songs (11.28.87) and later one even asks 7l
wonder who 'you' is” (5.21.88). Hawever, my contention here is that lisieners
acieally seldom wonder who the referents refer to.  They simply use them to
interpret their own worlds. An enalogy in ancther domain may help us clarify
this point. Advertisements come in two basic formats, &nber they am very
explicit or relatively vague, permining and stimulating a  personal
interpretation,

Basically by allowing room for many interpretations. the adveriiser
increases Lhe possibility of attracting a wide range of customers, sach of
whom could potentially find somecthing in the message that could be
pattermed from their own experiences, ¢tc.  Also, to the extent shat the effort
of patteming is that of the individual, there is potemially a gremier sense of
-achicvement, "involvement” if you will, in having "closed” the message
structure 10 some meaninglul whole, (ROTZOLL 1985:103)

It fromt af Rembrant's "Man in 3 Golden Helmet” we am 2ll going 10 See more or
less the same thing. In front of an abstract painting, we can each have our own
interpretations, and create meaning idiosyncratically for ourselves,  Howewver,
if the effort te construct meaning is oo greal, and the effcct (payoff) 1o small
we may abandan he attempt or post a negative attitude toward the thing as
incomprehensible (sec SPERBER & WILSON 1986). Of course those wha excrcise
interpreting: get bener and become more appreciative of certain styles, but
mainly because they have invested & part of themselves in the doing. Each time
they confirm a siyle in which they have invested, they are in effect

confirming themselves.

To be appropriated, an advertisement or song might inspirc listeners 10 make
small cffonts from which 1he results are rewarding.  An advertisement of a
pretty girl next to a razor for men requires only that the mer e¢njoy locking at
the girl and see¢ the razor's name¢ even peripherally. The effort is small, 1he
effect for men is pleasing. The information is small, the feeling is gresat. Songs
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may work tbe same way as we ideniify, or become, the person in the song and
appropriate the messagt as ours, The repetition of- an advenrizement or song
may become a repeatiog confirmalion of ouorselves (e.g. for those whbo wish to
be the Marlboro man) and the messages we are communicating. To this extent
the purpose of advertising in many casts is not so much {0 anract new buyers as
it is to confirm the ones alrcady buying so that ‘they continue. DE CEBALLOS
(1988), speaking of childten, but it is applicable 10 some extent even for adults,

54Y8§

Avant fout, il ¥ a le plaisir de la répétition. L'enfant adote regarder ce
qu'it connah d&ji par coeur e1 la régularit€é des beures de diffusion qui
donme wune impression de sécurité, . . . les personnages-types

coincident souvent avec la vie.  Grice i- cette harmonie entre “véritd
télévisée” et existence réelle, le jeune s'implique facilement dans le spol.
Et s'il ne croit pas 4 la promesse publicitaire, il aimera towt simplement

un message pour s4 forme.

The identity of the speaker in most mass commurnications is extremely vague o
even unknown. In television news the originator of the message is neither the
journalist nor the television- statdon, but rather, according to BURNS (1977}, an
imposing and rigid cultural bureavcracy.  Following BURNS we might say the
I in a song is uot the songwriter, Singer, disc-jockey, nor the radio station, but
an anonymoug, culturally-stereotyping "1", sufficiently, vacuous so as te become
the person who comes int0 contact with it.

PS also appears to belong 10 the group of communications that one sppropriates
because of our egocentric need to communicate, that is, a need to reecive
messages from others. If some one shouts “hil® behind us, our immediate
reaction is to fecl addressed. The same phenomena occurs wheu someons honks
a hom, when the ¢clephone rings, or when we see a letwer: our first reaction is
that it is for us. BOOTH notes, "Words from a voice are privileged in their power
{0 arrest aftention. We appoint ourselves the addressees” (p. 14).  This is
probably why it is so hard for some pcople to tum off the tclevision even when
nothing interests 1hem, as they swifuly switch channels looking for onme that
will talk particularly to them. The samc occurs with radio and songs.
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However, to the extens that we identify with the singer of a song, we are not
being addressed, but rather we are assuming the speaking ourseives,

. the singer's words are sung for uws in that he says something that iz also
said somchow in extension by wus, and we are drawn into lhe state, the pose,
the attitude, the self offered by the song. This is to some exiem 1he
description of the other performing arts as well, though not so distinctively
as of seng. . . .When we hear song, we are the concert. A rock concert, far
example, may be described as ritwal, in which representative figures sing
out fantasics for and also with the audience. . . . such a descriplion can be
applied wvery widely 1o the experience of many wvarieiies of song. CM.
BOWRA writes of primitive song that it is "a communal activity . , . t¢ some
degree the voice of a common consciowsness. . . This is of course true of
medern  singing, especially when it is done for pleasure,” although he
believes that  “primitive song implies a  higher degree of shared
assumptions”. . . . Even in narative song . . . if we find the song appealing.
we adopt the story, and sell it along with the sinper. . . . traditional ballads
tell- storics the audicnce knows and affirms, and to understand them we must
think of (hem as stories a people tells itself - not in the old romantic sense of
the folk composing but in the sense that narrative song implies awdience
affirmation . . . . Thus most songs of protest do not appeal to an audiehce as
jury but invite the already sympatbetic into collective accusation; . . . [they]
are likelier to issue in self-congratulation than in persmasion or actiom.
{BOOTH 1981 pp. 15-15).

This confirming quality for songs rcsults in groups which appropriaie cerain
types of sengs and siyles whose messages are rather narrewly defined.
ZIMMERMANN mentions this same phenomena in regard to nineteenth century
ballads, "Le modc d'expression devient un cadre de pensée qui facilite et dirige
la réflexion; il propose un cheix restreint de compertements accepiés par la
collectivité” (1966: Propositions complémentaires). Concerning PS . DAVIS in
her article “Pop Lyrics: A Mirror and a2 Molder of Seciery” siates basically the
same: “"That songs speak for their time is a given. But they are more than mere
mirrors aof socicty; they are a potent force in the shaping of it"(1988:168). In
order for songs to have such power: it follows that there must be great degrees
of appropriation,
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BOOTH thinks that the listener always identifies with the person singing, nol
with the "you" in an "1 love you" song. He fecls this is so "because the
idemification of the voice is a mmarkably strong force, sweeping us past the
stage of aesthetic contemplation and even past the fantasy that the words are
directed 1o us (1981:17)." | agree up to a point. The apparcnt appropriation of
wards by the listener is done greatly io sub-vocalization ar active singing with
the music. Androgynous lyrics often make it possible for males and females to
sing the same lyrics with no loss of meaning (cf 3.4.4.). Hawever, there are also
songs, 1 believe, in which the identification which takes place are with the
"you', stated or implicd in the text, and others in which the power of the vaice is
such that the listener only wants to be the "you" that is sung to. When Sabrina
sings "Bays" (520) males cannot help but feel addressed as the you , and when
Carly Simon sings "You're so wvain, 1 het you think this song is about you", men

bask in the "you-ness” of finally being understood by a woman!

Even when proper names are used, this identification process may be just as
strong. The main difference seems to be in the aoslysis stage,  That is,
researchers like myself hypothesize that unspecified pronouns should lend
themselves easier to aundience appropriation than someans's name would, and
especially more than 8 real person reference.  However, this iz not necessarily
the case. I might very well identify more readily with James Band than ao
unspecified spy, "you", because 1 have a background of imagining myself in
his shoes. BOOTH confesses "My strong feeliogs of identification with a favorite
singer draw upon associations than are as complicated as my life, and the
singer's performance is likewise full of nuance. Yet any number of other
listeners are also achieviog an identification, and the song is our commen

denominator™ (Ibid.).

"Literary criticism . . . has recently became interested in the psychodynamics of
reader response (o various kinds of literature, a dynamics presupposing -active.
dramatic imeraction of the literaterc and the reader's inielligence” (BOOTH pp.
21-25)., However, BOOTH wams ahat song is actually "psychostatic® rather than

dynamic,

the experience accumulates rather than develops, and for this rcason it

frustrates the effort to schematize il inlo dramatic pattem. . . . i1 is hest 10
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raise the guestion of the state of experience offered by the song. as thar state
is inferable from the text. . . The staic is the implied content of the song . . . .
A song text is the document of an occasion on which people of some time,
- place, and circomstance pawuse from their personal selves to enter into &
common consciousness, Songs are different as time and place and
circumstance differ where people scek 10 counfirm what they are aund what
is. Songs offer them various congenial configurations of heing, mote or less
local 1o the particulars of age, class, occupation, race, sex, or sect -- kess or
more commonly human zs they evgke common human .feelings"(bid. p.25-

6).

When Feste zings his song at the end of Shakespeare's play, "he tells them
nothing they need to decode snd Jearm. He evokes in them one of the ways of
sceing life that ihey already have"(Ibid, 28), BOOTH finally concludes, “choosing
to consider the audience's experience rather than the poet's is only a gquestion
of another perspeciive. . . . a song text is a script for & puhlic event"(Thid. p.34).

ZIMMERMANN (1966). speaking of traditional ballads, writes that the oral poels
reserve their greatest fervor for singing in the pariando rubato style in which
the singer rclives the text with cach performance, expressing the mest intimate
of feelings. In PS, as principally a recorded phenomenon, it is rather the
listener who may relive associotive Feclings from accomulated prior auditions
with cach new hearing, thus the indelible personal coding of panticulsr songs
with moments, places, and people in our Jives.

4,7.8. The here and now of song transcendence

In an altegether practical way, music than we enjoy does change ouor
psychological states somechow. Time and space change their c¢veryday
dimensions when we are involved with music. According o BOOTH,
ZUCKERKANDL insists

that the place entered into in the experience of music is specially a place
of unity, of communion of the subjective self with all ¢lse. . . . As opposed 10
spcaking, singing of words joins the single self with its community .

[ZUCKERKANDL] locates the power of music in its cnabling of scif-
transcendence for the listener ond demensirates that function in  folk

o0



song; he attaches fundamental importance for the whole rcalm of music 10
the shift of point of view which he detects there, . . . Words in song testify,
he says, only t0 what music is doing on its own, {BOOTH I981: 18-19)

BOOTH later relativizes ihese statements, trying to avoid mystification, "To speak
practically, there seem to he widely varying degrees to which singers and
lisieners lose themselves in songs"(p. 21).  The referential vaguneness and
"other state” both comtribute to why “it seems false 10 sing a song 10 a real
person as a communication"(Ibid. p.23). Concrete relationships are somehow
annihilated and still we feel relaled to all things. Jusi as real people are net
necessary for a song 10 have communicative relevance for the listener, time
and place are equally flexible. Whenever 1 hear, sing, or cven now when 1
think of the song "White Christmas” I am "dreaming of my White Christmas”,

1t is the point here that song puts the listener in a sort of iimelessness in. which
only the here and now do exisi, the experience of the song and its associations
are reality, as the listener is included within it, as the song becomes one's own,
BERNE (1964) states 1hat "It can be shown cxperimentally that cidetic perception
evokes affection, and that candidness mohilizes positive feelings, .so that there
is even such a 1hing as “one-sided intimacy” -- a phenomenon well known,
althougk not by thai name, 10 professional seducers, who are able (0 -capture
their partners withoul becoming involved themselves"(p. 181). The parallel
here 10 songs is remarkable: songs (those with which one identifies) also
"cvoke emotion”; they presemi candidness not found in everyday conversation
which often pive us a lift (positive feelings); this intimacy is a private "one-
sided" feeling constructed by 1he listemer; in other words, professionals in the
advertising and entertainment industry are seducers oul to caplure their
audiences, giving the impression that they only want “"yon", that polypamous

singular/plural personal pronoun.

4. 8 Sovmmary

The results of Chapter 3 showed the texis in the corpus to be simple, repelitive,
full of human interest, and yet vague as concems time, place and persom, The
discourse was supggestive of conversational exchanges. This founh chapter has
suggested that PS fits in with the conversational group of texis referred to as
discours en situation (D8) by BRONCKART et al. Although the descriplion of the

extralinguistic parameters of such texts at first places it in the narration
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category, the analysis of the textual marks indicates DS. What this
incongruence has provoked is a look at the hypothesized psychological use of
PS5 by individuals which then corresponds somewhst to their calegorization as
DS, and which is corrohorated by the literary or socio-literary analyses in 4.7
above. Finally, that the 1wo chapters support cach other in their findings and
that BRONCKART's definition can find psychological felicity suggests to us tha
songs necessitate listeners’ contribulions from their world to the meaning-
making. Songs are nol unique in this respect but may be more extreme than

many other forms of discourse in our environment.

Somewhar like the covert identification operations that advertisers hope buyers
will perform with their products, songs may psychologically encourage
listeners, through measiired repeiition, o take the words as their own, for iheir
own use, sad to identify with them. In doing so. listeners appropriate the words
and the songs as expressions of their own experiences, which finally they are.

Thus far we have analyzed 8 corpus of song lyrics through various means and
discerned several salient charactleristics while ypifying their discourse.
Conversely, Chapter 5 will approach the topic from outward in, allowing the
examination of information, thought, and theory from many arcds in an
inerdisciplinary approach in an altempt to anderstand the impact of M&S upon

us.
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Chapter S An Interdisciplinary approach towards an
understanding of the rapport between music and
language

Synopsis
5.1 The ontogenetical mirror of anthropology
5.1.1 The origin of song santhropologically
512 The origin of song ontogenetically
5.1.2,1 Infam vocalizations and reactions
3122 Motherese
53123 The enjoyment of song as regression
5.2 Cerebral processing of music and song
5.3 Melodic Intonation Therapy and aphasia
5.5 The Din, the LAD, and song
5.5.1 Piaget's egocentric language
552 Vypotsky's inner speech
553 The walkman and inoer speech
5.54 The perswasion of M&S: a matching of inner speech
5.55. Subvocal rehearsal and prosody in silent reading
3.5.6. Song Din: & song siuck in my head
5.6 Seciety's impact upon natural mam
5.7 Art as conscious dreamwork
5.8

Adolescents and song

My puorpese in this section is 10 look a1 the comribmions from many domains
which may help to form en historical-philosophical framewerk for song and
much of song's effect. The suggestion is that a variety of fields may have
information that strengthen 1the tentative conclusions concerning the
linguistic chatacteristics of PS and their evemual pedagogical value. I am not
expert in zny of these fields ard am aware that counter argomenis exist o
refute some of what 1 have included. Nevertheless, the various cohesive pieces
cxcitingly seem 1o fii together, and in the end give visible struceture 19 our
understanding of the imporant impact of song.

5.1. The ontogenelical mirror of anihropology
Members of the species homeo sapiens are bom with more or less the same
physiological apparatus; exceptions are rare. However, through our long
hisicry, our bedies have undergene adapiations and mulations; for cxample, we
have grown 1taller and more erect. Cogritively our brains, under continually
more abstract stimuladon, have become capable of handling amazing concepis
and performing wonderful tasks with the tools we bave created. This
pbylogenetically dynamic development, both physiolopgically and cognitively,
may be paralleled in the individual developmeni of each being from birth 1o
maturity. Musical vocalization, or song, also seems to have been with komeo
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sapiens from the beginning, and, in some form, to accompany individuals
throughout their lives. It will be argued that song has played, and plays, an
important role¢ in the development of the species and the ontogenetic
development of each person.  Furthermore, song's historical participation in
our affective and cognitive development may prove to be fertile ground upon

which to stimulate further learning processes.

5.1.1 The origin of song - anthropologleally
BLACKING (1581} provides a good overview of the universality of music and its
possible genctic coding:

There is so much music in the world that it is reasonable 1o suppose that
music, like languagé and possibly religion, is a species-specific trait of man.
Essential physiological and cognitive processes that generaie  musical
composition and performance may even be genctically inherited, and
therefore present in almost every human being, An understanding of thesc
other processes involved in' the production of music may provide us with
evidence that men are more remarkable and capable creatures than most

socicties cver allow them 1o be, ( p. 7)

Ecstasy, agony, and  motherese 1esponses also a2ppear to be wuniversal and
manifested vocally. The expression of thesc emotions may very well have been
at the origin of homo sepiens' natural vocal music and certainly remain sirong
stimuli for expression today.

Toutes les passions rapprochent les hommes que 13 nécessité de chercher 2
vivre force a se fuir Ce n'est ni la faim ni la scif, mais I'smour la haine la
pitié la colére qui leur ont arraché les premidres voix . . . . pour €mouvoir un
jeune cocur, pour (EpOUSSET un Agresscur injusic la natore dicte des accens.
des cris, des plaintes: voila les plus anciens mois inventés et voila pourquoi
lcs premigres lanpues furent chantantes et passionnées avant d'étre simples
¢t méthodiques, (ROUSSEAU, 1781, p. 43).

It would be useful at this poimt to distinguish two definilions of song:

Song-1 is intonational vocalizations having musical features of pitch,

intensity, and rhythmic variation, characterized by continuous repetition  and
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funciioning emotionally, playfully, or hypne-habiwally. Song-1- is deveid of
language (words) althongh not of sigoification potential,

Song-2 is the definition of song-1 plus language used in a2 contiguously
musical fashion (this last being probably what mest people generally
understand when they think of seong).

Some anthropelogists see evidence 1o indicate that hemo sapifens possessed song-
1 before actually having laznguage as we now know it In "Did the
Australopithecines Sing?”, LIVINGSTONE (1973) writces,

Although it is often stated that man 15 thc only primate that can tatk, it is
rarcly noted that he is also the only one that can sing. Since singing is a
simpler system than speech, with only pitch as 2 distinguishing feature, 1
suggest that be could sing long beforz he could tzlk and that singing was in
fact a prerequisite to speech and henec langoape. (p. 25}

LIVINGSTONE makes ithe further distinction between calls and songs, with the
first being innate and the latier being learned.  After citdng evidence from the
study of birds and chimpanzee call and song systems, he states, "Prior to the
evolotion of human langnage, there would have had 1o be a considerable
amount of previous evolution from the chimpanzee. call system to a leamed set
of personal and group songs" (Ibid.}. I interpret this to mean that varfety in
vocalizations would have at first taken on sing-zsong intonational fcatures
which require Ibe use of less precise &rticulators, and then they would have
been followed by the leaming of finer distinctions requiring the trai_ning of

articularors and the- ability (o perceive these distinctions.

JESPERSEN (1925) also proposed a theory of language origin in which language
would have been chanted before it was spoken:

Languzge originaled as play, and thc organs of speech were first trained
in this singing sport of idle hours. . . . & number of German lingnistic
philosophers. . ., by their laying such pgrezt stress on the communicaiton
of thought as the end of language and or the benfit to primitive man of
being able to speak to his fellow-creatures abeout mattcrs of vital
importance, ... leave you with the impression that these "first framers of
speech” were sedate citizens with 2 strong interest in the purely business
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and matter-of-facy side of life; indeed, according to Madvig, women had no

share in the creating of language. (p. 433)

JESPERSEN states that she penesis of language is not to be found in the prosaic,
but in the poetic side of life: "the source of speech Is not ploomy seriousness, but
mermy play and youthful hilarity, And among the emotions which were most
powerful in cliciting outbursts of music and of song, love must be placed in ihe
front rank. . . . {love] inspired many of the [irst sonps, and through them was
instramental in bringing about hupman language ® (Ibid.). Not only did love
ingpire song and langusge, according to this view, but anything capable of
exciting the savapes was “toreed into a song . . . extempore”, rhythmic singing
glays an enormous rele in the daily life of “savages all over the world®, "each
kind of work . . . has its own song . . . nothing is done except to the sound of
vocal music” (p.435),

JESPERSEN scems to be describing Song 1 when he says tha

we must nof imagine that ‘singing’ means exactly the same thing here as
in » modern concert hall. When we say that speech originaicd in song,
what we¢ mean is merely that our comparatively monotonous spoken
language and our highly developed vocal music are differentistions of
primitive utterances, which had more in them of the lanter than of the
former. These utterances were at first, like the singing of birds and the
roaring of many animals and the crying and croosing of bhabics,
¢xclamative, nat communicative -- that is, they came forth from ap inner
craving of the individual ... Although we now regard the communication of
thoupht 25 the main object of speaking, there is no reason for thinking
that this has always been the case; it is perfectly possible 1hat speech has
developed from sometbing which had no other purpose than that of
exercising the muscles of the mouth &nd throat and of amusing onesclf and
others by the production of pleasant or possibly only strange sounds.
(pp.436-7)

FREUD (1924) also secemed 1o find such & view credible. He attempted to show the

rapport between languape, song, sex and work in our carly development when
he refered 10 H. SPERBER's work and said that
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Sexual needs have had the largest share in the origin and development of
language. [SPERBER] says that the first sounds uttered were a means of
communication, and of sommoning the sexual partner, and that in the later
development the elements of speech were used as an accompaniment 1o the
different kinds of work carried on by primitive man. This work was
performed by associated efforts, te the sound of rhythmically repeated
utterances, the effect of which was to transfer 2 sexual interest o the work.
Primitive man thus made his wotrk agreeable, so 10 speak, by trezting it as
the equivalent of and subsiitute for sexual activities. (p.I73)

PIAGET (1923) echoes this pcrspcl.':li\;e when he says “Parmi les mots les plus
primitifs sont évidemment les cris d'amour qui servent 3 introduire 3 1'acte
sexuel: dés lors ces mots, ¢t tpus les mots qui font allusion & cet acte, restent
chargés dun pouvoir émotif immédiai™ (p. 14).

The above might be paralleled today with the "summoring of the sexual
partner” through “"the sound of rbythmieally repeated utterances” in populsr
song on the dance floor, and day to day living and working may be said to be

made more pleasurable for many people through the use of associstive music,

5.1.2 The origin of song ontogenetlcally

The sbove macroscopic view of the anthropological development of langusge
from song-1 might be said to exist onlogenetically im every man. That is,
developiog infants seem to bc more ettuned to song-like language first before
perceiving and producing the finer articulations of langusge, reflecting ihe
ahov.c proposed anthropological develppment, There arc several indications
that this may be so: 1) the reactions (o speech and vocalizations of babies, 2) the
song-like motherese responses that carctakers provide babies with, 3) the idea
that adult enjoyment of song iz somehow regressive, that although it is mostly
song-2 that is produced, we tend 10 receive it as song-1.

5.1.2.1 Infapt reaction to speech snd their own voeslizalion

CONDON and SANDER (1974) found thai newborm babies (some less than a day
old) synchronized their movement with adult: speech, respooding 10 the
thythmic pstterns of the language spokem to them, They emphasize that babics
move in shared interactionai rhythms in fresponse to the speech structure of
their culture. This rhythm synchronization may already have begun in the
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womb and coertainly is an essential framework inte which later lingoistic
knowledge will fit, or in the case of foreign languages, misfit. In fact,
LECANNUET et al. {1987) showed that the fetus between the 35th and 38th weeks
of development is already capable of responding, by a significant change in
heartbeat, to changing sequences of bisyllabic uttérances <oming from a
speaker below the maternai abdomen. They conclude that “la familisrisation
zux sons du langage, au cours du demnier irimestre de grossesse, pourrait
contribuer A 1'spprentissage ultdricur du langage." JUSCZYK (1985) says the
fetus, in wterp, hears "the melody of language. 11 probably sounds like people
talking through the walls of 2 motel room.”

Research conducted by MEHLER and BERTONCINI (1980:67) concluded that a
mother's intonation played a primordial role in the recognitian of her voice by
a2 newborn. JUSCZYK and MEHLER (in press} further iested newborns' reactions
to their native lanpuage and foreign languages by having  bilioguals,
previously unknown to the infants, speak to them in both languages. They
conclude that even four day ald infants have developed to the extent that they
can identify 1be -acoustic characteristics of their native language as distinct
from other languages.

A numher of researchers (CRYSTAL 1973, MENN 1978, BOLINGER 1978, KASSAl
1979, M. MILLER 1979, DE BOYSSOUN-BARDIES 1980, OLLER 1976-1980) have
hypothesized a precocipus (prelinguistic) acquisition of functional intonational
patterns among infants, but few have 1ested this hypothesis. Recently
KONOPCZYNSKI (in press} has tested this hypothesis with positive resulis. She
characterizes the early vocalizations of infants as consisting principally of
melody, going from unpredictable jasis to codified prozolanguage consisting of
intonatiopnal formulas which are functional in iateraction. An infant's first
sounds are probably instinctive and/or accidental, perhaps unplanned, but
soon beeome purposeful, similar to animal palls,. They are nevertheless created
from within the infant’s body, the realization of which leads to vacal play. The
very kinestbetic aspect of muscular excrcise and movement in ., the vocal
apparalus is probably the first "toy" that a baby controls and mamipulates to
some extent, and which is later used to manipulate others. The verbal play is
extremely exploratory at  first, consisting mostly of vocoides manipvlated
cventually with greal complexity and variance, with little patterning and order.
However, aronnd the 9th and 10ih momhs, the repetition of 1hemes. and units
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soon occurs, relative 1o the amount of languege and the amount of intzraction
the infant teceives in the ecnvironment. The increasing development of this
protolanguage, consisting increasingly of contiguously repeated consonant-
vowel- cotisonant- vawel clusters (CVCV), at the same time reduces the amount
of jasisment, iec. the meaningfulness of the interactive vocalizations inhibit
focther cxploration and complexity in non-meaningful domains.

La richesse, Ja [antaizic des méladies du babillage sont remplacées par la
pauvreté ¢t la rigidité des premiers intontmes. L'enfant perd eon  variété,
mais gagne en cfficaciié, e1 communique de micux en micux avee son

entourags, (in press)

Ta 1est the functionality of protolanguage, KONOPCZYNSKIJ had adults listen to
different vocalizations isolated ouwt of context and found that the auditors agreed
as to their communicative functions of calling, phatic expressions, and to a
lesser degree of questioning and 'charming. She also did an acoustic analysis of
the different jasisments and protolanguage, analyzing the frequencies,
intensities, and contours, which resulied in the same findings.

She concludes that in the protolanmiage of a child vp 10 a year old, there is 2
recurrence of a limited number of melodic patterns, affected by consistent and
precise characteristics, distinct from one anather.  This recurrence clearly
shows a linguistic use of melodic schemas. Thus, "la mélodic du babillage est
devenue intonation". Apparently in Jenguage acquisition the control of
suprasegmentals comes first and, as it takes on meaningful functionality, leads
a child gradvally to the lingwistic contral of segmentals through finer
artieulatory distinctions.

5.1.2.2 Motherese

The responses of caretakers to their children's vocalizations are very telling -of
the preliminary developmental stages of language processing. BROWN (1977)
estimates that there are over 100 feawres of baby talk (talk 1o babiss by adults,
as disunguished from adult-adult speech). Several of the major features are
musical in character: ammenion, or nursery piich, and rising and cxapgerated
intonation. The playful characieristic of much of it seems 10 be what much of
song is all abouwt, that is, having fun with our voices, exploring and
eaperimenting with sounds, repeating, and tonal variation. The fact that
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parenis. adjust 10 the prelinguistic utterances of their children and mimor them
is a phenomena now known to facilitate communication in therapy and aid
language acquisition. {See SNOW & FERGUSON 1977))

In’ addition 10 this playfulness, other common fecaturcs that motherese shares
with PS5 are the amount and lecngth of pauses,. RONDAL (1983) cites extensive
rescarch to the cffect that speech addressed to infants by mothers is punctuated
by frequent and lengthy pauses up to the age of two and then frequency and
length reduce as the child develops. We saw in Chapier 3 that the length and
frequency of pauses were characteristic of PS.

In peurplinguistic programming (NLP), a type of therapeutic counseling, the
principle of mirroring the behavior and language of a client in order to be en
rappon is emphasized. Once rapport has been established, overlapping, the use
of wo modes of expression, can be used to lead the client. (BANDLER, R. & 1.
GRINDER 1979). Notice that BROWN (1977) suggests that the same happens with
parents: “Parents seek (0 communicate, I am sure, but they are not content (o
communicaie 2lways the same limited set of messages. A study of deiailed
mother-child int¢zaction shows that successful communication on one level is
always the launching platform For attempts at communication on a mom adult
level” (p.15). LONG (1983) has suggesicd the samc for the adaptations of
foreigner 1atk; efficiently communicating natives acquire and wuse some
features of non-native speech in order 1o communicate, 2nd ihen lead
(unconscipusly) the non-nalives toward the native code. To a certain extent
there is acquisition of the interlanguage code by the native, similar o  how
mothers acquire to 2 certain cxtent the exploratory code of their children.
Greal amounts of interaction with non-natives may also restructure a native's
compeicnce (MURPHEY in press) and just as a kindergancn tcacher may appeer
to spcak down 10 adults because she has becn with small children all day, the
native abroad is often suspected of heving partially forgoiten ihe structure of
his or her own language as many intertalk (PY 1986) forms have been acquired.

Thus, i appears that parents, natives, and therapists [irst need o adjust to the
code of the child, floreigner, or client in order to build rapport. Then they arc
able to lead 10 more complex levels of communication. This is not csuvally a
conscious decision, rather 2 natural tendency of efficient communicators. This,

then, seems 1o support the view that a communicative caretzker's speech
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then, seems to support the view that 3 communicative caretaker's speech
modifications are at least a partial imitation of important “features of a baby's
own vocalizations. The remarkable presence of playful and musical features of
motherese seems to suggest (hat they are extremely imporant starting points
from which language can grow, or, 81 the very Icast, extremely imporiant
associative features. Songs might, in this light. be seen as affectively
commuaicating teddy-bears-in-the-ear (ALBERT & MURPHEY [935).

One might ask if the greai aitraction of singing that young school children find
is doe to their recognition of something familiar, something 1hey already have
ingide.  Are Songs more familiar to them and ecasier to process becaunse they
present the salient featurss of language (hat 1heir developing brains have
already given a lot of attention (0? Their psychological disposition to having
fun and learmning through kinesthetic action slso make songs attractive (0 them.

5.1.2.3 The enjoyment of seng as regression

BQOTH (1981} characterizes the use of song by adults as regressive (with no
pejorative meaning) in that it may allow them (o escape the individuated adult
world, 10 find a oneness for a moment, & onsoess that was preseat before ego
differcnuiation forced them to see scparatencss, a oneness allowing them to be
natnral: . ., all aesthetic experiences, and many other experiences as well,

partake’ of an e¢lement of return to he infantile” (1981: 202).

Many experiences, mostly qualified as anful or religious, have 2 cenain power
of absorption for those that arc presemt, such that they become one with the
music, painting, sermon, etc, The distinciions belween sender, receiver, canal,
and message are lost, such that zll is ome. Colloquially we say the person loses
himsell or hersetf in the experience. This is regressive in thai much of our
carly childhood is spent in oneness. For many pecple, apparcatly, there is =
regressive teadency from pereciving a song with linguistic referents, somg-2 10
petceiving it as soag-1, in which the words ace only sounds and theic mesning
noimportant.  This clearly happens when ofie enjoys a song in an unknown

foreign language. but it also happens with soopgs in languages one koows.

We might hypothesize a continuum of processing between song-1 and song-2 in
which the language in a song will be more or less processed depending upon
knowledge of ihe language. c¢ompetition of other musical features and
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instrumentation, and the second by second disposition of the suditor to monitor

the 1ext.

5.2 Cerebral processing of music and song

Nevropsychology is a young and rapidly growing field. To draw conelusions
based on the research savailable concerning Jhe cercbral organizasion of musie
and language may be premature, but the findings as they relate to the other
hypotheses are worth noting

The brain is exiremely complex and begins ordering its univcrse even before
birth. We might say there is already music in the womb which could be
referred 1o as song-1: the bass rhythm of the heartheat, the melodies of
circulatory, respiratory and digestive systems, as well as the mother's own voice
and external sounds that come w0 the fewes el stimulate the growing brain
which is already quite mature (physically) in rapport to the st of the body at
the time of birth.

It bas been well dotumented that arcas of our brains speciglize 10 organize and
process certgin information and to prodece our responses.  Schematically, for
most people language is located in the left hemispherz of the brain and musical
processing in the right. The right bhemispbere . generally handles holistic
perception and activities like dreaming, drawing, composition, performance,
and music. The left hemisphere is the computing, counting, talking, and
writing side.  Qur undersianding of the brain is principally that of the lcit
hemisphere: "Indeed, the entire bistory of neurology and ncurepsychology can
be seen as a history of the investigation of the lefi hemisphere” (SACHS 1985:2).

Even if brain lateralization does begin already in thc womb, it certsinly can be
reinforced or changed due to environmental factors. We might even
hypothesize that cerebral dominance is parctizlly or completcly an inherited
trait. In any case, i1 seems that the child's brain during the ficst few years is
usnally malleablc engugh to switch hemispheric funstions if on¢ side becomes
damaged. Adnlis, after years of specializing the functioning of specific aress, no
longer secem to have this flexibility, as cases of aphasia seem much more serious.

Anthropologically speaking, it could be that homo sapiens developed this
hemispheric specialization with the development of language and symbelic
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lagic; thac is, the more ianguage developed the mare the left hemisphere
becamme specialized, and the more specialized it became the more the specics was
capable of developing symbolic logic. Perhaps thtongh genetic mulation, later
generations were and are mome ready 10 receive this specialization. Thus, this
predisposition may even be penectically encoded, bm challenged by the

environment.

B ontogenerically each infant stil must go throwgh the process of confirming
and developing cerebral dominance through inicraction with the environment.
Each infamt would seem 10 do this by lIreating the musical feawres of language
first end iolistically, before the more discrete articulatory [features, in the
process of specializing one hemisphere for language, This gradual
development seems (0 be reflected in the differest types of speech children
receive at differsnt stages from caretakers, There appeass t0 be 8 decreasing
amount of ‘musicalness' in language from motherese, through the speech of
teachers the first ycars of school, and on ito socially judged adult-specch.

Teachers of tbe very young, during the firsi years of schooling, apparently
have no chaice bnt to use music and kinestbetic Jearning methods as the
cbildren are not yet fully capable of very absiract thinking. - However, this
seems to be done less and less as children grow older as they adjust te
subscquenily more abstract modes of learning. Thaose who adjust well 10 this
way of learning do well in school; those who do not adjust well do poorly.
Apparently the overlapping from one mode to the ciher is done so quickly that
it leaves many children incapable of making the shift in time 1o save their
foture, As Roger SPERRY has said

The main theme 10 emerge is thai there appear © be two mades of thinking,
verbal and nonverbal, represented rather separately in left and right brain
hemispherms, respectively, and that our educational system, as well as
scicneg in general, tends to- neglect the non-verbal form of inteliect,  What
it comes down to is that modern socicly discriminatcs against the right brain
hemisphere.(in ABRAHAM [983: 57)

That the RH/LH schematization is an oversimplification is clear. It would be
marc carrect ta say the RH scems 10 play an cxtremcly important role in ke
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preliminary organization of language in the brzin, uwsing muosical (sound) and
affect to a pgreat degree. For example, several researchers have found that

law-proficiency learoers remembered words on 1he basis of their sounds
{acoustic clusters of similer-sounding words) end more advanced students
relied on related meanings (semantic clusiers).  Even though the low-
proficiency  leamers knew the meanings of the words, they siored them
according o their sound properties. This suggests that at initial stages of
language lcarning the phanctic properties of words may be more saliemt
than their semantic forms, but alsa thet this changes with increasing
proficiency. . . . ko fact , native speakers, if pressured 1o respond very
quickly, will igrarc the mecaning of the stimulus and produce clang
responses, rclying heavily on the form of the word -- 50, in response w lamp
they produce ramp, stamp, lamb . . . (WHITE 1988, p.10 citing HENNING (573;
DEESE 1965; MEARA 1979; RANDAL 1980; CLARK 1970).

Rescarchers have also noted a clear left ear dominance (RH) for sounds, non-
iinguistic vocalizations, and music (for nor-musicians) (BUTTET-SQVILLA 1988).
This would seem to imply that the RH performs preliminary analyses upon non-
symbolic auditory signals first before possibly, as in the case of language,
learning to pass (hem on to the LH for morc direcit assignment of abstract
meaning. If ihis proves correct, tcachers have 1o ask themselves whether or
not  presenting  language musically first might make i not only maore
memorable, since it ¢oincides with the processing maodes of the RH, but also
cventually more malleable for LH takc-aver for direct abstract processing. h
seems this is what happens naturally. How to help the process along, or speed it

up, may rcmaip a mysiery {or some time.

The auraction of pop songs, from 1his poim of view, would corrcspord 10 the age
when  children  begin  receiving less and  less  intonadonally  affective
"motherese” and teacher talk, due in part to their approeching adulthood.
Hypothetically, they would then need another source of affective input.  Pop
songs may serve 8s a kind of replacement. a surrogate- affection-giver, & non-
threatening and non-demanding teddy-bear-in-the-ear. The idca here is that
we never get over the need for affective (musical) speech. Hawever, we do
lcarn to do with Jess and hide our needs w some cxtent (as we socialize ourselves
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in a "cold and mechanical society”). The acceptable forms for this surrogate
affection change, 81 least publicly if not privately (MURPHEY 1584)

§.3 Melodic Intonation Therapy Ffor aphasics

Neurolinguists and speech therapists have long noted that, in certain types of
aphasia, patients cannot speak but they can sing complete songs that they had
lcarned previons 10 the onset of -aphasia. Melodic Imonaiion Therapy (MIT) for
these kinds of aphasics was originally devcloped a1t the Aphasia Resecarch
Center, Boston University Medical Schoel, and has beea more successful than
any other type of therapy thus far in retraining the use of propositional

language.

[In the preliminary smndies,] the first patients involved were totally unable
to communicate verbally and conld repeat nothing. The almost immediate
responses 1o this iherapentic approach were remarkably goad if the melody
pauerns wscd bore no rescmblance to popular songs or universally known
"jingles."  Experience soon showed that when sentences were adapied 1o
alrecady linguistically loaded melodies the pauent wonld revert 10 the lyrics
closely associated with the song. This prompied the devclopment of a - method
which evoids any distinct melody even reminiscent of a popular song or
jingle, The resulting method, now refcrred 1w as Melodic Intonation
Therapy, has a limited range of pitch variation.  Each senicnce-itém is
“composed" sa that the inflecton patern, thyihm. and steess are similar 10
thc speech prosody of that semence. There is a similarity between melodic
intonation and certain aspects of the Kodaly Method of Music Education as it
is used with pre-school children in some nuescry schools. (SPARKS et al
1974:304)

Apparently songs were so ingrained 2s gutomatic routines that their melodies
would not allew other words (o replace the ongs originally lcarned.
Nevertheless, the intonational structure of language was intact in the right
hemisphere, so that the damaged left hemisphere could wely on it in owder to
produce language and reccognize meaning, It could be that ontogencilically
language is acquired in this fashion in the first place {cf. 5.3 & 5.7 the Din).
That pre-school children seem 10 Jearn music and many songs in a similar
fashion would secm 10 suppart this process. The Kodaly mecthod emgphasis is
global and intuitive while most musical and linguistic formal learning is
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analytic. Adults have 1roguble leiting pgo of the amalytic, "on resic
malheurcusement longlemps prisonnier de  ses anciens réflexes de  lecrure
absolue et de raisennements cu de réflexes devenus inconscients” (RIBIERE-
RAVERLAT 1967:42).

Perhaps the most acceptable hypothesis ai this time, then, to ascount for the
efficacy of MIT is that incrcascd use of the right hemispheric dominance for
the melodic aspecis of speech increases the role of thai hemisphere in inter-
hemisphsric contral of language, possibly diminishing the language
dominance of the damaged lcfi hemisphere. The issuc conceming existence
of language areas in the right hemisphere, and means of increasing their
cfficiency is wonhy of further investigation, . . "(SPARKS, et al. 1974:313-
14)

The authors suggest in an carlier paper that “improvement in auditory
comprehension and reading comprehensien may also have occurred as a resuh
of MIT" (Ibid.p.311). KADOTA (1987) suggests that cificiem reading (for anyene)
can only be achieved when the isochrony of speech is available to the
subvocalizing reader (more fully ircated in 5.7).

5.4 The bilingual hrain

Neutapsychologists ALBERT and OBLER's characterization of the bilingual brain
(1978) found that the right hcmisphere plays s significantly greater role in 1he
organization and lcarning of subsequem Janguages snd cercbral language
organization than it does for monolinguals,

Use of the t(crm ambilatcrality of ccrebral organization for language may be
an exaggeration; n fact, the phenomenon we are describing may better be
termed wcak ieft Jaweralization, or greater right hemisphere participation.
Whichever characierization may turn out te bc more appropriate,
ambilateralization may be seem as the result of that accident of language
kistory which makecs some peaple bilingoals while  others remain
monolinguals. Thus the learning of & sccond language can alicr the
“standard” Jatcralization pauern which we have comc to expect in righe-
handed monolingual adults. (p. 242)
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ALBERT and DBLER cmphasize the conditions, not only physical but affectlve,
that mark the cerebral organization ol language

.we have seen that the circumstances of the language learning may
affact the eventual neural organization of that language. Since it is
unlikely that one individual will learn zll of her languages at precisely the
same 8ge, in precisely the same manner, with precisely the same affective
considerations, it then seems likely that certain  bilingrals have
asymmetrical or different dominance patterns for their several languages.
(Ibid.)

The abave is based wpon the fact that more aphasia was found following right
hemispheric  lesions in  Dbilingwals (10%) than has been reported in
monolingeals (1-2%), which argues for a greater right hemispheric
contribution to language in bilinguals than in monolinguals (p.247).

It seems that the brain is ‘sct wp' differently for the learoing of a sccond
language, depeoding on which language is learned first. And, finally, again
in this study, we saw that the learning of a second language at any age
involves an active contribution ofF right hemispheric mechanisms, (lbid.
p.248)

5.5 The Din, the LAD, and song

In this section, T will first review the literatare on the "Din” and relate it to
PIAGET's egocentric language, YYGOTSKY's inner speech, the use of walkman's,
and the studies of LYCZAK and KATODA on subvocalization, The relationship
with these and song will hecome apparent when discussing the "song stuck in
my head" phcnomenan, which describcs the echoing of a song in one's mind,
and at times its surprising cxtcrnalization, long after it has ceased 1w physiéally

be available,

The "Din in the head", or involuntary rchearsal of language inm one's mind was
first menlioncd ancedotally by BARBER (1980). Aflter spending & few days in
Russia, and being @ heginning speaker of Russian, she describes the Din in the
I'ol]owing manner;
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By the third day . . . [there was] a rising Din of Russian in my head: words,
sounds, intonations, phrases, all swimming about in the voices .of the
people 1 talked with, . . . The sounds became so iniense afier five days that
1 found myself chewing on them, like so much linguistic cud, 10 the
rthythm of my own footsteps as | walked the streeis and musenms. {p.25-30 -
- full text in appendix 18)

ldcntifying with his decscriplion, KRASHEN (1983} added further anecdotal
information and hypothesized that the Dip is a manifestation of CHOMSKY's
hypothesized lanpuage acquisition device, LAD, that it was sct off by interaction
involving comprchensible input after only a few hours, and that lower level
ieamers would experience it more than advanced leamers.

BEDFORD (1985), PARR and KRASHEN (i986), and de GILIERRERO (1987) atizmpted o
provide mare cvidence concerming the Din through questionnaires 10 groups of
sccond Tanguage students and specakers, All three studies confirmed tbat the Din
is widespread, with 74% of their combined total of 581 second [anguage leamers
saying they had expericnced the Din (table 14).

Table 14 Results of Threc Siudies of ‘the Din Experience

Study humber responses %

Bedford (1985) 160" (univ) 'sometimes’ o ‘very frequently' 78.1

Parr & Krashen(1986) 150 {HS) yes ) 78.1
216 (univ.} yes 69.2

Guerrero (1987) 55 ({univ.) 'sometimes’ to ‘very frequently’ 78.9

Totails 581 435 affirmative '~ 74.9

KRASHEN and PARR also intcrvicwed a small group (o=28} of advanced second
language speakers, who are hypotlelically no longer as actively acquiring,
gnd found that only 10% r1eporied the Din, suggesting that advanced second
language speakers experience it less. However, somewhal contradicling
KRASHEN and PARR, de GUERRERO's results suggested that the frequency of the

Din rose slightly as proficicocy in English increased.

5,5.1 PIAGET's Epgoceniric Language
KRASHEN interprels infant’'s “"Language in the Crib” babbling, dcscribed by
WEIR (1962), as the Din externalized. PIAGET (1923} was the firsi, to my
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knowledge, to. actually describe a child's apparently inveluntary zepetition
when he described langage égocentrigue as opposed to langage socialisé and
listed three catcgories: 1) 2choic repetitions, in which the child repeats for the
pleasure of speaking withont any concem for an addressee nor for words with
meaning, 2) monelogues, which may accompany or replace action, often simply
called ‘thinking out loud’ among adults, and 3) collective monologues, in which
children seem (o be speaking together but in reality they are ecach speaking for
themselves and are ounder the ‘illusion of being understcod” and using
language communicatively. PIAGET states that egocentric language gradually
disappears and is gonme by age siz or seven. It could be that this egocentric
language -is in faci an extemal Din and a manifestation of the LAD at work and a
process ol ontogenetical languape acquisition.

The next section deals with the possibility that egocentric language docs not
simply disappear bui goes underground and becomes inner speech.  But it also
could be that it not only chanpes form, but thar it diversifies into several
differsnt  bebavior patterns. BATESON (196%) noted that our nonverbal
aplitudes, and the organs that execuie them, did not underge conspicuous decay,
as some would tbink, bul, on Ihe contrary, we preserved, perfected and
elaborated them “inte complex forms of art, music, ballet" (in SEBEOK 1986:170).
1 would suggest equally that ecgocentric language does not disappear but may
also see Lts exicnsion into song in its many manifestations.

552 VYGOTSKY's Inner Speech

YYGOTSKY preposes that egocentric speech does not simply disappear. bw that
it graduslly hecomes inner speech: lhe child goes theough a process of using
social and egoceniuic speech as onme and the same, under the illusion that
cgoceniric specch is communicative.  "In the beginning, cgocentric speech is
identical in structure with social speech, but in the process of iis
transformation into ioner speech it gradually becomes less complete and
coherent” (p.145). Egocentric speech gradually differenvisies itsell from other
social speech. Inner specch develops from this differemiated egocentric speech
and develops further in three important ways, which can be seen as processes

of simplification, or reduction, of exiernal speech:

l. Inner speech wuses principally syntactical predication, as children "leave omoi
the subject and all words connected with it, condensing . . . speech more and
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more uniil only predicates arc left”, a process already manifest in egocentric
speech. Inper speech “becomes governed by an almost entirely predicative
syntax” (Ibid.).

2. "Hand in hand with this change goes decreasing vocalizetion. When we
converse with ourselves, we need even fewer words. . . . Inner speech is speech
almost without words” (1bid.).

3. "With syntax and sound reduced to 2 minimum, meaning is more than ever in
the forefront. Inner speech works with semanties, not phoneties” (Ibid.) Inner
speech deals with semse ("the som of all the psychological events aroused in
our consciousness by the word” p. 146) not with meaning ( which s "one of
the zones of that secose, namely the most stable, unified and precise zome™ Ibid.).

To draw a parallel with what wes discovered in ke previous chapters, one
might compare PS to these three aspects of inner speech: predication, sense
over meaning, .and the loss of exteriorized wvocalization. First of all, the vague
quality of the lyrics that gives no precise referenmts scems to encourage
predication and leave nominalization, if it occurs, up to the listener. The fact
thet the oumber of verbs in PS is exceedingly high supports this conclusion.

Al the same time, the mere use of words in PS at least gives the “iliusion of
understanding” as it does in egocentric speech, but what one understands is
construeted from a framework of sense, not from specific meaning. It scems
the PS5 lyrics are closer to the semiotics of music, which mey be conceptualized
as pure prediczlion, than 1o those of language in their incapacity to name.
RUWET (1972} explains the same thing in different words, but with the same
general  "sense’™:

La musique exprime la pare vie intéricurc”, dit Boris de Sehloczer, mais
elle est impuissante & nommer. On congoit donc ce qu'il y a de séduisant
dans unc entreprise qui, en les combinant dans une fusion intime, grice
au lruchement de leur organe commun, la voix, vise & domner lillusion
que, la béance qui esl au coeur de I'un. l'autre viendra la combler, et

réciproquement. {p. 68&)
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It seems clear that PS plays upon these reductions of exterior speech,
predication and sense-making, leaving nominalization and meaning, when
desired, up to the listeners. Like PS, motherese zlso works upon semanlics first:
BEHEYDT (1S886) corrroborates SNOW's (1977) earlier work which sees important
evidence in favor of a semantic primacy theory of language acquisition. “This
semantic primacy theery holds that semantics has priority- over syntax in
language acquisition” (BEHEYDT p.135). That pop soungs also place the
importance of sense over syntax seems clear from the earlier remarks about

their incompleie sentences {Chap. 3).

The third characieristic of inner speech, that it is no longer exteriorized, may at
first seem incongrupus with what we know of PS. However, the song-stuck-in-
my-head phenomenon (cf. 5.5.6) may 'be evidemce that we process songs
somewhat similarly to inner speech. Our brains seem to adopt the discourse of
PS's for replay more readily than other forms of discourse. That words and
melodies continue 10 echo in our minds, apparently much more with songs than
other forms of language, may be evidence of PS's similarity to imner speech.
That our brains may be bio-genetically preordained 1o play with, or ireas,
information in this form first for language acquisition may account for the faci
that we even ecbo songs and melodies that we dislike. And finally, pop songs
may reflect our inner thinking in tbas thematically they treat subjects thai we
usually oaly think about and de not talk about (loving, making love, etc.)
BUSCAGLIA (1982) says we spend a great portion of our lives thinking about the
complexities of love but never study it Pop songs, somewhat like egocentric
speech, may verbalize Lhese thoughts and allow for a certain release,

5.5.3 The walkman and inner speech

The silent qoality of inner speech, that it is only available for one's self as
opposed to egocenlric speech which anyone can listen io, makes our rthoughts
secret 1o us alome. Tt secems technology has bhelped us 1o doplicate, or at least
stimulate, private "secret" inner song-stuck-in-my-head with walkmans, which
produce M&S that are not available to tbose around us (HOSOKAWA 1984). Part of
the joy, and perbaps the danger, of using & Walkman may be that it helps shape
the exterior world by stimulating our pleasanr predication and general sense
giving inmer thinking. HOSOKAWA says the walkman's use results im "a
mobility of the Self” not "a self-emclosed refuge™ or "narcissistic regression”
(p.175). The experience is like attending a "secret theatre™ in which everyone
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around the listener is either performer or spectator. Inner speech could be
seen as operating in a similar fashion.

What surprised people when they saw the walkman for the first tlime in
their cities was the evident fact that they could know whether the
walkman user was listening to something, but not what he was listening to.
Something ways thers, but it did eot appear : it was secret . . . . Until the
appearance of the walkman, people had not witnessed a scene in which a
passer-by ‘confessed’ thait he had a secret in such a distinct snd obvious
way. (HOSOKAWA p.177)

The development of imnner speech from epocentric language may be analogous
to the creation of an internal invisible walkman, or rather Malkman”. If PS on
a walkman is somewhat isomorphic with the workings of inner speech, then
onc might say that cgocentric speech is similar to the pre-walkman forms of
un-secret music broadcest (e.g. radic or hi-fi equipmemt): it is shamed with all
those around ns, they know from what staniing point our minds might be

working, whereas with a walkman it is 2 secret.

Another special aspect of walkman listening is worth mentioning in ils
relationship 1o inner specch. Listening to a walkman is unlike listening (o a
sterco highfi player: the fact that the headphones cover your ecars, or enter
them, means that no madtter which way you turn your head. you hear thc same,
The normal capacity of the brain to figure owl from what direction the sound is
coming from becomes impossible a5 the sound seems to originate from imside of
one's head; thus, we have a tendency, I sugpest, 10 confuse what is really our
thinking from what is playing in our minds. This is manifsst when 'we hear
people sing along, unknowingly, with their walkmans.

5.54 The persuasion of M&S: a matching of inner speech

1 am far from equating the private listening of PS 10 inner-speech. PS is not
inner speech, but it would appear to reflect some of its discourse propenics
which may be the reason it is so attractive to our brains as it fumnishes @
pleasant enviconment in which to let our inner thoughts {low, The common
use of M&S in stores and restaursnts to make customers relax and more open to
buying ‘may be one of the more manipulative forms of M&S. More justified is its
use to fight pain. In the dentist chair, music may be used instcad of amesthesia
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(KILPATRICK 1969:222) and in childbinh it is use by doctors at London
Maicmity Hospital as a tranquilizer for women having Cacsarians: Dr. Barbara
Morgan cxplzins that "Mothers undergoing Caesarians incressingly ask for
local rather than general anaesthetics. But the sights and sounds of an
operating theater can  be horrrifying. High quality stereo on - personal
headphones creatcs a sense of privacy and a feeling of being cut off from the
unplcasant sarroundings® (Spetlight 1984:7: 63-4). 1 would interpest ‘it more as
allowing the patiem 0 go beyond the private-physical body and unify the
surroundings into one pleasant soundscape. The unpleasant is nat sc much cut
off as it is masked and vnited by the music

Even for doetors, music plays a relaxing role! hecart transplant specialist Dr
Devries has classic and jazz playing in the operating room (hronghout long
operations, "La musique diminue la tension de l'opération” {in Le monde, aflicle
clipping c¢. 1985). And finally in the field of sports, M&S seems to help our tinds
coordinate our bodies, giving them grace and regularity; M&S can be seen as
the inner thought of a sieady beat which ellows routines to be encoded in
learning and decoded in performance more ecasily.

I am far from understanding whether PS might be beneficial or harmful to
different kinds of inner speech (creative, memorizing, monitering reality,
ete. ). But 1 would suggest that there arc some indications that language
acquisition might be aided through the use of examples of PS5 which find

isomorphy with one's inner speech.

Drawing further parallels between the Din, egocentric and inner specch, and
our processing of songs, notably the song-stuck-in-my-head (SSIMH)
phenomena, will help us to further construct 2 model of natural song use and
how it might be used advantageously in education. But first other cvidence can
be presented which will fortify the suggested parallels,

5.5.5. Suobvoeal rehearsal and prosody in silent reading
LYCZAK (1979) conducted 2an experiment in which he had three groups of
Chinese-English bilinguals in Hong Kong, who were O-level in Thai and
Japancse, listen to tapes of cither Japanese or Thai tapes (prepared for the
language lab) or classical music. Their comprehension and production of Thai
were then tested on day five afier a short Thai teaching period.
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Groups  pre-listening before leaming and testing of Thai

i Thai cooversations
2 music
3 Japsnese  CONversations

While LYCZAK surprisingly found no difference in subsequent comprehension
of Thai among the three groups, having hypothesized that recognition wounld
precede | prodoction, there were significam differences in production, with the
Thai Group scoring highest and the Jaspanese Group apparently being inhibited
relative 1o the Muosic Group. His eoxplanation is that perhaps students were
rehearsing subvocally (as nome wern seen spesking doring the experiment).
LYCZAK concludes that

the fact that the the Japanese Group performed more poorly than the Music
Group soggests that saebjects in the Japanese Oroup acteally [eammed
something sbout the Japanese language which later interfered with the
tearning of Thai. . . . rehearsal is 8 primary mechanism for gelting
information into long term memory and meking it available for later recall.
Recognition i much less dependent on the rehearsal process. The effects of
rchearsal, therefore, are much more likely to be exhibited on a recall tesk,
such as language production, than on & recopnition task such as transiation,
« « « Subvocal rchearsal, therefore, . . . may be 8 morc potent factor in second
langnage leamning than language teachers had berctofore imagined. . . . [it
may very well be that this is the way that] exposure fo langusge does =affect
subsequent learmiog. (p.87)

it could also very well be thal the 45 minutes = day of subvecealization rchearsal
for four days aziso initisted a Din reaction, especially since stodents were told 1o
concentrate and that they would be tested on day five. Unfortunately students
ware not questioned as to what they werm meontally doing during these sessions.
Although stodent scif-reporting may be misicading, it conld have provided some
indicalion gs to strategics. LYCZAK also cites POSTOVEKY (1974} as auributing the
sucecest  of his delayed oral opractice technigue in pant to  sobjects’
subvocalization of vocabulary., “Ironically, the subjects who had rehearsed
subvocally for four weeks in POSTOVSKY's study scored better on tests of
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language production than those who had rchearsed vocally throughout the
-entire course” (LYCZAK 1979:87).

Could students’ singing along, even subvocally, aiso he compared 1o subvocal
rehearsal in a language learning setling? That there is much prior exposure
for most English students to English lznpguage music is evident. This prior
cxposurc may prove 1o be even more beneficial if teachers encourage singing
aleng. Of course, this occasionally occurs spontaneously as many language
laboralory assistants know' students seem to have trouble distinguishing
between inmer speech, exterior vocalizations, and what they arc hearing in the
headphones, as they often can be heard to speak or sing out loud when the iask
iz only ome of listening, This could be seen as the reverse process of egocentric
speech  becoming dinner speech, as what is inmer becomes vocalized
involuntarily. - The internalized music may cover any vocal sounds the user
might make, ¢.g. humming "and light singing,. and they may . he unawsre that
they are in fact vocalizing along with the iuner speech, making . it finally like
the ecgocentric speech of a child. This can be observed on trains, buses, and
clsewhere when walkman wusers involumtarily vocalize =aione and usually
remain ignoramt of the faet, Such humorous moments are -aise familiar 1o

language lzh assistants.

Finally, KADOTA (1987) ciles many studics supporting the finding that “lisiening
comprehension training forms the aniecedent 1o the development of overall
communicative competence and, above all, provides a positive transfer 1o
reading comprehension skills® (p.1853), . He coniends thal this is due to owr
snbvocalization during silent reading which i:mvides the isochrony of speech
rhythm which in tum plays a role “in the higher-order cognitive mechanism
of orgapizing words into phrase-like processing chunks” (Ibid.). Theoretically.
if enough listening does not preceed reading. leamers may subvocalize - in their
own voice and reinforce unnatural rhythmsz and pronunciation. In this way,
too much reading done. too early may be promoling & “foreign accent”.
Certainly, reading may be helpful for language acquisition of the written code
and may . be transferable 10 spoken language. However, it may salso resull in
uhnatural pronunciation . and sumiasegmental disiortion as the the non-native
rehearses these and reinforces them while reading. This point of view argues
for the primzcy of listening for the efficient encoding of other aspects of
language.
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The Din could very well be the LAD working on ihe scgmentarion, chunking,
and rhythm constrainmts in  different languages, which may be preliminary
pracessing functions before more abstract synlactic-lexical features can be
efficiently handled. In other words, the LAD may strategically treat the musical
features of language first.  These - musical feawres, rhythm and stress, may - be
the  foundations of subvocalizations .and -able to improve our reading and

eveniually’ gur own production.

If ke implications from what was noied on the ontogenelical development of
language (in 5. 3) is correct, then it would appear by whal is suggesled here
that our foreign language learning. may be somewhal paralle), i.e, we first nted
g8 lot of auditory contact and the right 1o remain silent, time 1o absorb the
melody of langwage without inlerference fram our premature auempis at
production, tme 10 let the LAD sort things aul. It could be ihat when the LAD
has sufficiently cooked a bit of language, it will boil over into inveluntary
rechearsal, a Din made manifest with children in PIAGET's egocentric language.
One wonders if children don't have an immense advantage in thal such
behavior is s=en as normal by them whercas adults rarely lev-she Din ont.

Except perhaps in zong.

556 Song Din: A Seng Stuck in My Head

Having personally experienced - songs dinning through my head many times:
usually after having heard onc snd then having relative quiet (as with the last
song ypu hear when leaving your home, car, or a resfaurant), ] saw' a possible
conncclion ‘with the Din. Thus, [ wanted first of ali 10 find out if the “song stuck
in ‘my head" (S5SIMH) e¢xperience was widespread. | gave 2 pilot questionnaire 1o
forty-nine subjects (total n=49) concerning the Din and SSIMH. The subjecis
were all adulls in different linguistic situations in Switzerfand: advanced or
beginning siudents of English or French, ocecasionally or intensively.

While 2ii subjects said they experienced SSIMH in some langusge, only two non-
native speakers said they never -experienced it in English, which may be
accounted for by the fact thal they were beginners in English.  But it is
surprising sincc English songs dominate in their environmens: pop siasions
play beiween 75% and 90% English songs in Switzerland (MURPHEY 1984a).
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Iearning.may.be

However, being  older students, they may have had little contact with such

media.

Wha is conclusive is thal apparently &. grear number of people experience
songs stuck in ‘their heads; it is'a common phenomenen. It could be 1har sound
is dominant over mcaning in the preliminary .acquisition of language and that
this could help cxplain why songs siick, I has alrezdy been noted how low
level learners remembered words more en the basis of sound then meaning,
and how even natives, when pressured to respond quickly, respond with clang
responses (WHITE 1988). Thus, it appears words are encaded and nelworked
within memory in many dynamiczlly differemt ways, .

Tbis cotresponds with VYGOTSKY's (1934:83) explanation that words are not

cither acquired or not acquired, but that (his happens developmentally and one

undersiends a word in degres.
At any age, @ concepl embodied in 8 word represents an  acl of
generelization, Byl word meanings evolve. When a new word has  been
-leamied by the child, i1s devclopment is barely starting; the word a1 first is
a generalization of the most primitive 1ype; as the child's intellect
develops, it is replaced by generalizations ‘of & higher &nd higher type -- &
process that leads -in the e¢nd to the formation of true coneepts. The
development of concepls, or word meanings, presupposes ihe development
of many inttllectual functions: deliberzte silention, logical memory,
abstraction, the ability 10 compare .gnd 10 differentizte. These complex
psychological processes cannol be mastered through the initial leamning
alone. (p.83)

The stocking of words by sound and  the generalization of word meanrings
appear ta be two of the major characteristies of song: the phanolagical-poetic
quality in songs is casily heard, the generslized meanings wes slready noled in
chapters (wo gnd three (referred to as vagueness). These traits of PS may
facilitate the processing of our LAD,

Funther research is needed to determine to what extent SSIMH is qualitatively
different, from 'the Din and inner speech., and (o what extent in may

isomorphically. siimulaic these. Song's power 1o ‘stick' seems tremendous but
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whether it might be capable of tricking, or activating, the LAD into involuntaty
rehearsal ane eannot say.  Yetr the neurologist Oliver SACHS  writes.”
[concerning] ‘tricking' the LAD into operation via music and song, . . . one sees
again and again how Parkinsoniansg tho' umable to walk, may be able to dance;
and though unable to talk, may be able to sing” (persomal communication). If
involuntary rehearsal is the humming of the efficient LAD, song may play a

morc imponamt part in cngaging and stimulsting it than we realize.

5.6. Society's iImpact upon natural man
RUWET (1972) depicts a division between our natural needs and our conditioning
by society. and our attempts through art to mask this division:

La réflexion anithropologique actwwelle, chez un Lévi-Strzuss ou un Lacan,
c'est I'idée. que, fondamentalement, la Culivre, par opposition 4 la Nature est
déchirement, l'idée que is Culture introduit dans le plein de I'%ire une
béance impossible 3 combiler . . . Clest ce fait gu'expriment tam de¢ formules,
telles que: le signifiant et le signifié ne se¢ recouvremt jamais complétement’
. ou agucune socifété n'est jamais pleinement ni intégralement symboligue
(Lévi-Sirauss), le désir humain est fondamentalement inadéguat 2 ses objets
ou ecncore le rdel est toufours 4 la limite de Vexpdrience {Lacan). Or, dans

l'ensemble de ces systdmes signifiants, certaing -- dans l'art et la teligion
notamment -- ont poor principale fonction précisément d'essayer de
combler, ou de masquer, la béance en question . . . On pourrait se demander

si la musique vocazle ne meprésenic pas un cas privilégié A l'intéricur de ceiie
catégaric de systtmes dans la mesure ob elle unific, en wune temporalité

unigne, deux systdmes tris diffiérems. (pp.67-8)

Song, then, may allow us to retumn to a world of oncness, and its use may be part
of a natural balaneing act throughowt our lives ta countcract the predominance
of o much linguistic-analytical processing. The “civilized" emphasis uvpon
rationality and 1he calcylation of details and elements tends to ignore our
carlicr, both ontogenctical and phylogenciicat, feelings of cgo-centered

oncness snd our haolistic right brain processing.

This civilized cmphasis may be onc of the meazons pubiicity and different forms
of escapism arc so successful; they give us a much nceded break from lefi brain

dominance and stimulate ‘regressive fusn.  This is not to say that ego-ccniered
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feclings are necessarly all good (especially for family, society, or humanity),
but it seems that we all are ego-centered (at lcast in part of us) and nced to lose
our differentiated selves (rcgress) from lime 1o time in ocrder 10 stay healthy
and stable, to nourish the right brain so to speak, io balance out the tendency of
becoming perfectly independent and isolated rational computers. This may also
partially explain owr occasional vicarious joy: at decadence, i.c. we at times foel
good when the logical analytical order is not kept.  1¢'s like throwing a pie in
sameone's face, it i3 wastcful and messy (snys our left brain) and so much fun
(feels our right one). Music, among other phenomena, can ofico promote this

loss of ego and make "everything inlo ns and us into everything®,

5.7. Art as consciows dreamwork

FREUD mighi have called RUWET's gap between the natural man and the
cultural man {both inside of ws) the space of conflict between t(wo sysioms, Arn
and religion do attempt to resolve the conflict, or 1o fill the gap. [In short, an
and religion may bc. cultured man's reconciliamion (unconscious) with his

naturalness, greatlly symbolized and distorted -- just as our drcams may be.

Qur dreamwork according 10 FREUD helps us 1o cope with' reality. He often notes
that myth, religion, art. and language are rich in the symbolism that dreams
also contain. Thus, art may help us to cope, in a similar fashion as our dreams
do, as it spcaks to our naturalne:zs, owr unconsciows. This naturalness, sa often
tabpoed by culture, in- art bécomes -acceptable: it speaks 1o and of the
naturalness of man through the symbals, that culiure allows.

The regressive naturalness of PIAGET's egocentric language may becaome
possible for adulis through somg.  Gyrating hips and falling brassitres, or a man
showing "I wamt youwr sex", would inspire police action for indecent behavier in
many socicties but are permissible in the same societics in video c¢lips, on

records, and cven among the dancers in a disco who appropriaie song.

5.8 Adolescents. and song

Thus far we have looked at the ontogenetical development of language and the
part that music might play, from infants up through seven ycar olds and into
adulthoed. Egocentric speech is a phenomenon, among othcrs, which helps us
t0 see a part of this development. 1 have suggested that there arc no  strict
bounderies for the beginning and end of egocentric language and the
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musicalness of language. While VYGOTSKY's inner speech derived from
PIAGET's egocentric  speeeh  is  immenscly  helpful in explaining  the
developmental use of words for thought, therc still zppear to be forms of
egocentric speech (or vocalized inner specech) which are manifesicd cven in
adelihood. One appears 10 be song: its isomorphism with inncr speech seems (o
support this. 1 have also described the affective input thar ts available to
children partially through the muosicalness of langunage which is primarily
processed by the emotipnally dominani right hemisphere.  Now [ would like 10
try 1o look at what may be the most imponant users of PS5, adolescents,
remarking several. things that may be factors in what appears 1o be their

extreme use of PS.

First of all, adolescents nor anly bepin looking like adulis, but they become
biologically capable of sex like adults. The blossoming of their emotional-sexunal
sysiem lcaves them wanling affection and capable of being greally impressed.
Parcntal aifection -a1 this time may be somewbm withdrawn due 10 their adulg
appcarance, Parents may address their children osing less and lcss motherese
features and may become impatient with their not yet fully developed language
and chinking.- While the affective input from parcms and peers is being
c¢hanged, their unsiable blossoming emotional sysiem ofien is in conflict with
the demands of society to be adult, ygt the same sociely saying na “you're (oo
young". This ofien coatributes greally ta what is colloguially referred 10 a5 the
generation gap. It has already been sugpested that PS may be a pressere valve
for this conllict, as it allows sexuality, affcetion. and revolution in a socially
accepted, if nol always appreciated, [lashign,

The recording indusiry is well awarc thal they are (apping into the c¢motons of
their lisieners.  David STEFFEN, scnior vice-president of sales and distribulion
for A&M Records wrote in che Janwary 23, 1988 cdition of Billbsard Magazine:
"Since it is cmotion that forms the product's main appeal. the graphics our
artists choose for their albums are ofien exciling, stimglating, and inicresting.
The exeitemcnl is ofien rellecied in the merchandising materials 1hat  we

prepare”  (p.9).

Secondly, adolescents begin losing somc of their ego-cenirism as they beecome
morc conscious -aof the rest of the world, This pravokes an identity scarch, a

guest fTor a place whem they can fit in.  Jdentilying with a groop bccomes very
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imporiamt and ome of ihc most idemifying features used by adolescemis is the
socio-musical-style that the group adheres 10, In order to assert Lheir own
individuelity as a unique group, their music normally must be something
neither 1heir parents nor their older brothers and sisters listened 1o.  The PS
indostry with its great amoumt of tumover of product, responds 10 each new
group's need for something different. And as- groups of adolescents age and
younger groups rmeplace them with new musics, they can be heard [amenting
{even at 18) thar "they dom't make music like they used 10"

The importance of the peer grovp for an adolescent's use of mosic has been

confirmed by several siudies:

BROWN e al. (1986) relate current music video coment 1o earlier content
studies of popular music lyrics and the uses adolescents have for such
music, noting that popular music lyrics have been more or less
characterised by adolescent courtship themes {HORTON 1957, CAREY 1949,
COLE 1971); and have been used in different ways by different grovps of
adolescents. Their results indicate that American adolescemts usc music
videos for diversion, for suppan in social situations, and as an aid 10 peer
intéraction. . . . This [Swedish] siudy also supports the findings. (ROE &
LOFGREN 1988).

Another factor that may saccount for (he turmoil often accompanying
adolescence is that moch of the newness of the world has wom off.  For a chiid.
ncarly everything is new, experiences are embraced and the world is seen for
the first time. Qnece reaching adolescence, the varicly diminishes, routine may
set in, lhe stress of parents and socicty urge one 1o conferm.  PS is onc domain
that seems forever changing and thus is new and different when that is what

one is looking for.

The adolescence emational system is an extremely open one: it has not yel
acquired the- adult skill of prowcting itsell {ram exccss; when adolescents feel.
they fecl intensely. These emaotions associatively [ind cxpression. and  are
somewhat frozen for posterity, in the songs ongc hears during adolesccnee.
Later in life, we learm how to comeol or hide such gmotions so that they cannot
send us upon wild roller-coaster rides.  Yel, when we hear songs that we

listened 10 in our first days of dawning love-passibilitics, whcn emotions ran
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unchecked, we seem transporied back, able to relive for a moment that
wonderful roller-coaster ride as if it were the first time again.  This doesn't
mean that we can't appreciate other musics and appropriate other songs fater in
life. But newer songs will never pull the emotional heart strings as powerfully
85 those first heard ai the dawning of adult emotional lile. We might call this the
"fossilization of adolescent pop'. W seems to occur for nearly everyore, whom }
have talked to, and the PS industry fceds upon the fact that new Songs for new
generations are always needed.  This phenomenon of PS-use seems to be a rich
affective domain which is lttle exploited in schools.

BERNE (1964}, the criginator of 1ransactional analysis, explains things
somewhat differently. He says, once we have satisficd our siimulus-hunger and
recognition-hunger, (hat structuring our timc becomes our greatest concern.
"Structure-hunger expresses (he need to avoid boredom, and . . . the ovils which
resuit  from unstruciured time® (p.18). Socially the evil appears 10 be
uncomfortable silence between 1wo, people trying 10 communicate.  Afler saying
hi "the perennial problem of adolescents is: "What do wyou say to her (him)
then? And to many people besides adolescentis, nothing is more uncomfortabie
than a social hiatus, .a period of silent, uastructured time when no one present
ceén think ol mnythiag [to say]" (p.16). PS5 does structure time and Icaves few
paps. just enough time io say “that was 8 nice song” beforc the next one begins
For some it tekes the place of ialking and the discomfort of silence. For othsts
PS5 gives them a subject of conversation, In discos and at school dances, the
music is ofien o loud to speak anyway, so the shy ones can relax and bask in
emotional possibilitics without having (o make them explicit theough words, In
any case, the vague discourse of PS says everything they would wani to say. It
pivcs them tbec werds to fumish their social siwations. And as with PIAGET's
collective monologue, 1he participants may all be singing the words out loud to
their pariners, each meaning differcnt things and not really knowing it

In adolescence, once the cgo. is differcntisted from the rest of the world, the
time structuring and scarch for recognition may seem insurmountable 1asks in
view of thc affective atlention that is being graduvally withdrawn by carctakets,
Although adolescenis have the blossoming physical apparatus for being
affectively sufficicnt, social 1aboos may inhibit 1his simple replacement which
in earlier epochs might have ' occarred (sincc wmarrying and  mating
cottcsponded with the physical ability to reproduce).  Thus, they are in the
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conurzdicting situation of being treated as an adult on tbe one hand, and
punished for being one completely on the other. A partial outlet for the stress
at this time may very well be music, which gives affectlve "strokes", resembling
in some respects motherese, and which allows for a moment a 'timelessness”
and “oncness” in which nothing needs structuring. Much of pop music also
sperks of “adult” love =nd sex =nd may carry with it the power of vicarious
satisfaction which is ofien actually modeted on the dance floor, Thus, such
music may present & childlike regressive format, using eslements of motherese,
as well as pre-modelling adult behavior which counterbalances the stressing

demands of attsining mEcognition-hunger and surncturé-hunger.

in 1the werms of Ruwet, for adolescents 1he music may panially fill the gap
between culiural man and rnatural man, or, in BERNE's and transactional
analysis' rerms, to allow the escape to the ego-state of Child as opposed to Adult
or Pareni. "Actually the Child i5 in many ways the most valuable part of ihe
personality, and can contribute to the Individual's life cxactly what an  actual
child can contribute to family life; charm, pieasure and creativity. 1f the Child
in the individuat is confused and unhesithy, then the comsequences may be
unfortunate, but something can and should be done about it" (pp.25-8). We
might ask if music is one of the things that adojescents. and all of us, "do” to
keep the child in us healthy.
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Chapter 6: Summary of findings from Part I and a
model of use - '

Synopsis

6.1 PS: widespread naturally in the environment
6.2 PS: simple, affective, yel adult

6.3 PS: supporiing natural lcarning

6.4 PS: conversalional discourse

6.5 A psychological model of pop song discourse and use

.

M&S may be useful as language lesming material for al least 1wo reasons: first,
it can be motivationsl. sccondly, the language input nisay be suitable for a
varicty of reasons for language acquisition, Parnn 1 of this thesis sought 10
establish first if PS was motivational and why and secondly what kind of inpm
it could provide. These are noi exclusive caiegories, however. What is
motivalional will very ofien be simple, highly affeciive, conversational
examples of language. And if the inpul paturally has 1bose qualities, i1 will

most probably be motivational.

6.1 PS: widespread naturally In the environment

Seciion 1.1 dealh with the cxient of PS in the enviroament, c¢stimaiing thai Swiss
youth had belween cight and iwelve hours of conlact weekly with ELM. Seciion
2.2, 2.3, and 2.5 showed the corpus drawn from 1he M&M Hot 100 Chart to be
represcntative of the soogs available in the Swiss markel. Seetion 2.7 showed
that the fifiy-song corpus was femiliar with Swiss youth. The fact that ELM is so
present in the environment and receiving such positive reactions from  youth
are reason enough for exploiting i1 in EFL classes: 1o intrease motivation
through being velevant to our students’ interests and lives. We might zay thal
PS is the ESP (English for Specific Purposes) of youth (MURPHEY 1985).
Moreover, all this prior cxposurt, as we saw in the LYCZAK study, may actually
make subsequent learmning and slﬁi:alsing Euglish casier,

That some M&S lor somc groups are extensively used, and for other groups
distasteful, is common knowlcdge. PS appears 1o be highly motivational for
adolescents and young adults. This siuation may be inlerpreted in three
pencral ways: the soundscape may truly. refleet their mo:ivilinns: vouth may
reflect the indusiries sefl sell through the ubiquity of cerlain MA&S, or some of
both, Indications point 10 this last conclusion, although a socio-political
discussion of the contral of media producis is not within the scope of thiz thesis,
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For the purposes of pedagogy, that PS is motivational for the adoleséents in the
cnvironment studied and most probably for many others is undeniable. That at
feast some audience manipulation exists is also undeniable. The critical
e\rnlnation‘ of this phem-)me:-mn' however, cqﬁ-ld bccom;.: an  exiremely
interesting pant of the wider use of such somgs in language classes (discussed
further in Chapter 8&).

6.2, PS: simple, affective, yet adull

The st of Part [ looked ai what kind of input PS provides and i1s snitability as
language learning maicrial,,.  Chapter 3 tried to gquamify different femnres
which are assumed to help language leaming. Chapler 4 gquantified certain
qualitative marks which are assumed 1o characterize different types of
discourse, It fipis'hcd with a gualitative {nicrprctaiion of otherwise
incongroous results, postulgting a psycho]ogica] use of song: which wes
conflirmed somewhat by more literary analyses of M&S. Chapler 5 took an
interdisciplinary approach o cvaluate the effect of M&S as input.
Anthropelogical, neuropsychological, therapcutical, and psychological
perspeclives were given conceming the possibly important pan played by M&S
in the phylogenclical and ontogenetical dcveloﬁmcnl_ of language. The
isomorphism of PS with inner spcech was postulated as possibly a stepping
stone, similar to ecgocentric speech, to maturc language acquistion and use, or as

a healthy repressive icidency of modern society.

Authentically siﬁplc language cxamples with adult content capable of
stimulating the cmotions have long been desired by language teachers. Chapier
three dealt principally with establishing the complexity and human interest of
P.S.I We slaw_ that as rcading material P8 is at the level of a child in the American
school system after four years of school, with sentence length and syllabic
count less than most comic books and approximaicly at the level of a reading
passage waken from the middic of a first year Su.riss high school English 1ext
book. The WPM rate is half that of normal speech,

There are several indications as to PS's adult-like, non-risk affectivity. The
great amount of first and sccond person pronouns, imperatives, and qucstions
indtcate thar they are polentially higl;ly dramatic and of greal human interest.
The conment analysis determined thar ‘love’ is the topic in this corpus 71% of (he
tim¢, The simplicity of PS makes it similar to foreigner talk, except that
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foreipner talk seldom has moch affect. The affective gquolities of PS make it
somewhat similar t0 motherese (5.3.), bat it is linguistically much richer and
depicis adult love. The added.qualicy that there is actoslly no risk involved
when listening 1o PS, as there might be with & speaker, led me 10 describe PS as

en affeclively commuonicaling teddy-hear-in-the-car.

MNext (0 motherese and loverese, which in many cases are inappropriate in
language {lcarning sitoaiions, - PS seems to be the most highly affective,
anthentic discourse available to pedagogy. The cercbral imponance of affect in
language lecarning was highlighted in section 5.4 through 5.6, while the
developmental importance of affectively intoned melodies in  infant
vocalizations and motherese was the sohject of 5.3. Pedegogicelly speaking.
many . teachers would agree with STEVICK (1971) that affect is an essential
concern for the success of a language course (cf. 11.2.3}.  Everything that
happens in @ classroom, or any social situation, is filtered through an effecive
social screcn which can either open siudents up, cogno-emotionally, or turn
them off. For adolescenis, PS may act as a much needed caialyst, .making school

more cogno-emotionally relevant (ef. 5.10).

6.3. PS: supporting natural learning order

It was noted in 5.1-5.5 how musical features may facilitate the development of
languege, hoth anthropologically &nd ontopenctcally, and it was supgested
with evidence from newropsychology that subsequent language leamning may
be facilitated by the use of music in order to neurologically stimulate right
hemisphere (RH) functions. In other words, insicad of trying 10 immedistely
work with left hemisphere (LH) functions (which may be putting the cart
hefore the horse), stimulating RH functions in early leaming stages may be
more efficient, Further stimolation of RH functions dering more advanced
concept formation may also increase the depth and breadth of lingoistic
encoding.

VYGOTSKY's (1934) description of inmer .speech wes found to be somewhat
isomorphic with the characieristies of PS. It could be that their affinity
privileges the- processing of P8 over other types of input for low level learners,
and is a facilitative 1001 which provides preliminary access 1o language which

can later he exploited and developed.
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Anthropologically, it was also proposed in 5.6-5.7 than M&S. and other an forms,
may help build s bridge beiween what is natural and what is civilized in komo
sapiens. Increasing intelligence in  rule governcd socicty tends toward
controlled behavior, abstraction and separation; M&S seems to concretely wunile,
release, and rescue the natural savage.  Finally, it scems that at adolescence, the
pressure to conform and the withdrawal of parental affection may run counter
e the desire of blossoming emotions toward natural fulfillment. PS may s this
point hecome an ersatz lover-mother, a tcddy-bear-in-the-car.

6.4. PS: conversstions] discourse .

With the advent of communicative language tsaching, the stress has been put
morc and more on providing conversational language that is multifunctional.
Chapter four characierizes PS as situational discourse which simulaies a
dialogue, It was also noted in the more impressionistic analyses that PS borrows
a8 great deal from everydsy conversation. Haowcever, the cxtremc characieristics
of PS may mean that it approximatcs c¢goccmiric and inner speech more than

aciual cohversation.

Functionally, in the top ten songs in our corpus alone we find examples of
confession (I Just Cennot Stop Loving You. It's a Sin), questioning- (Wha's that
Girl?). ‘commands (Call- Me), assertions (Nothing's Gonna Siop Me Now),
exclamations of availability (I Warna Dance With Somebody). complaining
(What Have 1 Done to Deserve This), shocking dimctness (I Wam Your Sex), and
lament (Didn't We Almost Have it All).

Bui in addition to providing autheniic examples of pseodo-convcrsaiion, ihe
‘emotivational' charagieristics discussed abave may pgreaily stimulmie
“eommunicating" in the classreom. Cmaloging the ways that PS, and song in
general can be used in the language classroom is the' purpose ol Pan Il

6.5 A psychological model of pop song Jdiscourse and use

Drawing on the results of (he analyses, BRONCKART's discourse madel,
VYGOTSKY's idesas about inner speech, and my own research, | would like 1o
briefly construct a model of what kind of disconrse PS is and how it might be
used.
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First of all, PS was [ound io resemble most closely situational discourse in both
Chapters 2 and 3. However, this situationsl discourse had several peculiarities:
exceedingly high verb and personal pronoun coumts, and the lack of time,
place, and person referents, In fact, these excesses and missing pieces correlate
well with the deseription given by VYGOTSKY for inner speecch:

The ‘inner speech of the aduld represents his “thinkiog for himself" rather
than social adaptation; i.e., it has the same function that egoceniric speech
has in the child, N1 also has the same simuctural characteristics: Out of
comtext. il would be incomprehensible (o olhers because it forgets (o
"mention” what is obvious 'lo the “"speaker”. (p. 18)

What is “"obviously” missing in songs are the time, place, and people referenis
that & thinker wouid take for granted in 1he comtext of ihinking. In a PS these
can only be provided by the listener. if they are needed =t ell.  Bmt in fact, when
asked for referents in w specific songs, listeuers usually give strange looks as il
the evident is being asked, but they are siill usvally unable (o accoun! for the
referents straightforwardly. This leads me to believe that they do use songs in a
menner similar to inner speech. i.e. withou bothering 10 name referents
{although ' they may know they exist), merely nccepling the predicalization of
song as a unattached free agens of thought. This absence of referents leads 1o
high predication and an emphasis on sensc over mecaning in both inner speech
and PS.

To summarize, it is hypothesized thet PS is similar 10 inner speech in al least six
ways:

1. They ar¢ both highly predicalized with [ow nominalization.

2. They both favor sense over meaning. '

3. They both may greatly reftect the same “unspoken® themes (e.g. love and
sex).

4, The WPM rate of PS is half that of vocalized conversalion and this may be
closer to the rate of inner speech. :

5. Both take external manifestations of language and interoalize hem as cither
inner speech and the Din, or in the case of song in the SSIMH phcnomenon,

6. Neither needs to specify the time nor the place because they are happenings
in the enduring presenee and spacefulness of the mind.
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To test these hypotheses, much research is still aceded. A sart would be the
analysis of a corpus of cgocemiric speech with BRONCKART's grid and its
comparison 10 those of PS,

This apparent isomorphy between the structures of inner speech and PS do not
mean, however, that they are one and 1he same; it merely helps 10 explain the
attractlon of PS as a type of discourse that apparently is in cercbral harmony
with how we use language internally. Of course, other types of M&S, and other

discourses, mey have similar isomorphy.

These charscieristics of PS are what usually . makes it terrible literature, but
aurally it is potcmially immensely stimulating as an accompaniment to one's
own inner speech and he construction of onre's own secret and private world,
It is an immensely open text for anyone who finds the genrc relevant. If inner
speech is an open tem which may find inerasing specificity (meaning} first
through speech and then through wriling, as proposed by VYGOTSKY, then PS,
it would seem, is equally an open text which only finds specificity through
inhabiling someone’s mental environment.  But this specificty, usually cemains
at the level of egocentric poetry that can inhabit -a multitude of spzcific
moments in one's life. Unless song is talked and written about, defined as it
were, I would hypotbesize thael it remaing &t the vague-sense level of inner

speech.

The distinction VYGOTSKY makes concereing the sense and meaning is a useful
one for this discussion: "A word in context means both morc and less than 1he
same word in isolarfon: more, hecause it acquires new contcat: less, because its
meaning is limited and narrowed by the conicxi. The sense of a word, says
Paulhan, is a complex, mobile, protcan phenomenon; it changes in  differeat
minds and situations end is almost unlimited” (p. 146). Sense then is all the
interconnecting possibilitiecs of a word while mesning is its denotation in o
dictionary, the most regular scnse, but only the central part of the immense
semantic field that may involve the word in one's mind.

Sang's greatest artraction 'as pseudo inner speech may be (hat its speech
encompasses the nelwork of sense  rather than referring 10 any onc comiexi
specifically, Thai we seldom do speak about the meanings of songs and seldom
read lheir lyrics, or articles about what they mean, allows them 1o stay a1 the
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level of sense with its- muliitude of possibilities. The words in songs may remain
unspecified referents, vagucly being used for different purpeses, or, on the
other hand, they may be given meaning by individual apditors using their
persongl coriexts. These meanings, are seldom, if ever, challenged. In
¥ygotsky's terms, the words in a song can only acquire new centent by their
association with the context of the listener -- and become more (in a new
contexi) and lesy {disiinct from other sense options in the network of sense)

according 10 their use by auditors.

Notice afsc that meaning is not necessarily known internally before its
verbalization, It is in ibe interaction of speakers, and writers with readers, in
“sensefnil” sitnations that meaning is narrowed down to more specific
understandings which then interact with our cognitive struciures and possibly
resiructure these, (cf. PY 1986, ECO 1979). Meaning iz something that is made

and discoved ir irntcraction.

VYGOTSKY 1ells us words are gencra]izationls. approximations which gradoally
are used with finer and finer Jdistinctions, but continually shifting in the figld
of sense. And this ecould be part of why PS is so attractive to us and why il could
be greatly useful in pedagogy: PS is built first of all at the level of sense, it docs
not mean anything by itself. But, then, nothing means anything by isclf. The
paiet is thal P§ can remain close to nothing, or anything, for & long time and
fluctvate with the whims of different anditors.

In the above perspective, different musical tastes may be explained at least
somewhat by the associative expericnces that accompany the listening of any
music. A dislike of any M&S might be further partially explained by the refusal
of auditors to accept a musical cxample as somecthing they want to appropriate
imo their inner speech and thought at the moment. Our variable disposition to
certain  cerebral activities and desire for certain affective states mean that we
may like ccrtain M&S at ccrtain times and not want the samec cxamples in our
environment, in our minds, at cther times due 1o a desire to stimulate certain
forms of ioner speech end thought.  Thus, most listeners have a wide selection
of different soris of music to accommodate different moods and activities in
their lives. Similarly, listeners accumulelc pnew musics with new moments in
their lives. In faci, the raison d'étre of PS's ephemerality and always new-
producing mania may he that listeners want to encode cheir evolving lives with
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a new soundirack: listening 1o ioday's hils means encoding today's experiences
differcntly and asserting one's newness aod independence {rom yesierday
which was encoded in other musics. Little metter if the words are essentially
the same, the sound changes and "the times they are a-changin',

The role of M&S in initial stages of language acquisition, both first and second,
could be greater than educators have so far acknowledged, and considerably
greater when what is known about our processing of them is applied
pedagagically. Not only could song he helpful for learning the
suprasegmentals through contact, but its similarity to inner speech might
email the simple, generalized sense dimensions of egocentric language, but in
aduly ierms. Singing could be the overt method of having studemts practice this
egocentric laaguage and the SSIMH phenomecoa may sct as the covert Din
injtiator, probably a relative of inner speech. While most of the findings in
Part I argue for the use of songs especially with beginners, the fact thm they
arc open icxis means that advanced leamers still can find them anraciive for

their own more precise meaning-making.

The cooception presented above of how M&S is used is huy one model and onc
that iz constructed vpon many interrelated hypotheses. However, the
beneficial use of M&S pedagogically does not depend on the validily of the
model. As DE BONO (1967) has poined out, the effective use of somecthing is not
dependemt upon an accurate model of how it functions: "Supposing the madel is
valid, it would be as imrelevant o skilful use . ., . a5 e knowledge of engincering
. is 1o the skilful car driver. No onc would suggest ithat the proper use depended
on a full understanding . . . . " (p.6). In other wards, pedagogy need not wait for
8 confimed model of M&S in arder to use them 1o great advantage.

Part | has attempied to provide a raticaale for the use of songs, exposing first of
all PS's extent, simplicily, emotivaiional qualities, conversational
characteristics, and similarity with inner specch; and sccondly by relating
M&S's possible anthropological. ontogenetical, societal. and neurological
importance in language development. Part 1T will deal praciically with the use
of M&S in language rcaching.
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Part II: The use of songs and music in ELT

Part II of this dissertation is principally a contemporary review of the
literatuee concerned with the use of M&S in English language teaching.  Firsy,
Chapier 7, provides same historical evidence that M&S-use in instruciion is
nothing new. A more completc and in-depth historical review of the use of M&S
in insiruction could be the topic of a compleie ihesis, but goes beyond the scope
of this dissertation. This historical sketch of how M&S have becn used is
nevertheless valuable for our understanding of M&S's variable position in
pedagogy. Chapter § then provides a survey of Lhe literature of conlemporary
uses, approximately the last twenty-four years. Both of ihese chapiers rely
principally upon materials in English. However, where other language
malerials have been found, and found relevant, they have been npoied.

Chapter 9 looks at the availability eof commercial material and Chapter 10 deals
with the problems and reservaiions conceming the use of M&S as described in
several articles, Chapter 11 ihen attempts Lo consider some coolemporary
pedagogical tremds in rapport with M&S wse and the materials available as
reported on in tin: previous chapters.
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Chapter 7: Some historical ewdence of the use of M&S
in instruction

Synopsis
7.1 The theatrical use of song

72 The Laiin soung schools

73 Early parallels between M&S and teaching speech
74 The religious and cultural use of sung

7.5 Teaching children

7.6 TEFL/TESL use of M&S: early references

7.7 Summary

[t is reasonable to assume that sonpgs probably served as languapge acquisilion
matcrial long before lanpuages were ever formally taught, and in fact
vocalizations resembling singing may have been an anthropological step in
humanity's acquisition of lanBuage in the first place {ef. Chap. 5). Sinee the
bepinning of formal instruction, they have probably heen used at least by some
teachers, although probably not by most, with, pre.dic.tabl);. periods of preat
popularity and others of almost total disuse {MURPHEY 1588a). This probably
has not so much to do with songs themselves as it does with the changing trends
in methodology and individual preferences of administrators and teachers.

7.1 The theatrScal nse of song
QOne ‘meason for the use of sung'and music has been simply to add variety, and
this also in the theater, a social instructional tool since the Greeks, as well as in
language teaching, The analogy of the classreom to a stage, of the teacher to an
entertainer, is not altogether infelicitous; and as Sophocles clearly showed,
using what your audience already knows and believes sparks mome audience
participation and involvement. The ability of music also to excite emotional-
cognitivé imerest is exuremely useful for anyone who wishes 1o have an
audience stay attentive for any length of time.
From time immemorial . . . men of 1he theatre have found i useful to
intersperse spoken plays with eusic since gaudiences subjected 10 an
exclusive diet of speech, much of it in verse, tend to get restless. Music
. seems one of the means to aleviate that condition. . . . many thcatrical
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artists have felt that music adds another dimension to the play, conveys
ideas which caonot be as well set forth in verba! discourse.  Cenainly,
many of Shakespeare's predecessors and contemporaries shared these
practical sesihetic ducisines. (STERNFELD 1971: 157)

STERNFELD also recounts the use of music “"frequently employed to cndow &
particular sequence with especial, if not magic significance” (p.158) when
ghosts arrive or to make someone fapll in love, asleep, or be miraculously
healed, It is also gready used to portray the personality of @ character, mark a
change in mood or sefting, being much more clear and economicel than
lengthy wverbal explanations. These are instances when music may
communicate more and better than words. Of course, the Greck chorus sang
its parns in words adding not only wvariety but giving the spectators’
perspective in words, invelving the gudience in the play by expressing or
aiding their inner thoughts and speech concerning what they were seeing.

Aside from entertaining and inferming, muosic is also credited with the power
to ‘civilize, 8 major goal of educstion, and e¢ven to alleviate mental and
emotional maladies. These functions oo have been recognized for some time,
but the degree to which these are used to benelit, conugl, or harm those who
listen is subject 1o debate (see Chapter 10). According 10 the VENERAELE BEDA
{673-735 AD): "Music is the most worthy, couricous, pleasant, joy_ous. and
lovely of all knowledge. 1t mekes & man gentlemanly in his demeanovr,
pleasant, courtcous, joyous, lovely, for it acts upan his fcclings.  Music
encourages us to bear the heaviest afflictions, administers consolation in
every diffieulty, refreshes the broken spirit, removes headaches, and cures
crossness and melancholy” (BAUER & PEYSER 1956). ‘

7.2 The Latln song schools
According to KELLY(1969). the first extcnsive use of songs in lanpuage
leaming were probably in Latin schocls during the Middle Ages:

Music and songs became an integral part of language eaching during the
Middlc Ages. The first introduciion to Latin was given to most pupils in the
'song school,' or school of litwrgical music. After she rhythm and flow of
the language had been drilled by plein chant, which was based solidly on
speech thythms, the pupil hegan the formal study eof Latin. . . . | it seems
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that songs were occasionally used in the secular classroom., St Jerome and
Abelard bolth mection sacred music as an essential element in Latin
ieaching, and many of the medieval tracts on music contain large sections
on pronunciation. These detail matters like vowel quality, syllabic length,
and intonation patterns, As it was taken for pgramied chat spelling
govemed propunciation, medieval scholars ‘were faced with tbe problem
of "silent letters”. Liturgical music, it seems, was pressed inte service to
ensure that these letters were taken care of. Letters whose phonetic
existence was threalened by (he pronunciation habits of tbke new romance
languages were streogthened by being sung on & "liquescent” . note, i.e.
separately from the vowel preceding tbem in ihe syllable, and in later
centuries, this spread to all ihreatened consonants, Such pedantry had its
own rewdrd in producing a pronuncialion that wes morc carcful than that
of Cicero himself. for many of the letters that were restored had been
silent in classical times. One of the most popular langnage teaching songs
came out of Clenardus’s school at Braga. According to his own account this
song dealt with greetings, was originally a dialogue taught as such in the
school. The maost probable explanation of its appearance in = masical guise
is that it had been learned in a singsong fashion and the tune had
developed of itself. Clenardus remarks with some amuscment that cven ihe
muleteers of the city sang il and (hat its first words, Heus puer, became =
nomal form of gmeting among all social classes. (p.98)

7.3 Early parallels between M&S and teaching speech

Many languzge teachers, as our Latin colleagues above, have feli that singing is
an cxcellent means of teaching promunciation. Some have drawn the parallel
between song and speech even more closely. Tn 1588, William BYRD wrote in
his Sonets & Songs of Sadnress and Piette of "reasons bnelly set downc . . . (0
perswade everyone to learne to sing . . . @ 4. It is a2 singolar good remedie for
stutting & siammering in the speech. 5. I is the best meanss to procure a

perfect pronunciation & te make a pood Orator”.

In 1787 WALKER published a book entitlcd, The Melody of Speaking Delineated.
subtitled “ar Elocution Taught Like Music; by Visible Signs. Adapied w the Tones,
Inflexions, amd Variations of Voice in Reading and Speaking; with Directions
for Modulation, and expressing the Passions™.  WALKER explains:
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But though singiog and speaking sounds are tbus essentially distinct, it
mast noi be imagined that singing tones are never to be used in speaking,
Far from it. The monotone is not only productive of the greatest varicty,
but often forms the greatest beauty, of salemn, sublime, and plaingive
pronunciation; so that verse, properly pronounced, is sometimes, not only
figuratively, but Yiterally a song. (p. 8)

KADOTA's (1987 ¢{.Ch.5) re¢search, indicating that possessing the audiiony
imprint of a [anguage makes for more efficient reading, can already be found
in WALKER's assertion, "Reading like Singing, is, to a certain degree, much
morc easily learned by the ear than by notes. IF the pupil has a good reader
constantly to imitate, he is undoubtedly possessed eof the principal means of
improvement (pp.68-69)." Thus, these two scholars, half a world and 200 years
apart, would seem to soggest that acquiring the musical gualities of a language
will not only help pronunciation but are a prerequisitc for efficient reading as
well. . WHITEHOUSE (1965) would scem to support this same idea in the arlicle™The
Use of Color and Music Helps Make Reading as Simple as ABC" (cited in OSMAN
1965).

7.4 The religious and cultural ose of M&S

in sddition to the goal of teaching Latin, the church apparcnily has found sonp
very efficient for arousing humanly passion for heavenly ideas and of
instructing its followcrs. According 1o POLLARD (1960), "between the
Reformation and the present day more than 400,000 hymns bave been written
in the English langoage" (p.7). Tromically, the Catholic and Protestant churches
tried o wipe out caroling (singing and dancing together) in the 1500z, but
nevertheless "it scems the church has been converting sccular songs 1o
religious purposes throughount the Christian era (as the Salvation Ammy has
done in pur own day) and ring dances along with them"(OPIE & OPIE 1983:20), In
fact, these aunthors even cite evidence (hat "the choosing of a sweetherrt from a
dancing ring is shown {o have been a cusiom in the time of Christ and probably
centuries before, {And even] in the apocryphal Acts of St John, of the mid-
sccond cemtury AIY, Christ 1akes the central role while the apostles dance round
him" (p.4}).

Song seems to have always provided groups with the fecling of unity, be they
national, ethnic, religionus, or a comhination of these. However, beiween the
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Latin songs schaools and the twenticth century, it would scem songs gradually
fell out of fashion in language instruction as linguistics began looking more
closely at language learning, making it a more formal wndertaking (KELLY
1969). Not until the teaching of culture became popular was there renewed

interest in songs.

Folk songs were especially common in the classroom, special
arrangements even being made for school use. Them was some question
aboul the use of peculiarly national songs like "Bobhy Shafioe" or "Casey at
the Bat®, but it was agreed that if the course was t0 have a cultural content,
such songs could hardly be avoided. Owing to the archaic tone of many
folk songs, the popular song, despite raised eyebrows, found its way into
the ¢lasstoom and formed a large pant of school broadeasts. {Ibid. p.100)

7.5 Educating children

The fact that children learn songs with great case, practically no inhibition,
and with liule prompting has certainly becn wsed by parents, nurses, and
teachers for a long tme, and, to some extem, for their indocizination into
religious and patriotic ideologies.  Teschers of young children have found
singing an excellent way to engage them in the learning process and form

group spirit.

The part that music may pley in early language acquisition has already been
noted (cf.ch.5), One might ask if the great attraction of singing for young
school children is due 10 their recognition of something familiar, something
they already have inside. Ar songs more familiar to them gnd easier to process
becanse they present the salient features of language that their developing
brains have already given a lot of attention to?7 Their psychological disposition
t0 having fun and leaming through kinesthetic action also make gongs

attractive 0 them.

However, if songs sid developing language learning, they also have been used
to ingrain ideslogical contemt -- religious, pd]ilical. and cultural ideas shat 1hose
in authority deem desirable. Patrictic songs abound in eclementsry and church
schools and are implicit evidence of the belief that songs instruet and reinforce
ideas considered worthy of having. For example, in 1927, the Dépanement de
Iinstruction publique du Canton de Neuchftel published a booklet of seventy-
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cight national and popular songs to be used in all primary schools with the
following natice on the inside cover; "Ces chants sont obligatoires dans touies
les écoles du Canton; ils n'excluent pas I'ftude d'autres morceaux laissés au choix
du personnel enscignant." Of course, it still remains 10 be secen how, and how
ofien, teachers interpret such obligations.

OPIE & OPIE (1985) point out that in England, the Board of Education was in the
"wvanguard of the crusade” for using zongs in clementary schools at the tum of
the centary. In 1505, they published soggesiions in which they recommended,
although their use was “"not obligatory”, transiated French pursery cbymes and
German Kindergarten songs, as well as "Old English Singing Games”. They note
that
the main drift of traditional singing games into the infant-teaching
system took place at this time {though ‘the Mulberry Bush had been
adapted for infant use in the 1840s) and they proved their worth by long
outlasting the prosaic action songs [teacher-made] whith were also being
tanght. Cecil Sharp beld classes in singing games at the South-Western
Polytechnic in Chelsca . . . bis ardemt young woman-students . . . went out
to teach them . . . in every comer of the country. . . [as some singing
games] were finally removed from oral tradition and domesticated in the
classroam. (p.24)

According 10 OPIE & OPIE (I1985) the philanthropic ¢lasses thought that poor
children didn't know how to play at this time. The Times of February 15, 1908,
reports that play centers were icaching 23,000 underprivileged children tc play
every week., “"The younger children leam singing gemes: and these, it is

interesting to hear, have @ strong civilising effeet on them. . .

OPIE & OPIE's well documented work, The Singing Game, traces the singing
games from their original purpose of providing a social framework in which
youths and maidens on the verge of adulthood could playfully choose a mate at
social funciions, at least for the length of the song, 10 the I980's when it is
principally girls beiween seven and nine years old who play the games
naturally, i.e. not taught in & classroom, and not for the purpose of sclecting

sweethearts.
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7.6 TEFL/TESL use of M&S: early references

In the ESL/EFL periodicals, the earliest article that 1 have found iz GRAVENALL
(1949). . She urged that "even without & naturally musical tescher, music or at
least singing should be an integral pant of lappuage-study. . . . [as] the
advantages of language-learning from song &re numerous” (p. 124). She
cmphasized the memorability of songs and how they were useful for teaching
vocabulary and culture, She remarked that though some teachers might feel
songs inappropriate. for adult classes they should experiment.

However, she advised against the popular song "hits" because of their dubious
musical value, the “"sheer mubbish” lyrics, ungrammatical forms and ugly slang.
{Looking at Billboard's list of hit singles for 1949, we find singers like Bing
Crosby, Perry Como, Dinsh Shore, and the Andrews Sisters, among othets.)
GRAVENALL hopelessly, yet insighifully, concludes, "so leave out the popular
song, which will unfortunately probably get learot anyway. . . " (p.126).

Concurring with GRAVENALL, KELLY (1969), probably referring principally to
the USA, reportz that songs in recent language education didnt become popular
until the mid-twenticth century a8 well, and that links were made with mime
and dance, since "both music and movement are natural ways in  which
children leamm outside the classroom" (p. 214). As early as 1943, cxicnsive song
materials were already available for native nursery achools that recognized
that "The child in the Nursery School leares by doing". and proclaimed that "All
Nursery School education is based on [the child’s] intense imterest in things he
can se¢ and touch, end things he can do. . . . Nowadays we recognize that a
child's main imwerest lies in his personal relationship with life”™ (BARNARD-
1943:3).

Nursery rhymes, of course,. have also been a long time [favorite with the
teachers of young children, In 1950 , BUSSY published th¢ first EFL-oricnied
collection of nursery rhymes, to my knowledge. Fifty Nursery Rhymes was
appatently for swdents of all ages, and with many purposes in mind. Tt was

intended to help the French studenl, aot so much to speak English . . . as to
hear its rhythm and musie, 10 give him an insight into its atructure, to
enable him to undersiand, not only its sense, but some of those individual
characteristics which every language has forged for itself and which give
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every language its special ¢harm. . . . For many generations these Rhymes
have been almost the first words an English child has heard. They are
sung to him by his mother or his nurse when he is stll in his cradle, . . .
They are in a way the foundations on which i1he knowledge of his mother

tongue rests. (p.13})

There have been song collections, it seems, ever since there have been books,
however, selections specifically for EFL/ESL teaching were late in coming, The
first reference 1 found (0 one is in the 1954 sumroer edition of English Language
Teaching 8(4) under "books received” : One Hundred- Songs and Poems
(BLUMENTHAL & STERN). The byline also rcentioned an accompanying
handbogk for teathars on baow o use the material in class. As early as 1956,
English Language Teaching published a review of such a collection (BURNETT &
ALCOCK 1955).

In 1957 BEARDSLEY wrote an article thal was to ingpire OSMAN (1965) who was
later 10 inspire me with onc of her workshops in 1980. BEARDSLEY contends
that through singing and he use of recordings, students can be thoroughly
initiated into ‘"poetry, dance rhythm, corre¢t pronunciation, aural
comprehengion, drill, grammar, vocabulary, and & bird's eyz view of a country's
character or cultural atmosphere.” He defies language teachers to find a
mediure with more potential,

BILLOWS (1961) aiso found that not only were structures quickly learmmed with
songs but that they are much more enjoyable than drlls:

There is no other way in which we can gat the normal, unexceptionally
motivated or compelled, stodenmt to repeat so many sentences involving the
normal mouth movements and rhythm of the ' language, without weariness
or rebellion. (p.237)

Concerning pronunciation BILLOWS coniends that while singing students

are obliged 1o kecp the rhythm, so that the vunsiressed syllables must be
hurried over and the siressed syllables uliercd with noticeable force.  The
frequemt repetition of the sentences with the swing and rhythm demanded
by a poem or soog practices the mind and the muscles to work smoothly
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and skilfully together in the patteros and soncrities of the language.
(1961:237)

Te my knowledge, the first collection of songs aimed direcily at EFL, apant from
perhaps BLUMENTHAL & STERN abave, was published io 1961 hy Longman.
Compiled hy LEE & DODDERIDGE with notes and pronunciation aids, the sixty
sangs are well known in Britain, slightly more than half being cbildren's
songs, including a few singing games with instroctions. The aathors admit to
changing a few archaic cxpressions but alse tastefully leave them where they
are an integral pert of the song {¢.g. "Auld Lang Syce"). In the introduction,
alihough they agrec 1hat songs will brightea up and add veriety to a language
lesson, they also” assert that their repetition is wseful for reinforcing struclures.
By devating just five to ten minutes a lessoo, two or three times a week, they
feel tbat students can lcarn more than twenty songs during the year., A
“pramophone mcord" accompanies the hooklet, with 10 songs for children and
oine soogs for adults sung by professionals, although unaccompanicd hy
instruments, The copy I consulted was in its “"Ninth impression 1980", so

appamcntly, such boeks are in demand.

Following BEARDSLEY, BILLOWS, LEE & DODDERIDGE, OSMAN (1965) carries the
toreh further in the first attempt, to my knowledge, at sciting up criteria for
song selection in an organized program of teaching the full range of English
skills through songs. Agreeing with BILLOWS, she mentions the fact that
"gronps of words are casily retained in the mind when they are fixed in the
framework of melody, rhythm, and rhyme. Many examples can be cited of
foreign ltanguage students who are able to remember whole songs in the
language they stodied but perhaps not able to speak more than a few words
freely” {p.2). Thus she was aware of the Song-Stuck-in-My-Head phenomenon
(ef. Ch.5) and als¢ of the need for bridging exercises to transfer the retained
language in songs to active usc {(addressed more fully in Ch.11). For grammar
teaching she suggesied three possible approaches: to use song before a
structure was tanght as an oneconscious introdoction 10 the structure; (o use
song at the point of introduction of a structure to illustrate it in an authentic
and memorable example; and, thirdly, afier the structure has been taught, as

rcinforcement.
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OSMAN brings up the point that musical ability may help in language Jeeming.
She cites ETERNO (1861) and BLINCKENSTAFF (1963) who suggest that there is
some corrclation and that musical training for the less gified language student
might help. This has yet 10 be substantieted, although it seems reasonable that
someone with a good car for music will probably have one for language.

OSMAN’s main contsibution seems to be in using songs for American cultural
orientation.  She provides examples for dealing with historical periods, notable
individasals, ethnic groups, regional local color, holidays, and special areas like

college or camp songs,

One of the main problems, she feels, is teachers fesling they couldn't possibly
sing in class. However, she assertively says that a certain musical training
should be pant of any icachers training. Failing that, teachers can usually find
some adepl siudents {which even capable teachers should do in order o
enhance student participation) or usc recordings. In some schools, music
teachérs may also be willing to share the task: students can sing with the music
teacher and lonk at the language with the English 1cacher -- which is
apparently done often in Fintand where over 8 dozen songs a year are included
in the reader(p. 12).

OSMAN advised teachers 1o choose songs carefully.  First accerding to the
studemis’ level, ape, and culture, = OFf course the length, repetition, struciures,
vocabulary, cxpressions, and the cuhural points they present would be
considerations as well., The tune and rhythm should be simple enough (o leam
yet catchy enough tc stay with the students. Lastly, songs should be chosen
which have a natural word order, but emenable te change if necessary so that
they provide correer examples of academic grammar (e.g. "I been working on
the railrcad” loses nothing if "I've® is wrilten and sung), especially since
changing snngs to fit one's needs is in the folk zong tradition (BRAND 1961, p.3).
She suggests trying ont native Indian and Hawalisn (translations) and even the

current folk songs of the "present day scene”.

OSMAN foresees the possibility that not only more books with preselected songs
might become available, but perhsps companion songbooks to accompany 2
grammar or reading text, listing the songs thai have certain structures so that
they might be wvsed as an intreduciion or reinforcement of a particnlar
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grammar point or illustrate social, cultural, and historical readings. This of
course OSMAN eventvally did (If you feel like singing, OSMAN & McCONCCHIE
1979) including at the end of the book a key for grammatical structures and
pronunciation features,

7.7 Summary

It might seem that little has been written from a historical point of view
concerning the use of M&S in foreign language instruction, but this may
merely reflect the development of language leamning and teaching as a whole,
In other words, since WWII there has been An increase in the imierest in
lapguage leaming and subsequemly more aunention given 1o the 1eaching
joumnals and rescarch having to do with i1, M&S may not be any more popular
with language teachers now than they were at the turn of the century. Or, they
may be.  Again, this chapter's intention was 1o suggesi that M&S and their
rapport with language learning has a long history. To determine what exactly
this histery was in the different countries and in the different approaches 10
education calls for further investigation, but goes beyond the scope of ihe

present  work.

What is cecrtain is that technology has allowed M&S to drastically change our
students, if not our own, extrascholastic soundscape (FRITH 1983, KONECNI 1982,
MARK 19%1), becoming imponant ¢arriers of linguistic and cultural information
for the language leamer. Their ubiquity has mads them unavoidable as
mirrors and shapers of society (DAVIS 1985 & GARDNER 1986), as communicative
haiku, as a literary form that the masses us¢ toc express themselves. To whal
extent the school reflects the concerns of everyday life and uses this
"equipmemt for living” (BURKE 1973) remains to be seen.

I have decided 10 end the historical information at 1965, with OSMAN's 1565
paper, for several reasons. First of all, at about this time the above
technological changes referred to began multiplying at an unprecedented rate.
Secondly, DSMAN's paper rather breaks new ground with her concerns and
perspective of laoking at song-use, Thirdly, 1965 and 1966 mark 3 new phase in
English teaching with the founding of TESOL in the USA -and TATEFL in England.
As a resull, since the mid I1960's there has been a steady increase in the number
of joumals for EFL/ESL and at the same time an ingrease in the pumber of
articles and published materials concemned with song.  Again, this increase may
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not refleet an increase in M&S populerity, in terms of an increase in the
percentage of teachers who use M&S, but merely an increase in the totat
putlication and marketing of the language icaching field.
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CHAPTER 8:
Contemporary Uses of M&S in Language Teaching

Synopsis
8.1 Sources of song wuse in language icaching
811 Estimates of popularity with teachers
8.1.2 Compuier scarches )
8.13 Teacher training 1ex1s, courses, British Council lisiings
8.1.4 Newsletters and joumals

8.2 Comparative research on the use of song

8.3 Choosing songs
831 Choice of songs: four possibilities
83.2 Orther classifications of songs
833 Swdent feedback

£.4 Conventional language learning categoties
841 Listening comprehension
842 Pronunciation -
843 Grammar
8.44 Coniposition
8.4.5 Discussion
8446 Litcrature
847 Caltore, history, and cuoment events

8.5 Didactic options
£5.1 Using cloze passapes and dictations
© 83.2 Music only methodologies: Snggestopedia, Tomatis
8.5.3 Towal Physical Response (TPR} songs
854 'Jazz chants
8,55 Video clips
8.5.6 Practical 1ips
8.5.7 Music as subject matter
858 Singing .
8.5.9 M&S in language laboratories

§.6 M&S usc to teach other langnages

8.7 Summary

There has been little controlled research, to my knowledge, on the acinal use of
songs in languagc :eaching‘and their effectiveness as compared to other mcans
of teaching. Mostly, teaclers have strongly cxpressed their belicfs, after
cxperiencing‘ the cffect' that songs can “have on their classes {(a type of rescarch
in itself), that songs are exiremely usefil, not only for molivaiion and
enjoyment, but for the full array of language leamming skills, as® well as litgrary
and colworal study.  Thus, this survey of the literature will first lock at
indications of rhe popularity of M&S in language icaching, then loock at what
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quantifighle research has been done, and finally survey the many ways in
which songs might be used in langvage classes as reported in the literature.

As in the preceding chapter I am concerned principally with 1he use of M&S in
English language (caching. Howcver, where | have found relevant information
dealing with 1he icaching of other languages (French, German, lalian, &
Spanish) with M&S ] have inctuded it. The rcasons for and ways of using M&S
in 1caching one langvage are basically the same in tcaching others. | do noi
preiend, however, o have made a complete survey of the literature in teaching
thcse other langnages, partially because of the immensity of the task but also
due 10 the limiis of my own linguistic abilities.

B.1 Evidence of song vse in Janpuage teaching

8.1.1 Estimates of popularlly with teachers
As noted already, it is questionable just how much 1eachers use songs and to
what exteot, In 1976, ZOLA & SANDVOSS wrotc

A search of the lieraturz on thc usc of song in the teaching of a second
language gives mule evidence of the paucity of work se far eltempied,
whether at the level of empirical investigation or of theoretical sindy
secking to develop broad pcneralizations and principles of rationale and
mcthodology, {(p.73}

CASS & PISKE, writing in a German review, 1ak¢ a more positive view of Lhe
amonnt of M&S literawwre bul judge the implementation in classrooms rather
negatively in 1977:

It is now a degade since the first optimislic papcfs probing the uses of pop
began to  appear in the foreign language leaching press.  Yet despite the
steady flow of suggestions and reports of individual atiempts to exploit
what i3 agreed 0 be a highly motivaiing and promising mecdiom, the main
body of the language ieaching profession would appear to have remained
largely unimpressed; the application of pop has remained t(he province of
a converied and dedicated minority.(p.131)
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Ten years later, in 1987, REEVE &WILLIAMSON seem to think songs have become

T

part of a tecacher's baggage, "it is evident, from the amount that has been
written about using contemporary songs in the classroom, that their value as
motivation is clearly acknowledged by EFL teachess today™, but the anthors still
see problems with how teachers use them, "however, our expericnce has been
that in practice songs are often used as a carret -- a reward for tired tcachers

and swdents on Friday of a long week” (p.33).

Some teachers have tried to overcome the “"carrot bias" and show how songs cen
be wnsed mere profitably for teaching and for rcinforcing many aspects of
language leaming. (To be treated in 8.4-8.5)

8.1,2 Computer searches

In addition t0 my own library and periodical searching, the sources for the
articles in Pan )1 come largely from two different computer scarches: one in
1983 which covered ERIC prints 1966 throngh April 1983 (60 prints), RILM 1971
through April 1978 (mo prints), and LLBA prints 1973 through December 1982 (38
prints); the second one in 1987 updated the¢ ERIC and LLBA to June 1987 (50
prints) and searched the IFS bank (Informationszentrum fir Fremdsprachen-
forschung) under "Lied in Fremdsprachen-Unterricht” (201 prints, meostly in
Germsn in German journals) from 1893 to thc present.

There was, of course, about a 15%  duplication between the computer banks,
thus the tetal prints of 349 actually represented about 300 aricles concernming
the use of M&S in teaching languages. The quantity of material shows that M&S
have becn given considerable aticntion, at least by some tcachers and
researchers, although as to its relative importance compared with other
methadological ideas T have ne information.  Finally only a porction of thesc
arlicles were decmed rclevant to my rescarch (among the 108 tcaching articles
in the bibliography).

8.1.3 Teacher training ¢exts and courses

I did 2 cursory review, in 1986, of teacher irzining and resource texts at Stiheli's
bookstore (Switzerland's biggest ELT store) which revealed that 12 of 26
contcmporary texts in stock mention the vse of songs (from a short paragraph
to several pages, listed in the bihliography IV). Most ofien they suggest songs
as uscful for changing the routine. and then. for pronunciation. Only
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occasionally are there suggestions to wse the student's own musi¢ and one
suggested having students write lyrics in the target language to melodies from

their native language.

One teacher training program bas actually offered a courses for teachers in
using music and song. The University of California in their 4-week programs
for tcaching English {apparenily a refresher or continuing education course)
advertises in their brochures, 1985-87, 1en ecourses, one of which was "English
Through Songs and Videos” with the following description:

Why is it that you can always remember the word 1o your favorite songs
and forget so much ¢lse?!  This class will show you how to take advantage
of that phcromenon.  Your students will oot only -remember the words but
lcarn new grammalical structures, improve pronunciation and intonation
and c¢xplore different aspects of American cultere through music.
£.1.4 Asspciation newsletters and EFL magazines
The growing popufarity and usc of songs is reflected also in the publications of
the language teachers associations. - The - English Tcachers Association,
Switzerland (ETAS) summer newsletter (1988) had songs a8 itz special (opic as did
the Japancse Association of Language Teachers. (JALT) for their joumal The
Language Teacher in May 1989,

Among (he ‘commercial leachers' journals, allhough they regularly have
ariicles on the use' of .songs, the only complete editions t(hat 1 have found arc
from Germany and France, Der fremdsprachliche Unterrichs titled their
November 1984 cdition "Behandlung von Songs ond Chansons”. and their April
1988 cdition, titled "HSren und Verstehen”, included much 10 do with songs. - Le
frangals dans ‘le monde, in addition 10 having a regular rubric on “chansons®,
devotcd 1heir whole Septcmber 1977 (no.131) and April 1984 (no.184) issues to
songs and their use in class,

Although it scems that articles have begun appearing more ofien, which may
mean that they are becoming standard tools among the "active® teachers, it is
also 1rue that the numbcr of (cacher journals has grown as language learning
has become big business. Articles are not necessarily Accurale rtepresentations

of what the majority of teachers arc doing but they may show tendencies among
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the active ones. Whether, and to what extent, these ideas are implemented by

the majority of teachers is difficult to judge.

8.2 Comparative quaretitative research on  the use of song )
VAN ASSELT (1970), ieaching German, compared thc efficiency of dialog
memorization, for a conmirol group, 1o song mcmorization for an experimental
group of third grade children (cight year olds) in a U.S, ciementary school. "The
control group was taoght five dialogs with songs and pocms as enrichment
‘material. Thc e¢xperimental  group was taught twelve songs &nd poems with
dialogs and stories as reading materials® (p.5). Classes met twice daily for
fifteen-t0-twenty minute lessons for twelve weeks and then were lested for
pronungiation and comprehension.  Although the experimental group had
higher scores on both tests, the differences were not significant. Nevertheless,
VAN ASSELT concluded from observation thal

{1) Pypils lean a song or poem fasier than a dialog and over a short period
of time are capable of recalling songs better than dialogs. (2) Although
very limited in structare and vocabulary, pupils are capable of making the
transfer and saying short sentences and applying them to contexis outside

the song. {p.13)

‘VAN ASSELT ailso observed that lcarning the songs reinforced what was done in
the children's music and math cilasses (whole, half and gquaner notes, counting
songs), and somewhat with social swdies. He conciuded that teaching . foreign
languages . through songs would be more acceptable 1o other teachers if such

reinforcement was augmented.

One of his most interesting findings was thai the children with the lower scores
on the menizl aptitude tesizs were able to memorize the songs with
pronunciation comparabile to those with the highest scores. This implies that
conventionally taught slower studemts may be especially aided by the use of
sonps. Neurological scicnce is suggesting ithat we may be only teaching to onc

type of leamer in conventionsl language teaching.

[n another study, HAHN (1972) measured lexical retention aided by the addition
of melody and rhythm with scventh grade (12-year-old) U.S. students learning
German, nincteen boys -and minetsen pirls. He found that “the highest depree

15t



of reiention was achieved by boys when song materials were utilized, and by
girls when dialog materials were uwsed.... [although} the girls scored higher than
the boys on both media,.. the differcntial between song and dialog scores was
gencrally smaller for girls than for boys" (p.12). The combined scores of all
tes1s and subjeets did allow the conclusion that 1he songs gencrally worked
bewer than diatogs, elthough sex was the real determining factor. This lead
HAHN 10 refer to “cvidence that boys leam more easily with the addilion of
kincsthelic  activity. Singing and simulizancous bodily response 10 rbythm
rcpresent & type of kinesthetic behevior and an edditional sensory experience
which may be facters that boys, in particular, need for more effective
leaming" (p.16). (Sev also TPR 8.5.3).

The only other guantitative-comparative research that I have found in the
literature concerms the presence or absence of background mosic in
Sugpesiopedia courses which concluded positively for music {treated in 8.5.2).

There has also been some” research inlo the hypothesis that musical ability
correlates with linguisiic ability. ETERNO (1961) and BLICKENSTAFF (1963) both
suggesied from their findings that muosical aptitude and training are important
for fosiering good foreign language pronunciaiion, saithough evidence is still
inconclusive. ARELLANO & DRAPER (1970) found "a sireng relationship belween
discriminatory musical abilities in pitch, inwecosity, rhythm, timbre, and tonal
memory and in achievement of a Spenish accent” and THOGMARTIN (1974)
concurs, fiading posilive correlations beiween age, muosicel talent  and
psycholinguistic abilities on the one hand and achievement in Chinese on 1he
other. RLICKENSTAFF (1963) swated, however, "that contrary 10 current practice,
students possessing the least musical talent are the very ones who would profit
most  from musical (raining as far as foreign language achicvemeni is
concerned”{p.350}.

8.3 Choosing songs

8.3.1 Choice of songs: four possibilities

Asking what kinds of songs arc best for using in EFL may be compared 10 asking
what kind of drink is best for somcone dying of chirst in the middle of the
desert,.  While studems may look with longing loward any drink, certainly therc
are those that would be dcadly for motivation and iaterest (c.g. opcra or church
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hymns for students who have been forced 10 listen to such from their parénts).
Foriunately poisongus drinks are few, Most kinds of songs will be met with
relief and help to keep students and the language-leaming alive, OF course by
knowing the students, their level and past learning cxperiences, etc., the
teacher, or the students, can choosc 1those sonps which can be very
invigorzling. This cxaggerated analogy is mercly meant to cmphasize that any
sang will usually be welcome and will work 1o some extent

The choice of songs is enormmous. Teachers, however, tend to choose what they
like zndfor think thet their students will like. A few have writien that perhaps
the chaice is better lefi up to the swdenis when possible (BILLOWS 1961, DUBIN
1974, OSMAN & WELLMAN 1578, CALVET 1980). Other weachers choose songs with
specific purposes in mind: 10 accompany a lesson on the past perfect, 1o
reinforce a certain vocabulary, or because they wish 10 do a certain iwype of

exercise.

1 wiil use four major cmegories 1o discuss song selection:

Among those chosen by ihe teacher there amc

a) made-for-EFL. songs

b) traditional and folk songs

c} coniemporary songs .

But there is also tbe possibility that the teacher will give the responsibility 1o
students 1o choose and bring in 1heir own materials, This fourth caregory, d)
siudent-selecied material, .will no! usvally have any made-for-ELT songs in it
since students do not uwsually have access o them. Adult studenis will often
choose some tradlional and feolk material, bul most young pcople’s choice
usually falls within the domain of comemporacy music. 11 is 1his last group that
1 will discuss mosdy in section d) below,

Going from a) through d), thcre secms to be a lessening of comtrol on the part
of the teacher and an increase in familiarity for leenage students: in a) the
tcacher controls imput strictly and may e¢ven write the songs, in b) the song
materials arc "tried and 1rue” and wusvally very familiar (at least for Lhe
teacher), in ¢) the song malerial is contcmporary (within a few years) and may’
be more [amiliar 16 siudents, ofien being mck or pop and possibly heard in
their out-of-school environment, and finally in d) the teacher cncourages a
dcgree of self-directed learning in the students by having them pick the songs.
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In -actusl practice these calegories might collapse, e.g. & collecvion made by EFL
teachers (a) may contain 1raditional (b} and contemporary (¢} songs. In actual
use, a teacher mighi give the collection to studenss to choose which songs 1w
exploit (d),

a) Made-for-EFL Songs

Some icachers and materials writers have tried their hands a1 songwriting
themselves in hopes of creating the material best suited lo their own classes. Al
onc extreme there is OSMAN (1965) advising teachers (o change a word or
construction in felk songs that might be cither tog difficuld, archaic, or seen as
non-standard English; at the other extreme completely new songs with new
melodies and lyrics have been written with the English leamer in mind,
Prabably one of the sparks behind this taver group was RICHARDS (1969);

Vocabulary, pronuncigvion, and grammatical comirol must be applied to
the lenguage of songs just as to any other panm of the English course, The
words we sing should be frequemd . and wseful words, syilables should be
sircssed ot wnstressed according, 16 the patterns of spoken English, and the
gremmar of the songs should be that of normal English, Maost English
songs do not meel these requirements and cannoy be recommended for use
in teaching English 1o speakers of other languages.  Yet this. need not deny
our learmers -the chance of singing. Whar we necd are specially wrillen
songs, and sengs which have been adapted for leamners of English. To
provide songs likc these the tcacher must be prepared o try his hand a
writing songs. (p.163-4)

Accompanying his anicle in the Forum, McCREADY .(1976) provides a record aof
five "Communmicaticn Songs™ that he wrote, His imentice is to bridgc (he gap
between students' memorization of a song and sheir incepacity to usc the Same

language in canversation.

Any tecacher who has swelled with pride au his swdents' [aunitless rendition
of a memorized dialogue and then has suffered the terrible disappointment
of hcaring the studemis mangle those same. language stroclures when they
try 1o usc them in other situations, .will readily recognize: that mcmorized
song lyrics present *the- same problem - only maore acutely because of the
special way in which the music cluiches at the child's memoery. (p.2)
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McCREADY wrois simple dialog songa and suggesied that they really only serve
as.a short introduction (o the dialegs and that they should be spoken as soon as
possible and then expanded upon {(cf. Melodic Intonation Therapy for ,aphasics,
Ch.5). Unfortunalely some of his dialogues are r1ather poor examples of
communicative language by 1oday's siandards, alibough apparently useful w0
some leachers {see SANTIBANEZ 1979), . However, bis assenion that there needs
lo be some sort of bridging exercise from tbe song to "use" is important, lor
withoul bridging exercisea songs may be fun buwil the availability of language
for use will remain incidental. To reap the full potential of songs something

mors must be done than merely singing (treated in 8.4-8.5).

McBEATH (1986:44) criticizes the made-for-EFL. self-penned songs of several
teachers rather strongly, citing several unfortunate examples:

Take the number four

Since it is so small

Multiply it fast by 1wo

Answer now 10 all. | (McCREADY1976:7)

Oo you know the major American authors?

If not, here they are. .

Bradford, Broadstreel, Sewell, Taylor, -

Mather, Edwards, Wheailey,, Kemble-Knight, . . '
Poe, Melville, Emerson, Thoreau, .

Fitzgerald, Faulkner,. Hemingway, Thomas Wolfe,

Gass, Banh, Updike; Dates. (KABILA-MUTUTULO 1978:44)

1 myself and- you yourself,

He himself, she herself,

We ourselves and they themselves,

That's the way we sing. (FERNANDD 1978:49)

These are taken oul of context and surely the enthusiastic ways. in which, these.
songs were reporied wpon in the literature mesns thar they were successful at
least for the, teacher using them. To paraphrase STEVICK (1971}, because of
tcacher invesiment, many scemingly pedagogically atrocious materials work
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well where other pedagogically sound materials may fall flai. Thai these songs
worked, at least for the teacher, also confirms for me the feeling that any
singing and playing with language will usvally enliven a class and plesse a
teacher who sees everyone “using language" at tho seme time. Again, however,
songs can be much more uscful than merely getting the whole class to move
their mouths at the same time.  While surely the students got their mouth
muscles around some English-like sounds with these songs, . communicative

intent and meaning through linguistic use were probably still far away.

Better in my mind are WILCOX's (1974) suggestion for rewriting children's songs
and noursery rhymes with more familiar and wseful language. “"Mary had a
Little Lamb" becomes "Mdry has a little cat, kitty cat, preity cay Mary has a
pretty cat / The cat is'eating fish”. VAN ASSSLET (1970) wrote or recomposed
songs for his Germman class and of course KIND (I1980) takes this idea 1o the
cextreme with the "Singlingual Method " and his collection of twenty 1exts set to

internationally famous tunes.

Other writers (WILSON 1972, 1974, KINGSBURY & O'SHEA 1973, WELLMAN & BYRD
1976, ABBS & JONES 1977, ABBS & YORK 1975) have written and reconded songs
“in the pop idiom” of their time, which arc certainly used and appreciated by
many teachers (cf. ETAS NL 5:3: 1988). Onhers, however, have criticized their
attempt: “. . .the intersst they set out to build on is greatly weakened as the songs
and their performers can on no account be said 10 be pan of the 'pop scene’ . . . .
The language of the songs is graded and sclected in a way all too reminiscent of
the school textbook, with the satisfaction of understanding it, nawurally enough,
correspondingly low” (CASS & PISKE 1977). CASS & PISKE maintain that students
are more molivated 1o undersiand authentic texts, thus invest themsclves more,
and arc morc satisfied at the end for having danc so. JANTORNO & PAPA (1979}
concur, saying that made-for-EFL songs "have failed 1o arounse pupiis’ intercst
and have often proved to be boring and .artificial” (p.181).

OPIE & OPIE (I985) nated the failure of gome-song writing attempts by
elementary school teachers at ths tum of this c¢entury in Engiand when they
tried to imitate, with pedagogic pgoals, the already popular singing-games
chiidren naturally performed on “the playgrounds: apparemily nonc of them
caught on in oral tradition, "they werce too self-conscious and insipid” (p.25).
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1 published a colleciion of ecleven songs myseif (MURPHEY 1981) of which one
was written with the idea of reinforcing grammar (16 be) and one vocabulary
(days of the week). The remaining soangs wen (hematically oriented sbout
foreign studenis and their situations abroad (see also MURPHEY 1977). [t was
rcasonably successful as a regionmal product and ol course 1 found they worked
extremely well for me and my classes. Bat a5 1 tried to tune more and more into
my own students I found their own choices of current songs were many times
more motivational for everyone (se¢e CASS & PISKE above). Now cight years
later, 1 find 1 use only two of the songs mgulary, and only -with children under
(welve, 1t is aot so much that madc-for-EFL soags Bre poor maicrials as it is that
popular music is so much more powerfully stimulating, Again, any water wiil
be welcome by a dying man in the desert, but if he can choose, he would prefer
a -clear, cool swimming pool. DUBIN & OLSHTAIN (i977) say it most clearly:

For the Englisb language learner who roughly falls into the span of years
from -10 to 35 (though a person’s age is more apt to be determined by spirit
than by years alone), moderm music repmsents a different element in life
than do some of the oither mass media which have been recommended for
inclusion in intermediate and advanced language courses. Most
newspapers, televislon programs, and the majority of commercial films do
not hold out the samec generstional pull which pop-rock music represents.

{even] cultu heroes who play such important roles in the music
scenc do not have counterparis ol tbe same magnitude among [the other
media). {p. 199)

b) Traditional-folk Songs

OSMAN & WELLMAN feel that for low level siwdenls many of the made-for-EFL
songs are best swited, implying that intermediates through advanced risk being
insulted by such material and that they can bandle native material with more
satisfaction.  They persenally [avor traditicnal/folk songs. They also give an

cighi-question list 10 see 1o what degrec songs are suitable:

Docs the song have repetition of words, phrases, lines or chorus?
Can the tunc be learned casily?

Does it have a strong rhythmical pattern?

Does it have useful language structures?

o

Is the vocabulary useful?
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7. Daes it reflect some aspeci of culwre, cusiom, tradition, historical
era or event thai is mscful for the swdenis 10 know about?

. 8. Do you know ihe song to be one thal continues to be sung by people
in this counlry [America)? (pp.119-120)

OSMAN & McCONQCHIE (1978,.1979) siress that folk songs contain the vital
concerns end characieristics of a people and supply many mnotes and historical
accounts ¢oncereing the sonpgs in their selections. BUSSY (1950 says much the
same thing for traditional -nursery rhymes. JOLLY {1975) maintains that such
songs ‘contain the traditional rhythms of the language as they are passed down
through the gencraiions.

The classificalion ino’ traditional, folk, and pop are at times confusing and
many carly pop somgs may he beginniag (0 undergo traditionalization
processes as sonps by the Beatles, Joan Baez, Bob Dylan, and Paul Simon find
themselves being sung year after year around ¢ampfires. While many of these
songs pull great weight with adnlts, curreni. pop amonp adolescents wusmally

sparks more enthusiasm. . :

¢} Contemporary sonps

DUBIN first lsmenied in 1974 the ELT. profession's shortsighied ignarance of
contemporary music, calling it an "overlooked -resource, . . . .[because] songs | . .
often turn out to be .1the -examples of the English lanpguape that :arc already
familiar to young pcople who want to learm and improve their knowledge of
English . . . 1hat students want to understand. . . . What beiter motivaion could
you possibly find? So, why not help them by bringing pop. rock and folk imo
the ESL curriculum?"(p.1). :

McLEAN (1983) does not embrace as many forms as does DUBIN .and argues for
his "litcrature of rock”. He criticizes "the general run of 'pop songs,' which by
and large are miadless and essentially unpropitious to close inspection”, nor
docs he recommend " 'folk sonps' or ihosc iedious ‘proicst songs' of the ‘60's
which many liberal-minded teachers seem still 10 regard as 1the epitome of
topicality” (p.44). He rather prefers writers "who in another age would have
written poeiry but who nowadays express themsclves throngh the medivm of
the popwlar song®. MeLEAN shows how a topical analysis of SPRINGSTEEMN's "The

River” fits in well with the cument topical corceras of adolescents in Frange
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(environment, divorce, uncmploymcnt, teenage pregnancy} without - adult

condescension,

McBEATH (1986), in Oman, also argues strongly for the use of rock and popular
music because of its dominecring presence in the Middle East and Southeast Asia
and its cheap availability. He refers to the 1985 Live Aid concert, which had
over 200 million viewers worldwide, to drgue that it seems "paradoxical that we
should still be attempting to manufacture special teaching -songs"(p. 45). He
gives examples from pop songs thar not only illustrate many of the structures
and “"good grammar” that teachers wish to icach but which would probahly recet
with much more of an affective response in studenis because they are pregnant
with meaning, However, he is at odds with McLEAN, above, as he finds that
SPRINGSTEEN's lines, ™l aci like 1 don't remember/Mary acts like she don't care
are positively counier-productive in  that they reinforce a non-grammatical

pattemn thai elementary students are notoriously prone to use" (p. 48).

MUNRO {1984} in discussing the folk music revival in Scotland and its impact in
education comments: “there is no possible .doubt that pop .is the predominant
musical influence on a larpe majority -of school teenagers and so, if for no other
reason {and there arc other reasons), it demands ‘serious attention” (p.331).
MUNRO mentions that a prominent trend in education is to "stert with the local
and more familiar before proceeding to the distant and less familiar”, thus
advocating using Siudents and their cxperiences firstt MUNRO rmentions 1wo
bocklets for this purpose, produced by ROY CARNEGIE, Songs to Think About,
which overlap fram folk to pop.. - :

VISAGE (1982), however, demonstraies the difficulty in choosing represeniative
sangs of American youth. Music being a fundamenial part of culture, she
considercd it a motivational starting point for the transmission  of culiure to
others. Beforc going to France for a year to teach English in a secondary school
(lycéde parisien, classes terminales) she made her own list of what she esteemed
important contemporary soogs for youth, and then had her 16- and 17-year-old
students in Connecticut make similar lists. She expecied the two lists 10 be
rcasonably similar as she ofien discussed music with her swdents, although she
realized also that the importance of music in her life had diminished since her

own adolescence.
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She was moch surprised au the difference in choices belween her and her
students, cspecially since (he age difference was only cight or nine years, She
noted that her fifteen studenis lisled the following: seven groups she had never
heard of, five groups she had heard of buot possessed no recordings of, groups
that she dida't like, groups she considered too mellow for contemporary youth,
important songs that she had forgotten about, and groups and singers that she
had not imagined her swudenis knew about bscause of their age. The students
did not choost many of the same groups that Visage csteemed had contemporery
value or shovld have been chosen because of their commercial suvecess at the
time, Only one commergial “hit”, which was on all the radios at (he time of the
reseanch, was gencrally agreed upon as impertant. When she and her students
did agree on a singsr, the choice of song was often different,

VISAGE's confidenee in being able 1o predict which songs were important for
her students was further shaken by 1their stated reazons for the selection.
Eighteen songs were chosen for the meaning of the lyrics, fificen Jor their
music, and only two because they were good to dance to. They also gave reasons
for choosing songs that Visage had not imagined: five songs werc chossn
because they evoked moments in the studenis' pasi, nine because they were
"elassics" and six because they had heard them at partics and they reminded
them of good times. VISAGE notes that this last reason highlights the funclion
of song as an instrument of dening: the associslion of a particular moment in

one's life with the music,

VISAGE furiher notes that her students uscd songs in their amorous relations, as

topics for essays, and a5 a means t0 recognize if someone was "in” (par of the
group). It scems that for many swdents songs are used as tools Jor living and
become concretely present and visually evident as siwudents decorate their

rooms and notchooks with their philosophy in lyricz and images.

YISAGE concludes thet “with her initisl list, she was risking imposing not only
her personal tasie and culure, but that of her generation; she was wpt only
risking using her prcjudices as a pedagogical tool to choose materials, bui also

to exclude valuable salternatives.

Her usc of these materials in France was unfortunately little exploited, due o
scvaral administrative and cultural problems which do not concern us here.
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I feel VISAGE's altempt 10 be relevant by secking materials from her students is
excellent pedagogy. It shows the distance between what (eachers think abowt
their students tastes and how they really are, The conception she originally
mads aof their choices and the reasons behind them clearly needed . adjusting,
While the materials probably could have been motivationally exploited with the
group who made the lists in Connecticut, 1 would venture to say that the same
materials may have been secen by the students in France 23 just apother
impasition (by a  tcacher, gencration, or coliure), In order to be really
relevant, the Englisb language songs popular wilh the group to be taught could
have been chosen with predictably a much more mativating effect.  In order to
use music as a way 10 tune inlo and motivate a growp of students, the songs they

enjoy and use arc probably the best iools.

d} Student's Cholce of songs

When teachers encourage students 10 chaose they implicitly accepl that the
sangs may not fit the well ardered syllabus but that 1the mativation is much
highec 10 leam whatever language is presem.  Tao this ¢xient the teacher shares
the syllabus making with sindents and becomes an opporiumist, icaching the
language nceded for the goals studenis see as relevant to them. DUBIN (1974:3)
suggests "the best way 1o get records that really intemsi one’s awn students is to
borrow them from the students themseives ™,

SPAVENTA (1983) advocates student choice in order ta be mlevant to their ever

cvolving  environment:

It is well to remember that what 'tumed on' the teacher may not da the
same for the studemt. There is always a gap bhetween gencrations whemn
pop music is concerned, though less of one for other types of music, This
means that Bab Dylan is no longer a houschold name to English language
students, even though for the teacher his music may still say it all. So
some cmpathy with stodent culture is necessary if you are 1o choose songs
wisely. In fact, the best way to go about selecting songs ia to consult the
students. It's a good idea to let the student who suggested the song, then
present it. (p. 32)
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However, CASS & PISKE (1977). who cite WELLER ({1973), are lecry of giving
students the choice, for "the cumrent charts from which the popils are likely to
choose, only rarely happen to contgin anything which is just right for any
given cless” (p.133). They reason that since most teachers are not familiar with
pop, they will meet with frumiravion when irying ie use material which is toa
difficult or which fails to make students speak. They argue that the students'
interests should be taken inte account but that ultimately the choice must
remain with the teacher, that linguistic appropriateness and compatibility with
the rest of the work being undertaken by the class is mare important. 1 would
agree in general, but argue that no material is ever "just right" for a class of
individuals at different levels with different interests and that even poor
examples of language and topics can be an occasion 10 lcam a great deal il
properly trcated and if they stem from the motivations of the students ta

understand them.

CASS & PISKE (1977) give four facters 10 consider when choosing songs: i)
appeal of the (unc/sound, 2) intelligibility, 3) degree of difficulty, and 4) theme
and content. While it seems clear that probably the teacher js the best judge of
intelligibility and degree of difficulty, I find it too anthoritarian 10 ferce
musical laste and content upon them when they are quite able to choose
themselves and will feel more involved if they do. Students could be- allowed to
present their choices of songs, understanding that (he teacher requires a
certain intelligibility and a certain level of language:in them, thus givitg them
the possibility of investing themselves more in the course and of augmenting
motivation. However, at tke advanced level of learning cven these restrictions
should be relaxed in order te - accept the world 2s it is, in its foll authenticity.
CASS & PISKE do finally admit that "Occasionally a song suggested by the class
will by dint of its popularily be worth learning, e¢ven though it may not
conform 1o the above puidelines”.

BROSSARD (1974) and KELLER (1988) propose that smdents’ choices can be
integrated inte the classroom threugh their own presentations. Each student
prepares a song, or sclection of songs. on cassette, a cloze passage or
comprehension questions for lhe c¢lass, and then presents it to the class. The
1eacher gots over what sindents prepare before it actually pets to the class, In
class the song is heard, the exercises done. and the student presenting also has
to face the critique of classmates in a discussion of the worth of the songs and

162



artists. BROSSARD finds tke final debste the most important and stresses thai it
would not be possible without the free choice of the studenmts,

1 s'agit ' de la phase la plus importante de la legon. Le débst ne pouvant
sc dévclapper de fagon féconde que si les idées exprimées tienment A cozur,
il convient de respecter le choix des éldves car c'est jusiement dans cette
liberté d'expmssion qu'ils puiseront 1'énergic néccssaire 3 la prise de
parole. {p.233)

CALVET (1980) warns against the professors’ chboice, saying that certalnly many
of their choices, salthough artistically excellent in their minds, may only
profoundly borc the studenis. CHAMBERLAIN (1977), cited by CALVET, suggests
choosing songs ihat resemble thosc the students are used to hearing so that
they will appropriate them more, CALVET is morn direcl, "Alors pourquoi ne pas
laisser le choix aux é&ldves?” (p.22), To those who find this lsst suggestion
gbsurd, because students dont know the pedagogical goals, and because many of
them don't know French songs in the first plécc. he responds,

Pour ¢¢ qui concerne lez objectifs pédagogiques, soyoms clair: n'importe
quelle chanson, si clle plalt aux £ldves, peut E€tre wutilis€e en classe, A
condition gue le professenr s'interroge tout simplement sur ce qu'il peut
en tirer. . . . [And if students don't know French songs] on pourra leur
faire &conter une dizaine de chansons récentes ¢t organiscr uac sorte de
référendum ou de hit-parade. le professeur travaillant dans les semaines
qui suivent avec les deux on trois premidms chansons. (pp.22-23)

BROSSARD (1974) writes that the teacher can allernately present his or her
choice of songs in the same open spirit, implying that if the t1eacher shows
respect for the students’ choices they most probably will lend a more attentive
ear to the teacher's seleciions (p.234).

The different choices of  different teachers and their preferences merely
underline the fact that different people like different musics for different
rcasons, not least because of their investment in certain geores and artists and
the experiences they have lived with them. Centainly the fact that teachers are
enthusiastic about ccnain songs and less so about others will have an impact
upon their acceptance by and wonh to siudents. However, ideally teachers,

163



whose primary goal is to teach language, should be ahle to overcome personal
prejudices and use the material that will have the gareatest beneficial impact
upon siudents. FROESE (1988) goes so far as to advisc teachers not only to leave
the choice up to the siudent but to lei (he students teach the teacher about pap
music 2nd its different aspects, Instead of impozing tasie. opinions. and ideas
upon their stodents, teachers, in my opinion, shounld be examples to lollow in
showing tolerance and respect concerning anciber's taste, and an example of

willingness 1o learn new things.

And finally, “"there is no guoarantec that what has been popular with one
audience will be welcomed by another at a different time and place, thongh the
presenter's own  cnthusiasm  will ofien prove crucial® (REES 1977:229),
URBANCIC & VIZMULLER ({1981) e¢ven go so far as 10 advise that songs "donc
during any academic year cannot become a permanent teaching unit buot must
be revised cvery year in order to keep up with the irends in popular muosic”.
That is why "it is difficult to give specific examples of scngs that one can use in
the classroom, . . . hecause of the comparatively shore life span of a popular
song" {(pp.84-5). Al'though this is tru¢ concemming most popular songs, there
are also evergreens that students amazingly enough do continue to hear as
VISAGE (1982) found out.

8.3.2 Other classificalions of songs

Clagsilications of songs usually illustrate the different criteria that the writer
feels relevant. -In the above scetion 1 feel it is important to stross three
differences: the differences between anthentic and made-for-ELT material,
between iradilional and contemporary musics, and belween icacher and studemy
sélection. Others will have different classification systems and of course inside
any onc categary we could make funther divisions depending on (he purposes of
the classifiers,, BILLBOARD Magazine for example has cver twenty charis. But
what becomes evident with their ¢lassifications is that they are describing
musical markets, the buyers, not necessarily the music itself. Thus on their
"Black™ chart, there may be white singers who happen to be selling in the
traditional Black outlets. (E.z. George Michael's [ wam your sex in (he corpus
in Part [.)

DUBIN (1974:4-5) writes of four categories of songs which ean be approached
secmantically in EFL: the story or narrative song, action songs (cf 9.5.3 TPR),
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shaw and film songs, and overall idea songs. She suggests exploiting the
narratives and film sonpgs far their story lines, orally or in writing, with
perhaps severzl question-and-answer phases heforchand. Although aclion
songs are normally used only with small children, she found that adult
beginners enjoyed doing listening comprehension and responding with
actions. Her last category is a calch-all for songs that make comments zbout
life, the world we live in, and our place in it. They may be political, social, or
very personal, These iypes of songs usually can lead to some discussion or may
be tied to project waork.

One thing is eertain, whatever the classification sysiemt, the activities one can

do with songs can pmtty much be done with any song in any category.

8.3.3 Stodent feedback
JOLLY (1975) teports thar in two successive semesters, B80% and 91%,
respectively, of her- students rated the use of sonps in class as "very usclul”.

Student rmsponses geaerally indicated that the songs served both
psychological and cducational needs. In terms of mood, many students
indicated that the sonps crcated a mlaxed and enjoyable atmosphere in the
tlassroom and livened up the pace of the lessons: others felt relieved from
the uspal tedivm of the classtoom and resultamly more receptive. (p.12)

GATTI-TAYLOR (I1980), using over six sonps a scmcster tcaching university-level
Nalian, asked the students in her two classes il songs served the goals below.
The results follow the dash{--}. She gave no total number of siudents.

1. "o introduce & new conilext for language study (verbs, pronouns, voczbulary.
pronunciation)” -- affirmative from all students.

2. "o encourage memorization of simple lyries® - students were less
enthusiastic, they lhought they would have to sing more oflen 1o really
memorize lyrics, but did admit that the songs made the words more memorable.

3. "o improve commueicative fluency in the -target languzge™ -- affirmative
responses from all but one student.

4. "to provide insights into Lialian eulturm™ -- affirmative responses from all but
one  student. .

5. "o refine linguistic sensibility”™ -- affirmative from the majority of students.
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6. “io increase aural comprehension” -. unanimously affirmative, students alse
agreed that this iransferred to the spoken language.

7. "o encourage analysis and discussion of a poetic text” -- meore thag half
expressed pleasure at studying lyries rather than the readings offered in ihe
texibook.

8. ™o introduce the question of lhalian dialects” -- ihis was a revelation to mos
studenis who didnt know about differcmi dialects. _

9. "io encourage class participation and ereate an infermal atmosphere” -- only
a few studems didn't feel the songs changed much in the class, e others found
it rmade learning more pleasant.

10. “to motivate students to buy records, listen to Italian music, attend operas,
etc." .- sorprisingly, to the author, students did begin buying Italian recordings
(giving them as gifts 1o each other) and atiending operas. (pp. 467-8)

Thus, GATT)-TAYLOR's swdents found songs useful for a wide range of goals. But
if these goals werc met, it was greatly due- 10 how the songs were expleited, i.e.
the bridging cxereises, and the cnthusiasm of the tcacher, Studenl feedback is
gencrally advisable for any teaching situation, not only at the end, but at the
beginning to sec how they feel about the syllabus and in the middle o see how
the class is progressing. In using songs, however, if done soon cnough,
feedback will enable a teacher to adjust the material and activities to the
studenls and to see if there are any studenls who are pardicularly dissatisfied, or
satisfied, but who have been unable to show il through other means,

8.4 <Convenlional language learning categorifes

Many writers suggest that songs and music can be used for the full range of
language skills, from reading and composing about singers, groups, and themes,
to practicing listening and discussion skills, to grammar and prenunciaticn
{DUBIN 1974, JOLLY 1975, JORDAN & MACKAY 1974, OSMAN & WELLMAN 1978,
CALVET 1980). They are generally arguing againsi the traditiona]l view that
songs arc good only for breaking the routine, having fun, perhaps teaching a
bit of culture or pronuncimion, but nothing reere.  They see -songs as capable of
much momr extensive exploitation, and would agree with HALSNE ABRATE (1983)
that,

virwally no aspects of second language instruction e¢xist to which the song
may not be adapled. . . . While the literary resources of the works of these
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popular poct-songwriters remain 10 be utilized a1 advanced levels,
listening comprehension, .vocabulary, grammar, conversation,
composition, culture, and history constitute facets of beginning language
ingiruction which can be revitalized by contemporary songs. (pp. 8, 11)

Indeed iy is somewhat artiftcial to separate approaches, skills and technigues
into categories as many of them involve several at & 1ime. For example, a cloze
exercise with lyrics may involve reading, grammar, aspects of cohesion,
vocabulary, and possible prononcimion if the missing words rhyme, not to
mention listening comprehension wpon hearing the song.  Having said this, the
classification system which follows will nevertheless ellow us t see the use of
songs in a wvariety of perspectives, and especiafly tbose i which icachers have
found it necessary to comment upon.

8.4.1 LISTENING COMPREHENSION

Obviously lisiening compmehension is involved in nearly every category of ose
which follows, wheiher that be lisiening for grammar, vocabulary, or the
meaning and story line. Of course listening i3 an integral precursor (o

pronunciation.

DUBIN (1574:3) mentions their help in training studemis to -hear ethnic and
regional warieties of English (e.g. British, country and western) and io hear
“the palatalized soonds of weouldia, couldja; the mduced -ing sound in goin’',
taikin', singin' ; the reduced vowel sound in ta go, ra ralk, ta sing ",

CARRARA (1975) includes four hours 2 week of song listening with work sheets
in her intensive five-week Audio-immersion course for intermediatc-level
high school students. At Boston College. French stadents must engage in two to
three hours of individvalized listening a week chosen from their 1ape library
which includes songs (SITTLER & VALETTE 1987).

LANDER (I1988:14) relates a novel, even humarous, way of using listening
comprehengion to check correct pronunciation, He writes oat the words (o
songs with rhyming mistakes to see if students can caich them while they play
al being a wcacher. For example, for the song "Land of Hope and Glory” he wrote
"Land of soap and glory. . . we ecxalt thee, who are torn of thee”. Another
exercise that he has tried is simply seleclive listening for cemain phrases,

167



prammatical consiruclions. or words and counting how many fimes they occur
in a song, something 1that even beginners can do to get them to focus on cerain
sounds and phrases and o pick them out of a stmam of speech.

CALVET remarks that language and music both have oppesilions of length,
siress, and melodic intonation which in song complemecni each other so that
meaning lies as much in the music as in the lyrics: “lersque nous ne relemons
d'vne chanson que quelques mols, nous ne nous rendoms pas comple que Ces
mots sonl ceux que la mélodie mel en valeur. ni gue, peur-éire, ils résument le
sens pénéral de la chenson" (p. 18).

£.4.2 Pronunciation

One of the first things that many tfeachers mention when giving masons for
sonp-use is pronunciation (REES 1977, RICHARDS 969, SHAW 1970, ZOLA &
SANDVOSS 1976, TECHMEIER 1969). “The main valuc in the use of rhymes and
songs, apart from ecnjoyment, i5 in the dispuised practice they give in
individual sounds, stress and rhythm™ (JORDAN & MACKAY 1976:91). They also
not¢ that sonpgs reinforce learning in the same way dritlls do bul in a mom
pleasant way. JOLLY (1975) believes what "there i3 an innate receptiveness in
us 0 respond to the rhyihmic paierns of language. By vsing songs as teaching
aids in the foreign languape classroom, we sre merely capitalizing on this

nalural responsiveness" (p.14).

OSMAN & WELLMAN (1978) commen thal songs are especially uvseful for
tcaching contractions, slurs, and geuing swdents 10 pronounce  whole
senlences in one po.

SHAW (1970) adviszes teachers to tum conventional drills into songs in order o
maoiivate students. If 1cachers are unable 10 create new melodies, SHAW advises
unabashedly to plapiarize. He pives several examples of songs that resemble
drills 10 show their similarity.

4.3 Grammar

DUBIN (1974:3) describes three types of songs that help with grammar:
repetition songs (e.g. "Tum Tumn Tura™, “Let I Be™). substitution songs (¢.g.
“Where Have All the Flowers Goneg“, "If T Had a Hammer"), and focusecd
grammaltical-sirucivure songs (c.z. "El Condor Pasa”).
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JORDAN and MACKAY (1576:93) give a short list of songs that could be used to
practice the present perfect, guestions, fulure conminuous and relative clauses.
NOLL (I988) discnsses songs te exploit the imperttive, presemt perfect, the
fuware, "have got”, irregular and foreign plursls, and letters of the alphabet.
Her example for the imperative is Joe Cocker's "You can leave your hat en”; i1 is
a tisqué sirip-tease number which shows that gmmmar need not be stripped of

content and humor,

Several teachers have nsed songs 1o teach grammar in other languages. HALSNE
ABRATE (1983) provides several examples of French songs in which 1the
aliecmance of the tenses "allows their usege to be examined and compared in a
precise context” (p.10). URBANCIC & VIZMULLER (1981) experimenicd with the
learning of TNalian pronoons thropgh a popalzr seng in their inmrodociory and
advanced level classes.  Through a3 cloze procedure done once ar the beginning
of the class and another at the end after expleitatien of the material had been
done orally, ihey found siodenis improved remarkably, Their class  was
ccolered on  the grammalical forms - bul  explered them through thomatic

discussion and listening comprechension.

RAY (1985) in 8 review of Even If You Can't Carry a Tune (MERDINGER &
- ROSENFELDI1984) voices the fear of many icachcrs, "Won't my more serious
siudents think that uging all these scngs‘ is a bit Mickey Mouse?" The book, and
severzl books like it (cf. HAAS & HONG 1986), cooniers ihis arpumcnt with a
sirong grammatical component, inciuding explanations and cxercises. Even thc
subtitle of ihe book atiempts to overcome Lhis fcar, Grammar through popular
songs. RAY commenis that even "Krashenites” who don't belicve in tcaching
discrete  siructures will find that the inclusion of some grammar will allow
studenis (o lower their affective filters. "students who might otherwise clesc
themselves off from the firsi-class cxzposure to comprchensible input  and

Ametican calwre. . (p. 10).

JOLLY (1975:14) advises against songs which coniain uwnfamiliar grammar and
vocabulary which 1he studenis haven't yct scen, while OSMAN (1965:2) sces
songs as a perfect way 1o slip a siruciure into the siudent repertoire before

has been covcred, as an unconscions oricatation to thc lerritory and 10 give
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reality 10 a structure before it is explained, in a way creating the motivaion to

study and vunderstand the structore.

Some teachers find grammar the wrong thing to exploft.with songs, CASS &
PISKE (1977) advise teachers 1o avoid explicit grammar instruction when
dealing with pop songs, fearing that it may be sclf-defeating as it can all 100
easily sifle the enthusiasm on which the vse of pop sonp is based. They prefer
to see the use of song &s rcinforcemcnt or a subtle inttoduction 10 & grammar
points, HEKLER {1570} rcfers to the impact that songs mighi have when siudents
see the same grammatical pattems in them that they have been having {rouble
with in class; it suddenly makes class more meaningful.

£.4.4 Composltion

MURPHEY (1981, 1984c) suggesis slarting wilh pre-composition tasks such as
letting studenrs change 1he verbs, persons (first (0 Second, eic.), tenscs,
adjcctives, or adverbs and then rcading them out for their new meanings.
Students can then paraphrase songs and compose articles about them and, ibe
artists who sing them. [ANTORNO & PAPA (1979:183) suggest giving students key
words and asking them to reconstruct the song, rewriting a song from direct 10
reported speech, and writing dialogs or short playlets using the lines and
content in the song.

KNOTT ({1985) dcscribes how afier exploiting the Beatles song "She's Leaving
Home" 2 grovp of her studemts chose to wrile a photo-story, taking pictures,
writing the script, pasting speech bubbles, and then photocopying it for 1the
rest of the class.

REEVES & WILLIAMSON (I587) provide students with the lyrics of a song (c.g.
"The House of the Rising Sun") cut up into scparate fines and the structure of
the song (the number of verses, the simple 1opic of e¢ach verse, and the rhyme
scheme), and then they ask them 10 recompose 1he song. This is a pscudo-
composition task which dcals heavily with the cohesive quality in a (ext.
Students have 10 use grammatical and lexical clues 1het carry over from one
line ¢ the next. Listening is (hen done for confirmation only. REEVES &
WILLIAMSON have also ried cuting lines in half and dividing verscs in the
middle. Cf course for low level classes, simply mixing vwp verses may already be
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enough. Instead of cuwing up lines, BURGER (1986) has students number the
mixed uvp lines on a page either before hearing or while hearing the song.

Several teachers have suggesied writing new words to a known tune (OSMAN &
WELLMAN 1978, REES 1377, ZOLA & SANDVQSS 1976). To my knowledge, the first
published collection of songs of this sort for ELT was KIND's Tune In ro English:
Learning English through Familiar Melodles (1980) in which twemiy well
known inlemational tunes were given new words with the object of ieaching
useful phreses and constructions. KIND called this the Audio-Singual Method,
also referred 1o as "Singlish” (OBERDING & ONOFRIETTO 1982) although it is
something that stwdcmis have nawrally done for many yecars for fun. KIND
(1980: xi) asserts that thc Audio-Singual Method is based upon the idea that
"music can affect onme's body . . . . It has been found that foreign languages can
be 1aupght more effectively and rapidly, and with greater recall, through the use
of songs rather ihan mechanical classroom drills". It is untlear if the author
here means that ¢he findings are subswantiated by comparative rescarch or
simply anecdotally by tecacher use. Unfortunately in his book ithere are nao
sources for any studies. 1 can only anecdotally say that the (wenty rewritien
lyrics to imternationally popular wunes (tunes like "La Cucaracba, My Darling
Clementine, The Blue Dapube} do have wuseful vocabulary for beginning to
intermediate learners, even if the conlexts are often hanal. My own students
did enjoy singing sevetal of them, although I must say ! picked the few 1hat 1
especially liked.  Unfortunately, T found no suggestion in KIND's book (hat
stodents rewrite songs themselves or add a verse as is explicit in somc other
matcrizls, such as SCHNEIDER's (1987).

VAN CLEVE (1984}, teaching English to intcmational siwudenus in the US, used the
native language pop music chosen by her students as the subject matter for
cssay writing. Recognizing its high motivation value, she had studcnts bring
in different tapes from their home countrics for the class to lisicn 10 as a whole,
10 comment on and discuss. They prepared a special grid for analyzing (he
different kinds of music and a vocabulary for comparing them. Thus many of
the relationships between the musics that they wcre 1o later develop in writing

were fiest done orally and many of the mistakes were filtered out as well.

CLEMENS ct al. (19B6), in teaching German songs, hand out cards containing a
word, phrasc, or compleie scntence taken from a song.  After clarification of
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mcanings by the tcacher, the swdents have to amange the cerds into some son
of order to 1cll a short story. Then cach composes her or his story. Comections
are don¢ wilh partners andfor by the teacher and finished drafts hung around
the room for ¢veryone 1o read.  Only then do they listen to the original song
which is uvsvally zbout 2 .theme that one can discuss and in some sort of
narralive form. {Scc their book for c¢xamples in German).

A cousin to composilion is of course translation. Good translators are said to re-
composc and creaie. HALSNE ABRATE (1983} sugpcsts stodying translated songs
alongside the originals as they can provide an ‘“introdoction to stylistic analysis
and the difficultics of translaiion” (p.11). Later studenis ¢an do their own
translavions of favorite songs.,  Such artists as Br¢l and Dylan have been
translated in several languapes, thus making it feasiblc for sindents 1o translale
the songs and thcn to compare theirs with those already poblished.

£.4.5 Discussion

Conversation and  discussion can originale with many M&S maicrials  from
historicel and (hematic treatment of songs, or through an apalysis of the text
and muosic. The ircaiment of the idcas preatlly depend on how the teacher
organizes such a discussion {pairs, small groups, cic.), the types of questions
dealt with, the level of the learncrs, and how intercsting 1he idecas arc w the
studemis. CASS & PISKE (1977) comment fhat "I is, in oor opinion, of the pimost
imponance thar all language malerial should stimulae the desire 1o speak in
the learner by providing him with something he can talk abowt and will want 0
commeni on" {p.133), Songs arc such maierial for their adolescemt studenis.

However. the awthors cite HEKLER (I1970) as finding young studcnis rarely
capablc of detailed analysis and commentary, while WELLER (1973} found
students capable of commenting intclligenily on song content, its valuc as
disconrsc, and “using whal they have reccived as stimulus for their own
language production”, It should be nowed that toth of thesc. last two authors
could be right without necessarily contradicting cach other, becausc their
sindenis and thc tasks they ask them to do may be different; there will be times
when  some  swudents ore unable anﬂ othcrs extremely maouivated and capable.
Although generally, psing RIVERS' (1976) axiom of "whatever the studemt is
inwcrested in is our subject matter", M&S are usually extremely inicresting

malcrial for sparking discussion. Howcver, the cxploitation 1asks must bc
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adjusted to the level of ihe students. A water lower in the middle of the desert is
useless if the dying man who finds it has no strength 1o climb it

8.4.6 Literature

CHRISTEN (1987) argues for the use of music in conjunction with literary works
in order to feel the eras more fully, ¢.g. the music of the roaring twenties 1o
accompany the swudy of The Great Gatsby.  For the O'Henry short story "The
Duel” he and colleagues produced a video-slide show with music from the period

and the short-story read over the film,

Saveral teachers have found thal modern songs are a new 1ype of luerature and
seem 1o treal them as such in their classes. HEKLER (1970} suggests pop music be
analyzed for its own sake as liieralure and culture, soggesting the Beatles songs
as examplcs. MARSDEN (1975) analyses Leonard Cohen's “Suzanne” while
McLEAN (1983) considers thalt many modem sengwriters would have been poets

long ago, as he analyses Springsteen’s “"The River”.

BROWN (1975), iwcaching French, takes a more semiolic approach to the "song-
pocm”, thc term he uses to refer 10 modern day French songs by writers like

Brassens:

As a semiotic entity (song] has ithe advantage of consisting of several codes
(linguistic, literary, cultural, musical), all of which can be explored
separately or in relation to each other. Furthermore, all codcs contained
within this genre play a primordial role in the FL classroom. Herein lies
the essential point: by means of & semiolic approach to the song poem
students may study both the speech act and the pociic process. (p.24)

BROWN praises song's ability to suit any level of instruction, its adaptability, bul
principally is concerned with the possibility of showing the difference
beiwgen poetic and ordinary diseourse. To mark 1hese differences he adviscs
prescnting vocabulary in a song first as ordinary discoursc, and then within
the song text asking how the meanings of the words have changed beeause of
the new comcxt. He 2lso has students listen 1o readings of the songs, comparing
them to -the sung version. Finally, hc has studenls comparc various versions of
the same song to autempl to analyzc ihe rcasons for changes in the different

codes.
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On the level of purc language, students are asked to:

1) read through the texts before listening te them and mark all places
where liaison (a) must be made (b) couvld be made (c) is made; 2) mark the
probable intonation contours for the non-poetic wversion with arrows; 3)
circle atl unsteble [shwas] whick (a) could be dropped (b) are dropped. and
underling all those which remain; 4) inseri single slashes between the
breath groups in the eordinary discourse version and double slashes
beiween the rbythmic groups in the poetic version, The point of all this
notetion is to lead the student to infer wbat phonological differcaces occur

in poctic versus non-poctic language. (p.27)

BROWN further divides his semiotic codes into codes belonging to the textual
axis (linguistic, stylistic, structural} and those belonging 1w the extira-texiual or
referential axis {cultural code, historical code, musical code). While the textual
axis is rclatively easy to treat, "the extra-texiual codes can be more problematic
because part of their semantic clarification lies outside of the text:
conscquently, there is an irreducible gap between what is encoded in the text
and what is denoted by the text™ (p.28) (cf. BRONCKART's extralingoistic
parameters).

Finally, BROWN & HELGESEN (1989) integrate songs and stories going fmm one to
the other, or vice versa. Using studemts’ motivation for songs and knowledge of
stermotypical traits of certain styles {e.g. country. rock. ctc.), thcy ask them 1o

consider stereplypes in stories and stories in songs.

£.4.7 Culture, history, and current events

Many of thc songs that arc used for “cultural" rcasons arc mcant to spark
discussions about attitudes and behavioral differences, or to highlight
historical and current events. Many may deal with war, protest, social and
work conditions etc. (cf.OSMAN & McCONOCHIE 1979). While many of the
coltural-historical songs decal witk important issucs of their times. there is a
plethora of current bits which also deal with those of the ever-evolving today,
Some examples, as 1 wrile, arc the threat of nuclcar war ("Russians" by Sting),
spouse abuse ("My Namc is Luka" by Suzannc Vega), Apanheid ("Son City” by
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Anists United Against Apartheid, "Asimbonanga” Johnny Clegg), and many
songs on dmg abuse.

Several tecachers have shown methodologically how such contemporary songs
might bz used: DEL GUIDICE (1985) "We are the World", McLEAN (1983) "The
River", GIBBONS (1988) "Russians” and "Do They Know It's Christmas?" However,
most teachers understandably twru to the majority of traditional-cultural-
historical materials alrcady prepared for tcachers, DSMAN & McCONQCHIE's
{1979) collection provides readings about the artists, culwral points, or
historical background concerned with the songs, The readings are exploited in
vocabulary, comprchension, and expansion exercises (sece BARNABY 1988 for &
more rccenl example using a text about Scott Joplin). In such instances, the
songs are not necessarily even heard or sung, although it is cenainly more
reinforcing if they are. For example, combining culture with composition and
discussion in using the song "The Dock of the Bay" by Otis Redding, STURM
(I1988) gives students the following instructions:

“In reality 'The American Dream' has never come true for the Negroes!®
Writc down what you ihink about 1his statement, Give rcasons andfor
examples 10 suppon your opinion. (p.26)

CASS & PISKE (1977) see songs as fitting well inwo projeet work, whether that
involves celebrating Christnas with English carols or higblighting a wvariety of
English with particularly regional songs which include place names. They and
RECKMANN (1973) have dealt with groups of songs in themes such as ccology,
minoritics, color problems, war, work, lonecliness, generation probiems,
revolution, and freedom,

DREIMANN (1974), teaching German, analyses (German pop songs with classes in
order t0 e¢valuste the mass media and provide students with critical tools
necessary 10 judge what is offered. BLUDAU {1973 meprinted 1981) published
Pop-texts and analysis to this end as well. His bookle: contains ariicles having
10 do wih differcnt aspects of pop music as well az some songs. Bul what is
particularly interesting arc ihe often conllicting extracts from newspaper and
magazine reports about concerts, arists, and the social impacl of pop music.
The fact they arc so differemt makes the studemt more aware of the subjectivity
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involved in any published reporis concerning music and hopefully belter ahle
o use the mass media wisely.

Concerning the use of sml'lgs in the French Civilization ¢lass, CALVET (1980) sees
them as artifacts revealing the life habits and theugbts of a people. Bul he
ingists- that the goal of the song in such a class is not 10 speak so much about the
song as it is 10 discuss French civilization through the song (p.38).  Finally,
CALVET offers several helpful fiches for the exploitation of various songs for
language or civilizalion purposes. He also coffers twenty themes for the
civilization c¢lags and songs that might be used with ihem

£.5 Didactic options

In the previous section | treated songs in rapport with the more conventional
caicgories of lanpuage teaching. In this scction 1 wish to look aL scveral
techniques and uses which may lic within these categorics but which are given
special atention in the literalure on the pedagogical use of M&S. )

E.5.1 Uslng cloze passages and diciations

Probably the most common technigue for the wse of somgs in classes as a
listening comprehension and vocabulary exercise is in the guise of a cloze
Ipassagc in which a certain oumber of words have been left out. These are
sometimes ceferred to as dictation, or spot-dietation (SMITH 1980). Of course
complele or partial diciations of songs are slso possible cither by the teacher or
from a recording with the teacher using the pause button,

Cloze exercises are not highly communicative if students merely fill in the
blanks whils listening_ o the songs. The communicalive part actually is done
beforehandhwhen studenls try to fill them in from ths contextual clues offered
and then compare their texts in pairs or small groups in which Ffurther
communigslion can take place. From a teaching perspective. guesses which are
not actually the song’s lyrics are not wrong as long as they are plausible.
Differem1, but approprisme, answers simply attest to the flexibility of lanpuage
and our ability o make many different senicnces from a few words.

The variations of c¢loze include Yeaving out certain  grammatical categorics
(nouns, prepositions, adjectives, e¢te.), leaving out every 4th (or 5th. 6th, ..)
word, leaving out idiomatic phrases. leaving out a certain number of noun
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phrases or verb phrases, or leaving out the last half of verses. Further twists
on the cloze idea, explained below, include partial dictations,  "soundsense”

exercises, and the addition of glassaries.

REEVES & WILLIAMSON {1987} suggest that teachers coutd provide glossaries of
the missing words with their definitions at the level of the students. - Students
would then fill in the blanks based on their understanding of the words and
check them when listening to the song. Another wvariation that they mention
would be to provide two or three grammatically correct possibilities for each
blank and have sivdents choose which of the altematives is most appropriate or
poette in trn; ¢cORntext. This Jast, of course, creates discussion.

RINVOLUCRI (1985) describes various forms of dictations that go quite well with
songs too. One is a stem dictation in which only the first part of several lines
are given and the siudents have to complete the rest as they like. No
grammatically correct answers are wrong and swidents are encouraged to use
their imaginstion: ¢.g. "lI'm the great pretender, pretending ... " (MURPHEY
1988e). Then students can shar¢ their versions -and finally compare theirs (o
the original song. GREENALL (1988) supgesis an intcractive team dictation in
which & student comes to the front of the class, reads a few lines of a song and
then retums to dietate it to the team. This continwes until one group has
finished, then they listen to the song and check what they have written,

Another rather novel way 10 organize -cloze songs is called "Soundsense" by
TILAKA (1985) and consists of leaving out rhyming ward pairs in the (ext,
telling students which blanks rhyme with each other and having them figure
out the rhymes from contexiunal c¢lues. He maimaing that this exercise presenis
students with Gestalt-like tasks that they enjoy, i.e. filling in gaps, completing
the whole (which we do in everyday speech). He alse asserts that it shows
HALLIDAY and HASAN's (1976) concept of textual cohesion. Finally, TILAKA
makes the task into a competitive game with his students, with the winner

receiving a cassette copy of the song.

RYDING (I985) suggests asking a few compreshension questions after students
have read the clozed-song and before they fill in the blanks or hear the song
(c.g. How many people are there? Is it a happy or sad song?). In this way, they
get uwsed (o creating mezning even when some words are unknown, or in this
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case missing, through guessing. RYDING mentions that a further possibility is
to simply give studeots a list of words in tbe song and they have to number the
words according 10 the order in which they occur jo the recording,

Of course cloze can be used in reading passages about songs and musicians
(BARNADYI198&, BURGER 1586). BURGER {I986) also suggests splitting the class
up into two teams with two different songs and having an oral cloze
compelition: ope team reads out a line from a song Jeaving onc word out and the

other tcam must try to guess it

B.5.2 Music only methodologies (Suggestopedia, Tomatis, Suzuki, Kodaly)

Suggestopedia

Several anthors have written concerning 1he use of background nan-verbal
music either 1o stimulate creativity, w selax, or simply 10 accompany ecxercises
(OSTQIIC 1987, DAVIS & RINVOLUCRT 1987, VANEY 108R). Many of (hese ideas may
have developed independently of Suggestopedia but they have ceriainly become
more frequent with the popularization of Suggestopedia of which music forms
an integral part.

Schematically, Suggestopedia, as portrayed by its originaior LOZANOY (1978), has
two concert sessions in which wwe different kinds of classical music are played
in the background. The teacher reads dialogs over these at approximately the
same volume. Students have the dialogue with a translation of it on the right
hand side of the page. During the first "active" session, while works by
Tchaikovsky, Brahms and Chopin are playing, the (cacher reads the targel
language dialogue.

This is a wvery stow, solemn, emotionalized, dramatic reading with long
pauses, but the voice follows the musical phrasing rather than the scnse of
the text, and there is no special rhythm 10 the reading and pausing; the
voice i5 like one more voice in the orchestra. (STRUDEL 1987:21)

The second, “passive” reading is done o music by Corelfi, Bach, Handel.
Couperin, Rameau or Vivaldi while
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students recline their deck chairs and close their eyes to listen to haroque
music and the same tex) read at norma! speed.  Here, of course, it's harder
(o concentrate, and sometimes students drift off, paricularly towards the
end of the concert, When the reading is finished, the music continues for
another minute or so. (Ibid)

The music should not draw the students' attention away from the text, thus a
Beethoven 'symphony and vocal music ar¢ not wsed and music with a lot of
stringed instmments i5 preferred (KAPLAN private communication [984),

Suggestopedia has been transformed somewhat as it travels, STRUDEL (I987)
compares the wvariations of the concert session in three different countries.
Differen¢es occur in the cheice of music, the length of time between the active
and passive sessions, the teacher's wvoice, and additional types of music to

"awaken” students from the pessive concert phase. She contludes,

The concert session may not be the most important, but it cerainly is the
most siriking characterisiic of suggestopedia class, . . . all three iastituies
studied here use the concer: session (o address the right non-dominant
hemisphere of the brain and to induce a particular, slowed-down, relaxed
state, favorable for the acquisition of considerable quantities of new
material. (p.23)

The relationship beiween music therapy and Suggestopedia was addressed at the
first Intemnational Sympesium on Problems of Suggestology in 1973 by LEEMAN:

The points in commen between the suggestopaedic and  therapeutic
applications of music arc based on the fact that music, reflecting primarily
all emctional aspects of reality, principally relates to the world of human
feelings, and inspires the human imagination. Appropriately selecied
music is capable., so to speak, of "unlocking” the human mind on the
psychelegical level. (pp. 264-265).

LOZONOV (1978} has worked tn Bulgaria on his ideas concerning
"superlearning” since 1955 with little contact with the West. The results he
claims 10 have "achieved, and many others following his methods, have been
astounding. a minimum of c¢ighty words a day with a 92.2% rciention rate
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{SCHIFFLER 1926:686). Bur there has heen linle empirical research on the
efficacy of Suggesiopedia (LOZONOV's own not being acceptable to most
rescarchers due  apparcatly 10 the design and reporling of experiments),
Nevertheless, the methodology has spreed quickly and found many adherants,

SCHIFFLER (i985). of the opinion that music is the only major novelty in
Suggesiopedia, tried 1o provide some evidence by 1he construction of
experimenis in which the music was the principal variable changed between
cight control and c¢xperimental groups leaming French. He further provided
casy chairs, another relaxing elemeni, for one experimental group in order tw
look at this variahle, He slso tested intensive leaming, fifty-six hours in three
weeks, compzred 1o extensive learning, fifty-six hours in three and a half

months. He concluded:

1. La musique classique et baroque induit de meilleurs résultats
d'apprentissage dans des cours intensifs avec des adultes.

2. Dans un cnscignemem exwensif de 4 heurcs par semaine, comme C'est o
cas dans les écoles, cere influence positive de 2 musique diminue
considérablement.

3. La musique haroque & un effer fortement motivant sur la plupan des
apprenzms  adultes.

4. En dépit du rytbme d'apprentissage deux fois plus élevé, elle prévient,
chez la plepart des apprenants, l'impression d'€tre débordé.

5. En comparaison de la musique, ['influence de ['aménagement
sugpestopédique de la salle de cours est de loin moins for. {p.79)

JANSEN (I1988), afraid of teachers and students being wncomfortable with music
and thus using i1 half-heertedly, insiztz that "Suggemtopedic icchniques can he
cffectively used in any non-Suggestopedic classroom. They can be successfully
implemented, however, only if the teacher iz convinced of 1heir value, and is
able 10 convey this conviction to the students 1o c¢liminale any potential
conflict” (p.2&). '

Tomatis Method and Suzuki Method
BANCROFT (1921) has compared Suggestopedia with the Suzuki Meithod of music
tcaching originating in Japan after WWIE, and with the Tomatis Method
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(BANCROFT 1982}, developed by TOMATIS (1977), a medical doctor like LOSANOV,
whose lack of scientific rigor has also made him snspect among academics.

BANCROFT reports that although the Suzuki Method of tedching music has
become popular in many parts of the world far teaching music, in Japan it has
dlso been applied to other academic subjecis, jusi as Suggestopedia in Bulgaria.

She summarizes the similarity:

Both the Suzuki Method and Suggestopedia emphasize the teacher's
authority, tbe role of the environment and the untapped potential of the
learner. Both methods favor the use of baroque music and emphasize the
training of the ear and the development of memory through lisiening and
repetition.  Both sysiems promote indirect attention to. snd wnconscious
absorption of lesson materials while the pupils are in a relaxed state. In
the conception and development of their respective methods, both Lozanov
snd Suzuki have been influenced by Oriental philosophy -- raja yoga in
the casc of Lozanov and Japanest zen in the case of Suzukl. (p. 255)

SUZUKI1 {1969/1973) recommends playing music in e <child's presence
immediately after birth; that repcated fistening is the first step to learning
through indirect attention,

TOMATIS's most interesting idea, as far as we are concerned here, is that "if an
individual is raised in a given linguistic environment, his e¢ar will gradually
‘hear' only ihose frequencies thai are part of his mother tongue” (BANCROFT
1982:20). TOMATIS's method entails retraining the ear to hear, and pay
attention, 1o all the frequencies that it has lzamed to ignore because of lack of
significance In a particular environment.  This retraining tzkes the form of
listening to filtered classical music which supposedly simulates all the sounds
that a baby hears in the womb. Once the e¢ar is reirained, then speech can
follow. Presumably one cannot produce sounds before hearing them.

Both LOZANOV and TOMATIS were medical doctors, therapists, and researchers
and their use of music, according to BANCROFT, opens up the brain to
refearning or remembering through a holistic approach. It is a pity that more
controlled rvesearch has not been done to substantiate their ideas, As it stands,
one can only say that music appears to be a useful tool for changing affective
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states and pethaps allowing the involvement of more areas of (he brain in

holistic processing of information.

Kodaly Choral Method

A comparison was already drawn between Melodie Intonation Therapy for
Aphasics (Ch.5) and the Kodaly Method of primary school music tcaching which
has had such great success in Hungary. KODALY's principles are simply to start
with (he simple and to assure success, going from two-note songs and
progressing  throvgh three, four and five, Children listen fiest , and then
produce simple rhythms and singing,  Much later this same progression is
applied to leaming lo sight sing. Once songs are learned, students practice
singing whilc walking, hopping, clapping, etc. which wnot only prescots a
challenge and makes the song more fun, bul it develops a strong rhythmic
scnse (RUSSELL-SMITH 1970, sce also RIBIERE-RAVERLAT 1567). The progression
of hearing-singing-ceading. &nd the combinaldion with TPR (cf. 8.5.3),
correspond 1o & childs natural development and to munch of what was implied in
Chapter 5.

Using music _only

VYAMNEY (1988:20-21) describes using non vocal music to get her students to creats
mental images which arc then used for discussion purposcs. She uses strange
unfamiliar music, plays it, and then asks them to describe what came to mind,
indicating the day, season, smells, colors, and other details if possible. She also
has experimented with music followed by multiple choice questions with no
wrong answers, c.g "If you tumed on the radio and hecard this piece of music,
would you: a) tum it off immediately? b) listen to it attentively, trying to find
out what it was? c) buy the record? d) Leave it on as background music? e)
[open answer] . . . ". Other guestions involve guessing the composer's
nationality and what associations and emotions the music calls forth for them.
The most intcractive pant iz when students discuss their answers in pairs or

gsmall proups and try to explain them to each other,

Numecrous teachers have advocated the vse of background music, non-vocal and
vocal, to set an almosphere and relax students (e.g. sec SUMMER 1981}, Thal
music has this power, although accepted by most people as common Kknowledge,
has also been shown experimentally ta be the case (KONECNI 1982),
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My own ecxperience with background music has convinced me 1har it does
indeed relax students and teachers and that after having had it a few times in
class, students notice when it is not there and ask for it. Vocal pop music may,
however, act uwpon some siudents adversely and disturb iheir concentration,
especially if they are unfamiliar with the music and not in the habit of
listening to music while studying.

B.5.3 Total Physlcal Response (TPR)Songs

Song, movement, and children go rather naturally wogedher. Teachers are
enchanted at suddenly seeing a classful of children happily coordinating their
movements and voices when previously they were idiosynceratic individuals
doing differcne things, giving their attemion 10 different things, and wanting
individual attention. "A song should be regarded as a potentially powerful
language stimulus which can be optimally used in association and combination
with other stimuli, such as visual/tactile, rhythmic/tanal, and movement/play
stimuli® (ZOLA & SANDVQSS 1976:75). VAN ASSELT (1970 referring to KODALY),
using songs 1o tcach childen beginning German, concluded that the use of

actions while singing made them more memorable.

QSMAN & WELLMAN (1978:123) suggest having students pantomime some of the
actipns in songs {o assist less-adept studenis to understand. WILCOX (1974:35)
nowes thar "singing songs and rhythmically reciting nursery rhymes respond
fa the chifdren's desire for activity " as well as an aid 1o socialization.

BERGHOQUSE  (1975) lists sixteen children's songs in her article, of which many
could be classified as TPR songs in that they are acted out to some extent {e.g.
“Johnony Works .with Dne Hammer", "Head, Shoulders, Knees and Toes", "The
Hokey Pokey”"). She remarks about one song, “children lave this sang.  True it
makes a racket. But it also helps them to get rid of excess epergy. And the last
phrase ['Now hec goes to slecp’] leaves them quiet and relaxed -- an

accomplishment dear ta the heart of amy icacher! (p.228).

There seems to be a pleihora of TPR song material made for native language and
coordination developmens in nursery schools. Two publications from the 1930's
concern “finger-games” ar “finger-play songs” for nursery schools and am
meant ta “"pave the way” for more complex songs and rhythmic maovement
(BLLIOT 1933 & ICHITTY 1938).
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BARNARD compiles an Iimpressive assortment of songs for nursery school
children in her 1943 collection. Pan 1 contains finger play songs, ccho songs,
refrain  songs, question and answer songs, movement and physical (raining
songs, mime songs, speech (raining songs, pitch songs, “lopic’ songs, lullzbies,
and spiritual songe. Pamt I1 is entitled "Movement” and presents activities 10
have children intcrpret songs and music In movement. The author siates that
"free creative response to the music is encouraged”. that chief among the
reasons for music is "the cultivation of that vital sense of bodily rhychm, so
necessary for physical, mental and emotional growth”, and finzlly tha "all the
work in the Nursery School is a response 1o listenlng -~ and bodily movement is
the child's natural response to the stimulaion of music, Por this reason. the
music lesson should lake place in the spacious room where the children can
move freely” (p.3).

At the Moray House College of Education in Edinburgh, Scotland, 1 found well
over Llwenty song books similar 10 BARNARD's, for Nursery and Elementary
school children, which emphasize game and movement combined with the
pleasure of singing. It seems logical that if nursery school teechers have found
TPR songs so uscful for developing not only ihe language of young leamers but
also their complete physical and mental abilities they would be ecqually usefu!
in teaching EFL/ESL leamers at the same age and pethaps older.

8.54 JAZZ CHANTS

Abour 1800, a new 1ype of American hymn, the black spirinal, arose, coming io
the attention of the general public at the end of the Civil War and afterward
gaining world-wide popularity. At about the same time camp meetings became
popular in America and many of the songs, sometimes called whire spiriruals ,
that were sung at meciings were influenced by the participatory nature of the
black spiritnals. Carolyn GRAHBAM's jezz chanis (1978.°79,'87) in language
learming resemble greaily the pseudo-convergational structure of GARST's
(1986) description of white spirituals: “Typically, they have a call-and-response
siructure in which a leader 'calls’ by singing verse lines and & group ‘responds’
with refrains and choroses” (p.390). Of course these songs were fully sung,
while GRAHAM's jazz chants are only rhythmically chanted, thus more easily
participatory and quickly leamed.  JONES (1983) describes a jazz chant as:
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. .a monologue or dialoguc of 10 to 20 lines, carefully composed so thar the
neutral stresses fall inmto 2 regular, musical rthythm. Leamers are able to
perceive and imitate this musical rhythm, and thus prodoce natural, 3f
rather exaggerated, English sentence rhythm. The exaggeration is no bad
thing: it emphasizes the special characier of English rhythms for lcamers
whose own language is stressed differently; and it also makes the chants
very memorable, . . . Moreover, it is not difficult to write your own chants,

introducing whatever language items you choose. (p.26)

Chants resemble drills and can work wvery much like a substitution driil.
However, they are wsually much more communicative and much more fun. It
could be that, because they resemble speech more than songs, the language in
them is more easily incorporated into speech than (he lsnguage in singing,
other things being equal. Although they usually can not measurc up.io song om
the motivation level, they are an enjoyable and practical 1echnique to get
students to practice moving their mouiths with proper vowel reduction and
sitess, as well as bging easier to leam than somgs. To u cerfain exieat, they
resemble "Rap” music and this may make them' even more popular among some

students.

8.5.5 Video CQlips

A pre-video clip anticle by BELSEY & WELLINGTON (1980) describes the use of
songs with slides and aniicipaics some of the options that video can offern
starting with the visual, the audio, or the text. “In using audio-visual matcrials
it i3 often difficult to know which aspect first becomes mesaningful -to the
lezmer -- the auditory or the visual” (p.291). The authors find slides combincd
with songs useful for pronunciation practice and a basis for improving fluency

through cooversation.

With video clips, the use of songs has become truly auwdic-visual, and this is a
visual with all the stimulating capabilities that meving pictures enlails.
Teachers can combine a full range of pedagogical exercises up to and including
film smdy. While gencral video usc has received -extensive coverage from the
EFL presses, my search of the literature uncovered mo articles comcerned with
the use of song video clips in the classroom until September 1988, and only two
mentions in conjunction with using pop songs before then (MURPHEY 1984c,
McBEATH 1986). A misleading article entitled "Using Video Clips®, by LAND
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(1985) mentions using small exccrpts of films but nothing whalsoever aboul
songs. if DUBIN's 1974 complaint that songs were 2 greally “overlooked
resource”  has been somewhat reciified, foday's major untapped resource seems
to be song video clips.

TOMALIN (I1988) provides a shon lesson plan for using a somg video clip which,
according to the byline, is planned for inclusion im a forth-coming boek on
using videco for ieachers by TOMALIN & STEMPELSKL He sugpesis taking &
narrajive song, e.g2. George Harrison's three minuie “Stuck on You”, and
exploiting it in gix steps over thiny minutes: "1. Play vidco with sound and
vision. 2. In groups class work outl swory of video. 3. Elicit story from groups. 4.
Dristribute lyrics and play video again. 5. Go (hrough iyrics with class. 6. Ask
questions about visual represemiation of lyrics® (p.J1). A variation he suggesis
would be o ture off the sound and get siudents te work out the story line just

from seeing it.

MURPHEY (1988b & c & c & 1989) arc the only other references 10 the usc of song
video clips in ELT that were found. 1 described the uscs emerging from a
brainstorming session with student-tcachers at the Université of Neuchéiel,
subsequently experimented with in a summer language camp environment,
and the expicitation of the I4 minuie short-movie clip "Thrilier®. The variety of
uscs ar¢ best summarized in 1988¢, 5 resumé of 3 workshop, which is reproduced
in appendiz 19. Suffice it here 1o say that the exercises stress using interaclive
pair and small group activilies as opposed 10 tcacher or video-dominszted
activitics.  Video was used as a stimulus to have students intcract among
themselves in an aitempt to keep the siudents and their own thoughts, feelings,
and impressions at the center of the aclivity -- the material was secondary, thus
almost any video clip covld be used with the same sc1 of exercises. The shon-
movie "Thriller" (1988 b) was exploiicd greatly for its cultural conmtent, but  the
transcribed dialogs from the movie were also used for role playing confessions

of love,

Although not intended for [anguage tcachcrs per se , JULIEN (1987) docs & type
of liteiary-semiotic analysis of a video clip ("La fille aux bas nylon" by lulien
Clerc and Luc Plamondon) showing thal there is more Lo a clip than meets the
ecye. The intricate timing of images with text and music, the synchronizatian
with the rhythm, their paraphrasing-plagiarizing-parodying of major films,
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and the muitiple forms of cinematograpbic techniqunes 'make some clips
immenscly rich to analyze while "une majorité de réalisations cliptiques tombe
l¢gitimement dans un immédist. oubli tant la banslité de la réalisation afflige le
sens esthétigne" which finally only seems "un immense glchis d'imapes et
dargem" (p. 221). JULIEN maintains that a regular long film is limited by the
realism of its narration, bot that the clip, on the contrary, "._.est avant toul un
clip, une démonstration, wun savoir-faire, un ssvoir-mélanger, diversifier,
monter, rythmer, provequer, plaire, séduire. . . . regarder un clip c'est .

contempler wune chanson en  images, une bande de pitces moniées, un
défilement ‘inoul"{p.223). One of the chief. reasons clips can surprise so much
is that the song text leaves so much freedom to the producer to imterpret and
associate, g0 that for a song krown from the wadio “sa mise cn ‘scene vient dire

parfois tout mutre chose" (Tbid.).

JULIEN describes different aspects of the sample clip above: for example the 87
film shots of which some have 2s many as 19 Auottering fixed immnges, the ihree
principal color schemes, and the incorporation of cartoon (echnology and
special effects, JULIEN concledes,

Le temps du vidéo-clip est celui du morcellement, de la segmentaiion, du
truguage, de la condensation, de Vexplosion, de l'arbitraire des signes
sudiovisuels. Pédapopiquement, il est celui de 1'observation ponssée des
techniques . les plus sophistiguées ¢t convaincenies de Is magie ¢t de la
manipolation  t€lévisnelle: analyser oun clip, c'est rendre comple
successivement des composantes musicale, poétigue, harmonigue,
rythmigue de la chanson, avant d'observer les processus de superpositions:
superposition des sens, superposition des rythmes muosicaex et
cinématagraphigues.

Le clip délermine alors un nouveaw temps musicalo-cinématographique:
celoi de Ia ‘clip génération’, successcur envahissant., ¢t heureux de la
génération rock des années seoixante. . . . le texte du clip, pour parodicr
Gérard Genette, 'peut loujours en lire un autre’, en montrer un  antre,
(p-228)

JULIEN's reference o the hypertextuality of clips corresponds ta the "open text”
of ECO (cf. Ch. 4) and to DUCROT's polyphony (1984). On the one hand the

openness of a song-iext, its ability to be whatever a listener wants it to be, seems
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thwarted by the addition of viswals, somewhat like & book roede into a movie. If
one is upset at the film version of a story which one has previously read a5 a
book, it is usually because we usually roake our own films in our minds as we
read and the movie cannot possibly correspand completely, Or conversely, we
love & movie and then the baok means so much for us because we arc more able
1o "see” things bhecause of the visuval cues aiready in our minds, Both of these
situations mey happen wilth songs as well.

What JULIEN's anealysis shows is thar elips ean be approached as & new type of
an form, using many of the tools thai literary film study bhas already developed.

8.5.6 Practical tips
Often the best pedagogical ideas fall flat because of poor classroors regnagement
or problems with hardware. Several teachers have offercd some down (o carth

practical iips 10 keep in mind when using songs.

BROSSARD (1974:226) mentions that the wealth of material available is best
manipulated in a classrcom through the use of a cassette piayer which can be
paused end rewound for segmenis. Records should be copied onto casseues for
casier handling, CASS & PISKE ({I977) suggest recording a song several times an
a cassetic to avoid having to rewind in the roiddle of a Jesson.

Visual aids add concrete referents to the text. "Using visual aids doubles the
value of the songs. Pictures of animals displayed while singing 'Old McDonald,
for example, can make the singing -- and the teaching -- even more fun®
(BERGHOUSE 1975:204), and roore meaningful.

Many tecachers avoid somgs because they think songs must be accompanied for
them 1o work. Other teachers may feel they don't sing well enough. VAN
ASSELT (i970) asseris that a teacher need be no musician and thar tapes work
well; so well, in fact, that he ended up fearoing the twelve songs he used in the
experiment and that they am now pan of his teaching repertoire. With
recordings. a teaches does not evea have to be sble o carry a wns. OSMAN &
WELLMAN {1978) suggest having students prepare a record seleciion and
present it 1o the class or bave students who can piay perform for she class.
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OSMAN & WELLMAN (1978) offer a variety of management tips:

Always introduce a song as a whole. . . . The natural sequcncc is to leamn
the tune before the words, so allow time for this. Don't let song practice
seem like work. Keep it brief, never tedious. Keep it spontaneous. Newer
force a student two sing. Try dividing the group Into sections for two-pan
songs su¢h as question-answer and other dialog songs. Try using & student
lcader for cach group. This is a good way o take the focus off the leacher.
(p.122)

And at the end, "I's always a good idea to siop the acivity while the children
arc still clamoring for more. That way, they will always look forward to playing
it again"(BERGHQUSE 1975:287).

8.5.7 Music as subject matter of the English class

OXMAN (1975} describes a Music Language Arts program developed in New York
city tor 299 students with inadequate English skills, "Music as a high interest
arca, was to be used as the vehicle for ESL instruction. It was to serve as the
subject matter for imstruction.  Most frequently, lessons were planned arcund
the vocabulary, concepts, and sentence structures involved in the lyrics of
particular songs" (p.1). Although tests analysis after a one month period were
not significamt, the program received high praise from the teachers invoived
and was "judged an effective adjunci 10 other ESL instruction in increasing
Eoglish language abilities and mainiaining interest in school activities” (1bid.).
The program apparently improved the students’ attitude toward school and had a
calming effect on racial rensions. The biggest complaint from tecachers

afterwards was nol having the proper training and enough materials.

OBERDING & McGEE ONOFRIETTO (1982) describe a lovely German immersion
weekend for American high school students in which play, song, and spors
were integzal pans. Not only was there a workshop on current German pop
gsongs, but a campfire singalong and a session of KIND's (1980) singlingual

method.

It is easy emough for M&S to bhecome ihe subject matter in regular classes and
still keep @ linguistic slant. One point CALVET (I1980) feels strongly aboul is
gensilizing studeonts (o the rapport betweem music and words. One rather novel
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suggesiion he gives is 10 disiribute several song texts and then to play the
instrumental version of one of the songs, askiog the siudenis 10 decide which
text goes with the music. This renders the stress and thythm importan: for 1he
marriage of music and words and pcrmits studemis to realize their coherence.
Having students try 10 sing the text they chose for the song has them realize
quickly which is thc correct one. This of course goes far bcyond language
lcamning. but tben. that is what language is really used for.

In 1986, 1 offered a class a1 Neuchfiel’s Université Populaire eutitled, “English
through Music: A sheliered subject matter language course” (MURPHEY [987b).
Originally schedwled for seven 90 minute classes, it was cxtended upon student
request  for anotber seven classes. The class was meant for intermediate and
advanced studenis, buf’ included a few Ffalse bepginners. However, because the
topic was a mature one in which everyone had vzluable ideas 10 share, the
advanced studeais were amazingly patient with the false beginaers when they
cxpressed themselves. In regular language classes, the advanced are often

bored and the slower ones lost.

On two different feedback forms, students’ commenis were very favorable, mosi
saying 1bat they were amazed thai they understood so much and could say so
much. Tt seems that a topic which is extremely interesiing to a group of people
is capable of overcoming Ilinguistic shortages in interaction and the
participanis out-perform 1their cxpectations, Music is of course not the only
such topic, but it is a valuable ome because of the way it touches everyone’s life

in mostly positive ways and because of its many facets thay a group can treat

In the course. we 1treated articles &nd musical examples concerned with
different culiures, muzak, pornographic lyrics and censoring, scxism, differemt
genres, therapeutic uses, commercial uses, and tried out a wvariety of language
learning techniques, many of which are in this chapier. However, we mostly
had ealighicning discessions concerning M&S's impact upon us as individuals,

B.5.8 Singing

JORDAN and MACKAY (1976, 1982) state that "Suitable thymes and songs can
have a place in the oral English class no matter what the age of the pupils,” but
qualify how they might be used, saying "It is worlh remembering that children
up to the age of about 12-13 years cmjoy singing, while older pupils prefec

190



listening” (p.91). CASS & PISKE (1977) also agree with this cutoff poimt for
singing. WEBB (1974), however, feels that “if singing bas been a normal part of
languape lessons from an early age, it can continue throughout the more self
conscions period of adolescence, with the problems of voice change for boys"
(p.55). GATTI-TAYLOR (i1980) strongly advocates singing with her university
classes,

My own experience has been that while older adolescents and adults may indeed
at first be redcent, many of them do indeed enjoy singing more than listening,
it depends s great deal on the particular group, the teacher's personality, and
the rapport between the two. I regularly find that even my students in the
university and adult eduocation courses, although perhaps shy at first, enjoy
singing greatly after trying. 1 think it unwise to be dogmaiic im this area snd
that teachers may deprive themselves of a very useful and motivational 1ool,
mercly because they think students may find it "wncool”.

REES (1977.229) feels that “personal presentation of a song is more successful
than introduction by the recerd-player or tape-recorder”, nevertheless
admitting they have certain advantages: they are  ¢asy 10 usec, have adjustable
volyme, and have full orchestration. Surely, it will be more motivational for
students to sing if they see the teacher singing, But 3s GATTI-TAYLOR ({980)
points out, a singer who sings 100 well may inhibit siademis from dsring to try.
And if a teacher gings a bit oal of tne, it -may simply give students more
courage (o Iry, showing them they don’t have to sing perfectly. “Most songs can
be accompenied on a guitar by using three basic c¢hords (CF.G); however, this is
by no means nccessary and it can be jusi as effective to sing unaccompanied"
(JORDAN & MACKAY 1976:91). Many leachers also accompany singing with a
piano or an autoharp, but again these are not absclutely necessary.

While most teachers edvocate singing in clesses, 1 have personally known some
teachers who like to use music but who find singing inappropriate with
adolescent and adult classes. For such teachers, CALVET's argument for singing
in ¢lasses may change their minds. He argues that the norme! disgram for
communicalion is the sender-receiver pair with 1he understanding thar they
can be reversed: sender may receive and receiver may send.  When students
only lisien 10 @ song, communication is one way, When they sing, the words
become theirs to "send”. But alse, only through singing. according to CALVET.
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can stodents feel the intimate rapport between rhythm, meledy and text. If the
song is well chosen, they will soon be singing it in any case, upavoidably (p.
26). BROSSARD (1974) also says that only when studeats sing do they make the
most of the material. He recommends class recitals and reports on songs and
artisis, My own resecarmch in Part I suggests that songs are appropriable by
listeners due to the vague referents. Certainly, if students sing the songs the
words become even more “their™ words, with their personal meanings.

8.59 M&S in language laboratories

Language laboratories are likely enough places for M&S to fit in, but ) have
rarely heard of using them in the lab. Of course several published courses for
labs bave accompanying M&S, or background music, and aearly all the
published song material (Ch. 9) is capable of being wsed alone by a student in a
language lab. While in charge of the language lab at the university of Florida, |
used songs in many of the ways that ame nored in this chapter and found them
immensely stimulating in a context that normally has stodents dozing off
(MURPHEY 1982).

KRASHEN ({1985) believes that "The language lab should be a place where
students can go to get a healthy dose of comprehensible input on topics of their
‘c‘noosing. They should be sblc to select from a varicty of topics and hear and
read input at their own levels of competence” {p.21). This was actually done as
carly as 1972 by SITTLER {1975) who orpanized frcc access libraries in his audio-
immersion progrem. SITTLER felt that

The eatire process of learsing a foreign language ts closely relaied to the
studems’ personal development and 1keir desire 1o communicate and
express themselves, This desire, bowever, can only be stimulated by a
1caching approach that arouscs the personal initistive of the learners.
The students must come to realize that as independent adulls, or as pupils
who are growing up, they can actually listen their way into a2 foreign
language, im0 the totality of this forign lenguwage., without any longer
bhaving to concenirate maostly on its parts, parts which frequently are
uninteresting and do not seem to connect readily. {SITTLER & VALETTE
1987:137).
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SITTLER found that listening evan sumulated students 1o read more as Macheth
and the whole gamme of literature came 1o life via the car.  Throughout the
program it was cvident that "most students chose «apes that aroused their
personel interest, regardless of their level difficulty™ (Ibid, p. 141).

I is clear that a langueage lab stocked with "golden oldies" as well as the recent
hit parade and interviews of the stars would be a great anraction for stodents. 1
fee! it would put the tired language lab back into business and allow more
empbasis to be put on listening skills at the beginning of language learning.

E.6. M&S used to teach other languages

References have already been made in the preceding -chapters and sections to
the use of M&S in the teaching of halian (GATTI-TAYLOR 1980), German
{DREIMANN 1974; HAHN 1972; VAN ASSELT 1970), Spanish (ARELLANO & DRAPER
1972 ) and French {(CALVET 1980; HALSE ABRATE 1983; LEITH 1979; SCHIFFLER 1986
SPARR 1961), Here 1 wisb only to mention reports which did not fit well inw the
other sections. First, 1 look at some exercises devised by WICKE (1987) and then
further comments concersing the didactic approach of CALVET (1980).

WICKE (1987) providas a wvari¢ty of activities in four pages of the tzacher's guide
to the yauwth magazine Jugendscala. The magazine contains, among other
things, six pages of information ebout current stars with eleven song texts
(eight in German, three in English). The teachers guide mentions twelve ideas
for using a hit list and analyzing a song, as well as ways in which a casseue

containing the ¢leven songs can be unsed.

Using a hit parade list, WICKE suggests giving cmpty tables to be filled in by the
students. For ¢xample, from just the titles they ecan often guess the contents . and
then uwpon e&xamination of the lyrics comparc their impressions,

Titel Notizen dazu Inhalt des Liedes

When listening to the songs oand reading the texts they could fill out the

following form:
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Titei Thema Musik/Instrumente Rhythmus

For beginning levels, WICKE suggests first giving them the necessary
vocabulary for expressing their opinions {leh denke. . . Wie der Titel zeigt.
handelt von. . . )

With another form swdents can try (o categorize the songs:

Rockmusik Blues Chanson Folklore Sonstiges
Ankreuzen!
Charakte-
ristische
Mearkmale

Students ean try to schemalize the sitwation in a song with a diagram and
provide a rodimentary analysis of what happens:

S#ngerfin Adressatfin Rivale/Rivalin
Gefihie:
Gedanken:
Handlung:

WICKE asks stadents to pick the mest important lines in the song and explain
why they [feel they are importam, 1o describe the characiers as much as
possible, guessing their age and personalides, then to compare these
descriptions with others in the class. He pives a contemporary adjective list
{including English borcowings "in" and “om™), to help sindents describe the
song in general. Next he propeses thal stndents cam make their own hit-list and
compare it with the original and these of their classmates. Finally he soggesis
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thai they look back over their work and try to write & song of their own. He also
provides a schema for the interpretation of songs.

The wse of songs in teaching French as a foreign language seems 10 have iis
strongest advocate in CALVET who published a book on the topic in 1980, Hc
provides a linguistic analysis of song first of all and then proceeds 1o discuss,
pedagogically. why teachers shoild use songs, which songs 1o choose, and how
to use them. CALVET fecls thal leachers are trained 1o know how to exploit texts,
and they can eertainly do much ihe same with songs as with any texts. He
cncourages teachers to exploit secondary maierials ahom the artist (erticles,
bogks, and pictures) end he warns that each sang will necessitate different sams
of preparation in order to exploit it profitably.

8.7 Summary

We bave seen in this chepter many ways that tcachers have used M&S to teach
necarly every aspect of language. Sometimes M&S have been central and
somelimes peripheral. This reinforces my assertion that, with perhaps a few
exceptions, a wrillen song text is open (o be exploited just as any other iexi
might be, thal a recording of a song can be exploited much like any recording
might be, and that a8 video song clip can be used like any visusl, still or moving
(MURPHEY 1989), M&S will also present possibilities for classroom activities thau

olher materials might nat, such as singing.

There is one pspect that 1 have avoided because it is rather subjective, and that
is pleasure. Nearly every article on song use mentions the pleasure that
students of all ages have when songs are introduced. RICHARDS (1969)
probably summarizes this view best: "Pleasure for its own sake i3 an important
part of language leaming, a fsct which is often overlooked by the 1eacher in
his quest for teaching points, or by the course designer focusing oo
presentstion or repetition, Songs make the experience of leamirg English &
child-centered and enjoyable one” (p.161).

Morecver, pleasure usnvally makes for more motivated swudents and "an ounce of
motivation iz worth 8 wn of pcdagogy!” But it is not only pleasurc that docs this,
it is relevance and "songs are materials that refliect young people’s concerns,
They represent the kind of maicrial that pupils want to leam. Through songs it
is possible 10 imroduce inte the classroom a considerable part of 1he youngmers
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world end to establish friendly relations with pupils" (IANTORNO & PAPA
1975:179),

However, from the point of view of language acquisition, all of the activities
described in this chaprer point to one imporiant conclusion: the use of M&S in
language teaching must include further exploitation and transfer activities,
For while singing may 'bring certein benefils and pleasnre, therz s much more
mileage thm can be golten out of the motivation and exciement that M&S bring
to the class, Like any material, how you use them may make (hem more or less
enjoyable and profitable,
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Chapter 9: M&S materials available

Synopsis
9.1 M&S materials made for language teaching

9.t.1 Sthheli's booksiore celalogs
9.1.2 M&S as part of courscbooks and EFL magazines
9.1.3 Radio
9.1.4 EFL video materials
9.1.5 Classification materials from the bibliography
9.1.6 Materials from 1cachers’ journals
9.2 Authentic materials
9.2.1 Audio rccordings

9.2.2 Video recordings
8.2.3 Secondary sourees for lyrics, articles, and wvisvals
9.3 Summary -

This chapter looks at the availability of M&S materials for uwse by teachers,
dividing them irl0 1wo general catcgories: thosc made for EFL and 1hose
occurring in the natural cnvironment.  For the first catcgory, in addition 1o the
computer searches, malerials cited in articles, and my own seerching, 1 have
vsed several British Council listings. To judge the availability of materials in
Switzertand, I looked at six cawzleg editions, spanning twenty vyears, of Siudiheli's
bookstore, the largest ELT supplier in the country. Surely | have missed some
materials and new materials arc presertly being made, but these lists will give
some impression of the M&S available to and produced by the ELT profession.

Concerning the second category, the materials available in the natural
environment, 1 have vsed principally common sense to list sources, hoth
primary and secondary. The cxtent of music in the cevironment was treaied in
Part 1. M&S, and iheir makers, permeete cvery form of media. from nows-
heavy Newsweek and Time 10 specific "adolescent” pop music magazines, from
television, documentaries, videos, and featurc films. 1w of course (hat most

musical of medivms, radio.

9.1 MXS materlals made for language teaching

9.1.1 Stidhell's bookslore catalogs

One indication of the rising popularity of songs in language tcaching i the
nomber of books and materials available (o wachers in book stores. One of the
largest bookstores in Swilzerland, Stiheli's in Zirich, listed in their 1988/89
Guide 10 Books on Learning and Teaching [languages] fifteen songbooks for

French language learming (twelve with recordings), five in German, and
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sixteen in English {all with recordings). Their catalog twenty years carlier, in
1968, contsined no mention of such material.

The demand became apparent in their 1972 catalog as they listed four EFL song
texts {(all with recordings) and cight other songbeoks including Christmas
Carols, folk song collections, and even English Madrigals for four and five
yoices. The padding of an otherwise EFL catalog with mainstream song
resources shows that publishers and booksellers recognized tcachers' interest
in songs. Not having enough EFL product to meet this demand, mainsircam
product was incorporated into the catalop. This of course is not necessatily bad
as the popularity of authemtic material grew at the samé time,

In the 1976 catalog this sitnation was reversed with ien songbooks being listed
in the EFL genrs and only five originally for naives. In 197& the EFL genre
songbooks grew to fifteen in Sidlheli's catalogue and has apparently remained
more or less stable since. Table 15 shows the progression of EFL materials.

Little of it comes c¢lose 10 contémporary pop music that youth generally listen to
outside of class. The closest is Seags of Our Time which uses songs by Cat
Stevens, Elvis Presley, Simon & Garfunkel, the Bestles, Joan Bacz and others,
with the original recordings. Much of "our time" seems 10 have been before
many of our students were bomm, i, frozea io the 1960's.  Sill, many of these
songs are revived by new anists and become cvergreens.

We might ask if the slow incrcase of the amount of song material in the last ten

“years is duc to the interest being meet by the available materials, the interest
falling off, or perhaps tcachers turning 10 mass-media provided., authentically
contemporary materials, '
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Table 15

EFL Song Materials in Stdbeli's catalogs 1972,'76,'78, ‘B4, 88
(None in 1968} (N.B.: Only the 1968,72,76,78,84,88 caialogues were consulted.
Other song materials may have come and gone between intervening years.
appearance dates below are not the publication dates.)

Auther
Appearing 1972
Dakio

X

Hofiman

Lee & Dodderidge
Posion,

Posion
Rauienhaus
Roseberry
Stevens

Stevens
Williams
Wilson

Appearing 1976
Bostock

Edmundson & PFrankel
Harmer

Heuer

Kahl & Schilst
Kingsbury & ('Shea
Kroher .
Lechler & Day
Sharp&Karpeles
Wilson& Momow

Case & Milne
Kingshwy & Q’Shea
x

Appeating 1984
Byme& Waugh
Gibilz

Graham

X

QOsman& McConochie
Fapa & Iamomo
Safiien&Safien
Wilson

Appearing 1988
Graham

Schneider
Biederstid:

Short title

Songs and Rhymes for the Teaching of English
50 Favourite Songs from Biitain and America
Folk Songs of Briiain and America

Time for a Song .

The Penguin Book of Christmas Carols

The Second Penguin Book of Chrisrmas Carols
Sing Every Day

A Faber Book of Carols

Peagnin Bk of Eng. Madrigals for Four Voices
Penguin Bk of Eng. Madrigals for Five Voices
The Penguin Book of English Folk Songs
Mister Monday end Oiber Songs

Dialcgues and Songs
Sing Alongl

English Tea

Bogk of English Songs
It's Fun to Slng

- Sunday Afternoons

Sing Outl

Rhymes and Songs for Beginmers
Eighty Boglish Folk Songs
Goodbye Rainbow

Singlish
Seasgns and People Scng Bonk
Songs Allve : Eng. Through Traditional Songs

Jingle Bells and Other Songs
Sing Along With Us -
Jazz Chants

Jigsaw Songbooks

If You Feel Like Sioglog
Famous Brit. & Am. Songs
Come On! Lets Sguare Dance
My Friend Jack

Jazz Chanis for Children
Sharing a Song
Songs of Our Time

(For nursery rhymes see next page.)

¥ears

72,76,7¢
72,76,78

The

12,76,78,84,88

76,78
76,78
76,78
76,78
76,78,84,88
76.78,84,88
76,78,84 88

| 76,78

76
76,78,84,88

78
78,84
78,84 88

&4,

84,88
B4.88
g4

§4,88
B4,88
B4, 88
84,88

-1
38

38
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N.B, There were 4 few mentions of only nusery rhymes in these catatoges: five in 1972 and one
in 1976, bot none afterwards. Apparently, nwisery rhymes were incorporated in with oiher
materials at later dates.

Halliwell The Mursery Rhvmes of England 72
Popular Rhymes and Nursery tales of England 72
Opic & Opie The Oxford Nursery Rhyme Book 72
The Oxford Dictionary of Nursery Rhymes 72
Wiemer Time for a Rhyme 72
Ireson The Faber Book of Mursery Rhymes 76

9.1.2 M&S as part of coursebooks and EFL magazines

Coursebook writers have also incorporatcd songs into lextbooks to 1ap their
motivational value, The British Council's Book List Number 56, Teaching English
as a Second Language to Young Learners: An Amnotated Bibliography (circa
1987 table 16 is @ wuscful referencc as far as courschooks and songs are
concerned. While 1he mention of songs is pracrically non-existent in the
tcachers' resources (al least in the short descriptions given). songs are included
in a third of the course descriptions for primary students and sbout @ ninth for
secondary., The drop from primary to secondary may be doe 10 & drop in the
intcrest among'ieachers and material writers for the use of song, or could mean
that ihe popular music market is replacing "made-for-ESL/EFL" M&S materials
a this point, Or as GREENALL (1988:4) puts i1, “The topics of great interesi to the
young adult learner -- such as fashion, sport and pop music -- are not covered
in course books simply beccausc of their cphemeralicy. In such circumsiances,
the leamer's motivalion may be compromised because it is difficult 1o relate the
work dome in the classtoom 1o the target situations in rcel life®.  Thus, the

‘necessity 10 supplement any course hook.

Table }6 Summary of the British Council's book list number 56

Teachers' Reference Maierials / toial number / songs mentioned

Theoretical background 10 1
Research 4 0
Principles and practice 46 0
Courses -

Primary: ape 5-11 vears 1R 6
Secondary: 11.15_years ' 26

Supplementary Materlals

CGeneral mazierials 29

Video materials g
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According 10 1the British Couneil Speeialised Bibliography Bl4b (Aprl 1982),
songs are an integral pann of most children's courses, while also popular among
secondary and adult,
Complete courses which incorporate songs
Primary: most primary, young beginners courses
Secondary - admli: Going Places. Longman
H.E.L.P. Hodder & Siocughton
Main Course Engiish, Heinemann
Streer Life. Evans
Target. Longman (p-7)

Cther more recent course hooks which include songs are Connecrions (VINEY),
which has three pages on Michael Jackson, and Acr English (WATCYN-JONES
1978), which includes & unit on interviewing a pop group. On 8 more local note,
in the canton of Neuchilel, the new text adopted for English in the secondary
schools, New Generation (GRANGER & BEAUMONT 1986), tunes imo student
interest for music hy having one of the main characters .he 2 pop star, and the
1cachers in charge of implememing ¢he course have also included music on the
accompanying tapes. In Geneva, the Cenmire for the Experimentation and
Evaluation of Langvage Leaming Techniques found songs important &nough ino

their 1978 Threskold course 10 include somgs every tem hours. -

That many coursebooks incorporate M&S indicates that the topics of M&S am
seen a5 @ highly motivaling force and useful for language study. This is born
out also io many learners’ magazines, in English and other langueges, which
regularly inchnde articles on pop stars ([ Love English, Spotlight, The EFL Globe,
Catch, Crown, Club, ELSOL, Le francais dans le monde, eic.). Covering pop music
in such magazines seems more practical than in course books which are usua]l&
used for a number of years and in which the sengs and artisis depicied, if
suthentic, may scon be out of date.  While the inclusion of M&S in these
materials can be seenm as a positive aspect as far as this thesis is concerned. we

still have little information as to the exient to which they are actually used by

leachers,
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characters.be

9.1.3 Radio

Presently, the BBC offers a wide range of song-oriented, mostly pop, rtadio
programs for English learners. However, folk and traditional music serics were
produced already in the 1940's and 350's. Some of the materials arc done
bilingually, while athers arc all in English. All of the materials are offered frec
of charge 1o radio stations for broadcasting but are not sent 1o teachers for
classroom use. Mevertheless, some teachers and stations have developed
handouts for lisieners and e¢xpanded on the programs. For example, Radio
Cadena Espanola, Spain, is broadcasling BBC's Pcdagogicel Pop via a nciwork of
75 FM stations with a listening public cstimated at 200,000, 30% beiween 18 and
25 years of age, including a large number of vniversity studemis. The BBC music
programs scem 1o be especially popular in South American and Indomesia (BBC,
personal communication May [93B).

[Lisiing__Aprll 1986

Program : number of countrics using it (langueges) - vear first produced.

Catch the Wards: 10 countries (Brazilian, Spanish, French, German) - 1970

bilingusl version 1984

Pedagagital Pop: B countries (English) - 1975

Falkangle: 2 countries (Indonesian, German, Englishy - 1976

Singalong. 4 countsies (Chinese, Indonesian, English) - 1978
Pop Words: 4 countries (English) - 1986

Several other programs have been developed by the BBC more recently: 'Miai’
Cawh the Words, Pap Talk, Remember the Words, and The Mistory of Rock. In
Swiizerland currently, only Telefonsrundspruch, Bern, has taken advantage of
the BBC's offer of free pragi'ams. but not of any of the musical programs.

They also have a joufnal for swudents of English, BBC English by radic and

television, which often has exercises and articles conceming songs and artisrs,

Language programs on redio &nd tv., are quite common, and thosc that use
songs secm to be on the inerease.  Osterrcich Radio Fernsehen (ORF) have
prodoced cassettes of their radio Russian lessons using severzl songs.  Swiss
tclevision brozdcasts "Playtime”, an afternoon program for children learning

English based on games and songs.
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914 EFL Video materials

There are three sets of video materials thal I know of that use songs. Songs Alive
(BBC) is a secrics of ten quarmer hour programs using traditional songs from the
English speaking world (English, Scoutish, lnsh, American and Australien) as a
focus for language leaming, "The songs are specially arranged and performed
by a gronp of musicians, while acters Hlustrate, dramatise and develop the
words and stories. The audio cassette can be wvsed with the book om its own"
(Stéheli’s Bookstore Caalog 1986/87: 123). Muzzy in Gendoeland (1986 BBC) and
The Magic Music Man (1988 Oxford) are both productions for young children
which incorporate a lot of sengs and in fact come with song cassettes and
songbooks which can be used independently from the video casseties. These
matcrials are probably commercially viable since they are concerned with two
relatively stable genres, traditional =and children's zongs, and can be on the

markel for some time,

While pop song video clips might be more stimulating, at least o adelescent
classes, they wvsually have much shorter life spans of peak interest. However, I
have ovsed mega-star clips by Michael Jackson and Freddy Mercury that were
four and five years old with good resulss (MURPHEY 1988c & 'd). In the future, I
foresee leacher-resource videos being produced with a collection of pop song
clips for language Jeaming, similar to pop song materials alrcady on the
market in the form of books and cassettes {MERDINGER & ROSENFELD 1984,
BIEDERSTADT 1987).

9.1.5 Classlfication materlals from the bihliography

Bibliography 3 lists 50 commercial 'sets of M&S malcrials specifically for use in
the classroom, with the levels and ages of learcers intended given after each.
Some of ihe materials in Stiheli’'s bookstore listing are nor in this bibliography
because they are not made specifically for a language learning awdience, bui
for a general audience. This dees not mean thar this lauwer group cannot be
useful, merely that they were not produced with the specific EFL audience in
mind. The 50 sets of materials can be divided inte the following eategories, with
some being incbhuded in several dve 1o their multiple format.
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M&S materials from Bibliography [II

Songs written for EFL: simple genre 3
Songs written for EFL: pop penre 10
Songs for children (trad. & written) 8
Jazz Chams 4
Traditionta] _songs 10
Fop soongs : 7
[Reading  materials 4
Videos (1 traditional, 2 children) 3
Unknown (could not find copies) 2
jotal (46 sets of materials) 57

“Simple genre" means that the songs are not produced in a pop style but rather
in a siyle resembling (raditional or folk music with simple instrumentation and
that the language is usuzlly extremely controlled, or simple, for beginners,

It should be noted that virtoally all the “Songs writlen for EFL: Pop Genre®
category were produced in 1he 1970's and that more recently collections of
authentic materials seem to be the trend (MERDINGER & ROSENFELD. 1984 and
BIEDEIiSTADT. 198'.-'_}. Nevertheless, all of these materials are still advertised in
publishers catalogs and cited in teachers jourpals (cf. Stsheli's listing above
and ETAS Newsletter summer |988), thus, one cannot actnally assume that one
sort of material is morc popular than another as there are many cross cuarrents
in the popularity of teaching :stylcs and materials.

9.1.6 Materials from teachers’ journals

Chapter 8 dealt with the variety of different didactic articles contsining M&S
ideas and materials to use in the classroom. At the samc time journals may offer
to supply tcachers with the audio matcrials on cassette or sound sheet (a2 plastic,
flexible record bound within a jounal- McCREADY ]976}'.

Two journals, thet 1 know of, have accompanied such articles with offers 10
supply tenchers with tapes of ihe songs referred to in their pages. Der
Fremdsprachliche Unterrickt {April 1988) offers a tape of several tradirional
songs in French and some authentic speech material in English. TIP - Thema,
Information, Praxis: Landeskunde im Deutschunterrichr (3. 1987) oflers a tape
of 13 German hits, several in English which shows that English language pop
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music may be used as a motivation intensifier even in the teaching of other
languages. Of courss the Italian produced "Speak Up has a cassette with each
edition and sometimes includes, among other things, musical picces as well as

interviews with pop stars.

I think that teachers, hard pressed for time, welcome prepared cassettes that
they have casy access o, since often they are a1 a loss as 10 where 10 find
materials. Teachers journasls have the meand to encourage teachers (o use
current material that is highly motivating to their students and to make it
easier through offering soundsheets and cassetles. This seems 1o be Slaniug in

several countries and may spread ¢lsewhere.

9.1.7 Other langnage materials

Alhough 1 have not made an in-depth study of the M&S materials made 1o teach
other languages, thers does seem to be 2 considerable amount. I have already
mentioned the fifteen examples for teaching French that are listed in Stiheli's
1988 catalog, and the ﬂve- examples for teaching Gemman.

Somewhat out of the commercial mainstream, the two casseltes cited in the
previous section, from German publications, were made te help French and
German teachers, Similarly, a group of teachers at the Goethe Institutes in
Portugal wrote an excellent wprkbook for wsing iwelve songs from folk, pop,
and rock with exercises and photocopiable handouis {CLEMENS et al. 1986), and
from a cultural perspective, NYFFELER (I973-83} developed six booklets of

trangcriptions of six cassettes of songs and commentary.

The faci- that M&S are used 1o teach other languages only reinforces the use of
M&S in teaching English. However, the fact that ELM dominates so much of the
airwaves and soundscape worldwide makes it sven more anraciive as awhentic
material- which stedents already know (o some extent.

9.2 Authentlc materials

9.2.1 Acdio Recordinps
Although music stores 2nd the radio are the obvious places far finding
appropriate audio recordings. the 1tieachcr might make the <lass more

interactive and involved by letting stodents bring in their own audic
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recordings (see 9.3.1 on choice), Recording the hit-paradc off the radio once a
week is a relatively casy task as well.

9.2.2 Video recordings

Likewise, video recordings may be suggested and contributed by students more
casily than the teacher can record or buy thema. My personal experientes has
becen that current hits are casily found on th: music video channels bm t'hat
those even a few months old may be diffieult o find. The fact thm clips are
short, and that so meny I;cople copy them from television, means thau they are
not individually commercially marketed. Quly recently have colleciions of clips
and concert performances hegun being marketed (at least in my Swiss
environmem), a trend which could make finding particular clips casisr in the
future.  As suggested .in 9.1.4, this is an area in which publishcrs could make a
major contribution in assembling clips with gn;.at cxploitation potemial for
¢lassroom  uss,

9.2.3 Secondary sourges for iyrics, articles and visuals

It i5 common practice for many amists to include the lyrics with the recordings
{cither on LP jackets or in CDs and casseites). If not included, music stores, of
course, usuzlly siock not only recerdings, but sonmg texts and their mugic in the
form of sheer music,  Stores often bave hit lists posted as well, They are able o
order published materials when not in stock. However, the trouble with most
sheet music is that while the texts might be short they are usually spread over
several pages with the transcribed music. For ihe teacber who is just interested
in having the text to exploit, this means retyping the lyrics, nov simply
photocopying a page out of a book.

Librarics, bookstores and soms music stores usvally have a stock of books on
M&S and the anists, and often these include song lyrics as well, However, books
arc not usuatly made abom breaking acts who happen to have a few hils and are
on all the radio stations, but rather about mega-stars who have been big for at
least a few years. The reading material and visuals are usually plentiful in such
books.

There are quite 2 few youthk magazines that regularly carry <current hit song
texts, as well as amicles and photos. In English, but available in many countries;
are magazines like Smash Hiis and Star Hits.  For the French speaking markei
there is Top 50 and in Japan Viva Rock. In Germany, FROESE (1988:15) lists
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Brave, Popcora, and rep-Schlagertexthefien {or examples. Often the
accompanying photos and articles offer more interesting material to  expleit

than the somg texts themselves.

Even major news and social journals occasionally sell ihemselves with pop stars
on thkeir covers, e.g. Michael Jackson {(Newsweek 7.16.84, Paris Match T7.27.84,
Hiustré (a series of articles for 4 weeks) 8.24.88) and U2 (Time 4.27.87). These
offer in-depth reports and criticisms of their symbolic value in culture which

are lascinating matcrials for advanced classes to exploil.

The best resource for poster visuals are the adolescent magazines.  Many
adolescents not only poster their rooms with them but their school books as
well. Hanging a few aroond the class will help sumulate discussions. LP jackets
are ofien ertfully dope and like any visvals can be expleited in a variety of
ways. Cassette and CD visuals while usually too small can he enlarged on

phetocapiers.

2.3 Summary

In this chapter we have looked at iwe general sorts of materials: M&S made and
organized for the language teaching market by teachers, and auihentically
occurring materials, The itwo sets of non-authentic material that seem 1o work
the best are the traditional/folk seng collections and the materials written for
children. Children of course may nol know songs in the target language and
are prepared to accept any type of language play. Adult students may already
be familiar with traditional sonps and welcome the chance to really see their
background and the words. For thesc two groups, specifically produced EFL

materials seem well suited and in sufficient quantity.

However, my personal feeling is that, for reasons of motivation and
authenticity, songs written specifically for adelescents and adults by EFL
teachers cannol hope 10 measure up to authemiic recerdings and texts.
Collections of such anthentic material by teachers, showing others how they
might be exploited, are useful not only for the sengs in the collection but
because they show teachers aclivities that might be performed with other
songs. | foresee further such collections of contemparary songs for use irl the
classroom and eventually collections of video clips te be cxpleited in a similar

fashian,
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Chapter 10: Imperfect materials: Problems with the
use of M&S | -

Synopsis
10.1 Teacher criticism of the vse of M&S
10.2 Philosophical and moral criticism

10.3 Bridging from passive rouline to_Sponiznegus use

With the best of ihings, there can be disadvamages, misuse, overuse,
misundersianding. and mismanagement. M&S are no exceptions. While water
might save a dying man in the deserl, it can -also drown him. The criticisms
which follow are often justified in the context in which they are given.
However. ihey are usually false if taken as sweeping geperalizations. For the
teacher who wishes (o use M&S, the important thing seems, o be o understand
the c¢riticisms and find ways 1o avoid the circumstances which provoke them. |
will first examine the criticisms of -others and wry 1o see 1o what extem ihey are
justified. Then 1 will discuss my own perspeclive of the problems. with the use

of M&S pedagogically.

10.1 Teacher criticlsm of the use of M&S

Prabably the mosi negalively toned article that 1 have found on using songs has
come from COE (1972). Although allowing that songs may be wsgeful for
amusement and variety, and thai they might facilitaie international contact and
social cooperation, he finds them of little use elsewhere, He asserts that "all
normal length relations . . . are lost" beiween vowels in songs and speech and
this engenders siress changes that are -"unrelaied to normal speech”, and then
categorically states "It goes without saying that the ‘intonation' of a song bears
Lo resemblance to nomal patterns”, thal the lexis in traditional songs include
“archaisms and ‘'poetic' cxpressions which in normal speech would sound silly
or affected”, and thai, even in coniemporary somgs, use is made of "unusual
expressions for the sake of rhyme, rthythm, e¢we" {p. 358-359. my underlining).
He attacks synwax similarly, saying it is changed unndtumlly to fit the needed
paitemn.  Finally be says, songs, "because they play no pormal par in the
communicalion process, do not have Ibe same relatedoess t¢ their context of
situations as is the c¢as¢ with normal speech.” 1 do believe there are clements of
truth in each of COE's points; however, 1 find his categorical stance makes the

whole stmemem false.
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Songs do indeced contain all of the phonological, lexical, and syniactical
aberrations from siandardly taught English (wbatever one's standard might be)
that COE lists, However, so does nearly c¢very other natorally originating
example of langusge (icachers’ prepared texts for classes being the only
exception 1 know of, but some would argne that this exception is hardly natural,
and that e¢ven these ofien contain divergences). By no mcans are all vowel
length relations lost. nor is stress in songs wnrelated to normal speech, nor is
there po  resemblance between speech and song intonation.  Definitely these do
oceur, but whether they are of high frequency we have no data to tell vs. In
fact, when they do occur they might just be the clements thai allow siudems to
proncunce more clearly and retain clemems longer (¢f. VAN ASSELT 1970). The
mere faed that we listen, understand, and can sing the words in songs after one
hearing shows that there most definitely is a relationship and resemblance 1o
speech, What cxactly this relationship is, of course, still is the subject of much
study., And even if his catcgorical suppositions were true (conc¢cmning vowel
icngth, stress, and intonation) it would then mcan these bave no imponance in
comprehension since all natives supposcdly understand the songs in  their
nalive languages. Ut follows then ithat we would not need to worry sbout
tcaching them 1o our students in the first place.

Finally, COE finds it "difficult to believe that songs have any appreciable
positive influence on the amouni of explanation reguired or on the amoOunt of
situational prectice which is essential for the mastery of the spoken language”
(p.360), If by “cxplamation” and “situational practice” he means  iransfer
exercises ] wonid agree with him. Songs, like any other source of inpm, need
transfer excreises for them to be rendercd available in a stodemi’s repertoire
for aciual spoken use {discussed in Chapter 11). COE scems (o have been
disiilusioned that songs comnld nat magically allow sindents t© speak with liule
effort. In fact, w¢ heve seen ecvidence that songs may indeed prepare the
ground beiter and in a more cnjoyable way for the subscquent activation of
language. While we have several indications tha this may be so, more rescarch
is needed to substantiate this claim.

DUBIN & OLSHTAIN (1977) explain the origin of many of these criticisms and
iheir invalidity in view of more importani pedagogical considerations:

210



There was c¢ven a time doring an carlier e¢ra in the language teaching
profession when pedagogical advice warned against “songs for langouage
instruction. Taking its cue from a thcory of iesngusge which was
primarily concerned with performance of surface features of languaga,
this admonition cautioned that, in most instances, song material gives
learners an incorrect modecl of spoken languwage since the songwriter is
free to distore normal intonation in order to comply with the requirements
of the rhythmic pattern of the musical linc or phrase. At face value this
statement is true cnough. However, we now look upon the knowledge
which the learner must acquire from quitc a different perspeciive.
Todey's concern with both the semantic clement in language -- meaning --
and the mativational requirements for successful leamning go a long way

toward overriding some of those carlier, more simplistic warnings. (p.199)

CALVET (1980} mentions several ather objections that teachers often make
against using songs in class:

1. 1t is nat serious work.

2. Songs get old fast.

3. The vocsbulery in 2 song works in a connotative made.

4. The words are not c¢lear enouwgh for a foreigner o understand.

He dismisses the "nat serious wark™ argument by assenting (hal the attitude that
scrious study cannot be cnjoyable is "depassée”. Responding ta cheir ephemeral
quality, he calls culture a fuzzy concept in which music finds itsclf an integral
part. That some songs get old and fade away while others hang on is no more
surprising than (he changes in literature, architecture and painting -- yet we
would not think of excluding these from the rcalm of serious study. The
question of vocabulary is st the heart of the question, However, nearly &ll

languege is used comnotatively, as he illustrates exquisitely,

Enire Ie savoir, par exemple, qui existé en anglais entre un verbe te be,
que l'on peut écrire et reconnajtre, et la compréhension d'une chanson des
Beatles comme Let it be, il'y 8 vn gouffre qui pe tient pes sculement & 13
différence entre oral et écrit . . . mais plutst & une sorte de muliiplicalion

de cette différence, 2 son aggravanion. (p.3)

The last objection., that songs are sometimes difficult to understand, goes for

nearly all naturat language in almost any environment. He concludes simply.
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"Elle f[chanson] est langue, elle est culture, elle est plaisir, e1 elle peur éire

moyen pédagogiquc” (p.20).

JOLLY (1975) alzo advises teachers to be careful in song selcclion for some songs
could deviate from the desired phonological and grammatical pafterns.

REEVE & WILLIAMSON (1987) write of threc problems with using songs as

listening excrciscs:

1. Sonpgs often contain a proportion of poetic or slang vocabulary which
can be difficult to recognize by ear alone.

2. Pronunciation of otherwise normal language items can be distoried by
the exigencies of the music or rhythm of ihe song. '

3. The words of the song are often rendered inandible by a surge of

‘instrumentation”. (p.33)

As noted above, we meet these same problems in everydey speech in many
different contexts as- natural ingredients in the soundscape, They occasion
non-comprehension, guessing, or simply an “"Ezcuse me, could you say ihat
again”. CASS & PISKE (1977), concutring with CALVET (1980), answer these

complains more directly;

pop presents the leamer with modern spoken English with all 1he
problems for understanding that this contains, for it is authentic language
material written by and for native speakers of English. Certainly it may be
more demanding than 1he closely controlled language [familiat to the
lcammer, but’ then the rewards available to him, the satisfaction of having
been offered stimulating material which takes him seriounsly, and the
satisfaction of being able 10 undersiand "real" and noi just “texthook

English”, are, wo, all the preater.(p.132)

HALSNE ABRATE (15983) mentions that one must beware of different recordings
of the same song, with slightly different lyrics by different singers. However,
this is not a seripus problem. If there gre aberrations from the sung to the
written text, we can do a lisiening comprehension exercise with the studenis,
letting them know there may be differences. We can tell them that we made an
error ar two iranscribing and typing the text and they should try 1o catch them.
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BURGER (1986) even proposes that we intentionally put “"mistakes™ into the
written texts for a listening exercise.

It should be noted that pirated metedals often contein  approximate lyric
transcriptions {sce appendix & for exsmple). Using photocopies of these in class
provide the opportunity for a listening exercise in which stdents act as
teachers and cormet the Jyrics, but such texts can also be used to sensitize
students to the questions of piracy, creative rights, home copying, etc.

LEITH (1979) notes that many printed texts omit punctuation compleiely and he
inserts it, finding it very imponizant. SARWAR (1986). however, suggests leaving
it out in a song suck as "Che sera sera”, a song with a lot of quoting. and having
the students add the punciuation as an exercise.  This shows students how
punctuation in writing atternpts 1o do what the tone of the voice does in
speaking.

Sgme teacbhers complain of archaic vocabulary or languege which deviates
from the norm. OSMAN (1965), RICHARDS (i569) and REES (I1977) propose
replacing  out-dated words and rewriting 1exts which contain undesirable
examples, This is probably excellent advice, and casily dooe, as far as children's
and many iraditional songs are concemed. In any case this is what happens
naiurally with folk songs in the oral tradition (see BRAND 1961). However, with
pop songs. non standard lyrics may be a marker of social class and/or genre and
can be exploited to show the varieties of English and, in 2 literary sense, the
different social and poetical meanings implied by non-standard forms.

SARWAR (1986), writing from Pakistzn, implies that administrators and other
teachers may look down on singing : "The easy cloze was put in to counter any
objections the administration might have ebout the class having ‘just fun’ --
and we sang in low tones with the doors closed to aveid objections from
colleagues!" (p.13). Hewever, songs had such positive impsct on his otherwise
"demotivaied” students shat they soon became "the end of the class activity” and

students were singing them to other students outside of class.

Administrators end colleagues may indeed be skeptical conceming the nse of
songs in classes. In my opinion, this is usually skepticism of the unknown.
Having them visit a class or workshop where they ars being used, or by having
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a teacher come in to demonstratc how to icach a song in the unconvinced
teacher's class, may sensilize them to the value of songs. The level of noise of
coursc could be a problem and asking neighboring teachers if they mind, or at

least waming them, may be advisable.

BERGHOQUSE (1975:289), referring io "Pop! Goes the Weasel™ and the fact the
original meanings of the words arc lost [weasel originally meant a carpeniers
tool}, remarks that “whatever the verses 'mean,’ he children enjoy singing
them,”  RICHARDS (1969:163) concurs, "Surprisingly, children learn songs
readily despite their irrcgularities.”  This highlights the facility and joy that
children have in singing which by iiself may be very conducive to exercising
ccrtain  phanological pautems and tuning their -brains to the language. But it
also highlights ihe fact that somgs. cven the ones full of vseful contemporary
language, can be lcamed and enjoyed cven while being devoid of meaning for
the wuser.  Thus, it is c¢lear that if we intend the langoage in songs to
subsequently be uwsed in a communicative fashion. that bridging exercises are a

must,

It seems sherc are (wo peneral (ypes of arguments againsi the wse of songs that
are voiced above; 1) teachers may find thet differemt aspects of song arc
unsuitable for language lcaming and thus have no desire 1o try them, or 2)
they have tried them and they did not work. The firsi grovp can and do find
plenty of reasons against song (imaudible lyrics, transcription errors,
ungrammatical senlences, no punctuation, cic.), bot most of these arc present
in most naturd]l forms of language and can be wrned into profitgble exercises
with a bil of imagination {(guessing and composing what camnol be heard,
catching texival and grammatical errors, and adding punctuation), Thess
critiques finally seem pecty if one recognizes the value of song as a catalyst fo
siimulate and motivale students' own usc and exploration of langwage. We are
much more tolerant of such material when we realize thai their disadvantages
are mcrely cvidence of their authenticity, and that it is maicrial that nalives
deal with everyday. In any case, as REES (1977:227) asserts, "An isolated example
of somc unusual language-feature is not likely 10 have a lasting effect on the

learner's  language".

The second group of teachers, who have tried songs and found they do not work,
may have commiited mcthodological and procedural crrors that might account
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for many of the difficuldes. Na matier how good the material might be, it may
fall fiat in the hands of a ieacher who does not koow bow o present it
Teachers need training in selection, adjusling, and managemeni for specific
classes at specific levels for any material o work well. (See PET 9(1)17-138, 1988,
for a lewer from a tcacher wha failed miserably with a song and whao received
thre¢ responses from tcacher trainers who advised her by all means to do more
50Mmgs.)

10.2 Philosophlcal and moral criticism

At a more philosophical level, there have also been attacks made on M&S as an
opiate of the people. GORKI (1945:11) credits TOLSTOI with sayiag, "Irgend e¢in
kleiner deuwtscher Fiirst hat gesagt: 'Wo man Sklaven haben will, muss man
mbglichst viel Musik machen.' Es is1 ein richiiger chankc: eine richtige
Beobachtung -- die Musik swmpft den Geist ab." (See also. ADORNO ‘1956, and
NIETZSCHE 1967).

More recenldy BLOOM (1987) aitacks ecspecially rock music. as theologians have
done for a long time, because of its sexval content and power, bul also because it

distracts from a liberal educatian.

1 believe it ruins the imaginatioe of young people and makes it very
difficult for them to have a passionale relationship to the am and ihéught
that are the substance of liberal educsiion. . . . Rock music encourages
passions and provides models that hiave no relation (0 any life the S-cmng
people who go 1o universitics can possibly lead. or to the kinds of
admiration encouraged by liberal siudies. Withoot the cooperation of ihe
semiments anything other than lechmical education is a dead letter. Rack
music providcs premature ccstasy and, in this respect, is like the Jdmg with
which it i3 allied. (pp.79-80)

While 1 believe that bath of these ciations may be wuthful in certain contexts,
again the problem is overgengralizing for cvery contexi. It weould be too easy to
find counter examples and exceptions. but that wanld deviate from the thesis too
much.  Ocfiniticly music can have cohesive, exciiing and sedative effecis upon
individuals and groups. These can be used o the advantage of the listeners or
that of manipulators.  The value of the 1001 is measured and judged by the usc 10
which i1 is pm, and any to0]l can be harmful or helpful depeoding on the
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context. Part of the larger goal of looking at M&S in classrooms is to critically
cxplome 10 whaet extent we are manipulated and, at the same time, can pse M&S
productively in our lives. Jgnoring M&S's impact vpon vs opens us vp 10 the
possibility of being manipulated ecither haphazardly or by others who
understand 1heir effects.  If one is afraid of its power, all the mom ccason 10

siady i,

10.3 Bridglng from passive routlhe o spontaneouvs wvse

While M&S materizl might be eriticized fer what it sometimes s (Jond,
incomprehensible, non-staodard, pomographic), 1 would hypothesize shay (his
is not the principal reasop for its scarcity in schools, 1 think teachers
gencrally do find songs fon and moiivating and use them for special occasions
or at lhc. end of the year. While some teachers may nol be scquainied with how
they might be profitably cxploited on a regular basis, some tcachers may
naively overestimale Ihe simple value of listeming to and singing songs and not
exploit 1them further through transfer activities wbich will help 1he language
in songs become available for use. Songs, if only lisicned 1o and sung, may only
become passive routines in a language Jeamer's repertoire and the lengusge in
them not available for spontancovs use. Menipulation exercises to transfer, or
bridge, the language ip song 1o Janguage in use are needed. Thesc not only
promote deeper language acquisition but convince ieachers of the usefulness of
songs a5 language examples in the classroom. Such ectivities of course wers
cataiogoed somewhat in Chapters 7 and 8. They are of paramount importance if
one wanis o reap the greatesy rewards from M&S vse. Why we need them is the
question 1 wish 10 2ddress in this section.

BILLOWS (1961) had asserted th;ai we save time and ¢ffort by wsing ihe device of
pattemm and rhyme in fixing language pattems in our minds, but he may have
been & bit too optimistic, Some other teachers also have mmarked the fluency
with whith students sing, bmi @ 1he samc time noticed the Jack of 1heir
subsequent fluency in spaech. Some theo may have concluded that soags
really do not work, that there is no rransfer to communication, BEARDSLEY
(1957:48), for example. noted that his students in Frence could sing English
songs with "practically no irace of Freach accent® but that in free conversation
the accem of the same persons was quile poor,
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As fun and memorable es songs are, the linguistic informarion in them dacs not
by ilself seem 1o trapnsfer into naturel Janguage uwse in communication. I sang
in a choir for three years in which we sang songs in aboul 10 different
languages, most of them unknown to s, If the ease at which we leamed ta sing
them without Iyric sheets was astounding to our audiences, the lack of
comprebension and i{ransfer into use was shocking to me. Choirs are taught ta
express feelings which po beyond the words and are camried by the music, They
are much more attuned to feelings and vocal synchromy with that feeling than
1o the semantical content of the somg's fyric. Nol that Iydes in the singer's
native language will not heip them to define the feelings thzy want to express
maore completely -- they are not without significance and impact -- but when a
choir can express so much when singing in a language ihey do no1 understand,
we must question the importance of lexical meaning,

Alsq, when asked llnes from ihe middle of a song, most singers must start at the
beginning to find them sinee each line is remembered principally in rapport to
the line preceding it, and performed only in that comlext. This is perhaps why
backward formation works so well. When piven a line owm of the middle of a
song and asked to give the preceding and following line, singers usually can
immediately give you the following while the preceding takes considerable
reconsiruction acfivity which may mean beginning at the very beginning of &
sang, especially a song in a foreign language. This undedines the fact thel a
song becomes a rontine frozen into its comext and thar the language in songs

ate not necessarily spontancously availahle in other contexts.

OPIE & OPIE (1985) have noted that girls accept singing pames "uncritically, not
wolrying that the words make little sense; in fact the stranger. \be words are,
the greater is the liberation into fantasy" (p. 26). As has bzen noted already,
children Jearn songs containing religious and political ideology jusl as easily.
Here the expression "mouthing words" is quite appropriate and comparable 1o
the singing of the chair above - the choir being a type af adult game in which
the fun is in producing sounds with subide harmonics and rhythms, and for the

most part lexical-rocaning be damped.

Other c¢vidence for the normal disregard for lyrics is the malleability of these
last in the minds and mouths of childen, OPIE & OPIE (1985) have documented

how the lyrics of numerous singing-gpames, some as old as the bible, have been
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amended by what children hear, mishear, or interpret.  While these children
are. quite content 1o sing praciically anything, they mnevertheicss siaunchly
defend what they have learned as "the way it is sung”. The authors commeni:
“Songs eroded by gencrations of aduli.use are sung by children who are siill nom
in command of cveryday English, who have undeveloped memories, and who
think the game itselfl more important than the words and tune..” (p.2}. 1 would
hypothesize thas the game iy more important than the words. Any zction we do
with words will be more important than the words. What we build with tools is
ultimatcly more csteemed than the 1o0ols, and we may learn best how to use the
1ools in actually building things that are meaningful to  us. 1f language
tcacbers have lost sight of (his it is because they feel siudents cannor build
mcaningful things yet.  This is unfortunate and false. Like nearly any tool,
woids can be used in meny contexts for many purposes.  However, unless
students are shown this, and pgiven space to do i1 themselves through bridging
activities, the words in songs are frozen inlo one contextual use -- singing a
sang. This onc use hss value in itself, but the poiemial ol the wol is manifoldly
greaier when one realizes the many different uses to which il can be put.
Starting with a fun and motivating use for the tool is an excellent first siep in
acquisition, but let us not stop there.  Let us show students what an infinitely
usefu! tool the language in songs can be through manipu]alion' cXCICises.

Thus, it is my eriticism of songs that one cannot acquire a language for aclive
use only through listening to and singing songs. Yes, they are useful in and of
themselves for motivation, examples of auhentic language, and for aequiring
"the sound” of a language. but they wiil not do the whole job. The icacher needs
to0 know how 1o manipulate them, have the students manipulate the language in

them, and to 1ake advaniage of their fuill potemial for classroom interaction.

Several preliminary meia-preblems may aiso need overcoming on the way to
song-use in the classroom, The first is making 1cachers awarc of M&S's impael
on their sindemts, in and out of the classroom. Angther is the problem of
teachers” excessively imposing their own 1asics upon their sindenmts. However,
these arc more problems of general tcacher education than of ihe use of

specific  materials.,
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Chapter 11: Current pedagogical considerations

Synopsis
11,1 Authentic materials - the presepce of M&S

11.2 Student-centered teaching
11.2.1 Using the students' inicresis
11.22 Background Schemaia
11,2,3 The student's emotional life
11.2.4 Self dicected learning
11,3 Imtecaction and sociocognitive conflict
11.4 Muliimodal-learning:  audio-visual-kinesthctic-emotivational

11.5 Summary

Developments in and since the 1960's have profoundly changed the place of
English in the world and some of our didactic orientations with them. Teachers
are far from agreeing unanimously on the latier and certainly within such a
large domain as TEFL and TESL many contradicting trends still exist. The ones |
have chosen to discuss here arc those which T personally esicem as especially
relevant to my own teaching philosophy and which are also rzlcvamt to the ase

of M&S in language ieaching.

The four trends in corrent didactics that T think deserve closcr inspection in
rapport with the use of M&S in the classroom are ) the use of authentic
materials, 2) student-ccnlered (zaching, 3} interaclion and cogaitive conflict,
and 3) multimodal learning as 3 means to enriching language acquisition and
learning.  These areas are not independent of each other and in fact arg

somewhat overlapping.

11.1 Aulhentic materials - the presence of M&S

Parallal to the spread of English has been the unprcecdented increase in our
use of M&S, helped along by the technological amenities which make “music
everywhere” possible.  M&S are not nccessarily any better wday than before,
but thcy ar¢e more available, or perhaps better statcd, unavoidable, Radio, TV,
Muzak, and portable sound systems (radios, cassetic players or "Ghetto Blastcrs”,
and finally Walkmans) all bring songs and the people who sing them into
cveryone's, but espeeially youth's, immediste environment. The technological

cvolution in recording, worldwide transmission and playback equipment
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ultimately madc possible (ke creation of mega-stars who sometimes have mega-
impact upon youth: Elvis Presiecy, Bob Dylan, the Beatles, and on 1o Michael
Jackson aod Madonna.  These phenomens elone would already be interesting
for teachers who wish 10 ally with the students cxlrascholastic werld in the
clessroom, However, when one rcalizes the amount of ELM in the sindents'
nafural environment, then somg use in English classes becomes even more
attractive (See Pont 1 1.1 for staustics).

Furthcrmore, with soogs tcachers ¢an treal authentic socio-political coocemns,
and do so in ways that lisise with the studenis’ own information sources. Many
artisis direct the power pmvided them by the media toward socio-political goals,
whether they wish to Feed the World (Live Aid 1983), reicose political prisoners
(Nelson Mandzla Concert, Amnesty Concers Tour 1988), warn of nuclear war
("Russians”, Sting), or condemn Apartheid ("Sun City" Artists Uriled apainst
Apanheid, "Asimbonanga® Johnny Clcgg). Song has slways been a socio-
poli'tical force, but once reproductipn was possible, prini and then sound
mecordings, it became an indusiry (ZIMMERMANN 1966:9), The dividing lincs
between whal is a socio-political message, entertainment, an, and big business
are difficalt 10 draw but the discussion of these aspects add amaziog spark to
open-minded class discussions. ~ The ieacher iz oot ultimately concerned wirh
their resojution but with the degrec to  which studemis first osc  English
meaningfully ard secondly are sensitized to the philosophical conflicts and
moved to consider different points of view in their discussion and examination,

Songs and artists bsve beccome unsvoidable shapers of youth consciousness
through their omnipmesence. However, they may seldom be examined criticaily
as they are superficially used to fumish an environmeni. Schonl has 1he
potential 10 earich youwths' understanding of their own world through the use

of the authentic material that they use as "equipmentis for living™

Those who argue against the use of suthentic materials usually take the siance
that they am too difficult. As we have scen in Chapters & and 9, maieriais can
be adjusied to differear studenmt leveis hy the 1asks that swdents are asked 10

perform  with the material.

The use of autheniic maierials ha§ become greatly favored in recent years in
TEFL, although the definition of what exactly is authentic seems dispatable.
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While some contend that a classroom is a constructed reality and there is no wey
around it (GREENALL 1988, WIDDOWSON 1985), the inclusion of authentic
materizls has gooe a loog way in zllowing students to ses the strect-value of
classroom work, of making this constructed context more meaningfol for them,
and thus increasing motivation. For example, NCOLL (!988:18) comments upon
taking 2 c¢ollege French c¢lass than “"muosic -- imbued with real live French --
breathed life into a2 language otherwise killed through language teaching”. But
she still laments that unfortunately the teacher "had saved his star lesson for
the lest day of the year",

Bur probably the most important reason for unsing the student's own M&S it the
goal of giving swudents “equipment for living” (BURKE 1973). 1f teachers ignorc
the exira-scholastic material that students shape their socio-philosophical lives

with, school hecomes even more rife with irrelevance,

There is now a growing body of evidence suggesting that cducation is the
k-cy determinant of cultural orientations . . . . 1t is pardy through their
negotiations with 1the school that young people acquire the bases of their
social world, including a structure of gravifications peeds. which
influences sociel action gnd the use of media. Differential experiences lead
some inte a  search for the self-esteem and identity not provided by
legitimaie  social agencics. . . . among students with low grades and a
negative commitment to school, music video use tends more ofien to be a
peer group phenomenon. We assume that, for these adolesceats, music
video TV functions as 2 foeus or hackdrop for group interaction. (RCE &
LOFGREN 1988:305, 312. See also BROWN et al. 1986),

Analysing and questioning material that is uscd as cquipment for living in the
classroom may help make schoo! more relevant, and it may also better equip
sindents 1o use media inielligenily as opposed to being wsed by media. And it is
precisely the students with the most problems that will probably benefit the
most from such an approach. In using such materials teachers are encouraged
to give at lesst some of the knowledge of the subject over to the students, and act
more as a guide io analysis and as a leamer, equalizing the encoumer and

encouraging interaction in the classroom.
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The tight 10 have one's own independent imielleciual approach
("autonomous thinking"). to gain pleasure in sindy and inquiry is not so
casily recognized in the daily practice of schooling, especially for “"lower
stream”  pupils. Exploring cenzin  questions 2nd  keeping  certain
informastion in memory tequire cmotional sccurity and social frecdom.
This is not the case when teachers let pupils think that responscs
diverging from the tecacher's perspective indicate some kind “of
marginality thai can lead 1o the exclusion from the main stream of the
school. (PERRET-CLERMONT & SCHUBAUER-LEONL, in press).

What one needs is an approach similar to that taken in Values Clarificavion
(SIMON et al. 1972) in which students are led to cxamine what they believe, to
make it tonscious, 10 ‘compare it with whaj others believe, and to do all that

without a jodgemcntal eacher leoking [or one “right” answer.

11.2 Student-centered teaching

Teachers who favor a rore humanistic and communicative agende in the
classroom sce the student as the mosy important element in the process of
learning and also the primary material 10 exploit, These perspectives were of
course planted carlier, as BEAROSLEY, BILLOWS, LEE 2nd OSMAN hinted a1 in
Chapter 7. The four arcas of student contering 1 wish io highlight herc are the

students’ interests, background schemsta, emotions, and self-direction.

Bui probably the most imporiant aspect of student-centered icaching is that of
its ahility 10 build a valid bumanistic rapport between teacher and students, a
two-way respect of open communication, Psychoanalyst Mireille CIFALI (1989)
views this as the linchpin of successful pedagogy:

Lcs maflres primaircs st sont besucoup intéressés a 'aspect relatioone]l de
lear travail. Ils l'ont mémec fait souvem passer au premier plan. If n'en va
pas du tout de méme dans l'ensecignement secondaire. Tous les projets de
iéforme insistent sur la nécessité de faire quelque chose pour prendre en
compte cetle relation.  Pour empécher que les professeurs nc devicnnent
des machines 3 enseigner. Pourtant la majorité des cnscignants se
rélugient derridgre leur objet. Je ne sais pas si c'est le succds de lewr
propte scolarisation, qu'ils aient invest affectivement le travail

inteliectuel, la réflexion, la culture, gqu'ils sc soicnt choisi un object dans le
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a l'impression d'un retrait dans ta relation & ["auire, inquicts qu'ils somi
peut-étre de leur propre fragilité. 8i les enseignanis ne prennent pas sain
de lear humanité, les €léves ne rencontreront plus que des  Stres

neutralisés, apcurés, qui nc les entendenmt pas. (pp. 14-15)

11.2.1 Using the students’ interests
Certainly, many teachers naturally use their stodents' interests, recognizing
they are extremcly motivational. Wilga RIVERS (1976) presents the argument

clearly:

We must find out what ‘our students arc interested in. This is oor
subjeet maticr.  As langusge teachers we are the most fortunate of
teachers -- all subjects are ours. Whatever the . . . [students] want to
communicate about, whatever they want to read about, is our subject
maltter. The essence of language teaching is providing conditions for
language learning--using the motivation which exists to increase our
stedents' knowledge of the new language: we are limited only by our
own caotion, by our own hesitaney to do whatever our imagination
sugpgests to us . . . . We need not be tied 1o a curriculum created for
another situation or another group. We must adapt, innovate,
improvise, in order to meet the student where he is and channel his

motivation, (p. 96)

Rivers - is stressing that any topic can be used to teach a language, and since
practically every example of language will ofler cxploilation possibilitics for
learning the full array ol skills in nearly any formai, why nat choose those
that arc mosi interesting to our sindents, Of course this is what ESP (English for
Special, or Specific, Purposes) has explicitly done, Especially for many
adolescents, pop music could be seen as their ESP (MURPHEY 1985). Praciically
evervone will have musical prefercnces that cam be exploiied. If these
preferences are in another language than the one being taught, or even if they
are instrumentals, we have seen thai their motivating force can still be used
throngh a variety of exercises in thc target language (VAN CLEVE 1984, VANEY
1988, WICKE 1987). In this perspective, the teacher's job has basically two sicps:
1} finding out whai siudents are intercsted in, and 2) using i1
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11.2.2 Background Schemata
The thoughts above have been taken a bit funheér in schema theory to inclade
not only the students’ inlerests but their whole background and life expericnce.

. . . meaning lies not in the teat itself but rather in the imeraction
between the graphemes on the page [the sounds in the air] and the
schema in the reader’s mind (CARRELL 1982). These schcma are ihe
sl'.-ructured tolality of the past personal experiences. Culural
assumptions, and background knowledge of the reader . . . . Beyond
syntactic competence, imporiant faclors which appear 10 contribute
to the comprehensibility of a text are shared-schema and . . . the
rcader’s familiarity with the subject, (LEKI 1984)

A foreign language coursc preacnts new language. If the subject maitter is
about somethiog of which the students have litile or no knowledge, they are
being asked to anchor new language in a void. However, if they are given new
language and treat information about which they already know something,
then new language items have somcthing concrete to attach ihemselves to (in
psycholinguistics see Interconnectionist Theory or BUZAN [1988). Their existing
schema provide enough context to help make comprehensible input which may

result in language acquisiiion.

In a way, Sophocles and Shakespeare instructed similerly in their time: they
used legends and stories that their audiences knew alrady in order to bring
their audiences further ideas. The legend of Oedipus was well known bat the
excitement came from how Sophocles portrayed it on siage and how he was ablc
to show human character. This would not have been possible had he not used
what the audience knew already. And in the same light, Shakcspeare's plays
have immensely morc meaniog for young studemts if they can grasp what his
audiences held as background knowledge. Is it any wonder that youth's favorite
Shakespearean play is Rewmeo and Jullz: 7

However, M&S rarely bring new ideas in and of themselves, rather they depict
the old ones in novel ways and may push us to creaic new ones oursclves. Many
are simply fairy-tales, or horror movics, in a different mediam. By starling
with them, the known, we can then lead our classes io a multitode of topics and

ideas.
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11.2.3 The student's emctional life

Certainly much of the students’ inlerest and past experience is cmotionally
encoded and is motivational in class partly due to its emotional load. STEVICK
sees the emotional life of a siudent as an extremely important ingredient in

language learning:

A language courze is effeciive in proportion to the breadth of its
contact with the student's interests, and the depth of its penetration
into his emotional life (STEVICK [971: 23).

STEVICK, as certainly many teachers like him, realizes the power in touching
the positive emotions of stndents and the cffect this will have on their ability to
fearn.  While negative emctions in the classroom may block otherwise ™ sound
pedagogy (cf. KRASHEN's affective filter), positive emotions might make
unsound pedagogy effective (STEVICK 1971). Combining pasitive emotions and
sound pedagogy is of course most desired. Qur emotionz, as powerful anchors
for information and shapers of our perceplions, seem to be too often forgoticn
in pedagogy. (See PFEIFER. 1982, for an information processing approach to the
description of the relationskip between cognition and emolion through
spreading activation, and KONECNI 1982 for information on the emotional impact
of music on socio-cogmitive activity.) Not only does much music stimulate us
emotionally, but most Iyrics coniain principally emotional content, mainly
concerned with Iove in one of its phases (cf. Chap. 3).

11.2.4 Seif-directed learning

Most teachers would agree that when students are allowed to chose what and
how to lcam, tbey are more motivated st the task. Tdeally, an educational
systemn should also be one that teaches students how to Iearn on their own, how
to be independent and how to make echoices. If never aflowed to make choices in
the how and what to study in school, students may be ill equipped to adapt (0 a
rapidly changing world that requires continnal - jearing outside. Allowing
students the possibility to” cboose M&S moaterials, and the how of their
exploitation, is but a small step towards autonomous iearning, but already one
that in¢reases fearners rights to  seif-direction snd makes the imeraction
between teacher and stndents a moch more valunable two-way cxchange. (See
HOLEC 1979 and DICKINSON 1987). This alsc makes the classroom 8 more

interaciive ecnvironment (see 11.3).
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1 fee! that most teachers would accept the idea of using sindent interests,
background, emotions, and of allowing them a degree of self-direction, but
generally do noy know how to see this through, how to put it into practice.
M&S, in many cases, arc “emotivational” material that could touch our students
interests and sentiments, positively affect the Ilearning environment, and
involve the whole person in language leaming. As SEKARA (1983) has noied,
pop music, especially with adolcscents, is “potent swff, highly catalytic® (p.28).
That other kinds of Mé&S may be equally catalytic with other age proups and in
other languages seems very probable,

11.3  Imieraction and sociocognifive conflict

That youth already uses M&S for communicative interaction is easy to deduce
from the amount of time and moncy spent on them (Pan I 1.1). Moreover, pop
music also contzing e lot of the characteristics of evolving youth-talk, and
much of this is in English. OUERMUELLER (1984) reported that adolescents in
Bern, Switzerland, listed 72 musical expressions that they knew in English. This
was surpassed only by 79 cxpressions of greeting, leaving, and excusing, and 79
having 10 do with cating and drinking,

ROMAINE (1984) suggests that the commonly beld beliedf thar children leam
lsngusge from their parents is misleading.  Especially after reaching school
age, the peer group takes on more imporitance and accoumis for more
interaction time than do parents in most cases. A portion of language's
diachronic development is due to children creating, and adapting to their peers’
creative divergences, inm language use. It is most probably also salt in the
wound of the pmverbial generation gap when parents complain they cannot
understand their children's language. TUsing teemagers' M&S in class may belp
10 bridge this pap somewhat and will ceneainly teach 1cachers some of the
English that many adeolescents already know.

When using M&S, we use topics that ame already used as interaction material
outside of class and some of which is already in English. This may make the
construction of imteraction activitics easier in class, Interaction in class of
course depends to. & great cxtent om the teacher-as-manager organizing
activities that stimulate this imeraction between siudents and the 1eacher,
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Pedagogically, as many 1ecachers attempt 10 overcome the <¢onventional
conscious “learning™ about language teadencies in educstion and incorporaie
"acquisition” methods, interaction between students cencerning high imeres
topics becomss more and more popularn In interzetion an grray of
conversational adjusting strategies hypothetically lesd to comprehensible
input and language acquisition (LONG 1983).

Moreaver, it very well could be that an equalizing of encounters (THOMAS (984),
i.¢. a lessening of the traditionsl dominance of the teacker in the classroom,
throngh the use of stoudent interests and by encouraging them o be the
“knowers" of the subject matter, c¢reatc: an  envirgmment in which
sociocognitive conflict is encouraged (DODISE, MUGNY. & PERRET-CLERMONT
1975).  Scciacognitive conflict mighl be defined as the meeting of two persons
who hold different but plansible views. For one to consider an opposing idea as
possibly valid, the aimosphers must be conducive. MNew ideas from an authority
figure may simply be accepted a5 true, or refused in revolt, without the re-
¢xamination of one's own belief system and with resultingly linle real
deveclopment or lesrning. Sociocognitive conflict, because it makes one
question one's aown conceplion of things and consider other possibilities as
possible alternatives, has the potential to stimulate cognitive and social

development.

Sociocognitlve conflict appears to happen more readily among approximate
equals who dare to queslion their own thinking and that of others in a low-risk
anvironment, My own observations with adolescents seem to confirm this. In
my courses they often present their own musical selections which ame not
necessarily those liked by other students,  They are then obliged to support
their choices and quesiion tbem while ot the same time considering the poinis
of view of the rest of the class. Since pop songs appear to have vaguc
frameworks open 10 personal interpmalion.‘ when they are used imeracivsly
they may resull in a de-egocentrzlization process by which students realize the
interpretation they construcied is not necessarily everyone's. The
sociocognitive conflict posed by the formuola “one message= many meanings™ is
healthy in iis capacity 1o socialize, not least of all teachers.

227



11.4 Multimodal-learning:; audio-visual-kineslhelic-emolivational

Neurolingwistic programming (NLP) is a relatively recent [ringe domain of
cognitive scicnce which hypothesizes that we cocode information into our
brains in 1three gencral representational systems, visual, auditory, and
kincsthetic, and that uswally each.of us prefers onc of thest three systems more
than ihe other {scc BANDLER & GRINDER 1979). SPERRY's conclusion (cited in
ABRAHAM 1983) thal our educational syslem favors and trains mostly our
abstrzct verbal capabilities normally lacated in our left hemispheres, and
discriminates against the intclligence in our right “artistic®™ hemisphere would
also secem to suggest that much icaching only reaches a small portion of
students.  These findings, perhaps originally intuidons, were ccrtainly behind
the "audio-lingual” method becoming “audio-visual" and may also explain the
suecess of Total Physical Respouse, which combines audio-visual with
kinesthetic. Thus, it simply makes good sense faor 1eachers lo preseng
information in as many forms as possible and the multiplicity of enceding

systems should make information more comprchensible and memorable.

Adding meledy and r-hythm to language in song provides a type of kinesthetic
movemsnt 1o an auditory sSignal, which in many cascs results in actual
movement by the receiver, i.e. dancing or tapping a foot. but also more subtle
physical adjustments like changes in heart beat, adrenaling -level, ecte,
Moreover, when messages are cmotionally loaded they may spark a further
system of associative learmning (PFEIFER 1982). And finally, with video-clips, pop
songs have become truly audio-visual material.  Few authcntic ot teacher-
produeced materials  offer the stimulation of swuch 3 wide range of
‘representational systemg as does M&S.  That new linguistic information can be
presenied and associated with M&S is potentially a grest resource for language
acquisition. However, it remains for teachers to realize and take advantage of
this potential; young learncrs apparently - already have -- but could benelit

from their more cxtonsive exploitalion in school.

1.5 Summary

M&S are authentic clements in nearly every cnvironment, “intcresting™ to mos¢
of our stedents, already encoded in their background experiences, and
cmotionally stimulating. The ubiquity of M&S creates the possibility for
students to self-select and prepare material themselves. The fotgoing atwributes
of M&S allow it to greatly stimulate interaction and meke it fertile ground for
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socio-cognitive conflict.  Finally, songs can be audio-visual in clips, kinesthetic
in their heart-felt beat, and emotionally stimulating, with’ the resolt that the
encoding of information has the possibility 10 work in several, or many,
representational systems a1 the same time, giving it better chances of multi-
associational encoding and of appealing to students’ preferred systems for
registering information (BANDLER & GRINDER 1979).

We saw in Chapters 7 and 8 thal leachers from nearly every school of thought
are able io intorporate them inmio classtoom wse, whether they be of the
conventignal "learning" school of thought, teaching the conscious rules of
langpage. or the more rccent communicative "acquisition” school, attempling to
approximate natural intcraciion with avthentic materials,. We also saw their use
in avudio, visnal, and kinesthelic modes of ieaching, and combinations of these.
Teachers, from such diverse fields of thought and practice, vse M&S for
diffcrent reasons and with different poals. This merely points 0 the flexibility
of the medium in the hands of teachers. However, most probably for the

students "The medium is the message".
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PART III
Chapter 12 Conclusions

Synopsis

12.1 Summary of results from Part I
12.1.1 Four findings
12.1.2 Five hypotheses
12.2 Summary of results from Part II:
12.3 The rapport between Part T and Part il
12.4 Further research
12.5 And the music?

In this chapter, 1 will look first al the findings from parts 1 and Tl
independently and then the rapport between thbem. At ihe begining of this
thesizs 1 set out 10 test my hypotheses tbat PS was simple, affective, and
conversational. These have been confirmed, but in the process of confirming
them 1 have 'been led 10 2 more particular view of PS and to the intriguing

conceptualization of i1 as isomorphic with inner speech.

12,1 Summary of resnlts from Part 1
The four major findings from Part [ conceen PS5's availability, simplicity, affect,
and similarity to conversational discourse. The ficdings also point 1o five

strong hypotheses. -

12,1.1 Pour findings

I. PS in Euglish is greatly dispersed in non-English snvironmems. Adolescents
in $wiss environmenis may have as much as twelve hours a week of comiact
time with ELM. Corroborative evidence is found in the number of English songs
in the hit lists and the amount of English vocabulary that they know from the
domain of music. The corpus taken from the major European music business
magazine, Media & Music, was found 9%8% reliable for the Neuchitel
environment 8s 1 was able (o find afl but one of the fifiy songs in some form

{rocord, cassette, radio, or video clip) locally.

2. Pop songs, like the fifty analysed, are linguistically simple, The length of

phreses are extremely short, words are mostly monosyllabic, and both phrases
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and words are greatly repctitive, Using FLESH's (1974) measures, the reading
level of PS is that of an Americen child after five years of schooling.
Furthermore, the word per minutc rate was abom hall that of normal speech.
Thus, we have relatively simple langnape at a slow raie. It does not necessarily
follow, however, that the ideas are simple or childish.

3. PS inspires affect in auditors, Using FLESCH's (1974) measures of personal
words and phrases, PS was found to have high huoman imcrest as reading
material.  The fact that the noun/verb fove was the highest ranking content
word in the word frequency listing, ranked at number len, indicales the
extreme use of the topic as ihe principal subjec matter of PS. The placing of
songs into themes, by ihree independent judges, also revealed that 71% of the
songs had to do principally with love in one of iis phases. However, measuring
the affect merely by crileria ithat can be read fails to take into account the great
amount of affect that is encoded through the vocal channel by singers. It may
be difficult to measure bt i8 Overwhelmiogly felt by auditors. Affect seems o
be encoded not 50 much in wha is said as it is in how it is said. This would

dccount for the atiraction of songs in langwages that auditors do not koow.

4. The 1mype of discourse is conversational, That PS was conversational was
suggested from whe word frequency lisis which listed the personal prooouns f
and yeu as the most frequent words. Fuarthermore, all first- and second-person-
reflerent pronouns together account for 15% of the corpus. The adaptation and
application of BRONCKART et al's (1985) grid further supported the “situational
discourse" characteristics of PS.  The prid revealed a high level of verbal
density, ol present tense, and of firm and second person pronouns which all
indicated conversational discourse.  However, the extralinguistic parameters of
the production of PS firsi leads onc o place Lthem into the narrative category.
That PS come oui after analysis resembling sitwational discourse allows us o call
them diastogal moneclogues, end 10 postulate their psychological use

interactively with a listener's own personal life.
12.1.2 Five hypolheses

Sicmming from the above findings and some additional evidence, there are five

strong hypotheses which were also discussed in Pant I,
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1. Song-1 (music-like vocalizations) played a major role in philogenesis and as a

precursor tg language.

2. Song-1 plays a role in the ontogenetical development of language in each
child, It was poswlated that i1 could be instrumental in aciivating the Language
Acquisition Device, for our native language as well as foreign languages, as it

induces involuntary rehearsal.

3. PS8 could be seen as the motherese of adolescence. The language of these
songs resembles foreigoer talk in their simplicity and mothercse in the degree
of their affect and playfulness. However, foreigner talk is usually lacking in
affect and motherese is linguistically too simple for even school . age children.
PS5, in remezining "young adult” in speecch and topic with simple language and
high affect, is well adjusted to the topics and language of adolescence, an
adolescence 1that may often be relived and re-inspired throwghout our lives
through the songs we first heard during it.  This, however, docs not mean that
the associations deo not change. The connections should be seen as dynamic,
accumulating or losing relationships through 1ime, strengthening or

weakening themselves with others.

4, The wvague discourse features of place, time, and roles allow listeners 1o usc
song to associatively soundtrack their own lives. These associations are of a
dynamic natwre, fading, accumulating, and changing, through time with
subsequent listening experiences in other contexts. We could envision M&S
traveling back and forth along & continmum from completely “incidemal”
(background} to completcly "instrumental” in which they are fnlly associated
with and wsed to define a lisiener's present siuaiion. A song's placc on 1his
continnum may not be determined by the degre 0f conscionsness at all, but
rather by the dcgree of someone’s sensibility 1o the encoding of experience
around them, the “openness” of one's cogno-emotional recording capabhilities
{e.g. when onc is "in love™). At the incidental exticme M&S may be prescnt but
the individuatl would not be living mements which in thcmselves were
importani, especially affectively, whereas at the instrumental extreme the
songs are appropristed by 1he listcners to help define their present feelings, or
hope for feelings. their present “living™.
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After 8 song or music has been experienced, it may become s vesscl carrying
fcclings and associations from the situation of its first audition. Later auditions
may contribute still further cmotions and associations or simply replay the first
s¢t. The idea is that a song which is beavily charged in one situation may be
resistent to new emotiongl-sssocistive baggage in other sitestions as one

vicariously rclives the fust set of feelings.

1t may sound redundant 1o insist but oné must, so as Dot 1o lose track of what we
ae talking about: measning and emations do not exist in a song, they only exist
in listeners. A song merely initiates or reinitiates eertain reactions inm
listeners.  This is clear when we s¢¢ 1he opposite reactions that some songs
inspirc in different listeners. As Alan DAVIES (BBC film Music Music Music) has
said, you <an't understand the impact of music by looking at the musiz, but
rather m people and what they do with it. A sang may provide a framework for
meanings end emotions to attach themselves ta, a song may provoke the making
of feclings and associations, but the situation of audition nearly always
coniributes gremily @0 what these feelings and associstions exactly are,  They
are, predictably, for the same song, very different for differmnt people,

It is suggested that the forming of associations takes place maost poignantly in
adolescence when on¢ is more permeable, less able 1w defend oneself in the
emaotional-associative encoding of expericoce. The blassoming of our emotional-
sexval systems & puberty and our inexperience in ¢ontroiling them may
account for the great surge of feelings that many people experience when
hearing songs that they grew up with doring this period of their lives. This
may alsé explain why many people go through life thinking one sort of music is
the best and cannot wnderstand how people can like the newer musics. 1 have
often hesrd (wenty-yesr-olds complain of the music "the kids are playing
today" snd how it is not as good as i1 was a few years ago. This docs not mean
that we cannot learmn to appreciate other musics; but the music attached 10 our
adolescent years secms (o ¢erry much weight in our emaotional-cognitive
systems. The associations arc personel-psychological in natere althcugh may be
eolorally shared to a certain exient. To confirm this explanation, introspective
rescarch needs to find out from different listeners cxactly what goes on

psychologically when listening to the same song.
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5. The last hypothesis siems somewhat from the previous four findings and the
four other hyppotheses: PS’s availabiliny, simplicity, affect, and conversational
quality as well as songs' hypothesized philogenetical acd ontogenerical
importance, similarity te mothergse and associative-semanlic caepebilities, all
relate ‘ar can be explained somewhat by VYGOTSKY's ioner speech.

Pirst of all, PS appears i be iscmorphic to ioner speech: both are highly
predicalized, work with sense as coppesed to meaning, are simple, and lack
referemis of time, place and persons. Could our fascination with M&S and their
widespread appeal be partially because of this isomerphism wilh our inner
speech and thoughts, an isomorphism that nevertheless leaves us free o use

them as we want?

12.2 Summary of results from Part 11

In Part Il rhe following points were confirmed:

1, M&S have been used in language teaching for quite some time, although
perhaps not always 1o a great extent.

2, Corrently some tcachers use M&S as accessories or principal tools 10 leach a
wide wvariety of skills and [funetions in an equally wide variety of pedagogical
approaches.  Apparently, teachers can manipulate M&S materials to sunit their
own particular teaching philosophies, techniques, and styles. They sare used
with such different approaches as behavioristic struciuralism, audio-lingual,
audio-visual (when uvsed with video clips), Suggestopedia, Total Physical
Response (with acticns), and aleng with communicative and humanistic

teaching techmigues.

3. An enormous array of authentic malerials exist which are accessible.

4, A pood amount of made-for-EFL malerials is avatlable which teachers can also
use; it seems cspecially well developed in the categories of children's materials
and traditional songs.

5. The use of M&S may encourage the development of several pedagogical trends

in langvuage 1tcaching, namely a) uSing authentic materials, b) studem-
centering through the use of student interests, schema, emcticos, and self
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direction, ¢} intcractive language (caching and the creation of sociocagnitive

conflict, &nd d) appeating (o multimodal representational systems.
There were several funher suggestions siemming from the research in Part IE

6. The problems cneountcred and suggested by teachers in song-use aften have
to do with how one perceives the material and the management of it. The
“faults" of many songs mercly highlight M&S's anthemicity and can be tumed
to advantages with a bit of creativity. Other problems may stem from poor
adjusiment of materials and wasks to the level and interests of the students.

7. As valuable a resource as songs may be for motivation and class enjoyment,
their full poteniial for instruction is omly possible through the construction of
bridging and transfer ¢xecreises.

8. Songs chasen by students will nommally be more motivational and encourage
intcraclive clags participation, and may also have the result that students
accept, and respect, the teacher's choices maore readily.

9. While made-for-EFL material in tbe children and (raditional categories seems
well developed, collections of more recent songs are just beginning to appear.
Those EFL songs written by tecachers in the pop-genre secem to be less valid
alternatives due the greal amount of authentic materials slready avaeilable,

popular, and known by students.

10. In the fuwure, more recent collections of songs and of video clips will
probably make teaching adoles¢ents with songs mare up o date with their

realities.

12.3 The rapport belween Part 1 and Part 11

The rapport between thesc twe parts was someowhat described in Chapter 6
which suggested that such widespread, authentically occurring materials of
high maotivational value, which were simple, affective, and conversational, and
allowed the listener to become involved, sccmed to offer excellent opportunities

for language learning.
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Part I dealh principally with pop songs while Part 11 looked at M&S in general in
langnage 1caching, mostly in EFL/ESL. The degree 1o which the findings
concerning PS can be applied 1o oibher categories of songs is uncertain.  Songs
in olher genres, at other periods, and in other languages will certainly render
some differeni results uwpon analysis. However, T would hypothesize that they
are generally simple, repetitive, and affective, although how 1they do this may
be differently constitwted. For example, they may not use as much
conversational language with vague conoiexinal refercots. This does nol mean
thai sppropriation camnol $1ill take p]ax:c,' merely 1hat the listener may have
less creative liberty due w0 a more defined context. In shon, the resulis in Part |
do make a strong case for using PS more in teaching English o speakers of
other languages.

Looking a1 the resulis in the opposite direclion, ie. going from Part II to Pan I,
1 see no problem with the applicability of the array of pedagogical appreaches
and didaciic options, described in Chaplers 7 and 8, being applied to pop songs,
with the exceplion of the uwse of background non-vocal music as in
Suggestopedia.  The use of pop songs, especially with adolescents, would seem to
improve motivation congiderably, 1t is suggesicd that even the topic ef their
"muysic" would imprave class pariicipation considerably. It weoald seem,
however, that relatively few 1eachers actually use coniemporary pop music,
preferring 1o use M&S thai they have grown 1o appreciate. not realizing that
their swudents may be using other material which may be equally valnable for
its language exploitation possibilities and more valuable for its motivational
capacily. For teachers to coniinuc 1o ignore such an extremely rich resource as

their siudents own maosical interests would be a pity.

My impression is that the general findings in both Parts 1 and 11 are valid for
the use of M&S in teaching other languages as well, with admitiedly some
reservations. I wonild hypothesize that pop music has evolved o include very
much 1he same sort of featwres world wide. Some tcachers are already using
children, Iraditional and pop 1o enrich foreign language learning as we saw by
the articles and matcrials noted in Pan 11 for French, Geyman, Italian, Spanish
and Russian., The major difference, and admiutedly 2 big onc, between the use of
ELM and songs in other languages is the extcnsive spread of ELM worldwide and
its availability outside the classroom, which makes it asuthentic and “"real” to the

language learncr, The British and Americans rarely, if ever, hear a song in
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French on their radios.  Nevertheless, teachers can perhaps help sctwdenis shape
their listening environment more by providing target language songs for them

1o use outside of class.

12.4 Further researth
Stemming from Part 1, there is much research that is needed o substantiate

more exactly the discourse of songs and their use.

1. BRONCKART et al's framework for classifying texis is an extremely fruitful
approach, A complete adaptation of it for use with a wide range of English texts

would be a welcomed ool

2. Analyses of other carpora in differeat musical genres and languages and at
different historical time periads need to be done (o highlight similaritics and
divergences, synchronically and diechronically, and allow us to further

understand the present study.

3.  Psycholinguistic rescarch is needecd to determine what people acwally do
with songs on-line, ie. if they are uscd to associatively encode their own lives
and if the vague contexiual referents are specified in their ideosyncratic

processing.

4, Developmental scwudies need to look at the impact of different amounts and
kinds of M&S on the ontogenetical deveclopment of language im utere and with
infants. We are just now beginning (o talk about the brain's copacity t¢ process
information before birth under proper stimulation. (see "Hot Housing”,
WALMSLEY & MARGOLIS 1987).

5. More rescarch could clarify the Din phenomenon and the Song Stuck in My
Head (SSIMH)} phenomenon, their rapperi with each other and inmer speech.
how they are initiated, and what their impact upon language learning might be
for different kinds of learners ot different levels with different languages,

6. Of course (urther neuropsychological research inte the cercbral
organization of M&S would further our understanding of their place in repport
with language and their role as either an inhibitor or facilitator of nawral

SpOnlantous ctommunication.
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Part Il supgests scvorzl arecas of needed rescarch to substamiiate how much,
how, and to what cffect M&S arc used in the scholastic environment.

1. Teachers in schools, mot just those atiending conventions, need to be asked
how much M&S are used, how they are used, and which examples are used; or, to
the contrary, why they are not used. Hopefully bis will altow materials 10 be
prodoced that show the advantages of M&S and how ilo use them s&s well as
convince reticent teachers to give them a try.

2. Rescarch into the efficacy of different didactic procedures and how the
language in songs is transfered ino wvse would allow us to use them morc

profitably in the classroom.

3. Rescarch is needed that compgres the use of M&S 10 the use of ather materials,
and in conjunction with other materials, for a variety of groups in order to

estimate their optimal use.

4. Research telling us the impact of various kinds of background music, and of
no music, wauld enable teachers to secleet music that encoucaged different

atmospheres for differenl activides,

5. I can alsa forcsee rescarch into the practicel use of the SSIMH phenamencn
in which teachers experiment with playing and siaging songs just befare

stodents leave a8 class.

12.5 And the music?

Being a langoage teecher first of all, and ¢hus having locked mosily at ¢he
language in songs, I have discovered some small things that I think can help
teechers 10 use M&S more effectively with lcarners. However, this dissertation
kas said very litde abont perhaps the most important aspect of songs, the music,
Like an ecologist who studies the food systems and says litlle about the air upon
which they depend, 1 have left music aside, nevertheless reslizing its
fundamenta! impartance. While our understanding of music's impact upan us is
still rudimentary, this lack of understanding skould not keep uws from using it
to immense salegtory and educationsl advantage, One needs na scientific
explanation to remark Lhe positive effects of breathing deeply; onme needs no
scientific explanation to recognize the immense power and potentisl within
M&S, and to lament their lack of use in schools.
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Epilogne

1 bcgan this research simply as an English teacher who rccognized that songs
and music seemed to work rather well in my classes. | found -copious
informative articles on how others had used them and c¢xplanations for why
they are good pedagogical tools. But | found few scientific applied linguistic
studies concerning why songs might be suitable, I was taken far aficld, inio
psychology, nenrapsychology, anthropology, philosophy, literature,
musicology, sociology, and economy, to understand the exiem, ke explanation,
and the exploitation possibilitics of PS. It was my pedagogical concern that led
me (o0 look et PS's complexity, affcet, relevance, and discourse, with hopes of
applying what } found 1o lanpuage icaching. Throogh this research, | fccl )
have understood a small part of the "explanation” behind the "extent” of PS,
which in turn has given indications as to the "cxploiiation” possiblitics in ouwr
classrooms, However, if T am more convinced than belare of the benefit that
language tcachers can reap from M&S, 1 am more inlrigued than ever by the
multiple aspects of M&S of which my research has only scraiched the snrface
and about which we know so littlc.
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6:4:255-66.

BANCROFT, W, 1982, The Tomatis method and Suggestopedia: a2 comparative study.
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ETERNO, J. 1961, Foreign lsnguage pronuncistion and musical aptilude. Modern
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Leonard Cohen: Suzanne. Praoxis des Neusprachlichen Unterriches 4,

McBEATH, N, 1986. Using Rock and Popular Music in EFL. Cross Currents. 13:1:43-
50.
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EDI129105.

TEACHING FRENCH

CALVET, LJ. 1980. La chanson dans le classe de frangais langue éirangire: outils
théorigues. Paris: CLE Intemational.

CALVET, L.). et al, 1977. Guide alphabétique des professeurs-utilisateurs de
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Frangais dons le Monde 131:28-32,

255
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OBERDING, B. & MAGEE ONOFRIETTQ, M. 1982, Schlumpfireffen 11: Total 1mmersion
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B3 COMMERCIALLY PRODUCED MATERIALS FOR USING M&S (annotated)
B3.1. FOR TEACHING ENGLISH

ABBS, B. & JONES, T. 1977. Cloudsongs. Harlow: Longman. (Cass. rec. songsheets:
beginners; sccondary-adalhi.)

ABBS, B & YORK, N. 1975.5kyhigh. Harlow: Longman. (Cass. rec. songsheets:
intermediate; secondary-aduit.}

ABE, K. & MARQUARDT, M. (Eds) 1988. Let's Sing Together. Tokyo: Kyobundo, (2
cass., hook, beginning children)
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ATTWOOD, T. & FARMER, P. 1978. Pop Workbook. Edward Amcld: London. (For
native British youth in Social Swdies or Music lessons, historical and

critical analysis of pop music.)

BBC Series of Radio Programmes using songs: Pop Words, Catch the words,
Pedagoglcal Pop, Pop Talk, Remember the Words, Folkangle,
Singalong, Contact BBC PO Box 76 Bush House Strand, London WCB
4PH.

BIEDERSTADT, W. 1987.8Songs of Our Time. Stuttgast: Klett. (Studemis book with
readings. exercises and glossary. ieachers book, cassetie.)

BLUDAU. M. 19731981, Pop-texts and analysis. Dortmund: Lensing. (A booklet of
songs and articles abour pop, artisis and their social impact, contains
several contradictory acconnts of the same event from various
journalists which encourages a critical evaluation of the mass media.)

BYRNE, T &WAUGH, A. 1982, Jingle Bells and Other Songs. Oxford: Oxford
University Press. (Traditional songs for young leamers. Cass.)

BOSTOCK, P. 1971. Diaiogues and Songs., Walion-on-Thames: Nelson., (2 cass.
bheginners; secondary.)

BLISHNELL, G., MOREL, F, & THOMAS, R. 198]1. Songswork One & Songswork Two.
Paris: Belin. (Cass. teacher's and student’s book. Beginners;
clementary-secondary.)

CARRIER, M. & EVANS, C, 1981, The Pop Industry. Graded reader level 5. London:
Cassell.

CASE, D. and others. 1976. Songs and Rhymes for the Teaching of English.
London: British Broadcasting Corporation, English by Radio and
Television, (Book, 2 cass.: beginners.)

PAKIN, J. 1967.5ongs and Rhymes for the T e;::chfng of English. Londen:
Longman. (Pupils and teacher books, rec. beginners-
preintermediates; primary.)

EDMUNDSCN, D. & FRANKEL M, 1974, $ing Along. Harlow: Longman. (Cass. rec.:
traditional songs to accompany Look, Listen and Learn course bat
can be used independently. Beginners: primary.)

GIBITZ U. 1979. Sing along with us. Prankfur:: Hicschgraben Verlag. (Cass.,
workbook, accompanies the course Aayway, Made for EFL songs.}

GRAHAM C. 1978, Jazz Chants. New York: Oxford University Press, (Workbook,
cass.: beginners-intermediates.)

GRAHAM C. 1979. Jazz Chanits for Children. New York: Oxford Lniversity Press.
{Workbook, cass. and recacher's book: beginners.)

GRAHAM C. 1987. Smaii Talk. New York: Oxford University Press. (Workbook,
casselte.)
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GRAHAM (. 1988, Fairytale Jozz Chants. New York: Oxford University Press.
(Workbook, cass.)

GRENOUGH, M. 1976. Sing Jr ! New York: McGraw-Hill, {Cass. tcacher’s and
stedent's book: beginner-advanced; elementary-adults.)

HAAS & HONG . 1986. Rock und Popsongs. Munich: Manz Verlag,

HARMER, J. 1974, English Tea. London: McMillan. (Rec. songsheets, accompanies
Context English scries but can be used independently. (Beginners-
intermediate; secondary-adult.}

JONES, C. 1980, Back Home. Harlow: Longman. (Rec. cass., accompanies Mainline
Beglnners B course but c¢an be used independently: beginners-
secondary: adulv.)

KAHL P, & SCHUTT, H. (Eds) 1965.0t5 Fun to Sing. Frankfur: Diesterweg.
KIND, U, 1980. Tune /In To English. New York: Regents,

KINSBURY, R, & O'SHEA, P. 1973, Sunday Afternoers. London: Longman Group
Lid. (Cass. tcacher notes, clem.intermediate.)

KINSBURY, R. & O'SHEA, P. 1979. Seasons and Peaople, and other Songs. Oxford:
Dxford University Press. (cass. songhbook pack. elementary:
secondary.)

KNIGHT, M. & RIDOUT. R. (eds) 1979, Evans Graded Verse: Songs, Rhymes, and
Poems for Studemt of English. London: Evans. (5 books, tcacher's
guides, 3 cass.)

KROHER, 0. 1974, Sing Our ! Stutigart: Xlett. {Traditicnal Anglo-American songs
with translations and notes. Cassette, 1ape or LP.)

LEE, W. & DODDERIDGE M. 1963. Time for a Song * A Book of Songs for Overseas
Learners fo English, Harlow: Longman. (Beginners: primary.)

LINDE, C (ed.) 1988. Folksongs aus Americe. Frankfut am M.; Fischer.

MARCHETEAU, M., PARKER-BROWN, J, . SAMPSON, M. & BARDA, D. 1989, L'Anglais
par les Chansons: Chants traditiornels de Grande-Bretagne, dirlande
er des Erats-Unis. Paris: Presses Pocket.

MERDINGER, P. & ROSENFELD, 1. 1984, Even If You Can't Carry A Tune : Grammor
through Popular Songs. Rowiey, Mass.: Newbury House. (Book,
cassette.)

MY ENGLISH SONGBOOK . 198l University of York and Macmillan. (Book,tape.
cass.; beginners-elementary; primary-secondary.)

MURPHEY, T. 1983, Foreign Situotion. Gainesville, Fla.:Windy Rock Music.
(Casserie, wotkbook, original songs.)

OSMAN, A. & McCONOQCHIE, 1. I979. if You Feel Like Singing, New York: Longman.
(28 Americen folksongs, book with culiural readings and cxcreises,

cass.: intermedizic; scondary-adult.)
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The Orter's First Song Collection: Songs for Children. 1985, Ditwchling Sussex:
Otter Sound Limited (Book and cassette,) .

PAPA M. & IANTORNO, G. 1986. Famous British and American Songs: and their
culturai background, London: Longman. {Book. cass.: clementary-
advanced; secondary-adult.)

RUSSEL-SMITH, G. 1969, Kodaly Choral Meethod: Fifty Nursery Songs. London:
Boosey and Hawkes,

SCHNEIDER, B. 1987. Sharing a Song. Reading, Mass.: Addison-Wesley., (3 cass.
teacher's and swudent's book.: beginners- intermediate; elementary.)

Sing a Song: Songs of Peoples in North America . 1887, Collected by P. ZACHER &
K. EULITZ. Stuttgan: Kilett Verlag, (Collection of traditional songs,
tranglations in German, Cass "Sing Out".)

SPAVENTA, L. (no date). Tea Tales in Sorg. Canterbury: Pilgrims Language
Courses.  (Student's book, teacher's book, cass.: clementary-advanced;
secondary-adult.)

TOMALIN, B. 1377, Songs Alive: English through Traditionol Songs. London: BBC,
English by Radio and Television. {Ten 15 minue tv programs
available on video or film, cass. rec. book: intermediate; secondary.)

WARD 8. 1980. Dippitydoo: Songs and Activities for Children. Harlow: Longman.
(Cass. workbook, and teacher's guide: beginners; clementary 6-10.)

WELLMAN, L & BYRD D. 975. Hard to Learn That English as a Second Language
Bluesr. New York: Colier Macmillan Intemational, Inc. {Cass. rec.
intermediate; secondary.}

WELLMAN, L & BYRD D. 976. ESL Express. New Yark: Colier Mzemillan
International, Inc. (Cass. rec.: beginners; secondary.)

WILSCN K. 1972, Mister Monday and Other Songs for the Teaching of English.
Harlow: Longman. (Cass. rec. teacher's notes: secondary - adult)

WILSON K. 1974. Goodbye Rainbow. Harlow: Longman. (Cass. rec. teacher's notes:
intermediate; secondary - adult))

WILSON K. 1979, Same Time, Same Piace. Harlow: Longman. {Cass. rec.
songsheets. Accompanies Mainline Begiinners A course but can be
used independently. beginners; sccondary-adult.)

WILSON K. 1979, My Friend Jack: new Songs for English. Berlin. Comelsen-
Velhagen & Klasing. (Cass. rec. or 1ape and booklet.)

VIDEOQ

Muzzy in Gonrdoland - BBC Video course for young children with one 75 minute
video, audio cassette, six activity booklets, 2 workbook, song book,
teachers'/parents’ notes.

Playtime - by H. Gottschalk, Miinchen; TR Verlagsunion. Two video cassettes and .
iwe aundic cassettes - programmes airsd on Swiss television.
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Songs Alive - BBC, ien quarter hour units using traditional songs from England,
Scatland, Irland. Awvstrailia, and America. Book for students and
teacher. Avudio cassette,

The Magic Music Mar 1988,
Just coming out as [ am writing this.

B3.2 M&S TEACHING MATERIALS FOR TEACHING OTHER LANGUAGES

FRENCH

BECKER, N. & RIESZ, ). 1988. Pub, Pop et Poésie. Dortmund: Verlag Lambert,
Introduction to French poetry through songs and verse.  (Workbook,
teachers Book. cassetie.)

BEINHOFF, H & FAERBER. K.H. 1976. Chantons Galemens. Frankfurt am M.:
Diesterweg. (Workbook, cassette))

DUEWELL. H. 1985, Comprendre la vie Q travers la chanson. Paderbom:
Schdningh. (J3 contemporary songs. Warkbook, cassette.)

En Chantant, 1987, Stuttgart: Klew. (Workbook, teachers book, casseite)

GAUVENET, H. 1965, Une Souris Verte. Paris: Didier. (Children songs author
composed. )

KROEHER, O. 1976, Joli Tambour. Stuttgsrt: Klett. {(Songbook, cassctie.}
Le Coucon. 1979, Berin: Cornelsen. (30 songs for children and adults.)

MOREAU, D. 1982, Joyeux Noel e¢f Bonne Annde. Paderbom: Schdningh.
(Workbook, teacher's book, cassette.)

STENZEL, B. 1986, Chansons de France. Minchen: Max Huchber Verlag.
(Workboak, cassette.)

WIEHL, B, et al. 1987. Chansons d'awjeurd’hui. Statgan: Emst Klett Verlag, (26
original recordings of contemporary songs with exploitation
exereises. Book. teacher's boaok, casseite.)

GERMAN

CLEMENS, M et al. 1986, fch bin neugierig wie alles funktioniert...": Lieder und
Charseas filr den Deutschunterricht. Bonn: Inter Nationes. (12 folk-
pop songs in Georman on cassette with a photocopiable wetkbook with

notes for teschers.)

KEMME, H, 1987, Mein Gesprich - Meine Lieder. Minchen: Langenscheidt.
Contemporary gauthentic songs. {Workbook, cassetie.)

KIND, 1. 1983, Eine Kleine Deutschmusik. Berlin; Langenscheidt. (Book with
cassette.)
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KROHER, O. 1987, Liederreise. Stuttgan: Kilett. (77 songs. Book. casette.)

NEUNER, G. & VAHLE, F. 1985. Paule Puhmanns Paddelbaar. Berlin:
Langenscheidi. (Workbook, ecassetie.)

NYFFELER M. 1978-83. Liedermacher in der Bundesrepublik Deutschland. (6
Booklets of wanseriptions of & cassentes of songs and commentary)
Bonn. Inter Nationes EKulinreller Tonbanddienst,

SCHULMANN 1. v. 1986, Rock und Pop in der Schule. Frankfurl: Verlag Moritz
Diesterweg.

WAGNER, D. & ZEIGLER, P. 1982, Mir Liedern Lernen. Miinchen: Verlag fiir
Deutsch.  (Anthor-composed songs. Workbook, cassetie.)}

WICKE, R. 1987. Pop Songs im Unterricht, TiIP; Thema. Ilnformation, Praxis:
Landeskunde im Deutschunterriche. (Artiele conceming exploitation
possibilities for 11 pop songs in the youth rnagazine Jugendscala.
3/87, accompanying cassette).

B4 SOME TEACHER TRAINING TEXTS ADVOCATING THE USE OF SONGS
N.B. This bibliography coniains twelve 1eacher training texts, out of twenty-six
reviewed in 1985 ac Stiheli's booksiore in Zikrich, Switzerdland, which advocated
the uwse of songs in language teaching. Certainly ¢here are other training texts
which advocate song-use but were simply not in the siore at the tirme or have
been published since then,

The coding following reference: lempth of passage about songs in pages,
YL=young leamers., GA= with games & action, D= with dialogues. T= traditional
gonps, PS= pop songs, F= folk songs, Dr= with drama, LWs=lyric writing to known
tunes, R=radio use, SP= special ogcasions, GSTR= with grammatical sirueture,

BROUGHTON G. et al. 1980. Teaching English as a Foreign Lanpuage. London;
Routledge and Kegan Paul. 1p. YL, GA, D, Dr.

The Use of Media in English Language Teaching : ELT Dacuments 105 1979, The
British Council, (Mentions "Songs Alive" video of wradition songs)

Finoschiaro, M. 1974, Englisk as a Second Language: From Theory ta Practice.
New York: Regents. 2p, GA, LW,

BONQOMOQ M. 1973, The Foreign Longuage: A guide for reachers. New York:
Regents. 2p. R,

BROSSARD J. 1974, Le magnétophone dans la classe d'anglais. Paris; Armand
Colin,

HUBBARD P. et al. 1985, A Traiping Course for TEFL. Oxford: Oxford University
Press. 4p, SP, GA, GSTR, D.

HUGHES G. 1983. A Handbook af Classroom English. Oxford: Oxford University
Press. 1p,
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HILL, L.A. & DOBBYN, M. 1979 : A Teacher Training Course. London: Cassell EFL.
1p. PS, F.

HAYCRAFT ], 1978. An Introduction to English Language Teaching. London:
Longman, 1p, F,

HARRISON B, 1979. English ar a Second and Foreign Language. London: Amold.
lp.

JORDAN R, & MACKAY R. 1976/1982. A Handbook for English Langnage Assistants.
Londen: Collins.

SPAVENTA L. (cd.) 1980. Towards the Creative Teaching of English. London:
George Allen & Unwin. 18p. F, T, PS. (many exercise types).

WEBB D, 1974, Teacking Modern Languages. Vancouver BC : Douglas David &
: Charles Limited. 8p, YL, F, T, PS.
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N.B. Quantltative irregulanlles

I have red 10 be as precise as possibic with my quanmatwc a.nalyscs However,
academic precantion, and good commen scnse, tells me that in any cndeavor
there is plenty of room for human, if not machine, crior. For all the
advantages that the word processor and computer bring to research, at iimes
they only allow us to make bigger and fasier mistakes, But, in all justicc w0 my
dear Macintosh, for most of the emors 1 am (otally responsible, The few I have
caught are noted below, but there are certainly some that 1 have rot caughi.

Those ecrrors noted were found latc in the research and would have littie
changed (he results and conclusions and would not have made it worthwhile to
spend a lot of precious time recalculating fractions, so T opted for more time
spent in interpreting and analysing their implications. Nevertheless, 1 deem it
worthwhile 10 inform other rescarchers of these aberrations in case they wish
to use the corpus later.

1.The first number following cach word in the word coum is its frequency, the
second is ils range (tclling the number of sorgs in which it was found}. The
foliowing two cases were typographical crrors and arc roughly correcied in the
listings:

woman | 1 should be women 1 1

drup 41 should be drug 4

2. The two songs by Madonrna in (he corpons caused some problems because of the
‘few lines of Spanish in each of them (perhaps intended tither 10 give her exotic
appeal or cpen her up more o Latin audiences). 1 oaly noticed in the firal
stages of of writing that 1 included the Spanish words (signaied by an 5" in the
lists) in 53 Who's that Girl, but inaccurately: 1 failed o coum the chorus threc
times instcad of only once. Thus, there should be 32 more words added to the
word total and of course the words concerned tripled. This also may change a
few other staiistics, but within the corpus of 50 songs these changes wounlid be
minimal.  And it could also be I counted too much by mistake in another song.
{(Homility in research is next to Godiiness!)

The other Madonna song, €17 La Isla Bonita, also has Spanish which | counted
cortectly in the total word coumt for the song, but 1 feiled to inelude the Spanish
terms in the word list, which would have added ninc types and 2B (okens,

In retrospect (usually much more reasonabic than now—spcct):'I should have
disqualificd 1hese 1wo songs because of their foreign language content.

3. Mark 25, non-prencminal anaphores, in the Bronckart et al. analysis were
wrongly counted in my original analysis due (o my not interpreting the
description  strictly enough, In the whole corpus, there was only 1 non
pmncminal anaphore instsad of 37 as originally cownied. This and rhar (28 of
them) had been counted in this cawagory and should have been in pronominal
anaphore catagory (m24). The compuier results were alrcady done with (he
faulty numbers so that this daia is not 100% correct bui the changes would not
have been very signilicant. However, the correct results are in reflecied in
appendix 16 and in Chapler 4

1 hope the reader will pardon these few. (known and perhaps other unknown)
errnrs.
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Appendix 1
Questionnaire for radio stations . Station

I. How many hours a day are you on the air?

2. What is the percentage of music in your programs?

3. What is the percenmtage of songs. approximately, in your programs?

4, What perceniage. approximately, are the songs in each of these languages?
French

Swizz German

German

Tialian

Spanish

English

Other

5. Do you uge a playlist or do you leave the choice to the disc-jockey?

6. Who is your principal audieace (age, eic.)?

7. How yould you describe yourself? (What percentage of what kinds of music do
you regularly broadcast?)

8. Approximatcly how many listeners do you cstimate having?
9. How long have you been in existance?

10. Do you regularly broadcast a hit parade? (Which one?)

Plcasc use the space below, and on the back if necded. to clarify any of the
above responses or to give general comments, Realizing that this qucstionnaire
may not be asking the appropriate questions for your station, please fec! frec 1o
send along any other information concerning your breadcasts. | thank you in
advance for your help.

Tim Murphey

English Seminar

Université de Neuchirel

2000 Meuchitel

Contact person {filled out by)
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Appendix 2 (12 pages)
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Temps libre - temps 3 vivre?
Enquéte sur les loisirs et le culture dans la vie quotidienne.

Comment passez-vous habituellement vatre temps libre? Quels
sont_’uaa désiré et vos besoins en metiere de loisirs et de cul-
ture?

Cette enquéte a pour but de donner une vue d'ensemble sur la-
maniére dont les habitants de le Suisse vivent leur vie de tous les
jours, sur le facon dont ils octupent leur temps et sur les chan-
gements qu'ils voudraient y apporter. Ses résultats devraient
favoriser un développement des activités de loisirs et des res-
sources culturelles en harmanie avec 2 vie quatidienne.
L'enquéte couvre 'ensemble du peys et fera apparaitre aussi bien
la diversité des cantans et des réglons que ce qu'ils ont en
commun.

Les adresses - permi lesquelles la vitre - ant été chaisies au
hgsard, Alnsl sommes-nous siré de tenir compte de toute la
veriété des opinians et des souhaits. Chague réponse compte; la
vitre est aussi une des piéces du puzzie que nous souhaitons
compaoser. Elle  pour nous le m&me poids, quel que soit le nombre
au le diversité de vos activités.

Il ve sans dire que les questionnaires seromt traités de maniére
confidentielle et snonyme.

Cetie enquéte est réaliste sur mandat du Consell fédéral, per
I'Office fédérel dela statistique et le Fonds natlonal dela recherche
scientifique, dans le cadre du programme «Rluralisme culture et
identité nationale.
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Nous passous une partie de notra temys libe a la maisoa. Voici
ut premier cheix d'eccupations possibies, d'objets que vous uti-
lisez peut-étre et de medias.

Comment passez-vous votre temps
libre a la maison?

Ru'almeriez-vous
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Quel usage faltes -vous des medlas"
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“Lorsque vous n‘étes pas seui(e) a la
maison, mais que vous vous y trouvez
en famille, ou encore avec des amis;

ou des connalssandes, que t-ce
est le plus important pour vous?
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Nous passons une partie de notre temps iibre hors de chez aous.
Vaici une iiste d'activités.

Comment passez-vous votre temps
libre hors de chez vous?

Qu'simertez-vous
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Les équipements, instailations et aménagements dont dispose
votre commune peuvent jouer un role important dans ['organi-
sation de votre temps libre.

Quels équipements, aménagements
ou installations de votre commune
sont particulierement importants pour
vous? Lesquels faudrait-il créer ou
développer?
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Dans la vie de toute localité, les saclétés, associationa ou groupe-
ments jouent également un certain role.

Quel type d’assoclation est partlculle—
rement important pour votre commu-
neou pourlarégion? De quelles socié-
tas ates-vous membra? Dans quelles
sociétés jouez-vous un role actif?
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Le manque de temps touche la plupart d'entre nous, nous ne :

pouvons faire tout ce que nous vnudrlons. !

Comment voyez-vous le partagejen-:
tre le temps cohsacré au travall pro-.
fessionnel, au ménage et aux obliga-‘

tions et votre temps libre?
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Nos différentes activités nous font passar parfois da bons
moments, parfuls des mﬁmel'tts désagréablea. On peut par
exemple avolr I'impression!de s'épanouir totalement, de ne pas
étre vraiment iibre de ses mouvamants ouide trouver une. possi-
hilité de &'évader du train-trein quotidien. ¢

Dans quelles activités ou s:tuations
avez-vous I’nmpi-ess,on d’étré totale-

ment vous- meme" ‘

Caiti i

e

Ja m'lpcmln‘un ]_o me ssas

leraque {6 me Fap0ss, Ma diisees,

wa ot ramds risn de particullar | 1

lotwayve e suls oo treln ddcouter Is

radic, de regarder |s TV ou de fie AEE

lore ¢ " : £ d'wotivitd

eultur:lln " 3 _l 1

wu travall, dens me p o 4 -|1

lorequa Jo tale dus insgers 5{ 13

! , M = b une

mthww AmE

dane ks cercie da me Jemilie ov de s

parentd 7

AYeC des amis o dea connalbvances R []

lors d'encursiomy by e voyage al 13

lotaque o fnle Su RpoTt,

ma promime dans [a hature 10 _l 1

lotaque |e =sores wt rencontre

dev gana 17

dars un cedye refiglvan,

par ox. & légies 2[4

& d'sutrew cocasions,

& savoln 1273

Cula na minrrive Jamate 1411
|
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Dans quelles activités ou situations ne
vous sentez-vous pas libre de vos

mouvements?

Cochot hrm
tipaiein

& panes des Mmomanta
Abted, od Je fe me sans pas [bee de
mas ..

ay travall, dans mes reletions avec
mas supdriaurm 1

Mg [ rvd sene styiead{n) ou
aaus prazsion, su treusll cu dane me

L0 T T

[

lotequs je tete den travauc minagerm 3

dens i» cercis da me femills,
da me parenth .

F

fora d'invitations, de vinites o de

mond snites 1

#n public, dens ks touls, su miliss

dus gans 1

obo

w3

dana Is circulation, lormque Je me rends |
sy ravall ou vain falre ded cocurtes

na It % l"l.“ obligath - )

DAk Nk reune
ou allisars a1

dane las relstions auna I'sdminis- i
tratlon ot len sutorivka MIRE

an i :

aes ot i

un rempliv o décloradan d'iImpéts,

falre du pervice miltalre, tatre un H
10

coura de profsction chils |

& dauttes occastans, !

& savair; i h1 :
I 3 H

Cola na m'arvivw jamaie i2 h 1
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Dans quelles activités ou situatlons
vous ast-il possible de vous évader du
train-train quotidien?

Sacha fma
tilpawrrs

4'sl la pousiblitd de mibuader de
traln-tiwin quodidien...

lorage je me m

A'antprands rien de Elﬂln;llnr 1

torsqus |o suls en trein SSCouter s
I'Idﬁ de ﬂ.l‘ﬂl’f i TV ou da lire 2

o de Ifwatation st d'wctivit L'
ciliiwatlen Kt 1
o travall, dana me profession 4 | 1

lomegue [+ tels dun traviux minbgers £ | b

torsque je bricole, me consecre & une
sctivith d loled A e

danw by curcle de ma lambte ou de be

renté : 20
AVRC 486 emis OU dee \ F\j'i
12rs Sexcurshons ou B8 voysge a1
oregue Je fele du spore,
my proMing dend 1s nadure 10 _11
largue je ~sone~ ot rencorire
dea gens i mE
su sain Fessocistions, de chrbe,
de grovpes 12l s
& J'sutred occaions, & saveln; 11_||
Cala ne m'errive jamals 1213
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Co quesiicnnaire me vous & paul-
atrg pas tou) parmis d'uxpr
tout ew qua vous avaz 4 dire sur
o0 suut. Aunsl v i
parnonnsle sur V'una ou Mautre ques-
tiom, uf 'endite dahe son an-
samble ou sur \a présentation du
questionnaine sont-lls fne blenvenus.
Vous pouvez ln noter icl en styfs
téldgraphicns,

Veulllez nous renvayer fes questionngires parsonnels remplis, dans
I'enveloppe ci-|ointe, avec le dépliant qui contient les questions
concernant le ménage. Nous vous remercions de votre précleuse
collebaration.

Ce questionnsire wépuise hlen sbr pas le sujet. C'est pourquuf une
pariie des personnes gul auromt rempll ie questionnalre - A novvean
chalsles qu hesard - aurant I'occaslon d'exprimer leur polnt de vue
d’une maniére plus détalllée dens un entretien. i vous faites pertie
de ce groupe, nous prendrons prochainement contact avec vous
pour obtenir un rendez-vous. Ces entretiens seront effectuds par
les instituts:

M5 TREND, Lausanng
GPA, Herghawli

Publitest, Ziinch
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Appendix 3 Self responding questionnaire for adolescemis  (reduced)
Musique survey Eniourez les réponses o il Faul

age SCXE langue maternetle

1. Est-cc que vous jouez un instrument de musique? .oni mon
si "pui", lequel ou les quels?

2, Est-co que vous fajtes partie dune chorale? owi  non

3: Est-ce quervous savez lire la musique? oui Ton

4. Quelles langues est-¢C que vous APpIenez "OU vpus avez appris ?

francais/ sunisse allemand/allcmandfitalien/espagnolfanglaisfauwe _____________

5. Décrivez votre connaissance de chaque langue: 1= pas du tout 6= exctliente

comprehension
langue lire acrire auditive . - parler
frangais 123456 123456 123456 1234586
suisse allemand 123456 123456 123456 123456
allemand 123456 123456 123456 123456
italien’ 123456 123456 123456 123456
espagnol 123456 123456 123456 123456
anglais 123456 1234356 123456 12345¢6
6. a} Fécoute yelontairement b Fenlends par hasard
des chansons dans ces langucs dcs chansons dans ces langues
© l1=jamals G=trds souvent
frangais 123456 123456
suisse allemand 123456 123456
aHemand 123456 123456
italicn 123456 123456
cspagnol 123456 123456
anglais 123456 123456

7. I'aime chanter dans ces langues: l=pds du tomw &= énormément

frangais 123456

suisse allemand 123456

allzmand 1234546

italien 123456

. espagnol 1234546

anglais 1234556

8. Approximativement, combien de temps par jour écoutcz-vous s radio?_ __ heures
minures

9. el les cassettes et disques de voire choix? heures mi

10. Donnez trois adjectifs pour déerire les chansons que vous aimezr &eouter:

11. Dionnez wrois adjectifs pour décrire les chansons que vous n'aimcz pas Ecouter:

12. Vous écoutez quels postes émctteurs de radio d'habitude?

N.B.: Dans les enquettes je lewr ai demandé oralment de m'dcrire au verso, les journaux de

musique quiils lisaient et les trois groups favourite qu'ils avaient. Pour ceux de langue
allemandc, je leur ai donné wne traduction.
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Appendix 3 continued
German translaticn of questions on questionnaire

N R e

8

Spielst Du ein Instrument?
Singst Du in einem Chor?
Kannst Dn Noten lesen?
Welche Fremdsprache lernst Du oder hast Du gelernt?
Beschreibe Deine Keuntnisse in jeder Fremdsprache
1= iiberhaupt nicht 6 = sehr gut
Lesen Schreiben Verstinduois Sprechen

a) Ich hore gerne Lieder in der folgenden Sprache
b) Ich hire gelegentlich , bei Zufall Lieder in folgender Sprache

Ich singe gerne in dieser Sprache
1= gar nicht 6 = sehr gerne

. Wie lange pro Tag horst Du Radio?
9.

Wie lange pro Tag hérst Du Deine Kassetten und Platten?

10, Z&hle 3 Adjektive auf , die die Musik beschreiben , die Du gerne
hérse!

11, Zihle 3 Adjekiive anf , die die Musik beschreiben , die Du nicht
gemne hast!

12, Welchen Sender horst Dn am liebsten?
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Appendix 4 Three groups of adolescents: Self reporting music vse
Code: Fr.- [rangais, S.A.- suisse allemand, Al - allemand C(high German), h. -
italien, Es - espagnol. An.- anglais.

Categories: lire (reading), écrire (writing), comprehension auditive
{listening), parler (speaking), écoule volontaire ({self-selection af lisiening
materigls), €coute par hazard {accidental, overhearing), aime chanter (like o
sing In this language). N.B. Codes, catcgories and twemms were explained orally
before students filled out the questionnaires. A:l= no knawledge 6G=excellent
knowledge. B: l=never S=very aften

Gymnase Neuchitel {n=37) Native languages: 33 Fr,, 2 S.A,, } Greck, 3 Romansch
Average age: 174  Questionnaire done in 2 English classes

A B
lire &crire comp.acd.  perler Ec.Vol EcPHaz AimCh
Fr. 5.78 5.24 5.76 5.78 4,30 3,97 1.46
SA.  1.76 1.24 2.05 1.86 1.19 1.35 1.1%
Al 416 3.8% 3.97 3.78 1.5 2.16 1.84
1. 1.54 1.16 1.5 1.24 2,34 267 2.08
Es. 1.03 1.00 1.03 1.00 1.27  1.59 119
An.  3.86 3.5% 3.59 3.46 5.27 4,59 3.59

Montmirail {girls boarding school), Neucbtel {(n=44) WNative lenguages:43 Swiss German,
1 Tchech, Average ago: 159, Questionnaire done a1 large in school

lire dcrite compaud.  parler Ec.Vol EcPHax AimCh
Fr. 3.80 3.43 3.77 3.52 3.5% 3.10 3.43
S.A. 507 5.25 5.52 5.57 3.43 - 2.27 3.84
Al 4.93 4.75 5.39 5.14 3.95 352 4.36
1. 1.52 1.7 1.61 1.30 502 4.05 3.85
Es, 3.00 1,00 1..05 1.00 2,48 1,93 1.93
An.  2.43 .66 .05 2.66 5.7 470 5.23

Montana secondary school {n=79) Native languages:73 Fr, 1 5.A., 2 A, 2 Jt, 1 Es,
Average age: 13 Questionnaire done English Classes

lire écrice comp.aud.  parer Ec.Vol EcPHaz AimCh
Fr. 5.16 4.17 5.14 5.05 4.39 3,99 4.01
S.A, 2.5%8 2,38 2.83 1.56 .86 1.B4 1.84
Al. 406 370 4.11 3.89 2.51 253 2.5
I, 1.61 1.28 1.51 1.50 3.64 3.41 2.79
Es. 1.10 1.04 1.18 1.09 1.70 1.63 1.4D
An, 2.26 2.06 2.28 2.08 5.40 4.72 3.78
Combined three groups {n=160)

lire  é&crire compand.  parter Ec.Vol EcP.Haz AimCh
Fr. 5.16 4.7] 5.14 5.08 4.38 399 4.01%
5.A. 2.58 2.38 2.83 2.56 1.86 1.29 1.84
Al, 406 370 4.11 3.89 .51 2.53 2.41
[n. 1.6% 1.28 1.51 1.50 1.64 341 2,79
Es. 1.10 1.04 1.18 1.09 1.70 1.63 1.40
An. 2,26 206 2.18 3,08 5.40 4.72 3,78
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Appendix 5
Notes concerning information accompanying the song texis:
Line one = Title foliowed by author.

Line 2 = Position in Music and Media's Hot 100 chari, the week of Sept 12, 1988,
which also the reference number used in the dissertation text.

The songs position on the chant the previcus week.

Source of the recording used in this smdy ( LP, 45, maxi, video, radio).

Totai iength of the song in shis study (which depends on cthe medis it was taken
from) given in seconds.

When there is no mention of Jyrics (ly), 1 1transcribed them with no help from
a printed edition.

"ly”alone means they were with the LP or cassete from which the song was
taken.

"ly" followed by LP means I was able to obtain a photocopy of lyrics on an LP,
but that the recording used was from another source.

"ly" followed by a oumber refers 10 one of the¢ magazines below (the number
following the magazine number is the page number).

1. Star Hits, October 1987-page oumber

2. Smash Hirs, 9-22 Sepr 1987 -page number

3. Top Schiagertextheft 9/87 -page number

4. Tap 50, 21 aofit - § sepiembre 1987 - page number

5. Top 50, 19-25 gcwobre 1987, - page number

6. Smash Hits, 23 Sepumber- 6 Oct. p.4 of pullowt seciion

In some instances this may not bave corresponded to my perception of whar was
actually sung. Jn such cases (529, 335, s39) explanations are given at the botiom
of the text under "lncongruencies".

After the lyric mesocurces comes the (olal number of words {comtractions count
as one). Finally, there is the word rate given in words per minute (wpm).

Lycic _transcrigtions

xxxx xxxx = indecipherable by (be researcher
() = decipherable, but with low sureness
/ = separate line in printed source of lyrics
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Corpus listing
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1 JUST CANT S5TOP LOVING YOU
ITS A 8IN

WHO'S THAT GIRL?

CALL ME

NOTHING'S GONNA STOP ME NOW
1 WANNA DANCE WITH SOMEBODY
WHAT HAVE 1 DONE TO DESERVE THIS?
1 WANT YOUR SEX

THE LIVING DAYLIGHTS

DIDN'T WE ALMOST HAVE IT ALL
FUNKY TOWN

ALONE

1 HEARD A RUMOUR

NEVER LET ME DOWN AGAIN

U GOT THE LDOK

TRUE FAITH

LA 1SLA BORITA

JUST ARGUND THE CORNER
BRIDGE TO YOUR HEART

BOYS

1LOVE TG LOVE

LIVING IN A BOX

F.L.M.

TOY BOY

I'M NOT IN LOVE

ANIMAL

NEVER GONNA GIVE YOU UP
SWEET SIXTEEN

NOTHING'S GONNA STOP US NOW
WIPEOUT

SWEET LITTLE MYSTERY
ROADBLOCK

WISHING WELL

WONDERFUL LIFE

HEART AND SQUL

WITH OR WITHOUT YOU
WHENEVER YOURE READY
SOME PEQPLE

EVERYTHING ] QWN (51}

THE RHYTHM DIVINE

THE MOTIVE

HOURGLASS

CASANOVA

DANCE LITTLE LADY

ALWAYS

JIVE TALKIN'

FAKE

GIRLFRIEND IN A COMA
LABOUR QF LOVE

JOSEPHINE
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IJUST CANT STOP LOVING YOU - MICHAEL JACKSON
11 LP, 263s, ly, 442w, [00.8wpm,

I just want to lay next 0 you for awhile/You look so beautiful tonight

Your eyes are s0 lovely/Your mouth is so sweet

A lot of people misunderstand me/That's becanse they don't know me at all

1 just want to touch vou and hold you/l need you, God 1 necd youd lave you so
much

Each time the wind blows/l hear your wvoice so
1 call your name , ., . /Whispers al moming
Qur love is dawning/Heaven's glad you came

You know how 1 feel/This thing can't go wrong
I'm so proud 10 say 1 love youfYour love's got me high
1 long to get by/This time is forever/fLove is the answer

1 hear your voice now/You are my choice now
The love you bring /Heaven's in my hecart
Al your call, 1 hear harpsfAnd angels sing

You know how 1 feel/This thing can't go wrong/l can't live my life without you

1 just can’t hold on/l fecel we belong
My life ain't worth living/If 1 can't be with you

1 just can't swop loving youw/l just cant stop loving you
And 1f 1 stop . . .fthen 1ell me just what will 1 do/Canse 1 jusi can't stop loving

you

At night when the stars shine/I pray in you I'll find

A love so rue/When moming awakes me/Will you come and 1ake me

Tl wait for you/You know how 1 feel

I won't stop until I hear your voice saying "I do"/'l do"

This thing can't go wrong/This feeling's so strong/Well, my lifc ain't worth
living

If I can't be with yowl just can't swop loving you
I just can't siop loving youfAnd 1f 1 stop../then 1cll me just what will T do
1 jus1 can't swop loving you

We can change &1l the world 1omorrow/We can sing songs of yesicrday

1 can say bey..farswell to sorrow/This is my life and 1 wam 10 sce you for
always

I just can't stop loving you/No baby, Oh! 1 jnst can't siep loving you

If I ¢can's stop..... And if 1 stop..... No........Oh Oh Qh Ch

What will 1 de? Un ... Ooh/Then tcll me, just what will 1 do

I just can't stop loving yon/Hee! Hee! Hee! Know 1 do girl!

I just can't stop foving you/You know 1 do, and if I siop../Then 1cll me just what
will 1 do
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IT'S A SIN - PET SHOP BOYS

When 1 look back upon my life
It's always with » sense of shame
I've always been the one to blame

{Chorus}

For everything | long to do

No matter when or where or who

Has one thing in common 100

Itz & ... it's 8... it's &... It's 2 sin Ii's = sin
Everything I've ever done

Everylhing I ever do

Every place I've ever been

Evetywhere I'm going to

It's 2 sin

At school they taught me how to be
So pure io thought and word and deed
They didn't quite succeed

(chorus)

Father forgive me

I tried not to do it

Tumed over & new leaf

Then tore right through it

Whatever you raught me

1 didn't believe it

Father you fought me

Ceuse [ didn't care and I still don't understand

So I look back on my life

forever with a sense of shame
I've always been ihe one to blame
{chorus)

Its a.. It's a. It's a ... It's & sin
Ir's a... It's a. It a ... It's & 5in

WHO'S THAT GIRL - MADONNA
- H =®

Wha's that girl

When you see her, say a prayer and kiss your heart goodbye
She's trooble, in 8 word, get closer to her fire

Run faster, her laughter burns you up inside

You're spinning round and round you can't get off

You tty but you cant

{chorus) Qui en es, es un nina
Who's that girl

Senorita mas pina

Who's thai girl
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You iry io aveid ber
Fale is in your hands
She's smiling an invilelion te come dance
Her bearl is on...
fallin' as a beat
You try 1o get away but you can't

(chorus)

Light up my life

So blind 1 <can'i see
Light up my life

No one can help me now

Run fasier, her laughter burns you up inside
You're spinmaing round énd round you can't get off
You iy but you can't

{chorus)

*N.B. #rrata

It was noticed late in the rescarch that this song was tabulaied incorreciiy. The
chorus was only counted once insieed of three times. Thus, there should be 30
more words added to the total word count (WCi). This represenes 15% of this
song and may change ils characler considerably in interpretation, however,
the statistics for the total corpus would not be changed much.

CALL ME - SPAGNA
4=4_Video, 2105, 224w, 6dwpm,

Hey how long

I've been wailin' for a love so tender

Hey hey how long

Can I siay without your touch 1 wonder
¥you You you you

'Teil me have you never known loneliness
Hey my love

No no deon't leave me on my own please

(Chorus) Call me Cali me
Baby baby call me now
Call me Call me

D-d-do it baby pleess

Hey I can wail

bBut 1 beg you babs don't lose my number

I teli you babe

Catl me now coz' I'm losin' stumber

1TV euuuse

All roy fantasy to dream aboul you

Hey my love 1 can't resist here ali alone please
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{(Chorus)

Baby call me now I'm all alone

Talk to me darling &l right long
Call me call me baby when you want
U v when you want baby please
Call me Call me

(2xcharus)

NOTHING'S GONNA STOP ME NOW - SAMANTHA FOX

Nothing's gonna siop me naw
Nothing's gonna siop me now

There was time

I conldn* get you out of my mind
And since the day you came

You tried to take control of me

Then came lhe day

I thought about runnin' away

And now my bags arc packed

Don't even think of holdin' me back

{Chorus 1)Npthing's gonna stop mc now
And I don't wanng talk it over

I said nothing's gonna stop me now
Gonna break it up :

Gonna take my love away - ycah yezh

Day afler day

I started slippin’ away

You tock my self respect and
You made a fool of me

(Chorus 2)Timec afier time

1 twimed it round in my mind
And now my mind's made up
To. leave the past behind me

{Chorus 1 x 4 + Chorus 2)
Nothing's gonna siop me x 4
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I'WANNA DANCE WITH SOMEBODY - WHITNEY HOUSTON
8:6, Cassepg, 28R, Jy, 364w 75 8wom,

Hunnn
Woo ooh yeah yesh 1 wanna dance

Clock strikes upon the hour

And the sun begins ta fade

Stll enough time to figure out

How to chase my blues away

I've done alright up til now

It's the light of day that shows me how
And when the night falls,

Loneliness calls

(Chorus)Oh Wanna dance with somebedy
I Wanna feel the heat with somebody
Yeah, Wanna dance with somebody
With somebody who Javes me

Ob wanna dance with somebody

I wanna feel the beat with somebody
Yeah Wanna dance with somebody

With somebody wba loves me

I've been in love and lost my senses
Spinning through the town

Soaner or later the fever ends

And I wind up fecling down

I need 2 man who'l! 1ake a chance

On & love that burns hot enough to last
S50 when the night falls

My lonely heari calls

(Chorus) -with somebody
Some¢bhady who

Somebady wha

Somebody who loves me
Somebody who

Somebady who

Who'll hotd me in his arms

1 need a2 man wbo'll take a chance

On a love that burns hot enough to last
So when the night falls

My lonely heart calls

{Cheorus) obhh, dapce (x 13),come on baby. yeah,

Oon't you wanna dance, with me baby

Don't you wanna dance, with me boy

Hey don't you wanna dance, with me baby

With somebody who loves me

Don't you wanna dance, say you wanna dance, don't you wanna dance
Don't you wanna dance, say you wanna dance, don't you wanna dance

Oon't you wanna dance, say you wanna dance, with somcbody who loves me
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WHAT DID I DO TO DESERVE THIS - PET SHOP BOYS
12 Video, 2108, 334w, 152.6wpm.

You always wanted a lover

1 only wanted a chum

I've always lived for the livin'
How am I gonna get throuph
How am I gonna pet through

1 caught you lookin' for money (go1 to have i)
Ended up leavin' with love

Now you've left me with nothing (can't take it}
How am I gonna get through

How am [ gonna get through

1 brought you drinks I brought you flowers
1 rcad you books and talked for hours
Every day so many drinks, such pretty flewers so tell me

{Chorus)

What have I , what bhave I, what have I done o deserve this

What kave I , what have 1, what have I done to deserve this

What have I , whalt have I, what have I...

Sinee yon went away, I'v¢ been hangin' around

I've been wonderin' why I'm feelin' down

Yon went away, it should make me fecl betier

1 don't know bkow I'm gonnma get through {what heve 1, what have ]. whar have ]
Done to deserve this}

How I'm gonna get through (what have I, what have I, what have 1 donc 1o
Deserve 1his)

You always wanted me 10 (bc something I wasn')
You always wanted too much

Now I can do whal I want to (forever)

How am I gonna pet through

How am [ gonna get through

Al night the people come and go.

They 1alk too fast and walk (oo slow

Chasing time from hour o hour

I call the drinks and crush the [lowers

(Chorus)

How I'rm ponna get through (what have I, what have I, what have [ done 1o
Deserve this)(x4)

I'm gonna get through(x3) ( what have I, what have I, what have I done to
Deserve this) (x6)
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I WANT YOUR SEX - GEORGE MICHAELS
2-8 Radio (maxi), 255, 354w, 83.3

There are things that you guess

And things that 1 shauld know

Boys you can trust

And girls that you don't

There's little things you hide

And little things 1hat you show

Sometimes you think you gonna get it

B you don“t and that's jusi the way it gees

(Chorus) 1 swear I won't tease you, won't tell you no lies
Don't aeed no bible, just look in my cyes

T've waited so long baby, (now that we're fricads

A man’s got his patience and here’s where mine ends)
1 want your sex | want your love

1 want your sex I wanm your scx

It's playing on my mind, it's dancing on my soul

I's taken so much time, so why don you just let me go
1"d really like to try, oh I'd really love to know

Well you 12ll me you're gonna regret it

Then I tell you that T love you but you still say no

{Chorus)
Out io the cold, I can'i much mom, girl, I'm losin’ control
Sex

It's natural , it's  chemieal (do it), it's logical, habitual {you can do it).
It's sensual, but most of all

Sex is something we should do, sex is something for me end you,

Sex is natural sex is good,

Not everybody does it. but e¢verybody should,

Sex is natural, sex is fon

Sex is special when it's one on one, one on one,

Sex, I'm not your father, sex ., I'm not your brother, sex .
Talk to your sister, ] am a lover

Scx, sex, Sk,

Oh yeah 111 want you baby.

THE LIVING DAYLIGHTS - A-HA
29, Radio. 2385 137w, 39.6wpm,

Hey driver

Where we goio”

1 swear my nerves are showin'
Set my hopes up way too high
Living's in the way we die
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Comes the moming and the headlights fade away
Hundred thousand peoplc I'm the one they blame (7}
I've been waiting long for one of us 1o save ()

Save 1he darkness let it never fade away

Living daylights, living daylights

Alright hold on tight now
IW's down, down to the wire
Sct yoor hopes up way too high
Living's in the way we dic

Comes the morning and the headlights fade away

Hundred thousand changes, cverything's the same

I've been waiting long for one of us to say (7)

Save the darkness fet it never fade away

Living daylighis, living daylights, living daylights, living dayliphis

Comes the moming and the headlighis fade away
Hundred thousand people I'm the one they blame (7)
Living daylights, living daylights, living dayliphts, living dayliphis

DIDN'T WE ALMOST HAVE {T ALL - WHITNEY HOLISTON
10-12. Cassetie, 305s, 1y wic & 3-10, 305w, 60wpm,

Remember when we held on in the rain
The nights we almost lost it once again
We can  1ake the night into toemorrow
Living on feelings

Touching you 1 feel it all again

{Chorus) Didn't we almost have it afl

When love was all we had wonh giving

The ride with you was worth the fall, my friend
Loving you makes life wonh living

Didnt we almost have it all

The nights we held on ll the morning

You know you'll never love that way again
Didnh we almost have it all

The way you used to louch me felt so finc
We kept our hearts together down the line
A moment in the soul can last forewver
Comiont and keep us

Help me bring the feeling back again

{Chorus)

Didn't we have the best of times

When love was young and new

Couldn't we reach inside and find

The world of me and you

Wc'll never lesc it again

Causc once you know what love is, you never let it end
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{Chorus)
Didn't we almost have it all

FUNKYTOWN - PSEUDO ECHO

Gotta make a move 10 a town 1hat's right for me

Town to keep me movin', keep me groovin' with some energy
Wwell, I talk about it, talk about it

Talk about it, talk about i,

Talk about, talk about, talk about movin'

Goita move on. Goita move on.

Won't you take me to a Funkytown
Wen't you take me to a Funkylown
Won't you teke me to¢ a Funkytown
Won't you take me to a Funkylown
(Repeat all)

Well, T 1alk about it, talk about it

Talk about it, talk sbaul it

Talk about, 1alk about, talk about movin'

Goua move on, Gotta move on,

ALONE - HEART
12:14, 45rpm, 218, 180w, 49.5wpiyy,

I hear the ticking of ihe elock

I'm lying here, the room'’s piteh dark

I wonder whers you arc tonight

No answer on the telephone

And the night goes by so very slow

Oh | hope that i1 won't end though  alonc

{Chorus)Til' now [ always got by on my own
I never really cared until 1 met you

And now it chills me to the bone

How do I get you alone

How do I get you alone

You don't know how long I have wanied
To touch your lips and hold you tight

You don't know how long T have waited
And | was pgonna tell you tonmight

But the secret is still my own

And my love for you is still unknown alone
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{Chorus)
How will I get you alone
How will T get you alone alone alone

I HEARD A RUMOUR - BANANARAMA
1315, 43pm. 2825, 293w, 62.2wpm.

Who needs Iriends who never shows

I'll el you what you wanna know

T could have saved a broken heart

i 1 found out long ago

I'm just thinking about all 1hose lonely nights
When 1 waited for your call

Till I foond oui all my friends were right

I didn't know you at all

(Chorus)! heard a rumour, I heard a rumour
They say yon got a broken heart, ! heard
I beard a rumour, yes I did boy

Now it scems you're telling me
You've changed your wicked ways
But shonld 1 give yon a second chance
Baby I'm too afraid

S0 you realize all the hurt you gave
And the lové you threw away

I can't lie, forgive, or scon lorget

It's never gonna be the same

{Chorus x2)

I'm just thinking about all those lonely nights
When I waited for your call

Till 1 Tound out all my Iriends were right

1 didn't knew you at all

{Chorus x 3)

NEVER LET ME DOWN - DEFECHE MODE
14-16. 45mm. 2585, 1v-2-19, 203w, 47.2wpm

I'm taking a ride with my best friend
! hope he never leis me down again
He knows whem he's taking me
Taking me where I want 1o be

I'm taking a ride with my best friend
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{Chorus} We're flying high

We're watching the world pass us by
Never want to come down

Never want to0 put my foot back
Down on the ground

I'm taking a ride with my best friend

I hope he never lets me down again

Pmmises me I'm as safe as houses

As long as I remember who's wearing the trousers
I hope he necver lets me down again

Chorus x 2

Never let me down (x12) Scc the siars they're shining bright (x4)
Exerything's alright tonight (X4}

U GOT THE LOCK - FRINCE
15-17. Cassatie, 2255 lvwic & 3-8, 248w, 66, 1wpm

(Whispering boy ) Here we am folks
The dream we all dream of

Boy versus girl in the world series of love
Tell me, have you got the look

You walked in, I woke up

I've never seen a pretly girl look so tough, baby
You got that look

Color you peach and blaek,

Color me taken aback

Crucial, I think I wantcha

(Chorus I}

(Girl YYou've got the laok, you've got the hook

You sho'muf be cookin’ in my book

Your face is jemmin', your body's heck-a-slammin’
Il love is good, let's get o0 rammin

(Beth ) You got the look, you got the look

(Boy} Looky here,You got the look (you got the look),

You must a (ook{you must a took) & whole hour just to make up your face, baby
Closin’ time, ugly lights, everybody's inspected (everybody's inspecied)

But you am a natural beauty unaflected

Did 1 say sn hour?

My face is red, I siand correcied (1 stand cormcted)

(Girl )You've got the look, (you've got the look)
You sho'nufl be cookin' in my book

Your face is jammin', your body's heck-a-slammin’
Il love is good, let's get to rammin

(Both )You got the look, you got the look
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Well here we are ladics and gentlemen

The dream we all dreem of (oh please)

Boy versus girl in the world seres of love, slammin'
You walked in (I walked in), 1 woke up (you woke up),
1 never seen such a pretty girl look so tough, baby,
You got that look, Yes you do

Color you peach and black

Color me takin' aback, baby

Crucial, 1 1hink 1 wantcha

{Chorus 1 by both)

Here we anc folks

The drcam we 8ll dream of

You got the Iook (x5 ) OGohhhh

TRUE FAITH - NEW ORDER

16-18, Mgxi, 353s. 410w §9.7wpm,

1 feel s0 exiraordinary

Something's got a hold on me

I got (his fecling I'm in motion

A certain sense of liberty

I don't care cause I'm not there

[ don't carc il I'm here to tomortow
Again znd again I've ‘taken too much
All the things that cost you too much

{Chorus)

1 used to think that the day would never come
t'd see the light in the shade of the moming sun
My moming sun is the drug that brings me hem
To a childhood I'd lost, replaced by fear

I used 10 think that the day would never come
That my life would depend on the morming sun

When 1 was 8 very small boy

- ¥Very small boys talked to me

Now that we've grown up together
They're afraid of what they see

That's the price that we all pay

xxxx destiny comes to nothing

I can't tell you where we're going

1 guess there's just mo way of khowing
{Chorus)

1 feel so extrmordinary

Something's got a hold oo me

I got this feeling I'm in motion

A c¢ertain sense of liberty

The chances are we've gone too far

You took my time and you took my money
Now 1 feel you've left me standing

In & world that's so demanding

(Chorus x 2)
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LAISLA BONITA - MADONNA
- *

Last night I dreamt of San Pedro

Just like I'd never gone, I knew the song
A young gid with eyes like the desert

It all seems like yesierday, not far away

{chorus)

Tropical the island breeze

All of nature, wild and free

This is where I long 10 be

La isla bonita

And when the samba played

The sun would st so high

Ring through my ecars and sling my eyes
Your Spaoish lulleby

1 fell in love with San Pedro

Wamm wiad cerried on the sea, he called 10 me
Te difo te amo

1 prayed that the days would last

They went so fast

{chorusg)

I want o be where. the sun wamms the sky

When it's time for siesta you can watch them go by
Beautiful faces, no cares in this world

Where & girl loves a boy and a boy loves a girl
Last night 1 dreami of San Pedro

It all seems like yesterday, not far away

{chorus x2)
Te dijo 1e amo

El dijo que te ama
La islg bonita

*N.B. Abemration: Spanish words were included in the word ¢oumt for this socog

and the eorpus in general, but were not placed in the frequency, range, and

alphebetical listings (appendices 8, 9, & 10).
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JUST AROUND THE CORNER - COCK ROBIN
18:20_Cassette, 2705, 1y, 234w, S2.wpm,

Things aren't quite as they seem inside my demain

Yoo can't koow about everything, only pleasure and pam
Yon wonder why I come bere with head to my hands
Where else can ] bz cured and the king of yonr mansion
A thomn in your side, a child to protect

That claims he's free

Just around the corner, half a mile to heaven

Strong enough w0 hold you, starved for some affection
Darling come guickly, come ease my mind

For my prayers have not been answered in 2 long time

I've already made my bed, like it or not
As long as there's no regrets I'il be here when the ride siops
These comforis to me and these crosses to bear wilh which we live

Just argund the corner, half a mile to heaven
Scwong enough o hold you, siarved for some affection
Baby, I can'l drag you inte this mess

I'm the thom in your side and the child w0 prowect
Just around the comer, half a mile to heaven

Strong cnough to hold youm, starved for some affeciion
Darling come quickly, come ease my .mind

For my prayers have naot been answered in @ long time
I'm just around the corner, yeah yeah

I'm strong enough to hold you, yes I am

Hall a mile to heaven

Just around the corner

BRIDGE TO YOUR HEART - WAX
19-21, Video, 260s 213w, 492wpm

You you you you've been gone for so long

I'm lasin’ sleep, lock at what you're doin’

I 111 know that was wrong, well ] cou]dnl see
See what 1 was losin'

Come back now baby, when you run around (when you run around)
I'm lost and found {'m lost and found)

Don't make me crazy

Just bring your body back home,

right here where you belong

Building a bridge to your hear, yeah

Let's mzke a new sian
Build a bridge 1o your heart
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1 don't know what the future's gonna be

Good or bad (good or bad), time won't be your savior
And | can't give ycu no written guaranty

Won't make you sad (won't make you sad)

But I'll be on my hest hehavior

Look what you're doing

When you put me down (when you put me down),
Make me the clown (make me the clown) yecab
Look what you're doing

Just come on over and see

Just how much lovin's in me, yeah

{Chorus)

Building a hridge to your heart, gonna build s bridge, gonna build a bridge,
Yeah

Let's make & new star

Build a bridge to your hecan

Listen, I'll take you amy way [ can tomight

Come back and satisfy my appetite

You gotta know you mean that much to me

To get you back, you know, I'll do anything, homs

Come back now baby, just bring your body back home
Right here my baby where you belong

{Chorus) yeah
Building a bridge (0 your heart, come on, come on, ¢come on, come OR

BOYS - SABRINA :
20-22, Video, 160s. 240w, 90wpm,
Hold me tight, my love wonight
Tell me you believe

(Chorus) Eweryhody, summertime love
You remember me

Everybody, suymmertime love

Be my lover, b¢ my bahy

Boys boys hoys, I'm lockin' for a good time
Boys boys boys, get ready for my love

Boys boys boys, I'm lockin' for a good time
Boys boys bays, I'm ready fer your love

Stay around, the sun goes down
Babe I'm feelin’ right
Take a chance, we love romance
Have some¢ fun tonight
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{Choruas}
Boys boys boys, I'm lcckin' for 8 good time
Boys boys boys, I'm ready for your lave

Boys boys boys (in the summeniime love, in the summertime love)
Boys boys boys (let thc summertime rofl, let the summcrtime roll)
Boys boys boys (in the summenime love, in the summenime love)
Boys boys boys (let the summertime roil, let the summertime rofl}

{Charus)

Boys boys boys, I'm lookin' for a good time {x2)
Boys boys bays, get ready for my iove
(to fade)

1LOVE TO LOVE - TINA CHARLES

(Chorus) Gei. get, get, get down - get, get, get, get. ge,
Get. get, gel, get, get, get, get - ooh ooh!

Get, get, get, get down - gel, get, get, gel, get,

Get. get, get, get, get, get, get - ooh ooh!

l tove o love, but my baby just loves to dance,

He want 1o dance, he loves 1o dance, he's got 1o dance

So, T love 1o love, but my baby just loves (o dance

Oh, I love 1o love. but there's no time for romance, ng no oo.
Ch 1 love o love, but my bahy just loves to dance.

The minute the band begins to swing it,

He's on his feet w dig it and dancc the night away
Stop, I'm spimming like a top,

Wc'll dance untii we drap, bul if I had my way.

Oh I love w0 love, but my baby just loves to dancc*

He wants to dance, he loves o dance, he's got 1o dance.

So , 1 love 10 love, but my baby just loves 10 dance.

Oh, | fove to love but he wont give our love a chance, ne no no,
Oh, I love to love, but my baby just loves to dance

{Chorus)

Oh, I love lo love but he won't give our love 3 chance, no no no,
Oh, I love 10 tove, but my baby just laves 1o dance

{Chorus) .

(* + yes he does x S5)
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LIVING IN A BOX - LIVING IN A BOX
22-28._45rom. 1825, 281w, 133 8wpm,

Woke up this moming, was in xxxx nothin' doin’'

1 feel resistance as 1 open my cyes, someome's (colin'
1 found a way 10 break through this (?)

Cause 1 know what's goin' on

I'm alivin' in a box, I'm alivin' in a cardboard box
I'm alivin' in a box, I'm alivin' in a cardboard box
Fm alivin' in a box

Lile goes in circles, around snd arpund, circulaling

1 sometimes . wonder what's movin' underground, I'm escaping
1 [ound a way to break ihrough this  (?)

'‘Cause 1 know what's going on, it's about lime

{Chorus+livin' x 5)

1 found a way to break through this xxxx

'Cause 1 know what's going on, it"s about time

I'm alivin' in a box, living,I'm alivin' in a cardboard box (x 8)
I'm alivin'(xI0) I'm alivin' in a box (x2)

FLM, - MEL & KIM
23-30, LP. 235s, Iy, 216w, S55jwpm,

F.LM.

Don't want to sit on the sideline
Or stare at the skyline

Just wanna be free

MNeed 10 make a few beadlines
Just looking for good times
Just wanna be me

{Chorus) If you're in confusion

Here's [he solution

Fun, love and moncy

You can't get the answers if you don't take chances
Fun love and money

FL. M.

So tired watching the world go by
Secing the time fly

Ronning away

Sometimes 1 can fly so high

I can see blue skies

Where others see grey

(Chorus)
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FL.M. FLM,

Fun, love maoney

Fun love money

Boyfriends are baring

Fun love maney fun love money

Waii til the right onc comes along
Fun love money fun love money
Fun love maoney independence

Fun love money fun love maoney

Don't want (¢ sit on the sideline
Or stare at the skyline

Just wanpa be free

{Chorus)

F.L.M.

TOY BOY - SINITTA

Gat no reason to be tied down

Gol my mate, got my flag, got my brand new cer (7)
And a ticket 10 the £lub whers the 10y boys ace

We don't need men hangin' around,

Toy boys know how to pet down

Toy boys know how to get down

S50 ger down, get down, ger down

So get down, get down, get down

Everybody's talkin when they see me walkin
With this little boy of mine

He's my playmate, and I love him

I dress him up lookin' fine

He ain got no maoney

People think it's funny

He gives me everything I need

He's my playbay, and my lave toy

And I want every one to know

(Chorus 1) He's my toy boy. 1oy boy

I'm out with my toy bey.ioy boy

Monday. Tuesday, Wednesday, Thursday, Friday, Saturday., Sunday night, nigha,
night

When | want a lover, don't peed any other
I know he'll come runnin' 10 me

He's my gigolo, my Romeo

And I want everyone 10 know

(Chorus 2)

He's my toy boy, toy boy

I'm out with my toy boy, oy boy

And when I get to shakin' | know he's gonna love me right
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(Chorus 1}
Toy boy (X 4)

Everybody's talkin® when they sce me walkin' with this little boy of mine

He's my gigolo, my Romeo, and 1 want everyone to know

{Chorusz,],+)
He's my toy boy, toy boy
I'm out with my toy boy, toy boy

ITMNOTINLOVE - JOHNNY LOGAN

Oh, you'll wait a long time for me, Oh, you'll wait a long time

I'm not m love, so don't forget it

It's just & silly phase I'm going through

And just becauss 1 call you up

Don't get me wrong, don't think you've got it made
I'm not ic love, no no, it's because

I like to see you, but then again

That doesnt mean you mean that much 10 me
So if I call you, dont make a fuss

Don't tstl your friends about the two of us
I'm not in love, no no, it's because

Oh, you'll wait a tong time for me, oh, you'll wait a long time
LOh, you'll wait a long time for me, oh, you'll wait a long time

I keep your piclure upon the wall

It hides a nasty stain 1hat's lying there

So don't you ask me 1o give it back

1 know you know [t doesn't mean thar much to me

I'm not in love, ro no, no, I'm not in love, no no no no! no no
I'm not in love no

I'm not in love

Just a silly phase I'm going through

ANIMAL - DEF LEPARD
20:38._LE. 2425, 259w, €4.2wopm,

Wild lion, on the siormy groand

Such a lust for life, the circus comes 10 town
We are the bungry ones on a lightning raid
Just like a river runs, like a fire needs flame
1 beg for you

{Chorus) 1 got (o feel it in my blood

1 need your touch, don't nced your love
And T want, and T need, and 1 love animal
And I want, and 1 nced, and I love animal
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Cry wolf, givem mouth 10 mouth

Like a moment heartbeat in the witchin' hour
Lovin' with the wind . shadow in the dust

Like 2 child in pain, like a resiless run

1 pbever seen

(Chorus)

Cry for wolf baby, cry (xxxx)

{Chorus)

And 1 want, and I need, and 1 love animal (x5)
Take me, Irain me, hold me, animal

Show me, show me, let me be your animal
And 1 want.....animal

NEVER GONNA GIVE YOU UP - RICK ASTLEY
2239, Video, 210s, 386w, 110.3wom,

We're no strangers to love

You know the rules and so do I

I've still commitments while I'm thiokin' of
You wouldn't get this from any other guy

I just wanna tell you how I'm feeling

Gotta make you understand

{Chorus) NWever gonna give you up
Never gonna let you down

Never gonna run around and desert yon
Never gonna make you cry

Never gonna say goodbye

Never gonna tell a lie and hurt you

*We've known cach other for so long

You're hcart's been aching but you'rs 100 shy to say it
This time we bolh know what's been goin' on

We' know the game and we'rc gonna play it

And if you ask me how I'm fecling
Deon't ell me you're oo glad 10 see

(Chorus z 2)

Give you up, ncver gonna give ( x4)
(Repeat™)

I just wanna tell you how I'm feelin'
Gotta make you undersiand

(Chorus x3)
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SWEET SIXTEEN - BILLY IDOL
2840, 45rpm. 234s. 313w, $0.3wpm.

Do anything, with my sweet sixieen

And 1 do everything, listle runaway child

Gave my bean an enrgagement Fing

She took everything

Everything 1 gave her, oh sweet sixteen

Ruilt 2 moon for a rockin' chair

I never guessed it would rock as far from here
Somcone's building candy castle for my sweet sixteen
Someons's building candy braips xxxx xxxx Xxxxx

Do anything, with my sweet sixteen

Oh 1 do anything, with my runaway child

Well memories will burn yon

Memories grow older ag people can

They just get colder like sweet sixicen

Oh 1 see it's clear baby that you are ofiee here

Someonc's building candy castle for my sweet sixteen (?)
Someone's building candy house to bouse her in
Someone's building candy castle for my sweet sixteen
Someone’s buikling candy brain XXX XXXX XXXX (%)

Do anything, for my sweet sixteen

Oh 1 do aoything, for little runaway girl

Sad and lonmely and biloe

Gertin over you

How how do you think it feels?

In ihe moming, gettin' over you, in the moming gettin® over you
Wipe away the wears, gettin® over you, gettin' over, gettin' over

Sweel sixteen, runaway child

Sweel sixteen, runaway girl

Gave my hean an cngapement ring

Ste left everylhing, everything 1 gave her,

Sweet sixteen

Built a moon for rockin’ chair

Never puessed it would rock as far from here
Someone’s buildin’® candy castle for my sweet sixieen
Someopne’s buildin' candy house to honse her im
Someone's buildin candy castle for my sweet sixteen
Someone's buildin' candy house to house her in

I do anything (x6), for my (x1} sweet sixteen (x7)},
For my runaway child,
For little rungway gid (x2)
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NOTHING'S GONNA STOP US NOW - STARSHIP

29-4]. 45rpm. 269s. lv 4-11. Sllw, Il4.wpm,

Lookin' in your cyes/l sec a paradise

This world that 1 found /Is too good to be true
Standin’ here beside ya /Want so much to give you
This love in my heant /That I'm feclin’ for you

Let ‘em sey we're crazy/l dom't care gbout that

Put your hand in my hand baby/Dont ever look back
Let the world around usfJust fall apan

Baby we can make it if we're heart o heanl

And we can build this dresm together/Standin' strong forever
Nothing's gonna stop us now/fAnd il this world runs out of lovers
We'll still have cach other/Mothing's gonna stop us

Nothing's gonna stop us now

I'm so glad t found ya/I'm not gonna lese you whatever il takes
I will say here with you/Take it to the good times
See it through the bad times/Whatever it takes is what 1I'm gonna do

Let ‘em say we're crazy/What do they know

Put your arms around me baby/Don't ever let go
Let the werld zround us/lust fall apan

Baby we can make it if we're hean to heart

(Chorus) And we can build this dream iogether
Standin’ strong forever

Nothing's gonna siop us now

And if this world runs ocut of lovers

We'll still have each other

Nething's gonna stop us

Nothing's gonna stop us

Oh all that 1 nesd is you/All that I ever need
All that 1 want 10 do/ls hold vou foreverfforever and cver

Chorus

Chorus +nothings genna stop us now, oh no
Chorus + Oh baby, I know, coh baby

Chorus - {last half)

Inzongruencies:

Bold words left out of the magazine’s lyrics
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WIPEQUT - FAT BOYS

3042, Video, 1055, 145 w82 Swpm,

Workin' ont wipe out (x8)

Hey little gisl waich out, here we go, here we go
Workin' out wipe out

For threc years siraight we toured the nation
When we gei through we need a vacation

We wanted to party and get a little rest

So we packed our things and headed out west
We got the surf boards, took the beach ball out
Jumped in the limousine, ready to wipe out
Hey we ready to go

Here we go, here we go, bit it beat, here we go

We got to Califomnia and headed for the beach
There were pirls galore, all within our reach
There was sand and sun and lots of fun

But when we get there tbe fun really begun
So we xxxx and stanted 10 xxxx

It was the beach boys rockin' the wipe out

SWEET LITTLE MYSTERY - WET WET WET
3143, Video, 1255 110w, 52.8wpm,

My love has taken a tumble

But I'm still standing

You're such a natural, sing, that's what you are
Say I wouldn't steal you round my bzby (7)

I wouldn't steal you coh

{chorug) 'Cause it's that sweet little mystery
That roskes me try, try try try ch lel me 1ry
Sweet little mystery xxxx xxxx xxxx  try try try

Didn't I come to give you a sense of wonder
Didn't 1 come to lift this fiery vision

Didn't I come 10 pive you a sense of wonder
To your life

Say [ wouldn't 'steal  you round my baby

I woulde't steal you ohh

(Chorusx2) makes me try

ROADBLOCK - STOCK AITKEN WATERMAN
32-44, Maxic, 995, S3w, 16.6wpm,

Hey, hey roadblock, gonna be a roadblock,
Roadblock x3

Gonna xxxx this city, gonna bhe a roadblock
Readblock x 3, gonna be a roadblock

Gonna xxxx this city x2

Take on me boy lake on me, gonna be a roadblock
Roadblock x 3, Roadblock x 7
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WISHING WELL - TERENCE TRENT D'ARBY
33-45, 45rpm, 213s, 240w, 67.6wpm, (underlined eaplanations below)

Kissing like a bandit, stealing time 1
Underneath 1the sycamore tree 2
Cupid by the hour gipps valenlines to my sweet lover and mate/me (7 3

Slowly { ____ ) surely 4
Your appelitc is more thap 1 gan _do 5
Sweetly sofily 6
I'm falling in love with you 7
(chorus) Wish me love a wishing well, {___) kiss and tell 8
A wishing well a butterfly tears 9
Wish me love a wishing well, kiss and tell 10
A wishing well, & crocodile cheers, sing/ gei up 11
k kin' ? 12
Hugging like & monkey see monkey do 13
Right beside a river boat gambler 14
Erotic 2xxx xxxx through my hair 15
Say | wanna be 3 midnight rambler . 16
Quickly . quickly, the blood races through my veins 17
Quickly, loudly (" T wsanna hear ihose sugar bells ring 18
{chorus}
Come on, come_on {chorus) [ feel like eoing on (x2), come_on (x2) 19
AXXX XXXX XXXX Xxxxx you midnight rambler baby, dig it 20
n't know n' 21
but all I know js gotta be 22
Gona be a midnight rambler, bhaby 23

N.B. Laie in my rmescarch {after the analyses were done in chapters 2 and 3).1
found the lyrics on the LP cover. The lyrics clarified some doubis(? above) and
provided items for unknown words {xxxx). The printed lyres also were
different from what I had beard sometimes, implying cither 1 heard
incorrectly, or perhaps the singer's vocalizations were of poor quality, or he
did sing what 1 have written and the printed lyrics are just another version.
This last possibility is not so far-fetched as onc might think, &s singers ofien ad-
lib when acwwally performing a song, &s lines 19-23 (not in printed lyries at all)
show, *

Line noles; prinled text =p.t.

3: paosends me

47 puli + but

5 pL: knew

8 pt: 410

11: not in p..

12: line not in p.t.

15: ptimages float

18: loudly confirmed by pit.

19-23: not in pnnied lyrics, free skal.
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WONDERFUL LIFE - BLACK
34-46. Video, 1905, 150w, 474wpm

Here 1 go out to sea again

Sunshine fills my hair

Dolls in the sky and in my blue eye

You know it feels sa bad

There's magic everywhere

Look at me standin® here on my own again
I'm straight in the sunshine

{Chorus) No need to run and hide
I's a wonderful wonderful life
No need to laogh and cry

It's a wonderful wonderful life

The sun's in your ¢yes, the heat is in your hair
They seem to hate you because you're there
And I need a friend, oh I need a friend

Who'd make me happy

Not stand here on my aown

Lock at me standin’ here on my own again

I'm straight in the sunshinc

{Charus)
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HEART AND SQUL - TPAU

35-48, Video, 242s, )v3-12, 691w, 17§.3wom,

Something in the moonlight catches my eye
The shedow of & lover goes dancing by
Looking for a litile bit of love to grow

So pive me love, pive me heart and soul

You never lei me cross to the other side now
I'm tied to the hope that you will somehow
Hard on the heels of something mere

But T lost your love, heart and soul

Tht tear in my heart as you welk on by

I feel 50 low and your head is high
Everything you do convinces me more
Please give me love, give me heart and soul
Looking to the day when 1 saw your face

I wasn't in the running, T wasn't in the race
You moved in a way that 1'd kmown before
Now 1 want yout love, heart and soul

Tircd eves, tears that dricd on the bed
On the pillow where you told your lies
A wm of the key, my biood runs eold
Don't look back to hurt me mome
Everything you said was to the point
Can't you 1ry, try to

{Chotus)

Give g litde bit of heant and soul,

Give a littde bit of heart and soul
Must I beg you?

Welking on the water, walking on the air
Thet was the heart of the love we shared
D¢ you keep a secret left untold

So you can't give love, heart and soul

1 used 10 have a lover with the Mldas touch
Tumed w0 gold, but he's twmed o dust
Left me for another, I turned to stone

Now give me love, hearl and soul

Tired eyes, tears that dried on the bed,
On the pillow wherz our love has died
A turn of the key through the door you go
Dom’t look back to hurt me more
Everthing you said just szid it all
Can't you Uy to

(Chorus)

Somchow 1 lost my wey

Looking to sce somthing io your eyes
But love will never compromise

Now this is the ... {chorus x3)

Mote than an ocean
Keeps us apart

1 feel a tearing
In half of my heart

Leaving you gin't casy now

But loving you is thc barder part

You never want me lor mysell

And I've needed you from the wery start

Won'l yoo even try 1o

Give a liule bit of heart and soul
Give a little bit of love 10 grow

Give a littke bi1 of heart and soul
And don't you make me beg for morel
Give a sign, I need 10 know

A finle bit of beart and soul

A walk on the water

1s =2l] that 1 need
But miracles
Are not happening

Living iz a fantagy

There's never any room to hreathe
Hoping every waking hour

You'll tum arcund and say

That we could starl

Won't you ever try to

N.B. Incongruencies: "Midar" in the magaiine was "mightest”, apparently the transcriber

war unfamiliar with the story,
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WITH OR WITHOUT YOU - U2

See the stonc sct in your eyes

See the thom twist o your side

I wait far you

Sleight of hand aod cwist of faie
On a bed of nails she makes me wait
And 1 wait ... without you

With or without you
With or withont you

Through the storm we reach the shore
You give it all but I want more

And I'm waiting for you

(chorus 1)

With or without you

With or without you

I can't live

With or without you

(Chorus 2)And you give yoursclf away
And you give yourself away

And vou give

And you give

And you give yourself away

My hands are tied

My baby bruised., she's got me with
Nothing left to win

And nothing else co lose

{Chorus 2 +Chorus 1 + Ohhhbhhhh + Choros 1)
With or withaut you

WHENEVER YOU'RE READY - FIVE STAR
37-50. Video, 1905, 251w, 79 Swpm

Whenever you're ready, whenever you are ready
whenever you're ready, whenever you're ready, just call me

It don't take too long to read betwecn the lines
Got a feelin’ that yeu're no longer mine

T think about you boy, cach and every day

Mot sbout to let your love just slip away

We both know something has gone wrong

But let me [ell you, gonna be alright

It won't be easy, but I'il be strong

I'll wait for you, I'll be there, you can count on me
I'll be thers, sugar
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(Chorus)Whenever you're ready. I'll be around
Whenever you're ready

Whenever youn're ready, love is sill waiting
Whenever yon're ready. just call me,

Call me

MNow the word is owt, it's all over town

Some say that youw've been foolin’ around

But I domh listen to what they have to say

'Cause I know you love me in a special way

I get in my xxxx xxxx certain fecling I get ()
From being withouz you

It won't be casy , but I'll be strong, I'll wait for you
I'lt be there, you can count on me, oh yeah,

I'll be cthere, sugar

{(Chorus + whencver you are ready x3)

SOME PEQPLE - CLIFF RICHARD
38-31. Video, 1635, 183w, 66.Swpm.

Some people may tease one anoiher

Take pride in themselves, keeping the other onc down
Well 'm not like that ‘st all

Some people they hurt one another

They love lo sec hurt in the other one's cyes

Well I'm not like that at all

Some pecople are born for ecach other

They love to walk holding the other one's hand

They always understand

Some people cry, some people know why

Some people they use one another, so aimlessly not like lovers do
Well I'm not like that all

Some people they long for each other

They love to talk holding the other one's hand

They always understand

Some people cry, some people know why

In a word unspoken with a voice unheard
When a thought is broken by a tender word
When 8 heart is moved, when a heart is stoned
The silence tells you you're nm alone

Some people are bom for cach ather

They love 1o walk holding the other one's hand
They always understand

Some people cry, some people know why
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EVERYTHINGI OWN - BOY GEORGE
- 1 - i 1

Ch

You shecliered me from harm
Kept me wamm, kept me warm
You gave my life to me

Set me free, you set me free

Of all ke years I ever knew
Those finer ones I spent with you

{Chorus) I would give everything I own
Give up my life, my heant, my home

I would give everything 1 own

Jusi to have you back again

You taught me how 10 cry

1 don't know why, just don't know why
You gave my life to me

Set me free, you set me free

Of all the years 1 ever knew

Those finer ones 1 spemi with you

(Chorus) Just to hold you once again

Ii there's someone yon know

That won't let you go

And taking it all for granted

You may lose them one day
Someone take them away

And you don’t hear 3 word ihey say

{Chorus +Just ta hold you once again x 2)

Incongruencies: Bold words sung but not in printed text,

dw

THE RHVTHM DIVINE - YELLO
40-55, 45rpm, 210s, ly-3-28, 125w, 35.7wpm

*You know that my tcars have kept me awake
The longer you're gone I'l hunger and shake
From Warsaw to Rome Il wait out of time
With you in my heart - the rhythm divine

S0 won't you come close, bring this to an end
With cach winter rose my love 1 will send.
So tender the night when you hold me tight,
With you in my heart - ihe rhythm divine
* (repeat first wverse)

The rthythm divine, the rhythm divine
With you in my heart - the rhythm divine
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THE MOTIVE - THEN JERICO
Al-58. Video, 1635, 214w, J7.8wpm,

When night comes down and moments go

The rais go by and by

Everyone just turms around and waits to feel inside

And down you came with all you know, and captured my desire (desire)
Ain't 1t e you know I find, that I'm already tied

Well there's ng getting over the riches that yow gave
And within the light that shines from you

I'll bathe (7} myself 111 bathe (?) myself I

Nao more living withou you

Ues I'm glad 1 found you

You will be the one who knows {7) I know

You will leave me (?) blind and yon will leave aside
You could be the one o know,

Is there any point in living without your love
Any point in living without your love,

I haold on and hold on and hold on till the cnd (?)

Your xxxx will just seal your soul

And that’s what I believe

But where there's truth there’s paetry

That happens naturally

Now 1 know how it feels 1o bum and throw your life away {(away)
But 1 will lose myself in you and

Find myself again

Well there's no gewting over the riches that you gave

And within the light that shines from you

I'll bathe mysell I'll bathe myself 1 )]

HQURGLASS - SQUEEZE

1 feel like I'm pounding con a big door
No one c¢an hear me knecking

1 feel like I'm falling flat to the flpor
No onc can catch me from Falling

The hourglass has no more grains of sand

My watch haes stopped, no more tuming hands
The crew have sbandoned the ship

The lights are on but no on¢ is in

(Chorus) Take i the bridge, throw it overboard
See if it can swim back wp 10 the shore

No one's in the house, everyone is out

All the liphts are on and the blinds arc down
Take it the bridge, throw i1 overboard

Scc if it can swim back up to the shore

No one's in the house, everyene is out

Al 1he lights arc on and the blinds arc down
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! feel like I'm calling on a telephone

No ome can bear the ringing

1 feel like I'm mnning up  a steep hill

No one can stop mc from running

The hourglass has no more grains of sand
My watch has stopped no more tuming hands
The little hand shakes its fist

The faece is hanging out on & spring

{Chorus x2)

The hourglass has no more grains of sand
Little red grains of sand

My watch has stopped no more tuming hands
Little green neon hands

{chorus)

Feel tike I'm calling back to the shore
No one can hear me calling

Feel like I'm falling flat to the floor
No one can catch me from falling

{chorus)

CASANOVA - LEVERT

| - w

Umm baby

(Chorus) I aint much on Casanova

Me and Romeg ain't never been friends
Can't you see how much ! really love you
Gonna sing it 10 you time and time again
Oh Casanova Casanova

Every man deserves & good woman

And 1 want you 10 be my wifc

Time is so much better spent baby

With a woman just like you in my life

50 et me love you, fill you up inside

I want to hold you baby, so let me squeeze you

Don't you know that I'll pet down on my knees for you baby

You see {Chorus)
Casanogva Casznova

Every time 1 wanna see you

! ¢an't find the words to il you so

But 1 love I love 1 love I love 1 love you baby
And I just got 1o lct you know

How much [ need you

Show you what you mean to me ¢ach day haby
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So let me hold you, keep you safe snd warm
Il bs your sweetheart baby baby baby baby

And when ! told you gis! I'm an average guy
You seem to know just how ! really Ieel

Cause | can't let you go

I need and want you to stay right here with me
Baby I never kncw love until you came along

Oh Casanova tell me what to say

Casanova 1 can’t let her get away

Oh Casanova tell me what to do

I'm no Casanova I just wanna be with you

Listen baby, ! wanna hold 1 wanna sgueeze you too
| wanna make sweet love with you, Casanova

| wanna be there when you're fecling low

Never let you go no

Casanova

DANCE LITTLE LADY - TINA CHARLES
4462, LP. 310s, 1v-5-33, 269w, 52 lwmm

{Chorus) Dance dance listle lady dance
Dance little lady
Gonna dance....gonna dance little lady

Someone 1aught me how to dance last night

What a mover, yczh

He was, yeah

And someone taught me how to do it right

What a groover, yeah

He was, yeah

He taught me all the steps he knew to rock n' roll

| found my sense of rhythm but 1 lost my sclf control
When he said (choris)

Someonc taupht me how 1o move last night

Whgt a looker, yeah

He was, yeah

And someone taught me how 10 do it right

What & cooker, ycoh

He was, yeah

Now *wc boogie and we bump until we're fit to drop
And when he gets me goin' 1 don't wanna stop
When he says {charus)

Ohh (repecat®) (chorus) (insirumental)
Dance linde lady dance

Dance dance linle lady

You know you've only got one chamco
Gonna dance, gonna dance little lady.

Dance (X16)

Dance, dance little lady, dance {x 6)
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ALWAYS - ATLANTIC STAR
4563, LP. 2795 ly, 242w, J2.wpm,

Ginl you are 1o me

All that a woman should be

And ] dedicate my life to you, always

A love like yours is care

It must have been senl from up above
And 1 know you'll stay this way for always

(bridge)

And we both know
That our love will grow
And forgver it will be
You and me

(chorus) Ohh You're like thc sun
Chasing all the rain away

When you comec around

You bring brighter days

You're tht perfect one for me
And you forever will be

And 1 will Iove you so for always

Come with me my sweet

Let's go make a family

And they will bring os joy for always
Oh boy 1 love yon so

Can't find enongh ways lo let you know
Bul you can be sure I'm yours for always

{Repeat bridge and chorus)

JIVE TALKIN' - BOOGIE BOX HIGH
46-64, Maxi, 2765, 3tdw, 68 3wpm

It's just your jive talkin'

You're telling me lies, ycah yeah, jive talkin'
You wear a disguise, jive talkin'

So misunderstood, jive 1talkin'

You're really no good

Only jive, my jive, you'll never know

Just whal you meant 10 me

Only my jive, you got s¢ much jive

You're gonna take away my energy with all your

(Chorus)

Jive talkin', you're tellin' me lies

Good lovin' still gets in my cyes

There's nebody, believe what you say

It's just your jive 1alkin', that gets in the way, yeah
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Oh my child {7) you arc s0 good at ircating me so cruel

There you go with your lancy lics leaving me lookin' like a dumb struck fool
(1)

With all your jive lalkin', oh yeah oh ycah

Yaur jive jive talkin', jive talkin'

ft's just your jive jive talkin’, you jusl 2in’t nc good

ft's just your jive 1alkin’, it's afl very fine, ycah

And jive 1alkin’ just isn't a crime

There's some somebody you love 1ill you die

And sall their jive talkin' , just gets in your eye

(Chorus)

Love talkin, it's all very finc

And jive talkin’ , just isn't a cnme

There's some somcbody that you love il you die
l's just your jive talkin' that gets in your cyes
Your way,

Dont give me that jive '(x 4)
Jive talkin® (x6)

It's just your jive talkin' {x2)
Jive jive ialkin' (x4)

FAKE - ALEXANDER Q'NEAL
47:66, 45rpm. 190s 327w, 103 3wpm,

Can [ pget some nasty base?

Gonna be kinda right tonight

Fellas, ycah, we're gonna talk abous a girl who's fake

Fellzs, can I get you to put your hands together for that (applause) come on
Pauy, Patty, her name it was Patty, but now it's Gay

Girl you seem to change it every day

Your hair was long, bui now it's short, you say

"l got it cut”, but I don't see no hsir on the foor

Whenever T go out with you, I find out someihing ocw

(Chorus) You'rc a fake, baby

Yon can't conceal it

Know how 1 know? ‘cause | can fcel it
You're a fake, baby

No rthyme or rcason 'cause in your mind
ft's lying scason

You had brown eyes, but now they're blue

Those false cyclashes that you'rc wearing too, well
In bed this moming, you called me Clyde

Alex is the name that [ go by

If women could be xxxx xxxx

Then you'd be it
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{Charus)

1've blown your cover, the jig is up

'Causs 1 discovered,

You're a fake., baby

No need 1o hide it, cant change my mind
‘Cause I've decided

You're a fake, baby, and I'm disgusted

The game is through, and girl you're busied
Fake (x 6)

Whenever I go out with you (x2) 1 find oml something new
You're a fake
You always have a good excuse (x2} well girl there ain't no use

(Chorus)

No rhyme or reason, ‘cause in your mind

It's lying season

You're a fake, baby, fake, xxxx xxxx, fake, running round and rumnnin round,
fake

GIRLFRIEND IN A COMA - THE SMITHS
48-67. Casseu.122s. 138w, 67.9wpm,

Girlfriend in a coma [ know. I know it's serious
Girlfriend in a coma, 1 know [ know it's really serious
There are limes when I could have mordered her

But you know [ would hate anyihing io happen to her
Now I don't want to see her

Do you really ithink she'll pull through

Do you really think she'll pull through

Girlftiend in a coma 1 know T know il's serious

Byc bye bye bye bye baby good bye

There were limes when I could have strangled her
But you kmow 1 would hate anything (o happen to her
Would you pleasc lel me sec her

Do you really think she'll pull through

Do you really think she’ll pull through

Let me whisper my last goodbyes 1 know D1's serioos

LABOUR OFLOVE - HUE & CRY
49-68, Maxi, 263s, ly-6, 431w, 96.6wpm,

You said do you recall abowl seven ycars ago

Now you said that you were 5o t(ough

And I Toved it och

Loved you for putting me down in a totally new way
Down with the bad old sad old days

Get away now

Bui now you're 100 muoch pain for 100 little gain
And T feel like I'm gonna fight back right now
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Goona withdraw my labour of love

Gonna strike for the ripght to pget imo your heart
Withdraw my labowr of love

Goona sirike for the right 10 get inlo your cold heart
Ain't ponma work for you no maore

Aju't gonna work for you no maore

Ha casy I know thalt you said 11 never was gonna be easy
But not this hard

You're 50 cold so cold

The romance goes when the promises break

My mistake was 10 love you a little a0 much

Gonna withdraw my labour of love

Gonna strike for the right to get into your heant
Withdraw my labour of love

Gonna strike for the right to get into your heart
Baby now wilhdraw my labour of love

Gonna strike for the right o get ing your heart
Gonna withdraw my labaur of love

Goonna strike for the right to get im0 your hear
Aimt gonna work for you neo mare

Ain't gomma work for you no more

[ ean't s1and it | said 1 just don't want i

I'm never gonna need il no way yeah

[ cant stand it said | just dom't wami it

I'm never gonna need it anyway

[ don't want you [ don't need you

[ don't need your tricks and freats

Don't need your ministration yowr mad determination
Had cnough of you and your super bad crew

[ don nced your don't need your pseudo sarisfaction baby

1 can't stand it, 1 said 1 jusi don't want it
I'm ncver gonea uged it anyway yeah

1 eant stand it, 1 don't wam i

1 don't need your pseudo salisfaction baby

{x5)Withdraw my labour of love

{(x5)Gonna strike for the right 10 get inmlo your hean
Withdraw my labour of love

Gonna strike for the right 10 get inte your cold heart
Ain't gonna work far you no morc
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JOSEFHINE - CHRIS REA
50-69, LPcompilation. 2195, 197w, 54 wpm,

There's rain om my window
I'm thinkin' of you

Tears on my pillow

But 1 will come through

(Chorus) Josephine, Il send you all my love
And cvery single step 1 take

I take for you

Josephine, I'l send you all my love
Josephing, Il send you all my love

There's a slorm on my radar
But 1 can still fly

You are the reason

The blue in my sky

{Chorus + my)

(Instrumental)}

{(Chorus + that , my)

When I'm far away,

T send you all my love

30 far away, scnd you all my love, Josephine
T send yon all my love

111 send you all my love

Josephine, 11 send you all my love
Tosephine, 1I'll send you all my love
{(choruos)
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Appendix 6

Careless wWhisper by Wham !
N.B.:errors circled

| just go from day to
day knowing all aboyt
other boy

¥Yau tske my hend

ond teil me I'm e {oal
To glve you st that

| da

| bet you someday baby
romeane sayt Lhe sama
to you

Repeat *
Repeat **

Haold me baby bold
me

Baby

Hold me baby hold
ma baby

Aepeat *
Repeat ** 2 x

CARELESS
WHIPSER

{ lang varsion )
Time. cen never end
the careless whitper
of a good friend

To the heart end

mind -
" vou'rie
kin =
Thére nd confort in
the paln
| rder you'll
(friend 5

ould have known
battar yeah
| foel 20 Untura
Have me taks youy

hand
And [ead you to

2320

e agnce tigor

As the music diex
Something in your
eyes couse (o mind
the silver screen
And aif (t's said
goodbye

@uer ganne dance
pin

Quilty feeling ¢'ve
gotten nll-lin thers
The(rh i3 easy

1o préténd

t knaw you ars not
atoel

Should have known
better that yau
trgdld iriend
‘Waated chance that
{'ve been given

Sa I'lf never gonna
‘dance ggain

The way | dance
with you

Aepest *
Repeat **

Tonight the music
teems 30 loud
t wish that we cduld

lage this crowd
Way be isbettar
this way

Wa're hurt each
ather with the
thing we want.t0
tay -
We could heve tive
10 good togdther
We could have live
thiz bad for ever
But now who's
gonne

Oance with you

e

Exampie of lyri¢s from pirated cassette jacket (enlarged)

Please s10y end
Repesat **

Now night you'rs
gqong

Now they're too
gone

Now might you're
gqone

Whet cause me 10
be so0 wrong

WAKE ME UP GEFORE
YOU GO -GO

Cheer bug {4x)

You got the feeling
into my heart

You send my soul sky
high when your lovin'
storts

Cheer bug inta my
brain

It goes the bang-bang
bang

Till my leet do the
same

it"s something hard
Something In right
The dilference told
whast you do tazi night
Lelft ma sleeging on
my bed

| was dresming

But | shauld have
been here ingieed
Weke me up

Befare you o - ga
Qon't legve me, hanging
on like & yo - y0
Wake me up baiore
You go- go

I{d’(}n't want ta miss
vy
"5 LY



Appendix 7

_ Word count one of New Generation
1986. by GRANGER & BEAUMONT. Lendon: Heineman.

Student’s book one, p. 76-77.
This selection is treated approximately midway through the first year

of English in the eighth year of schooling in the Canton of Neuchitel,
Stndents are thirteen and fourteen years of age.

Switzerland.

Words =

types

numbers= tokens.
Type/token Ratio; NG 146/394=37

PS average song 76/263 =29
NG Sentences = 62 Average words per sentence =

is

the
she

2
Susan
in
Cindy
her

it

to
Mewman
and
tape
of

W

at

you
see
nurse
Mrs
hospital
car
can

an
still
moving
Movers
Micky
lorry
Londeon
for
doctor
cama
are
yes
Wright
what

Actual text next page (reduced photocopy A3 to A4)

37

B 10 bt ) ) 34 L D WD L L L e B B b B BB B LA LA LR LA G G G ] B8

100
this
1here
talking
six
she's
school
quarter
pop
playing
past
on
Nelson
lying
lives
July
it's
home
he

has
halF
group
gat
evening
crossroads
coming
city
Cindy's
can't
called
blue
ambulance
again
works
warking
weekly
waiting

e k2 B2 R B B DS B B B B2 RS B B b b B Bt B B B B B B B ORI DD B B B B2 B B B

wait
traffic
today
thase
they're
these
telephone
tapes
tape's
switch
student
stop
speciat
011y
singer
send
raad
riding
really
please
phaning
out

ah
office
off

noi

ng
nexl
mother
Monday
message
magazine
lot
look
like
leaving
later

Ll R e e T T S Vi N U

journalist
isn't
interviewing
ides
I'm
how
hour
Lere's
hello
good
goes
giving
froni
from
Friday
five
favourite
eyes
driving
driver
daoes
day
closed
cassette
but

bax
books
behind
bed
asking
art

arm
abaut
I3t
18th
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NG Syllables = 5§14  Average word length 1.31 syllables,
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Appendix 7 Comparative passage from New Generation (1986 Granger & Beaumont)

The Accident

A e N

A
i
"
1 ——"
Susan Wright lives in London. She is a journaltist. She works fora Cindy Newman lives in London,
rdgazine called 'Pop Weekly'. Today is Feiday, July 1st. s hall past too. She isa student. She goesto
five it the evening. Susan isin her office. She is interviewing Micky the London Schao! of Art. Itis
Nelson, Micky is the ginger in 8 pop group calied] “The Movers', quarter to six now and Cindy is
leaving schgol.
T ——e -
of TR S e

) L ) .
There is o Jot of trafficin the cily thig
evening. Can you see Susan? Sheis
driving home in her car. Theee isa blus
carin frontof ber,

Canvousee Cindy? She is riding
home on her motarbike. She is
behind 2 larry. The lorry is coming
to acyossroads.

The blue car is walting at the crossraads,
The driver of the car can see the lorry, but

lecan't see Cindy _ ..

... and ke can’t stop!

Now Cindy islying in the road, Hereyesare
closed and she isn't moving. Susanisina
ielephone box. She is phoaing foran
ambuinnce.

Susan: Canyou send an ambulance, please?

It ix quarter pas: six now and Cindy iz Iying in
a bed at the City Hozpital, Susanis at the
hospital, too. She istalking tea nurse, Sheis
asking abou Cindy,

Stgan; How is she, nurse?

Niuerse: She's ina coma.




My NewShnn aetap

Shere Dots whelike"Thi M overs?.

s Newdnm: Oh,;e' }
favolerite groy
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Appendix 8 1 of 8
Frequency Listing: E= fréquency F= range ia 50 song texts

__|_ ] JTelr ] G ] £ ) f
[ 586 44 55 lalap 50 6] 1 09| good 25 10
2 Jyou B3 4 58 |late 50 18 F10}ioves 25 3
3 {the 361 43 (57 venm 50 | 111|mere s 7
4 o 328 45| [S8 |boy 49 F12]ves 25 i1
S e 306 45 59 how 49 vy 25 13
& Jomd N5 42 60 |ars 43 4|well 25 9
7 |me 265 42 51 |wway 4g 5|been 24 1
8 Imy 243 41 67 [call 47 & {heard 24 i
9 [love z1e 20 63 flet 47 [ 17 fhold 24 13
0 jganna {60 16 bd Jyesh 47 B morning 24 7
] 159 32 85 Jim 45 9ready 24 3
2 lin 146 35 56 {ae 45 Z0]swest z4 S
3|'m 130 N 67 |jive 43 21 |where g; 13

4 Jyoor 128 24 6B {timo 43 22]girt f
 [dance 1e 4 [ 40 123|hor g
S {for 114 32 70 [come 39 24[brigge 21 2
7 Jof 1z zef [71 |0 L{:] 25|done 21 1
[ 15 [get 1" 21 | 72 |through 37 (126 ]nignt 2t 9
4 |heart 05 12 [ 73 |neel 35 127 over - I
20 Jon 100 30 [ 74 [took 35 | 78] rosdblock 4 I
Z1 never 93 15 75 |abord 34 I 21 7
27 |eve 97 15 76 |ativia® 34 2t &
| Z3 |wilh 97 25 77 | make 34 [ w7
| 24 |ell 94 2% | 78 nething’s 34 1 W 11
125 | just 93 22 | 79 |soy 34 20 11
26 [m 92 zzL B0 |somebody 34 aw 1
27 |xmow 91 28 B 1 |1ike 13 [ 20 10
78 |whot 88 12 52 [1ong 33 1 20 &
79 |don't 86 26 83 {they 33 { FLU
30 |give 3 n 84 J1tving 32 | a1
31 [taby 81 18] 85 {sme .74 i 0 3
37 | 7 19 BE |soul 32 [ 20 11
33 |%0 7% At B7 |talking 3z 20 5
34 |it's 69 IS BB toy 32 19 9
3% |is 68 19 BY {beck 3 E 19 5
6 |iillle 68 8 a0 |bit i1 ; 1% 2
§7 |do & 18 91 |life 1 I 19 7
B | &5 22 92 [lalk 7 [ 15 4
39 |now 63 20 93 I I 5 11 B
40_Joct 63 13 [S4]sround 23 12 18 o
41 [ths 62 15 95 |right 23 12 1 3
42 [bul ol 24 96 |us 4 18 5
| 43 Job 59 17 97 |w 28 IS 18 4
[ 44 |down 50 14 90 Jwhonever 8 2 [ L
45 loni 57 18 99 |vill 28 9 w12
45 |when E7 24 100§would 28 5| 19 b
47 [up 56 17 101]I've 27 12 17 9
48 |ooips 55 4 02 |not 27 12 17 10
49 Jean't 55 184 03 or 27 8 1% 9
50 lwanl 55 1% 04|here 26 10 L 6 9
51 |need 54 13 D5 |want 26 10 I 16 8
(52 lyu're 54 1% 06 [again 25 8 16 3
53 Jthat 52 25 07| box 25 1 15 4
54 Jcan 51 18| 08 feverything FL ) & 2
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Appendix 8 2 of 8
1] [eTF 0 [e [ F I 0 [E T

1163 peple 16 5 1217 }omeone’s 2 [231touch g 4
164 wail 16 6| 1218]lhrow 1 2l {272[weM -
165cry 15 st {Zu9jtemgnt 1 6| {273|wormerini 501
166 [each 15 {22 0falmoat a | 27 d]akright 7 4
167Take 15 1 [2Z21]blirgs 1 1| {Z75)n 76
| 68 |Torever 1S & J222|candy 1 1| §276|comes i 5
169)irem 15 10 [223]|cardiward na 1] [277]4esert 7 <
170} Insephine 15 Y |22Z4|daylights 10 1| |Zz78]ae 72
171 [teoking 15 T 1225]ter D 5] [279]lace 1 E
172 |loving 15 5| |226]lels 10 4 [280]fll ? 2
173 jenlrmal 14 i 22 7 lover toard 1a 1| |28 |far 7 4
1 7 4janything i4 3 [228]swim I§1} 1] {282 |hand 7 4
1 75 fbuilding 14 2| |229jtry 10 H [283|kiss 1 2
176]0 3 14 1] |Z30]used 10 3 [Zad]ie 72
177 |every 1d & |231]break 9 [2B5]lies 7 3
1 78| feeling 14 9 {Z3Z[enough g 4 | Z86 [lovers ? 2

79jone’s 14 2| |233|pave 9 4f [287]|mysalf 2
180 |really 14 6| |234[last 9 5 [2B8|nights 1z

81 fsaid 14 4 [Z35|mnd 9 4 [ZBS|rnytnm 72

82 [suvmmsrtiene 14 o §238[move g3 2| [290ride 703
183 ]yrs 14 5| [23Timust g 4 [Z91]ring T3
184}olone 13 3} [238)new 3 & (292 should ? 4
| B5 |everyone 13 3] [239}plesse g 4 [293 |sing 73
(186 |qutta 13 4 [Z40]s0mething 3 S{ [294)stand 1003
[187]tey 13 6 [241]standing 9 3| [295]teking 73
[THE inlo 13 2| [Z&Zjwny g S| [296]thats 7 5
189 |own 13 4 {Z43|working 9 1] [297]thing T 4
190 you'va 13 gl [Z449|am ] 3 [298]took ? 5
197 s 12 5| [Z4S|rieg - 8 S| [299)wrine 7 4
192 |beg 12 ] ZA56|broken B 2] |300]bsd & 4

93 build 12 2] |Z4%chame g S| [3001]bye 6 1

94|dream 12 3 Z48|child B 4] |302 jeold [ 3

95 |found 12 6 [249]everybedy B 2 [303]could 6 &

96 |high 12 6 239|find B -] 304|)divine [ 1
197|i'd 12 4 (251 |(riend B 3 03 |does é 1

98 {labour 1z 1 252 |friends B L) 06 |Tade 6 2

9911gM1s 12 2l [293]Funkytown 8 1 [30¢]inling & 3
20073hore 12 2| [254|gets 8 2| |308|ores 6 b
201 Jetrike 12 1| [255]getling 8 2 |309|gne & 5
202|s1rong 1z dl |256lgoodbyes 8 i Es1oled & 4
2031t 12 7] 257 Jgrow [} 2l |2 inaide 6 5
204d|wips 12 1 258 |bands 8 5 (38.2]left 6 5
1203 |wishing 12 1 259 |heat 8 2l [313]1ve [ 4
206 |withdraw 12 1| [260]baur 8 6] [31d]lose 6 6
207 |worth 12 2| [261]keep 8 5] [315|made 6 4
208|youl 12 5| [26Z]iover e 5 [3t8]meving 6 2
709 {chai " 1 263 Jour 8 S [307]someons 6 2
Zid|free 11 af [264]put 8 4 [318]tears 6 4
211 jhes 11 4 265 round 8 3 [319]thing 6 £l
212|hurt 11 4 |265]{running B 6| [320]those 6 4
213}light A a (267 runs 8 3 [32)]times LI
21 4teat " 6 [268 laught a8 3 [322]|lown & 4
23 5]se1 11 A [269]then 8 6 [323|u (youl 6
216|3in 11 | 270 fogether 3 49 324 |undersland 6 3
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Appendix & 3 of B

] el ¥ g TET F D [ETF

325 [unti) 6 4 |379]belicve 4 31 [433]single 4 1
326|vary 6 4 [|3H0|breeze 4 I} [434(Spanlah 4 1
327 |walling 6 4 381 |bright 4 | | 435 |step 4 1
328|wslk 6 3' 382 |brings 4 1 [436)sting 4 1
32 9]wanled 6 3 1383 |burm 4 2| 437jeling 4 2
330]what's 6 2| [38djchmces 4 2| f438]thinking 4 3
331 |vish 6 1| [38S]childhood a4 | [439]tgm LI
337Z]word 6 5[ [3€6]elor a4 1| [440)troplen 4 )
333 |yoursell 6 I (387 (doys 4 3 441 |voice 4 Fd
33 4] because 5 3 [388|depend 4 | (442]walking 4 2
335 bed 5 4 [389]ae 4 3z {[443}warm 4 1
336 | best 5§ 3| [390[ding 4 2| [a34]watehiog 4 2
33| o 5 5 391 [drup g 4 I 5)we've 4 2
33ajble S 5 [392[ears 4 1} 1446/)woke 4 2
339]both 5 3 [T93|en 4 4 (4dTlvander 4 4
340 fcame S 4 [394]everyhodys 4 2| [(44Bfymars 4 ¥
340 Jeare 5 4] |395everywhere 4 2 [449cem 3 2
342 [casile 5 1 [396ijere 4 4 [450(sfter 3 1
343 |correr S0 1397 ferr 4 1| [45)]enswers 3 |
3 44]eazy S 3 |398|feel 4 2] |[452fepart 3 2
345 |everyihing’s 5 2| [399]fine 4 3 Eqnm 3 2
346]F.L.M. 5 1} [400)giw 4 4 |454|besch 3
347 |hair 5 3 |401]graim 4 )| ]453]betlang 3|
348 haf 5 2 |4DZ|ground 4 2| [456)better 3 2
349]hore’s 5 2| |40%|benging 4 3 |457?Hind 3 2
350]hide 5 4 |404]heaven 4 1| [l45B8ltedy's I
351 [tame 5 2 1405held 4 Il [459(bnk 3 1
352 |bops 5 I @hie 4 2| [460]buterny 30
353 ket 5 3| [407[olding 4 21 |461]calling I
3534{knew 5 4 [408[is'and 4 || [462]cons I
355 leave 5 3] [40%|known 4 3 |463]change i 2
356 mean 5 3] [4)10]aisls barite 4 1 46 4| chasing 3 2
357 {mins 5 3 [410]ionely 4 3| [465/cheers 3 |1
358] mothing 5 4 [d12)asin’ 4 3 [466]ehy L
339]ome 5 g {4i3jutaby 4 1] 467 come 3 1

60|enly 5 4 {414]mite 4 1 468 3 1
36\ |quickly 5 2 |415])netursl 4 2] [469]concen) 3 i
362 |remember 5 N |416/nslure 4 )] |430{confusion 3
363 )sand 5 2} [407]played 4 1| [421]conirol 3 3
364]{zense 5 I - 1418]pull 4 || 1472]ccokin’ 3
365{sign § 1] 141%jrein 4 3 (473[coudin't 3 3
366 |sters 5 2[ {420}reason 4 Br 474[erszy 52
|36 )slarl 5 2 [421}replated 4 1] |435][crocedie 3
368 s1ay 5 5 {4221 4 | 476 |darling i 2
369 jihey're 5 2. [423]Romes 4 21 [472]drinky i o
370 wailed 5 BL [424 ]380 4 3 [478lérop I 2
371 bwatch 5 3 [425|sambe 4 )| [439]ends 3 2
1372 went 5 2 [426|seem 4 4 [460jcnergy 3 2
1373 {ware 5 4 [427]serlou 4 1| {4B1)6eDs 3
374 wha's 9 b _;J_»Z_Srhadz 4 1 48 2| fniher 3 2
375 |wild 5 2 {429sheN 4 N 1483|(eels 3 3
376 [work 5 1| |430]shining 4 1 484 |Moor z 2
377]snother 4 2 [431]show 4 3| [485|Mowers 5
37 G| bathe 4 1 432 [yide 4 3 486|My i 2

326



8

4 of 8

Appendix
1] [E( ¥ [T 1T ] le[r

487 flying * 3 1 541 [teil 3 1 595 {built Z 1
488|Friday 3 SaZteken 3 3 36 [bump 2 |
. |489]game 3 2 [543|ieese 5 2 burn 2 2
[490]gir (friend 3 | [Sadltonder 3 3 celled F
491 |giving 3 [545lthem 3 2 cared 2 |
492 |hate 3z} [S46]thern 3. 2 cotch 2 |
149 3| headlights 3 I| |5 47]thought 3 3 chair 2 |
49 4[heck-p-stommin’ 3 1| [S48[theusard 3 ehills 2
495 |help 3 Z| 549|Thuraday 3 1 clock 2 2|
496 | hoergless 3 1 550|tiegd 3 3 or rected 2 1
49 7 {hundred 3 1 251 |Hred 3 2 { caunt 4 1
498 | jammin’ 3 1| [552[temorrow 31 3| [606)crew 2 2
499 leaving 3 3 [553{Howgh 3 2| |e0Ferime z 1
S06)Msten 3 3| [554]truee 3 3 [6GBrucial z 1
S01|tonger 32 [555|Tuestsy 3 1] [609Hancing 2- 2
S02 |mao 3 2 [356)wrn 3 1| [610ldsrkness z2 1
|5 03 |matter 3 1| [S57]lurned 3 1| [611]destre 2 1
50 4{midnight 3 1| [558(iwrning 3 1} [612Zidg 2 2
505 |Menday 3 1] [559]upon 3 3| [613]doesnt g 1
506|mouth 3 2 [560]use 3 3| [6Fd]door 2
50 ¥ }rame 3 2| [S561]walked 3 1] [615;dreamt FE
S08}ones 3 2| [562|waam 3 2 [6l6|dried I
509)pain 3 3| [563|wednesday 31| [617[dust z 2
S10}pass 3 i} [564|whel 3 1| [616]esse z2
St [Patly 3 1 865 |wind 3 3 619]nlse F4 2
S 1L2{pitlow 3 2 S66 ]| wilhin 3 ? 62 0 | engage ment 2 1
313 plece 3 Y| [S67|veman 3 2f [621]es S z 1
S 14fpeint 3 2] [|Sed|yesterday 3 2| [62Z]even r
51%|pretly 3 2t [Se9]skak 2 | [623)excuse z 1
516|rambler 3 1| [S70}eching z 1| (6Z4exiroordinary 2 1
rammin’ 3 1| [5T1]straad 2 2| {625[fsntasy 2 2
18 ]|reach I 3 |57zl z z 268t 2 2
519 |reckin’ 3 2| (573]ong z 2 > T|faster 2 1
520 |romance 3 1| [574)oiready r I 28] tale 2 2
32 1540 Pedro 3 | I575)epewered 2 291ty 2
22 |Salurdey 3 | 576 [any 2 2 0|Tiner 2 i
523 |swe 3 Y [573]enyway 2 1 fire 2 2
S24|seeme 3 2 [57D]eppetite 2 2| [e3z]nt 2 1
525]seen 3 2 [579|erms z 2] [633]Mat 2 1
{526 |she 3 2 580 [ssk 4 2 634 |1olks z }
S27{she"y 3 2 S0 1 [awake 2 | 635 [foot 2 2
528 |sha’nul 3 1 582 |best 2 2 636 [fooking 2 2|
1529 Jaky 3 3 [5B83|besutiiul 2 2 |637|torgel 2 2
$30}s0lution 3 | [5B4|kxkind 2 1| [638}forgive F R
S31 somelimes 3 3| [SeS|beside 2 2| [639]gigote z
532 ]pent 3 2 S86 bible 2 I 640{girls 2 2
533 ]spinning 3 2 [SEFiblwck 2 | [e41jgreovin’ 2 1
534 |starved 3 1) [988|blame 2 2| [642]guens 2 2
535 |stopped 3 1| [SB9|body 2 1| [643guesad 2 1
536]siralghl 3 2 [S00]bone 2 1| [|644|guy 2 Z
7 |auch 33 (591 beoqis 2 1| |645]keppen z
38|suger 3 2| [59z]mern z 1] [646]berd 2 2
39|Sundey 3 | [593]brighter 2 | [64Fihess . 2z
40 |sumhine 3 1 504|brought H 1 648 theaded 2 |
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I 0 e[ F D TET LETF
649 |beart's 2 i [703[sfe z 2 r
650 |heaven's 2 U [204]sme 22 bt
651 |him 2 1 Tves|sisfeciion z o
652 [hook 2 i [788]seys A P
65 3|hopes 2 1l [307]|sen 2z 2 o
654 tmt 2 1} ]708|sesmn FA | LI
655 | husmger F4 Z 709 |secord F4 ' 1 1
656 |1mspeited 2 1| |2vOjsecret z 2 | 1
657 iant 2 | {70t 2 2 Pt
658|xey 2 1| [FTZ|serles 2 | o
659 |knpws 2 2 [313|shedow 2 2 I i
660[lavh z 1 71 4sheke z | 1 {
661 [laughier 2 1] [215]sheking 2 1 i |
[662 |tiberty 2 1) (Tt 2 (I
1663 Heing 4 | | 71 7|shines z { 1 1
664[ilving’s Z 1 71 8Jshows F4 2 1 1
665 |loneliney 4 2] 1119}shy 2 1 1 t
666 [1oved 21| {720)sideline 7 1 1o
667 Jiow 2 2| [Fzi]sny z ! 1o
€68 [tying 2 2 [12E]s0 2 i 1
£69]man’s 2 M| [323]skyline z 1 1
70 |may 2 2l [124d|stow 2 2 { I
1671 memories 2 ] |r2%|small 2 | (I
672 |met ¢} [ze|smetew PR 1o
673 |mind’s 2 [ [727)something’s z 1 1o
674|moment 2 2 [126)spechal 2 2 ! l
675 |montey 2 1| |229|squeeze 2 1 1 |
676/mocn 21 [73D]slere z 1 764 1 t
€77 |molion 2 1 133q|started 2 2z [28Sbooks I
678 |moved 2 2 [r32]stome 2 2| |?86|borimg | 1
1679 | rasty 2 g [P33]slorm 2 2] |87)boyfriends o
1680 | reeds 2 2| [734)sweer Z 2| [788|brain 1
1681 ]aebody 2 ¥ [735|iskes 2 1| |769]ureies t
1662 Joff 2 0] [736]1elked I § 190|brand { t
1603101 2 I| |237)txzphene 2 2 791 |breathe | 1
664! packed 2 2| |338)their 2 2 |392]brother | 1
1685, parl 2 2 |339)thes 2 1 |793|brown { 1
1666 past 2 1| [740)totd 2 2 [794]bruised Lo
667 | ratiercy 2 [7aitvist 2V [795|busted o
1688 peach F4 1| [742]versin 2 1 796 |Calitornle | 1
689 | pertect 2 1 [743)veniche 2 1 [?97jeaplured 1 1
1690 phase 21 [44]wWarsw A [ 798 {car 1 1
691 |play 2 1] [245|weter F4 1 | 799 cares ! i
692 |prayers 2 1 [346|vayr 2 2 [800)earried L
693 | promises 22 [P4i|vearing 2 2| (801 celches 1 1
694 profect 2 [748]welt 2 1] (B02]ceughl 1 1
695 |peeuds Fy i T49]|wardering 2 1 803 |cerisin 1 1
(696 |quite z 2} {750]ye 2 i| [804]changed to
1697, red 22 (75t ygung 2 2| IB0E[ehanges ot
698 |rhyme 2 1 1752 | yours 2 1 806 |chase 1 {
699|riches 4 i 7% 3 |abandensd 1 1 807 {chemicsl 1 {
700 river 2 2| [754]eimlesaly 11| [898]chum (R
701 |rock 2 o [Fa5|elr 1 1 609 [circles 1 !
702 |Fome 2 1 756]sngels 1 1 810]circulsling 1 1

38



6 of 8

Appendix 8
D [E]F [] [e]F [] JETF

819 cireus 1 1 B65 |forewel] 1 t 919]invitation | 1
2 |cheims 1 11 [B66]reeling's 1 I 920 Jits 4 !
3)ctear 1 H 867 |teelings 1 | 921 |}i9 1 1
close 1 Il |B6B][fell I i 922|joy 1 1
cluser 1 Il [@63{felt I 1| [9Z3jumped 1
closin’ Vo) {870]fever I3 [924]kesping (I
clown N | I [ 1Y £ 1 928 keeps 1
club 1| [az2]fgm 1 1f [926|kirda [
Clyde 11| [B73|ngure 11 [9z7|kime 1
colder 1 [a74fen i [92B|kissing U
71 |comtort 1 375 [nins [ 929]knees 1
22 |comforts 1 1t |86]fist | 1 930 Jknocking ! |
commibiments 11| 837w 1 1] (9% knowing o
compromise ' 1| |876[Name 11| [332]iadies [
5 [eonvinces | 1| {879]fought 1t 9335 |tater | L
cooker 1§ [B8O|ruckie’ f [33d]y (I
T]eol 1) [BB1]tu i 1| [95Seat 1
cover 1 11 882 ]funny 1 1 936 ightening 1 !
R 1 1 [e83[future's I 1 93 7| Hmousine 1 !
cross o 4{gslora | 938|line | }
crosses 1 1 S{pambler i I 939]kires 1 |
cruel 1 1| |8B6iGey i I 940 |livn | 1
|85 3 ferush 1 I Y87 joenteimen ' t 941 |lips ! 1
Cupid 1 i 88 gives 1 1 942 Hived 1 1
cured i 1 #9160d | 1 943 |Ingical 1 i
cul U | I [ 1771 5F 11 [98d]int 1
dark 11 {@91]geotbue t 1] [945|ios 1
dawning I ! 92 |granted 1 ] {946 10wy ) !
B839]deciced i 1 893 |green 1 1| [947]loves | I
B840 jdedicate | 1 B94grey 1 1 948 | lovely 1 1
641 |deed I 1 895 |groover 1 1 949 Toving'a t 1
demanding 1 1 896 |grown 1 i 950 |1usl t |
geserves 1 H B97 |quarantet 1 | 95 1 |megic i 1
desting 1 1] [898]ksbitust 13| [95Z]mekes 1o
dederminetion 1 1 B99 Iheppening 1 i 953 | mansion { 1
died 1 1| |900!happans 1 1] [954]|many 1 |
discovered 1 11 [901{happy 1 1| [955imas f i |
disguisc 1 1] [902harder 1 1 956 mate i )
B849|disgusted 1 1| 1903|berm 1 i 1957 tenzant I }
B50dolls ! 1| (904|berps 1 1 [958 {men | t
851 Jdomain 1 i 905 el 1 | 1959 mess 1 i
BS2(dreg 1 1] [906 |hesdiines 1 )| [968|Midss 1
853 |dress 1 1 [907]|neortbeat 11l {961]mign 1
BS 4|driver 1 I 908 {hesrts 1 | 1962 | ministrston ] 1
1855 |dumb 1 1] . [909]heelx 1 I 963 minale 1 i
856 /en § 1 1 91 01hill i i 964k miractes 1 i
857 ended | Bl 1900 it 1 l 965| misteke 1 |
856 |erotie ] i 9] 2|hoping i ! 95656| misundersiand 1 1
859 |escaping 1 1 913 horm 1 | 6 7| misunderalood 1 i
860 |eyelashes 1 1 91 4{haurs 1 1 968] ts ] 1
861 |faces 1 1 9 | 5{housss | 1 969 moonlight 1 1
B62|lalse 1 | 6| hugging (I 970] most U
863 |family 1 | ] hungry | 1 971 |mover 1
864|roncy 1 I 1 8)independence 11 972]murdered v
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[1] ETr ] TETF D lelF

973 [neils 1 1 savior 1 1] 108 lfsweetheart 1 t
(97 4] nation 1 I 18 1 1| J0BZswestly 1 |
973 |malurelly 1 { saying 1 i] 308Ysvim 1 |
976 needed 1 1 school 1 ! lesr 1 i
977 | meon 1 1] 103 1eal 1 i tearing 1 1
)79] rerves 1 1} k03 3seniorila § 1 | tells ! 1
I79|nina £ 1 1 i 033 sensual 1 1 than 1 1
990]|number 1 1 03 4sent 1 i tfough 1 t
98| |ecean 1 1 S35seven 1 t thres 1 1
982 [eflen 1 1 shakes 1 1 threw | 1
983 [older o1 Tshored i1 Ucket 11
934 others 11 shellared i tieking T 1
985 paradine i 1 shine 1 { top ' i
986{psy I 1 ship 1 1 tore ' I
9B 7{pcture ! 1 short | 1 totally 1 i
998lpim S | i showing ! 1 fauching 1 I
989 }piteh 1 1 sicamore t | toured 1 1
990 pleyboy I 1 {4 siests 1 I Irsin 1 1
991 [playing { 1 sllence 1 1 iresling 1 1
992 |playmate 1 1 since 1 I Ireaty 1 1
993 |pleasure 1 1 Angs 1 { free 1 1
994 |poetry | 1] 1048xster 1 1] p10dtricks 1 1
995 |pray I 1] pOd4Gskies 11} p10%tried 11
(996 |prayer 1 ] asgatsmmin’ 1 1 104troudle 1 1
1997 price i1 slesp L 105 rauszrs i
1998 prise | 1 sleight 1 1 106 1rusl i 1
999 proud I 1 stip 1 1] 719dtruth | 1
3 004 pure | 1 slippin’ 1 1| N1081urns 1 {
1007 putting | 1| NDSYstawly i i} N1091wa 1 i
002qui ¢ i 1|  NO5§siumber ! 1 110vgly ! 1
003 rece | 1| W05 qamilleg 1 1 umm 1 }
) 004 races | | BSHAlY 1 1 113un5 i |
R 00 redar i I 05900 1 1 unafiected | 1
) D04 reid 1 1 06 Qsangs 1 1 11 qundergraund i 1
pO0Erere i 1 06 1 s00n 1 1 ungernealh i 1
JIERH I H 106 0ner 1 1 unheard 1 1
N 00 restize 1 il J06Ysorrow 1 1 unknown i |
b 0 recall 1 I D64 pring 1 1 urspoken 1 1
101 Lregral 1 tf D0G6Tshain i 1 onlold 1 1
| 01regrels 1 1 06§ steallng 1 1 vacatioh 1 1
501 Y resint 1 1 5 Yateep 1 1 valentines 1 1
014 resistence 1 | steps 1 1 veins 1 1
019 respert 1 1 069 stops i i waits 1 1
O1frest 1 1 slormy } 1 waking 1 1
01 Zrestl 11 strangers 1y 24wl 11
01 Hringing 1 I sirangled { 1| piZfvanb ! i
01 Frockn’roll 1 Hrikes 1 il p1ZRverm Voo
020 roam 1 } siruck 1 1| P128wesr 1 i
i 02 Broom's 11 Jueced 11| p129wesi T i
P02 Arass 1 1 un's 1 1] f130whalever 1 1
§023ruies It super 1 1| Ni3twhich to
02 4rurwway 1 1 ure 1 1 | 3dwhile 1 1
) 25 satiafy 1o surely t 1| T3] whisper ot
f O 2 danved 1 1 sur{ 1 1] B134whizpers i 1




Appendix B

1 139

1134

REY

RED

1139

| 144

1141

1142

1 143

1144

1493

44

41

44

who'd
whole
wicked
wils
win
window
winler
wire
wilehin'
woIrdn
worgs
wouldnl
written
you'd

8 of 8

331



Appendix 9 Range Listing: E = frequency F = range

1of 8

] TEIF ) 0 TETF 8 felf|

to 328 45 55 Joe 28 15 109 [well FE

FI Y 306 45 56 jtrwn 58 14 110 Jain't 16 8
3 i 586 44 57 Jlet 47 14 111 [coust 16 &
4 [ite 387 43 Eq flell | 14 112 Jooing 16 8
5 Jand 305 42 59 ]ibrough 37 14 113 Jevery 14 8
6 |me 265 42 60 fleal 35 14 114 |you've 13 8§
7 Jwu 513 4 61 fike 33 14 115 [living 32 7
5 Jmy 243 4 62 ot 63 13 116 |atk ) I
9 fin 145 35 63 |need 54 13 117 Jus 29 7
o_til 159 32 64 it a0 13 119 |more 5 7
for 114 32 65 |came 39 13 119 |moerning 24 1

2 |I'm 120 3 66 |make 34 13 20 Javer 4 B
1 Iw F 67 |way s 13 21 J2ome 21 7
4 |tave 218 30 68 |held 24 13 22 Jalvois 20 7
15 lon oo 30 63 |where 24 13 23 fwe're 19 7
16 |know 91 23 70 |neari s 12 24 Jworld 18 7
17 Jof 112 26 1 Jwhat B8 12 25 lesch 15 7
18 |don't 86 26 12 lome 32 17 26 {tonking 15 7
19 |wiih 7 25 13 e 12 27 Jun 12 7
20 fihwt 52 25 74 [around 29 12 28 |stop 50 6
21 Juour 120 24 75 |right 29 12 29 Jealt 47 6
22 ot 60 24 76 Jive 27 12 30 |ever yihing B 6
23 |when 97 24 17 ol 27 12 31 |her 23 6
74 i 94 23 T8 |ihere 18 12 132 Jsan 2§
25 Jjosl 9% 22 79 |qive 85 11 133 Jrun 20 6
26 |m 92 22 80 |atout 34 1 134 Jweit’ 16 6
27 |te €5 27 81 |wvas 25 1 35 [torever 15 6
28 ool " 24 B2 |besn 24 i1 6 [reaily 14 6
29 |nov 63 20 83 |by 20 1 7 Ihey 13 6
3 _Jare 48 20 84 leges 20 1 30 |round 12§
30 |ve 77 19 85 |ln o 11 139 |nigh 12 6
32 |is 63 19 BG_|hay 42 10 140 Jiost 1" b6
33 Jeer 45 19 BT |yesh 4 1D 141 Jtonight 16
34 ftime 43 19 g8 I 45 1D 142 |rew 9 6
35 lbaby 81 1B 89 |beck 3140 143 | 8 6
36 |do 66 18 90 ltere 76 10 44 |twur 8 ¢
37 |pot 57 18 91 |wont 26 10 45 |running 8§ 6
38 _|con 51 18 92 good 75 10 46 |then 8 €
39 |1ake S0 18 23 {oir) 23 10 47 |en T8
40 Javoy 48 18 94 |muwh z0 10 48 logms 6 6
41 Joh 59 17 95 |there’s 17 10 49 1o € &
42 |up 56 17 96 |from 15 10 50 |he 30 5
43 |gonna 160 16 97 vl 78 9 59 Jwouid 28 5
44 Jcon't 5% e 98 [night i 9 52 |sweet 24 5
45 |wan R T 9 think 20 9 53 |wilhout 20 5
46 |how 49 16 DD |day o 9 54 |other 19 5
47 |soy 34 16 g4 lstild 7 2 55 |he's 18 5
48 [long 33 16 027 Jat 16 9 156 |pecple 16 3
49 jihey i3 16 03 lfeeling 14 9 [157 Jery 15 5
S0 fnever 99 15 104 |little 8 8 50 [tovimg 15 5
31 _[have 97 15 105 Ivanm B0 8 59 [yes 14 5
52 lil's 69 15 {6 Jlook 355 @ 60 |en 1z 5
53 |ins 62 15 107 |or 2?7 8 61 [yoan i2 35
54 |gou're 54 15 108 |apin 75 8 62 |hesr ('
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Appendix 9 2 pof 8
0 “JTelF o I EF 0 ]Ell’_l
163 |len g 5 217 | e -3 4] ZT1 |becoust 5 L
164 |=umething g 5 Z18 [tears & 4 272 |myt 5 3
165 |why a 5 Z19 Jthoss 6 4 273 |blood S 3
166 |bring a 5 220 [times 6 4 274 |both 5 ]
167 |chance 3 5 # 1 Jtrw 6 4 275 |ensy 5 3
165 |honda a 3 r2 Juntld B 4 276 |boir 5 3
169 jkeep 8 5 Z23 jvery ] 4 277 |ope 5 3
170 Jlover ] 3 724 jwtiting & 4 275 |kept 3 3
171 Jaur 8 5 225 |bd 5 4 279 |leave 5 3
72 |comes 7 5 226 |came 5 4 280 |mesn 5 3
13 [hat's 7 5 Z21 Jeare 5 4 2 mine 5 3
74 ook 7 5 228 |hide 5 4 2 remember 5 3
175 jeould 6 5 229 |kmew S 4 203 fsense 5 3
L 76 tom 6 3 230 |roibing 5 4 284 Jwaited 5 3
177 Jindide [ 5 231 Jofly - 4 285 jwatch g ES
176 Jen 6 S Z32 |were 5 4 ZA86 Jwho's 5 3
179 |vord 6 5 233 |omd 4 4 4 believe 4 E]
100 |tlue -] 5 234 |eye 4 4 208 Jiays 4 ]
101 Istay 5 5 Z3S |glad 4 4 789 rime 4 3
(A2 {donce 119 4 6 [veem 4 4 D |henging 4 3
183 [boys 55 4 237 [light 4 4 J { |his 4 3
184 |who 19 4 238 Jwonder 4 4 12 Jknown 4 3
185 jever 18 4 239 loves 25 3 33 {lonely 4 3
186 {money 18 4 240 |ready 74 3 294 llesin’ 4 3
187 |said 14 4 Z41 |fun 13 3 29% |rein 4 3
188 |golta 13 4 242 |didnt 16 3 296 |reason 4 3
169 [own 13 4 243 |anything 14 3 297 |5l 4 3
0 1 12 4 244 [slome 13 3 PR Jahow 4 3
21 _|streng 12 4 245 |everyom 13 3 299 1side 4 3
D2 |free 1" 4 246 |beg 12 3 300 jthinking 4 3
193 |hes 1" 4 247 |dream 12 3 304 |werm 4 3
194 |hurl 11 4 240 |iry 10 3 302 lyears 4 3
195 Jlight 4 [249 et o 3 [303 jcontror 33
196 st 11 4 50 $hreak 9 3 304 jcavidnt 3 3
197 |lel's 10 4 251 Jstamding 9 3 IDS |ferls 3 3
198 fenough 9 4 am ) 3 306G |leaving L.
199 |gave 9 4 53 [friend B 3 07 jlisten 303
200 |mimd 9 4 54 |goodbyes A 3 o0 |pein 3 03
ZD1 |must 9 4 5 {round 8 3 09 |reach 3 3
202 |pleore 9 4 56 |runs [} 3 310 [aky 3 3
203 |child a El 257 |lamght e 3 311 fomelimes 3 3
204 |iriends ] 4 250 |we'il 8 3 312 Jsuch 3 3
205 |put [i] 4 259 |foce 7 3 3 [isken 3 3
206 |togelhar 8 4 260 [lies 7 B i Jtender 3 L
207 Itouch B 4 261 |[ride 7 3 $15 [thowght 3 3
208 |alright 7 4 262 |rim ? 3 316 |tied 3 3
209 |far T 4 263 |sing 1 3 317 Jtomorrow 3 3
210 | T4 Z64 j3land 03 E upon I 3
1 [abould 1 4 265 jlaking 7 3 k ] 3 3
2 [things 7 4 7266 |eald 6 3 320 |wind 3 3
Z13 wrong 7 4 267 [flling 6 3 32 TRUE 5 3
Z14 {bed 6 4 268 |understand [ 3 322 |rolbings 34 2
215 |had 6 4 69 |walk 6 3 323 |somebody 34 2
216 |live & 4 270 |wanied 6 3 324 |soul 32 2

333



Apperdix ¢ 3of B
] (e[ F [} felf ] (£ F
325 |islking 32 2| 379 fleet 4 2 433 Jyesterdsy - 2
826 |wh 28 2 380 Jground q 2z 434 {afrafd 2 2
?7 [bridge P 381 |halding 4 2| [435 |« z 2
28 |oerd 19 2 382 |malored 4 2 436 |slong z2 2
29 1house 16 2 383 [Romen 4 2 437 |siready 2 2
b 3B |bullding 14 2 364 |telling 4 2 438 fany 2 2
331 Jore's 4 2 5 |voice 4 2 439 |sppelite z 2
332 Jinto 3.1 2 6 [walking 4 b4 440 Jsrms 2 2
333 Jbuild 1z 2 7 [walching 4 2 441 |ask 2 2
334 |lghts 12 2 388 |we've 4 2 442 |best 2z 2
335 |snore 12 2| 389 {woke L] 2 443 |besutifu) 2 2
336 |worth 12 2 390 |'am 3 2 444 |bestdn 2 4
337 |someone’s 1 z 391 jepart 37 445 1tame 2 2
338 [throw n o2 392 Jbabe 32 446 |bura 2 2
339 |movs 9 2z 393 Jheiter 3 2 447 [oslled 2 Fd
34D |broken 8 2 394 |utind 3 oz 448 Jelock 2 2
341 [everybody g8 2 395 Jenonge 3 2 449 |crew 2 2
[ 342 |oels 8 2 396 |chasing 3 2| [450 Jdaneing 2 2
343 [getring B2 397 Jerszy 3z 451 {dig z 2
344 lgrow B Z 398 [darlirg 3 2 452 ldoor 2 2
345 |hest 8 2 399 fdrop 3 2 [453 Must 2 2
346 [deserl 7 2| 400 fends 3 2z 454_!9]&9 2 F4
347 |did 7 2| [aD1 [energy 3 2| [455 jeven 2 2
348 [fall 702 402 |faiher LR § 456 [fantasy 2 2
349 Jkis 72 [493 |foor 3 2] [457 ]fss z 2
350 |lie 7 Z 404 [fly 3 2 458 [fate 2 2
351 |levers T2 405 [game 3 2 459 {fire 2 2
352 | myself T2 486 |hats 32 460 $iool 2 2
353 |nighis 7 2 407 Jhelp 3 2 461 |fooling 2 2
358 |rhythm 7 2| [406 [tomer 3 2| 462 Jforget 2 2
55 |fege 6 2 403 [mon 3 2 463 [forgive 2 2
56 _|moving 6 2 410 |meylh 3 2 464 |girls 2z 2
57 |somenne 6 2 4 neme 3 2 465 |guexs z 2
S8 Jthing 6 2 412 |ones 3 2 466 |guy 2z 2
359 [whais 6 Fi 413 folllow 3 2 467 |tard 2 2
360 Jeveryihing's H] s 414 |point 3 2 468 jhend 2 2
361 |mil 5 2 4 predty 3 2 469 [humer r .
362 |here's 5 2 416 Jrockin’ 3 2 470 [knrws 2 2
363 [home 5 2 417 [seemy I oz 471 [loneliness 22
364 |once 5 2 4138 |seen 32 472 |low 2 2
365 jquickly 5 2 413 Jshe 3 2 475 [lying 2 2
366 |sand § 2| [420 |shen 3 2 474 [myy 2 2
367 |sars 5 2 '__‘ﬁz_spem 3 2 475 imetment 2 2
68 |stsrd 5 2 422 |spinning I 2 476 {moved z 2
69 |they're 5 2 423 |slraight 3 2 477 innsty r 2
370 [went 5 2| [424 |swer 3 2 478 |needy z 2
3 Jwild 5 2 425 Jtenss 3 2 479 |packed 2 2
372 |snother q 2| 4726 Jthem 3 2] 480 |part F4 2|
373 |burm 4 2 AZT |thorn 3 2 481 [promises 2 2
374 [chances § 2 428 |lired 3 2 482 |quile 2 2
375 [tie 4 2 429 [tomgh 3 2 483 |red 2 2
376 |ooing 4 2 430 [wasn 3z 484 [river 2 2
377 jeverybody's 4 2 431 |within 3 2 485 |sare 2 2
378 leverywhere 4 2 432 |waman 3 2 486 |ssme 2 2
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Appendix § 4 of B
D D [EiF
487 |sea F - 6 1 595 |comeman I
486 |serrat 2 2 [3 1 Sah lenncesl 3 1
489 =it z Z 6 1 597 [confusion 3 1
490 |shadow 2 2 G 1 598 |cookin 3 1
491 [shows 2 2 6 1 599 |erocodile 3 !
492 |stow 2 2 ] 1 600 |dricks 3 1
493 Ispecial 2 7 5 1 601 |islls 3
494 lstaried 2 2| 5 1 602 |Mawers 3 |
495 |stone 2 2 5 603 [Nying E S
496 |sterm 2z 2| -] 1 604 |Friday 3 1
497 |owear 2 2 4 1 605 |girifriend 3 1
498 [talked 2 2 4 1 606 (givimg 3 |
499 [lelephone 2 2 4 1 607 |headlights 3 1
500 J1teir 2 2 4 i 608 |teck-a-slommin' .3 |
5071 JwM 2 2 4 1 609 |hourginss 3 |
507 |weys 2 2 4 1 610 |hundred 3 |
503 [wearing e 2 4 1 6 jammin’ 3 |
504 [young 2 7 4 1 612 |matter 3 1
505 |jive 43 1 4 13 613 |midnight 3
506 jalivin’ 3401 4 | 614 |Monday 3 1
507 jloy 32 1 4 | 615 [pass 3 1
S68 |bit 3 1 L | i 616 |Patly 3 1
509 |box 25 I 4 i 617 |place 3 i
510 |heard 24 1 4 1 [] remblar 3 |
51% |done 21 H 4 1 6 remmin’ 3 §
512 |roadblock 21 i 4 1 620 |romance 3 H
543 |tedy 20 { 4 1 621 |Sen Pedro 3 t
4 |sex i (O 1 1 622 |Selurday I
S |sixtesn 20 1 4 1 623 |save 3 i
6 |deserve 18 1 4 1 624 |sho'nuf 3t
547 |rumour 18 1 4 1 625 |salutton 3 t
518 |rake 15 1 4 1 E26 |starved 3 1
519 [Josephine 5 1 4 9 £27 Jatopped T
520 |animal i4 1 4 628 |5unday 3 0
521 1T z] 14 1 4 1 629 |sunshine 3 1
522 |summeartieon 14 1 4 1 630 [isil E
23 liabour 12 1 4 i 631 Jihowsehd 3 i
524 |strike 12 1 ¥ 4 1 632 [Thursdsy 3 1
525 Jwipe 12 1 LY 4 i 633 [Tuesdny 3 i
526 lwishimg 12 1 E 4 i 634 |lurn 3 1
527 Jwilhdraw 12 1 5 4 1 &3% Jturned 3 t
528 |choice 11 1 5 4 | 336 [1urning 3 1
529 |sin i 1 5 3 i 637 |welked 3 1
530 |elmost 10 1 5 3 1 &35 |Wednesday 3 1
530 |blimds 10 1 5 3 1 639 |whol 3 1
532 {camdy | 5 L S 64D Jebsck 2z 1
533 joardbosrd 10 1 5 3 1 641 |sching 2 1
34 |daytights 1 1 5 3 oA _!LZ_Iamwrad 2
35 toverboard 1 1 3 3 1 643 fanywsy 2 |
516 |awim 10 i 5 3 1 | 544 |swake 2 1
37 jwirkim 9 1 3 i &45 |bahild 2 1
38 {Funkylown a i 3 01 &46 |bible 2 1
539 |wanderful 8 1 31 47 |black z 1
540 |bye 6 1 3 1 48 [body 2 1
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Appendix % 50f 8

| b JETF | 1] [e]TF ] L ELF
549 |bone 2 i 703 |minds 2 | 757 janswer | 1
50_|baogte 2 1 704 |aonkey r 758 |anywhere P
born 2 t 705 |moon F 1 159 |arent t (

Z |brighler 2 { T06 {metion F 1 T60 [aside 1 1
53 |brought 2 1 T07? |nsbooy 2 | 161 |pverme { 1
54 |buill 2 1 708 [ofr r | 162 |avold [
555 |bump 2 1 709 Jold 2 1 763 |awakes | 1
556 [cared 2 1 TI0 Jpast i 1 764 |awhile | 1
57 |esith 2 1 7 pallence 2 | 765 |begs | 1
58 |ehair 2 1 712 fpeach 2 1 165 |ball I 1
S9 [ehills 2 1 713 Jperfect 2 1 767 {bad | 1
60 |correcied 2 1 114 Jphase 2 1 768 |bandil | 1
61 jcound 2 1 T15 |ptay 2 1 769 s [ 1
662 |crime 2 1 T16 |prayers 2 | ? boar 1 1
663 |cruial F 1 ¥ pratect F | 27 1 |beauty [ 1
664 |darknesy 2 1 T8 |prewdn 2 | 172 |before 1 1
&65 |devire 2 1 T49 |rhyme 2 ] 773 |beglen i i
36 6 Jdoesn*l 2 | T20 [riches 2 | 74 |bequn | (
&7 ldresml 2 i TZ1 |rock 2 1 775 |behavior ! 1
&6 Jdried 2 1 TZ2 |Romo r | 776 |boing [
H9 (s 2 | 723 [ssiisiaction ? | 777 |belts t 1
670 |sngagement 2 ! 124 |says z 1 718 |between 1 1
G671 Jes 5 2 | TZ5 |season 2 1 779 |big t 1
672 jexcise 2 1 726 [serand 2 1 780 |blown ( 1
673 jexirtordicary r 727 |series 2 1 761 |blows 1 1
674 [laster 2 | T28 shake F f 282 {bloes 1 1
75 |fellos 2 || [T29)sheking 2 ! 783 [boards (I
76 Jner 2 1 73 _’shame 21 704 |bost o
77 |0t 2 1 T4 [shines 2 1 785 [books 1 1
78 |0l z 1 732 |shy 2 1 786 |boring 1
TG [alks 2 1 733 |videline F 1 70T |boyfriends 1 |
80 Iniplo 2 1 734 |ty F 1 7088 [brain 1 1
68§ {groovin’ 2 1 135 Jait 2 | T0% [brairm 1 |
B2Z |g | 2 | 7356 {skyline 2 1 790 |brand 1 i
683 jhappen 2z | 737 |smell 2 1 791 Jurestte 11
684 [headed 2 1 738 |ssmehow 2 1 792 |brother o
685 [heerts 2 1 739 [somelhing’s 2 1 793 |brown [
86 [hesven's 2t 740 [squezze 2 [294 Jbrufsed v
87 {him 2 1 741 |etore 2 | 795 [busted i [
88 |hook 2 1 T42 itakes 2 1 196 |Califarnla 1 1
89 |hape> 2 1 743 |these 2 1 797 Jcaptured o
30 |hot 2 1 744 Jhwist 2 1 798 |car 1

31 {1napecied 2 1 745 Jverae 2 1 799 Jeares i [
)2 it 2 1 T46 Jwanichd F 1 800 Jearried 1 1
93 |key 2 1 747 IWarsew 2 | BO1 [eatches 1 f
694 |laugh 2 1 748 fvater z | 802 Jcaught i
695 |lsughter 2 1 T49 |woll 2 1 807 Jesrtain [
696 j1berty 2 1 750 |wondering 2 | 804 |ehdnged 1 1
97 |lletng 2 1 51 jye 2z 1 805 Jchanges | 1
38 |living's 2 | 752 fyours 2 | BO6 [chaee ¥ 1
39 |lowed 2 | 753 [abandoned 1 \ 807 Jehemicatl ] 1

) [man‘y 2 | 754 {simiessly 1 1 2808 Jchum \ 1
T01 Imemories 2 | TS5 Jeir 1 1 809 [circles t 1
102 Joel 21 756 Jangels 11 B1Q |circulsting 1
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Appendix 9 6of 8
] {e] ¢ [ TETF ] feler
b1 [circus [ 865 [feelings T 919 il T q
2 [claions 1 866 [feellngs (I 920 )jig 11
613 Iclear t 1 867 |1 11 921 [joy (I
4 |close 1 868 |t 1 1 922 |jumped 11
3 lelaser [ 39 [fever 1 923 lkeepitg IR
616 |closin' 1 1 70 |few i 1 924 |keep 1 1
617 |clown 1 1 71 [fight t 1 25 [kinga l |
club 1 1 72 |Hgure 1 1 26 |king | |
Clpde t 1 73 |t i 1 27 |kissing | I
820 |calder 1 1 74 |11y 1 1 928 |knees | 1
821 |comiort 1 1 B35 |fiat 1 1 929 |knacking | 1
822 lcomforls ; 1 376 |flag 1 1 930 jknowing 1 1
823 leommitments 1 1 377 [Namne ! 1 931 {lagles 1 H
24 |enmpromis 1 1 78 [tought 1 1 932 |iater 1 1
25 |eomvintes 1 ! 79 [tockin® 1 | 333 |lay 1 1
26 [tooker 1 1 880 |1yl 1 1 934 |tear 1 1
27 Joust 1 1 funny 1 1 935 |Hghtening 1 1
2B jeover 1 1 Z |iiure's 1 1 936 |1 Imousine 1 1
829 |z 1 883 Igalore 1 1 F37 | 1 1
B30 [cross 1 1 B84 igambler 1 1 938 [Hines b
831 fcrosses { ! B85 [Gay i H 939 Hien 1 !
832 Jorw) 1 1 BE& Joentelmen 1 1 940 iMps 1 |
B33 ferush 11 BB7 |oives 11 41 |lived (|
34 [Cypld i t 866 |God | 1 42 |loglcal 1 1
35 |cured | ] 469 |gold | 1 43 it 1 |
G |eut 1 1 890 |aoadbye 1 1 44 oty 1 I
57 |dark 1 1 893 |granted 1 i 45 [Indly 1 b
58 |dawning 1 ) B892 lqresn 1 i 45 {love's 1 1
39 decided { 1 893 (grey i t 47 {tovely [ 1
40 |dedicate 1 | )4 |groover 1 | 948 |lovings 1 1
41 (deed 1 | IS |grown 1 | 949 Jtus ] 1
42 |demanding 1 | 96 |guarsniee 1 | 950 |maglc | 1
B43 |deserves 1 97 [tabltual ot 951 Imakes (I
844 |deating (| 98 [happening 1 b 952 mansion 1
845 |deter mination o 99 |happens 11 953 Jmany 11
645 |died 1T DD |happy 1 1 954 foms 1
847 [discovered 1 i 38 ) horder 1 1 955 [mate 1 !
48 |disguise 1 | 902 |herm 1 1 956 [meant 1 |
49 |dixgusted 1 | 903 |tmrps } | 957 |men 1 i
50 |dolls 1t 904 Jhel T IS8 |mess T
BS1 |domain 1 1 905 headlines 1 | 59 |Mides 1 |
BS2 |drey 1 1 906 |heartbeat 1 | 30 | mighd 1 |
BS3 |dress 1 | 907 |hearts 1 | 361 |mindalrstion | |
BS4 |driver 1 1 908 |tesls 1 | 362 |minuto 1 I
885 jdumb 1 1 EIER G } | 53 [miraciss ! 1
856 Jen 3 1 1 P10 |hit ] 1 964 |misteke 1 1
§7 |snded 11 hoping | 965 Jmisynderstand Vo
58 [erotlc (I }1Z Jhorns (I 966 |misunderstood [
59 |eacaping 1 213 |hovrs o 967 |moments tod
60 |eyelssh 1 | 914 [houses | 1 968 |moonlight 1 1
B1_|fces 11 915 |hugging [ 363 |moot o
862 |Pmily A 916 |hungry [ )0 {mover [T
B&3 [famy 1 I 917 {independence ) 1 37 Imurgered 1 1
864 [forewell 1 i 918 Jinvitation ) 1 972 |mily ) 1
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Appendix 9 7of 8
[ [ELF ] [E]F 0 [ELF
)73 Ination 1 1 D27 [sow 1 t 1081 javeelly 1 1
T4 |naturally 1 1 02 B |saying 1 1 YU |awing 1 |
75 | i) 1 | 1029 s:hool 1 | DB3|lear | |
976 |oeon 1 1 1 030 jsen] 1 | 08 4|learing 1 I
377 |nerves 1 1 03 I seniorita 1 I DB5|lells 1 i
D78 Jnine s v D3 2 |sensual o DB6|Ihan I
379 jnumber ] 1 333 senl 1 | 1087]1high 1 |
280 focean f 1 03 4]2even i 1 BBl hrea 1 |
)81 often 11 D35 [ shakes | S BO|threw 1T
)82 folder 1 1 036 |sharad | 1 090 |ticket 1 i
)83 jothers 1 1 D37 |shellerad | 1 F1 Jticking 1 |
OF 4 | paradise t 1 036 |shine | 1 192 Hop | |
985 |roy I 1 039|stip 1 1 1093 [tore | 1
Sa6 ipiclure 1 1 040/|short 1 1 094]lotalty A 1
)87 |pirm | 1 041 [showing 1 ] 39S [fouching 1 1
| 988 _{pitch A 1042 [sicamdry t 1] [1D9E|toured 11
989 |playbeg | 1 043 |siesla | 1 097|irein 1 1
950 |plngiuu (I D44]silence t 1| [1D98]iresting 11
)91 |ploymate I 1 045{since | 1 D99 [iresty 1 1
)92 |plessure i 1 046{sing | j YO |iree t 1
)93 |poetry i 1 047 sister | H ricks i 1
_llprau | 1 048 |skies Yo 102 firied [
195 |prager 1 1 1049 [slammin’ 1 i i3 firovble | 1
F96 |prica 1 1 D50 |steep 1 1 04 /reusers 1 1
}97 |pride 11 051 |steight 11 05]irust 1
308 |prowd 11 052|stip 11 06 |Irgth 11
909 |purs 1 1 D53 ]olippin’ 1 1 07]1urns 1 |
000 puiing 1 [ e 1 B8 {Iwve 1
gofjeui 3 | 1 055y umber | { 09]mly i i
(1002 |roce i 1 056 [ymiling I 1 10]umm 1 1
TO03 | reces [ 05 7 |saftly 11 s
004]radar [ 05 8]sang 11 7| uhafTected t ot
005|raid | 1 059 |songs 1 i $ | underground | 1
006]rare 1 060 Jscon 1 4| urder realh 1 1
007]rets | 1 06 1 |sconer 1 1 5juntezrd I 1
008]resiize 1 062]sorrov [ 6 Junknown [
099]recan 1 1 063tspring | 1 7 |urmpoken | 1
010|regret 1 1 06 4[stain t 1 B ]untold | 1
01 1]regrets 1 1 065]stealing 1 | ¥ vacation | 1
D1 2]|resial 1 1 06 G|sieep 1 1 20 |valentines 1 1
013 resislence 1 1 06 7]sleps 1 ! 21 |velta i 1
101 4)respoet i i 0GB]stops 1 ] {122 wtits 1 1
015]|rest 1 | 069 |atormy 1 1 23 |waking 1 |
016 |realless i i 1070{strangers i 1 F 4 |wall 1 1
017|ringing ! I 1071 >1rongled 1 1 wanis 1 |
018 |rockn'rell ] 1 1072]otrikes 1 1 26 |verms 1 |
019 ]|room ] 1 07 3]s1ruck 1 ] 2T weer 1 |
020 room3 t 1 07 dj3uccesd 1 | 2B |west 1 1
b2 | |rose I 1 075]sun's 1 | 29| vhatever 1 |
D22 |rulss | 1 076]super 1 | 30 |whith | |
D23 |runawsy | 1 D7 7sure 1 | wivile | |
D2 ajseliary [ [ 7B }surely T 2|whisper (N
025 |saved 11| [ToF9dsur | 33 ]whispers L
026 |3svior | i 1 0B 0| swestheart 1 | 34|wio'd | |
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Appendix 9 8 of B
D | E | § '

3% |wholy
6| wicked
T|wile
Blwin

9] window
0]winter

1
1|
1

Ln | | duf el

1

2| wilchin'
women
T4d]words

1 45pwouldn’t
1 46]written

4n
L5

1147 putd
1148|/]se-

1
i
i
i
i
1
wire 1
1
i
1
i
1
1
1

-t ok e o o — — —— —— —a —
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Appendix 10  Alphabetical Listing: E = frequency F = range [ OF 8

= = B O ok S e P R = im ) ) m am mm mm B o Al e e B e — fd — — — B —

1] {E] r__| 0 [ET ¥ 0 JE]F

i {em 3 2 55 |beoy LI 09 [boyfricnds 1
2 1 306 45 56 hall oo 10 |bays 55
5§ Jabeck V4 | 37 [bamd i 1 § _|breln 1
4 Jabondared 1 l 58 |bandil § 1 2 |breima 1
5 Jabout 34 11 59 |base I | 3 Jbrand 1
6 Jaching 2 | 60 |btethe 4 1 4 |break 9
T Jalreid 2 2 [ be 65 22 5 |bresthe Cot
1 Jafter 3 ] 62 |beoch 3 1 fi [vres2e 4
d_fegain 5 g 63 |bear [ T lbrigye 24
10_jemm z 2 64 |best 2 2 3 jbright 4
11_Jetmlessiy 11 65 |besutitul z 2 ) |vrighter 2
12 [ain’d 16 B 66 |besuty 1 1 20 |brirg 8
13 Jair | 1 67 ]becavae 5 3 21 |brings 4
14 fellvin’ 34 1 68 |bed 3 9 22 |troken a
5 Jell 94 23 69 jbeen 24 i 23 |brother 1
& |almori 10 { 70 _|before { i 124 |brooght 4
7 latare 13 3 70 |beg 1z 3 125 |brown 1
18 Jalomg 2 2 72 |begins 1 i 26 |bruised §
19 [elresdy z 2 73 |bequn [N | 27 |budtd 1z
Z0 _|alright 7 4 74 |behavier [ Z8 |building 14
21 |elways o 7 75 _|behtnd I 9 |buiil 2
22 |em 8 3 76 _|being 11 30 [bomp 4
23 |en 7 6 77 |believe 4 3 51 Jburn 4
Z4 Jsm s 4z 78 |betls 1 1 ? |burns q
25 fangels 1 1 19 |betorg L1 1 3. |busted 1
26 [anims 14 1 ] | beside z 2 4 |out 60 2
27 [anolber 4 V4 best 5 3 S Jbutlermfly 3
28 |anwwer 1 1 2 betler 3 2 6 Jby 20 1
9 [amwered 2 1 33 |between | 1 i 3
0 |Jamxwers 3 1 34 (bibla 2 1 B [Califer nia 1
31 |eny 2 2 5 |big 1 1 9 call 47
32 Janythlng 14 3 6 |bit L1 1 40 |called z
3 Janywei 2 1 7 _|bleck 2 | 41 Jealling 3
d_lanywhere ] 1 8 |blame 2 2 47 Jealls 3
35 lapart 3 9 1oHnd 3 2 43 Joame 5 «1 .
36 |appelila 4 gl 90 |blinds 10 1 44 |can 51 18
37 Jarc a8 2D 91 |blood 5 3 45 fcan't 5% 1§] -
38 farcn't 1 i 92 Iblown | 1 46 fcandy 1
39 larms Zz 2| 93 [blows | 1 47 lceplured 1 |
40 lsround 28 12 94 bl 5 5 48 [cer 1 |
41 |as 12 5 95 (blves 1 1 49 [cardbedrd ‘o 1
42 |osige 11 96 _|bords 11 50 [care 5 4
43 lask V4 4 97 |bol } ( 53 [cered 2 t
44 st e 9 98 |bedy z 1 57 |cares 1
45  |average } | 19 |body’s 3 I 53 [carcied 1 1
46 |avold i | 100 |bone 2 | 54 [Casanovs 14 {
47 Jowaka b4 ] 101 |boogie 4 | S [esatla 5 1
48 |wwakes 1 I 02 |0k 3 | 156 |catch 2 1
47 |oway 4 18| D3 [bocks 1 157 |catches 1t
50 |swhile 1 04 |borirg 1 1 158 [canght T
51 |babe 3 2 {05 _Jbora 2 | 59 {cause 16 |

baby 81 1B t06 |both S 3 60 |certein { i
33 (bmk 31 1D 107 Jbex 25 { 61 |chatr 2 1
54 |bed & o 108 [boy 49 Id 162 |chance i 5
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Appendix 10 20of 8

] lelr 0 [EF ’ [ [ETF
63 [ck 4 2 217 |erocodile 3 ] 271 Mrinks 3 t
64 |chang I 2 218 jeroas 1 1 272 {driver 1 1
635 |thanged 1 | 219 |erosses 1 1 273 |drop 32
166 |chamas 1 1 220 lerucial 2 1 274 (drupy 4 |
(67 [chost 11 227 croet [ 275 [dumb 1 I
168 |chasing 32 222 |erush I i 276 |dust z 2
169 jcheers 3 1 223 |ery 15 8 277 leach 15 7
170 Jchemicet i 1 224 [Cupld 1 1 278 jears 4 1
171 {child ] 4 225 |cured I 1 279 ense 2 [
172 |ehildbond 4 | 226 Jeut a 1 260 [eaay 5 E{
173 jehilla z | 227 |dance 18 4 281 [¢13 P
174 [thoice 1 ( 228 {dancing 2 2 262 |en S 1 1
175 [chum 1 [ 229 jdork 1 1 263 |end 4 4
176 [circles 1 | 230 |darkpesa 2 1 284 (ended 1 1
137 Jeircuinting 1 i 231 jdarling 3 4 285 (ends 3 2
178 [circes { 1 252 {dawning 1 1 2086 [erergy 3 2
179 ety 3 1 233 |day 19 £ 287 |engagement 2 1
184 lelaims | 1 234 Jdaylights 10 1 269 (emugh 9 4
91 fclear | i 235 |dago 4 3 269 |erctic | 1
92 [elock 2 2 236 |decided i 1 290 | 5 2 1
93 Ictose I 237 |dedicate 1 1 291 |escaping { 1
94 |closer | 1 230 |deed 1 1 292 |even z 2
85 jelosin’ I 1 239 |damanding 1 1 293 |ever 18 4
86 Jelown I 1 240 |deperd 4 | 294 (every 14 B
97 jehud i 1 241 r T 2 295 jeverybedy a2
199 [Clyde 1 1 242 Jdeserve 18 1 296 feverybody’s 4 2
189 icold & 3 243 jdeserves 1 | 297 Jeveryone 13 3
150 joolder 1 1 | 244 |desirn 2 1 298 Jeveryihing 25 b
191 [color 4 1 245 |destiny 1 1 299 Jeveryihings 5 2
192 lcoma I 246 [determinstion T B0 |everywhere 4 2
193 |coms I 13 247 |did T2 Q1 fexcuse 2 1
94 Jjeomes 7.8 248 |dldnt 6 3 382 |extreordinary 2 1
95 {comfort | 1 249 {die 4 2 03 feye 4 A4
96 Jcomforts | 1 S0 |died 1 L 304 |eyelashes 1 |
97 jcommitments | 1 251 |tig z2 2 305 |eyes 2 1]
98 Jcommon 3 1 252 |discoverad 1 1 306 [FLM 5 |
99 teompromise 1 753 |disquise 1 307 Jfect T3
200 jconceal 309 254 [disqusted 1 308 _jfaces 1
201 Jconfusion 30 255 |divine 6 ! 509 {fade ¢ 2
202 Jeontrol 3 3 256 {to & 18 0_jfake 15 1
| 203 fconvingss 1 t 257 jdoes 6 1 fall T2
204 {cooker 1 H 258 |doesnt 2 i 2 INalling 6 3
205 fcookis’ 3 259 |doing 4 2 3 {rafls 301
206 icorrer 5 I 260 |dalls 1 i 4 1ralae- | i
207 Jvorrected 2 | 261 [domain 1 i 315 Hamily 1 H
208 Jcosl 1 | | 262 |dam 86 26 18 jlamy 1 {
209 Jcould 6 5 263 |dore 21 ] 7 {Tanlasy 2 2
210 Jeouldn’t 3 3 264 |dony 2 i B _[fr 7 4
F4 count 2 1 265 |down 58 14 519 |ferewell t I
212 cover 1 1 266 |drag 1 ] 320 |t s 2
213 Jeoe 1 ( 261 |dream 12 3. 321 |(onier z )
214 Jerezy 3 2 268 |dreamt 2 | 322 |Veis 2 2
215 Jerew 2 2 269 |dress 1 | 525 |folher 3 Fd
216 jcrime 2 t 270 |dried 2 | 524 |fesr 4 |
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D 1f ] f ] TEf¥ D IE]F
325 [feel 3% 14 379 g 21 433 |he 30 5
326 |Terling 14 9 38D joela B 2 434 el | |
327 |Teeiing's 1 | 581 {petiing B 2 455 [s 1 5
328 |feelings 1 t 582 lplgote 2 1 436 [hend 2 2
329 |leeis 3 3 383 [qirt 23 10 437 |headed 2 1
330 Jicet 4 2 384 [girifriend 301 435 |resdlights 3 o
331 |ten 1 b $B5 Joirta 2 2 439 |hesdlines LI
332 Itelles z 585 lgive 83 11| | 340 |hear m s
333 Jiett 1 ] 307 Joivey 1 1 441 |beard 24 1
534 jfever 1 1 388 lgiving 30 442 |heart 105 12
535 |few 1 i 389 igind 4 4 443 |hearis A
336 {Tign 1 1 396 ¢ 28 1S 444 {heartbeal l 1
337 Ifigurs 1 § 394 160 1 i 445 {hearty | 1
338 [fill 1 1 392 |goen [ 6‘ A48 [teat i] Z
359 Jfilis 1o 393 |going 16 Bl [347 |heaven S
340 [find 8 B! A24 |goid 1 | 448 |heaven's 2 1
341 {ine 4 3 395 |qone 6 5 449 |heck-s-slommin® 3 1
342 [finer 2 1 396 |qonim 160 18 450 Jheels 1 1
545 Hira z 7 397 |ooeed 25 10 351 |heit 4 1
44 Ml 1 1 398 |gondbye 1 1 452 |help 3 2
45 [l FAR | 399 |goedbyes 8 3 4 her 23 9
46 (flag 1 1 400 |gol 5t 18 454 [here 26 10
47 (flame 1 i 401 |qolfs i3 q 455 heres 5 EL
348 |flst F4 i 402 lgraim 4 I 456 |hey 13 6
349 floar I 2 403 [granted 1 t 457 [hide S 4
350 flowers 31 404 |gresn 1 1 458 thigh 12 6
331 jfly 3 2 | 405 lgrey 1 | 4549 hil) ] 1
352 |Nying 3 1 406 [groaver 1 1 460 [him 2 t
353 [folka 2 1 40T |groovin® A | 461 |his 4 3
354 |fogl 2 2 408 |ground 4 2 462 |hit 1 i
355 Jfonling 2 2 409 |grew B 2z 463 |hald 24 13
356 ffor fr4 32 410 |grewn 1 [} 464 [halding 4 Z|
357 lHorever 15 6 411 |quaranies 1 t 465 |home 5 2
358 |forget z 2 412 |guess 2 2 466 Jheak 2 1
339 |forglve z 2 413 |guessed z ] 467 {iwpe 5 3
360 |fough 1 H 414 |guy 2 2 468 ;hopes 2 1
361 Jlound 12 & 415 |habilual 1 1 469 |hoping 1 1
362 |free B 4 416 | 6 4 470 {horns 1 |
363 |Fridey 2 { 417 [heir E 3 471 Jhot 2 1
364 {friend 8 3 A4L8 [nall 5 21 472 {hour 8 B
365 [(riends L] 4 303 [hotd 7 4 473 |wurgless 3 1
366 |irom 15 1o 420 |handa 8 3 _gﬂlhnur: 11
56T {fuckin® 1 | 421 [nanging q 3 475 jhouse 16 b4
568 (full i | | 422 |boppen 2 i 476 Jhouses 1 1
369 Jlun a8 1 423 |bappening 1 | 477 Jhow 49 16
370 |Funkilown 8 1 424 |wppens 1 l 478 {hugging 1 1
73 _|funny 1 1 425 |happy 1 | 479 |hundred 3 |
12 [futures 1 ! 426 |nard F- 480 |hunger z 2
T3 {oalore 1 1 | 427 |harder 1 1 | 481 |hungry | |
374 lgambler 1 1 428 Inarm 1 ! 4B2 (hurl 1 4
375 |game 3 ¢z 429 [narps 1 i 483 | 5686 44
376 Joeve 9 4 45D |hea n 4 484 |id 12 4
377 [Gay 1 1 431 |hale i F4 485 LI 45 10
378 _|genleimen 1 1 452 jhave 97 15 486 §i'm 130 31
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Appendix 1D 4of B
1] [E[F 1] [ ELF [ [elr
487 [t've ¥y 12 541 [lieing 2 | 595 |maiter 3 1
4BR |if o 13 E&lla 7 3 596 |may 2 2
489 |in 146 35 [543 It 3112 597 |me 265 4z
490 [indepsndance 1 1 544 [tight 1y 4 5968 {mean 5 3
4917 |inside 5 5 [ 545 llightening « 1 590 1 meant (I |
492 |impected z 1 G546 [lighls 12, 2| 600 !memeriey F 1
493 |into 3 2 547 Jlike 13 14 601 jmen 1 1
494 |(nvilstion 1 1 548 J(1mousine 1 1 B2 {mea 1 1
495 |is 68 194 549 Nline | 1 6083 [mel 2
496 |istand 4 1 550 §lines ( 1 04 |Midas 1 t
497 [lant 2 \ 551 {fon t 1 505 |midnighl 3 1
499 it 152 32 552 |lips 1 1 06 |might 1 i
499 il 89 15 553 |listen I 3 @7 |enile 4 1
SO0 |is 1 H 554 |litlle 68 [} 608 |mind 9 4
SO0 [jsmmin’ 3 1 555 |live 6 4 609 |mind's 2 1
s02 |itg 1 ( 556 |iived 11 610 |mine 5 3
SO35 (jive 43 | 557 |living 32 7 611 minisiration 1 l
504 |Josephine 15 556 |livings 2 1 612 |minute 1 1
S0% |joy T 1 559 |(agical 1 613 |miracies 11
506 ;jumped 1 560 |loneliness 2 2 61 4 | miatske 1
507 fjust 93 22 [ Tansly 4 3 615 |misunderstand 1 |
S08 {kecp 8 5 562 |lnng 33 16 &16 [misunderalosd 1 H
509 |keeping 1 1 563 {oner 3 2 13 Jmsment 2 2
510 |kesps 1 | 564 |look 35 a 318 |moments 1 1
£ kepld 5 3 565 |leeking 15 T 519 |Mondey 3 1
12 jkey 2 566 |(nae 6 6 520 |money 18 4
513 |kinds 1 | 567 |inin’ 4 3 621 |monkey 2 1
514 |king 1 | S68 |lost 11 6 Bb22 moon 2 1
9515 [kiss i S69 [Imt | 1 623 |moonkight 1 1
S16 |kissirg 1 | 570 |tots | 1 24 |mare 25 7]
517 iknees 1 | S71 Houdly | 1 325 | morning 24 ?
318 [knew 3 L 572 [love Z18 30 2 B _| sl 1 |
‘519 |knocking 1 1 573 |towe's 1 1 27 |mollon 2 |
920 |kmw 91 28 574 [ioved 2 1 528 {mouth 3 2
521 |knwing 1 | 575 [tetly | 1 629 |mive 9 g
922 [Enawn L 3 576 [lovsr 3 ] 630 |moved 2 2
523 jknaws 2 2 537 |lovers 7 2 631 |maver 1 {
524 |laisla bonita 4 | 5278 |toves 25 3 632 Jmoving 3 F4
925 |1sbour 12 | 79 |inving 15 5 633 |much 20 1Dy
526 [ladizes 1 | a0 _|1oving's | 1 634 |murdered 1 1
527 Hedy 20 | low 2 2 655 Imusl 9 4
SZ0 |last 9 5 582 |1ullaby 4 1 636 Imy 243 41
529 |lster 1 | 503 |iust | 1 637 |myself 7 2
530 Meugh 2 1 S84 |lying 2 2 638 |nails 1 1
531 laughter i 1 585 |made 6 4 639 [name 3 2
332 jlay 1 1 586 [magic | 1 G40 |y 2 2
533 leal 1 1 587 [make 34 13 641 |nalion 1 1
534 Jleave 5 5 588 [makes [ 1 | 642 [rnalursl 4 2
535 Heaving 3 3 589 |man k] 2 43 [nalurally | 1
936 [ieft b 5 590 |man’s 2 1 L 44 |mture 4 1
537 |let 41 14 591 |mansion [ | 645 |need s4 13
538 [let's 10 4 592 |meny ' 1 > 46 |reeded 1 1
539 [iberly 2 1 5935 |mas 1 647 |needs 2 2
540 i1s 7 2 594 |mate I 1 648 |neon i 1
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Appendix 10 5gf @
D el F 7 feir 1] e ] F
811 jseries 2 865 [smell 2 1 919 [such 3 3
B12 Jserious 4 i B66 Jamiling (R 920 |sugar 3 2
At3 [set 11 4 867 I MmO 921 |summertim: 14 l
B4 |seven 1 H 68 |=ofily 1 1 922 lsun Fa 6
615 [sex 20 1 69 |solution 301 923 |sun's 1
BL6 |shade 4 1 70 |some 21 ? 924 |Sumay 3 |
B17 |shodow 2 s 71 {somebody 34 2 925 tsunshine 3 |
B18 |shoke 2 1 372 [somehow 2 1 926 Jauper 11
B9 [shakes 11 873 |someome 6 2 527 Jsure 1 |
820 |shaking 2 1 B7d |someane’s "m 2 328 |surely 11
Z1 |shame 2 1 B71S |xomething 9 5 329 [surf ] [
22 |shared 1 1 B16 |somelhing's 2 1 230 |swesr 2 2
B23 Ishe 32 B77 |someli mes 3 3 B3t [sweel 24 5
BZ4d faheTl 4 1 B8 |»om | | 332 Jsweeihesrt 1 [
BZ5 Jshe's i 2 B79 [songs [ 253 fsweslly | |
BZE |aheitered 1 1 880 [so0n 1 1 334 |swim 10 |
BZ7 |shine 1 1 B 00ner t 1 935 fswing 1 |
BZ8 |shines s 1 682 |swrrow 1 | D36 ftall L] i
6829 tshining 4 [ 8E3 |soul 3z 2 937 [take 50 1@
30 Jship LI 4 |Spanish 4 | 938 |token 3 3
31 |shorout ES S lsperial 2 2 | 339 |1akes 2 1
837 |shore 12 2 & |spent 3 2 940 |taking 73
833 |short 1 7 |spinning 3 2 541 |tatk 7
834 |shauld T 4 8 |spring 1 1 342 [telked 2 2
835 |show 4 -5 BBY |squeese 2 1 DA [telking 32 2
B36 jshowing ( 1 850 [slein 1 1 944 |taught 8 3
B37 Ishows 2 2 891 |stemd 7 3 945 |iear 1 1
338 Jahy 2 1 892 [slending q 3 946 |lesring ! 1
39 [sicamore I l 9% Jslere z 1 947 [tears 6 4
40 |aide 4 3 94 Jaisrs 5 2 948 |lewe 3 2
41 Jsidetine ? 1 95 Jatarl 5 2 949 |1elephone 2 2
B4Z |stesis | | 96 |aterled 2 2 950 el 38 14
843 |+ign 51 97 |atorved 3 1 851 Helling 4 2
844 |silence i | 98 |stay 5 5 G52 |lells l 1
45 |slly 2 899 |stealing i 1 953 ender 33
46 lsin N 1 900 |steep 1 1 954 Jihon l |
47 jsine i ( 901 |step 4 1 959 [that 52 &5
48 jsinm 73 80z [steps i1 556 [that's 705
B4% [single 4 ) 03 il 17 9 957 fite 387 43
850 |sings [ 904 |sling 4 3 G958 {ikelr 2 2
BS U [aister I | 905 |stare 2 2 959 Yitem 3 2|
B52 |sit 2 1 906 |stap 50 [3 260 Jihen A [
853 |sixtesn 20 1 907 |stopped 3 1 961 Jihere 8 1z
B854 |akies ( 1 908 |stapa | 1 962 |ihere's 17 10
855 |sky 3 3 909 |torm 2 2 963 |itex 2 1
BSG |skyline 2 1 910 |stormy | 1 964 [lhey 33 1§
857 |slarmmin’ 1 [ 911 |straight 3 2 G965 |iey're s 2
BSE |sleep 1 1 912 |strangers I 1 966 |Ihing 6 2|
859 |sleight 1 | 913 |atrangled } t 967 [things ? L/
B6O |slip 1 | 914 |atrite V2 1 968 ithink 20 9
61 [stippin’ 1 ' 915 ;strikea 1 1 969 [thinking 4 3
62 |slw 2 2 916 {slromg 12 4 970 jthia 62 15
63 [slowly 1 I 917 jelruck 1 1 971 {thorn 3 2
864 |stumber 1 | 918 {succeed 1 1 972 lthose 6 4
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] JELF | 1] [eETF 0 [ELF
649 |nerves T 1 703 |played 4 | 757 [ring T 3
650 |never 99 15 704 |playing 1 | 758 |rieging 1 1
651 |new 2 6 705 playmate f ( 759 |river 2 2
652 |night 2 9 9 4 760 |roadblock 21 1
653 |nighls 72 a1 761 |rock r 2
654 nina J 1 | 1 T62 |rockin 3 2
655 |no 92 22 3 2 763 |rockn’rotl 1 i
656 |nobody Z 1 | 1 764 [roll 4 |
657 |not 2 12 | 1 765 |ramence 3 |
659 |nolhing 5 4 712 |proyers 2 1 766 |Rome 2 |
5539 [nolhing's M 2 713 |pretty 3 2 767 |Romeo 4 2
660 |now 63 20 714 fprice l 1 768 [room ] b
661 |number 1 | 715 |pride | 1 769 |room’s § ]
662 |ocean 1 1 716 |promises 2 2 770 |rose { i
663 [of 112 26 717 |protect 2 1 776 |round -8 3|
664 |off 2 1 718 |provd [ 772 [rules 1 !
665 [often 11 719 [peudo 2 1 773 |rumour 18
666 [oh 89 17 720 |pull 4 1 | 714 |run 4 B
667 Jold 2 1 721 Jpure [ 775 |runsway | S
668 [older i 1 722 {put 8 4 715 jrunnlng 8 &
669 Jon 100 30 723 puttisg | 1 737 jrums g 3
678 |once 5 2 724 {qui [ 718 j»d 4 3
671 |ene 32 12 725 Jquickly 5 2 779 safe 2 2
672 jone's 14 2 726 Jquite 2 2 780 |said 14 4
613 |onty 3 2 727 |rece t 1 781 |sambe 4 ]
674 [only 5 d 728 |races y ; 182 _|ssme z 2
635 |or 27 8 729 |ratar 1 | 183 |San Pedro 2 §
676 |other 19 5 730 |raid ] 1 Tod |=ard 5 2
677 |others 1 1 731 |rain 4 3 785 |sattafaction 2 t
678 |our 8 5 732 |rembler 3 ] 186 |satisfy 1 i
679 [out 63 13 733 |rammin’ 3 | 787 [Salurday I
600 |over 21 7 734 |rare 1 | 788 |save 3 1
681 |overboard 10 1 735 |rols 1 | 789 |saved 1 1
682 [own 13 4 736 |resch 3 3 790 |saviar 1 §
683 |packed 2 2 137 |ready 24 3 791 |saw 1 §
684 |pain 3 I TIRB |reelize 1 1 792 |esy 34 16
685 |paradise 1 1 739 |really f4 6 793 |saying 1 1
686 parl 2 2 T40 [reasn 4 I 794 |saps 2 1
687 |pam 3 1 741 |recalt 1 ] 795 |sthoot 1 |
688 [paal 2 1 F4Z lred Z 2 F96 ey 2 4
| 6B9 | palisece 2 1 T43 |regret ¥ l 797 |seal 1 )
690 [Pally 3 1 744 regrets ] | 798 2 1
691 |pry 1 1 745 |r ber 5 3 799 |second 4 !
692 |peach 2 1 746 |replaced 4 1 BOD Jserel 2 2|
693 |people 1] 5 747 |resial 1 { 801 Jaee 45 19
694 |perfect 2 | 748 |resistence 1 1 BJ2 |seem 4 4
695 |phese 2 1 749 {respeei | 1 BOY |seems 3 2
696 |picture 1 1 | 750 |reat 1 1 604 [seen 3 2
697 |pillow 3 2 751 [restless 1 1 BOS |self 2 2
65928 |pins 1 1 752 |rhyme 2 1 806 |send 19 2
699 |pitch 1 1 753 |rhythm . 2 807 |enlorita 1 1
FO0 |plass 31 754 |riches 2 1 BUE |senoe 5 3
701 |play 2 1 755 |ride 73 [ 809 Jsenowl 1o
702 Jployboy i 1 755 |right 29 12 310 {sent | 1
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1] JEIF i [ E]F D JETEF

373 [thowgh 1 1 027 (umm 1 | 1081 |went -1 2
74 {thaughl 3 3 D2BjunS 1 ( 1082 |were 5 4
75 |thousand 3 02 8| unaffected 1 1083 west 11
976 |ihree T 030|underground 1 [1084|whet 8 12
377 Jihrew b B3 T {andernesll t 1 1085 |what'a 6 2
378 |through 37 4 1032 {understam 6 3 1086 |whatever 1 1
979 |throw i z 1033 ) unbeard | 1 087 |when 57 24
980 |Thorsday 5 1 1034 |unknown t 1 088 [whenever A4 2
1981 |tickel 1 1 11035 |unspoken i 1 D89 jwhere 24 13
962 |tiekim 1 1 1036 |uniil [ 4 D99 |which 1 1
983 [Ued 3 3 1937 |undald 1 1 091 fwhile 1 1
984 [light 4 4 1038]|up 56 17 092 iwhisper 1 1
985 ittt 12 7 “11©39 upon 3 3 093 |whispers 1 1
986 [time 43 19 040 |us 29 7 094]vho 12 4
987 |times ¢ o 041 |use 3 3 095]who'd 1 1
988 |tired 3 2 $ 047 | used 10 3 026|who'll 3 1
989 |te 3Z8 45 1043 [vacation i 4 1097 |who's 5 3
999 |logelher 8 4| 1044 velentinea | 1 096 |whole 1 1
3g | |loid 2 z 1045 [veina 1 1 099 why 9 5
132 |tormorrow 3 3 046 |versus 2 00 )wicked 1 1
993 |tonighl i § Q47 |very 6 4 01 jwife 1 1
| 994 |ton 0 11 048 |voice 4 2 2wild 5 2
995 |took 7 5 049 |wait 16§ 1103 )will 28 %
996 ltoy 1 1 050 | waited 5 3 1104Fvin 1 1
997 |tore 1 4 105 1 |waiting G 4 1105)wvind 3 L
998 |tntally 1 } 1052 |woits 1 1 6]window 1 t
999 |touch 8 4 053 |woking 1 1 47 Jwirer 1 t
1000 tovehing 1 H 054 valk ] 3 Q8 jwipe 12 !
001 |towgh 3 2 055 wolked 3 1 Qg |wire 1 1
002 jtoured 1 | 056 |volkim 4 2 Qwish 6 1
003 [town [} 4 05 7 |woll 1 1 w yhi 12 1
Ddltay 12 058 wonna so 8l [TTiZjwicn [
0% |train 1 | 059]wvont 55 16 E|wilh 97 25
DG{treating 1 1 060]wantchs 2 1 Alwiikraw 12 1
007 {trests 1 1 D61 [wanted 6 3 S|wilhin 3 2
Q03 [iree 1 { D52 [wanly 1 1 & |wilhoul 0 S
00%|iricks 1 [ 063 |warm 4 3 1 |woke 4 2
010|iried 1 1 Doedwarms 1 1 8 [wolf 2 1
D1 § [irepicel q 1 065 [Warsaw 2 1 9 [woman 3 2
01Zirouble 1 1 066 fwes s 1 120 ] vamfin 11
013]irousers 1 1 Q67 [wesn'l 3 2 121 ]won't 26 10
01 4irue- I 03 10GA|walch 5 3 [0 22{vender 4 4
1015]irust i 1 Q69 Jwoichimg 4 2 123 \vonderful § 1
1016 ]truth i i Q70| water 2 { 2 4{wondering 2 1
1017 iry w3 Q7 woy 25 13 25 {word 6 5
101 B{Tueaday I 022 |ways 2 2 26 {words L
019{1urn L] 1 0735 |we 77 19| $ 7 {work 1 1
Q20{1urned 3 1 1074|we'll g8 3 28 {workim g 1
021 jturning I 1075]we're 1% 1 29 vorlg 18 7
102211urns 1 1 1076 we've q 2 30]worth 12 2
1023 ]twist 2 1 077 wear 1 1 31{waruld 28 3
02 4Hwo | 1 107 Bjwesrim 2 2 2 Jwauldn’l 1 1
025{r {ygou) 6 1 1079]vednesday - 3|written 1 1
026{wly 1 1080]weil 75 @ J4|wrong 7 4
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0 ELF
35|ya 2 |
36|yeah 47 ¢

137]years 4 ¥
38y 14 5
39| yesterday 3 2
40| yow 513 41
41 |you'd | 1
[1042]|ygoull 12 3
43 |yau're 54 15
44 you've 13 @
45{young 2 2
46 ypur 128 24
47 yours 2 |
48 |yours=lf & 1

g of 8
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Appendix 11 Sentence count N.B. Using Word Count 2

A B C o T E
1 |l just can't stop bovimyou 442 €8] &.SiBmwords
2 [Rsazm 250 39; 6,9M4iC=pmtmeos
3 [who's that girt 167 387 4 3TD=av wds/sen.
4 | CallMe 24 411 5.4631
5_|Mothig's gonastopme ow | 288] 36! 8]
6 |1 wanna dance with somebody 364 65! 5.353]
7| whai have | done ta deserve this] 5341 64 B.344|
8 |Uwant your sex 37 51} 6 £08;
9 |The Hring daylights 157 20! 7.5
10 [Didn't we abwast bave it a s 40| 7,625
11_|Funiey town 191 27 71074
12 |Abee : 160 24] 7.8
illheardarumg_n._lr 193 491 568;
A4 [Never bt me down again 203 42! 4,838
15 U got the lovk 248] 68 1647
16 |True faith 410} 40! 1025
17 |La isha bonita 298 42 7.095
18 |uust around the courner 1341 26{12.85
19 |Bridge to your haart 2188 49]4.439
20 |Bous 240¢ 78] 8571
21 | love 10 love 346! 491 7.061
22 I.iﬂ'gi'nm ’ 781 49 3.735
2% [FLM. 218 4 9%
24 [Toy boy 267 46! 5.804
25 [I'm not in ove 230 265 6846
26 | Animal 259i 39; 6.641
ZT_|Wever gonna give you up 386}  62] 6226
28 [Sweet cixtoen 313 41{ 7634
29 |Ho|h'm's onna siop us row 511 55: 9.291
20 |wipeout 145 28} 3179
Z0_|Swael Tiltle rwstery 110 29 44
32 [Roadblock 55 14 3929
33 [Wishing well 240 40 é
24 [wonderful life 150 36572
35 |Heart and Soul B9 i 7.351
36 |With or wilhout yeu 175 330 5.308
37 _|Whenever you're ready 291 38; 6.605
36 |Some people 1831 48! 3813
39 |Everyihing lown 214} 29; 7.37191
40 |The rinythm divine 125, 171135
41 |The molive 214} 26: 8.231
42 |Hourglazs 552 70; 7.886
43 {Caganovy 316 40{ 13
44 |Dance Tithle ady 269 74| 2633
45 latways 242 25! 968
46 |Jive talkdn' 314 37] 8486
4T (Fake 227 501 &£54
A8 _|Girliriend i a coma 138; 18} 8,625
49 Labour of love 438 59 7305
50 [Jossphi - 197 25, 188
1 [total 13926] 2061} 6.952] 6756914119
32 |2ND WORD CT wis u average
33 |flesch Reading Ease: 97 i
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Appendix 12 Flesch's Readability Formula (4 pages)
from The Art of Readable Writing New York: Harper & Row

HOW TO USE THE READABILITY FORMULA

To estimate the readahility (“reading ease” and "“human inter-
-est”) of a piece of writing, go through the following steps:

Step 1. Pick your samples

Unless you want to test a whole piece of writing, take samples.
Take enough samples to make a fair test (say, three to five of an
article and 25 to g0 of a book). Don't wry to pick “good” or
“rypical” samples. Go by a strictly numerical scheme. For
instance, take every third paragraph or every other page. (Ordi-
narily, the introductory paragraphs of a piece of writing are not
typical of its style)) Each sample should start at the beginning

of a paragraph.
Step ».  Count the number of words

Count the words in your piece of writing. If you are using
samples, take each sample and count each word in it up to 100.
Count contractions and hyphenated words as one word. Count
numbers and letters as words, too, if separated by spaces. For
example, count each of the following as one word: 1948, $19,892,
e.g., C.0.D., wouldn't, full-length.

Step 3. Figure the average sentence length

Figure the average sentence length in words for your piece of
writing. If you are using samples, do this for all your samples com-
bined. In a 100-word sample, find the sentence that ends nearest
to the 100-word mark—that might be at the g4th word or the
togth word. Count the sentences up to that point and divide
the number of words in those sentences in all your samples by the
number of sentences in all your samples. In counting sentences,
follow the units of thought rather than the punctuation: usually
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APPENIX

sentences are marked off by periods; but sometimes they are
marked off by colons or semicnlons—Ilike these. (There are three
sentences here between two periods) But don’t break up sen-
tences that are joined by conjunctions like and or but.

Step 4. Count the syllables

Count the syllables in your 100-word samples and divide the
total number of syllables hy the number of samples. 1f you are
testing a whole piece of writing, divide the total number of
syllables by the total number of words and multiply by 1ao0.
This will give you the number of syllables per 100 words. Count
syllables the way yon pronounce the word; e.g. asked has onc
syllable, determined three, and pronuncietion five. Count the
number of syllables in symbols and figures according to the way
they are normally read aloud, e.g. two far § (“dollars™) and tour
for 7916 ("nineteen sixteen”™). Hawever, if a passage contarns
several or lengthy figures, your estimate will be more accurate
if you don't include these figures in your syllable count; in a
100-word sample, be sure to add instead 2 corresponding number
of words after the 100-word mark. If in doubt about syllabication
rules, use any good dictionary. (To save time, count all syllables
except the first in all words of more than one syllable; then add
the total to the number of words tested. Tt is also helpful ta “read
silently aloud™ while counting.)

Step 5. Caunt the “personal wards”

Count the "personal words” in your 100-word samples and
divide the tatal number of “personal words” by the number of
samples. If you are testing a whole piece of writing, divide the
total number of “'personal words” by the total number of words
and multiply by 100. This will give you the number of "personal
words” per 100 words.

"Personal wards’ are:

{a) All Arst-, second-, and third-person pronouns except the
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HOW TO USE THE READABILITY FORMULA

neuter pronouns i, its, itself, and they, them, their, theirs, them-
setves if referring to things rather than people.

(b} All words that have masculine or feminine natural gender,
e.g. John Jones, Mary, father, sister, iceman, actress. Do not count
common-gender words like teacher, doctor, employee, assistant,
spouse. Count singular and plural forms.

(c) The group words people (with the plural verb) and folks.

Step 6. Count the “personal sentences”

Count the “personal sentences” in your 100-word samples and
divide the number of “personal sentences” in all your samples
by the number of sentences in all your samples. If you are testing
a whole piece of writing, divide the total number ol “personal
sentences” by the total number of sentences. In both cases
multiply by 100. This will give you thc number of “personal
sentences’ per 100 sentences.

“Personal sentences™ are:

(a) Spoken sentences, marked by quotation marks or otherwise,
olten including speech tags like “he said,” set off by coelons or
commas (e.g. “I doubt 1t.”—We told hrm: “You can take it or
feave it."—"Thal’s all very well,” he veplied, showing clearly that
he didn’t believe a word of what we said.)

(b} Questions, commands, requests, and other sentences di-
rectly addressed to the reader (e.g. Does this sound impossible?—
Imagine whai this meens.—Do this three imes.—You shouldn’t
overrate these results—This is a point you must remember—It
means a lot to people lthe yon and me.). But don't count sentences
that are only indirectly or vaguely addressed to the reader (e.g.
This is typical of our national character—You never can tell).

(¢} Exclamations (e.g. It’s unbelicvable!)

(d) Grammatically incomplete sentences whose full meaning
has to be inferred from the context {e.g. Doesn’t know ¢ word
of English—Huandsome, though.—Well, he wasn’t—The minute
you walked out.)
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APPENDIX

I a sentence fits two or more of these definitions, count it only
once.
Step 7. Find your “reading ease” score

Using the average sentence length in words (Step 3) and the
nomber of syllables per 100 words (Step 4), find your “reading
ease” score on the How Easy? chart printed on the end papers
of this book.

You can also use this formula:

Multiply the average sentence length by 1.015 ........
Multiply the number of syllables per 100 words  ........
by .846 Add ~—
Subtract this sum from 206.835

Your “reading ease” scoreis  ........
The “reading ease” score will put your piece of writing on a
scale between o (practically unreadable) and 100 (easy for any
literate person).
Step 8. [Find your "human inlerest” score

Using the number of “personal words” per 100 wards (Sitep 5)
and the nomber of “personal sentences” per 100 sentences
{Step 6), ind your "human interest” score on the How INTEREST-
iNG? chart printed on the end papers of this book.

Or use this formula:

Multiply the number of “personal words” per
wowordsbygbygs L.
Multiply the number of *'personal sentences” per
1000 sentences by .04 ...

The total is your “human interest” score ........

The "human interest™ score will put your piece of writing on
a scale between n (no human interest) and roo (full of human
interest).

In applying the twin formulas, remember that the “reading
ease” formula measures length (the longer the wards and sen-
tences, the harder to read) and the “homan interest” formula
measures percentages (the more "personal" waords and sentences,
the more human interest).
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Appendix mo. 13

Song
1
2

AUUU AN A RN S N AL, W AN ARBRAW PN P WL N =W RN - WU W WW— L

B

Pt Chn B b O B B P GA LA LA W U O e B U BT W LD OR e ek BA U LA U B LA W0 A WO R LA R LD RA BRI LA LD U e

Blathtath B R DR BBt s AN WALNEMWWW AR = BWUA WL WO AW R L = WA WLt WL — b

Song themes by three judges
50 PS themes as judged by three judges independently (A,B.C)

A B
1 searching 8 6
2 playful 6 5
3 love beginning 9 12
4 love cxisting 1] 10
5 love ending 14 12
6 unclassifiable 2 5
34,5 love% 656% G68%

C
5
4
12
12
15
2

78%

Average 71% of songs have love
in some¢ phase as principal theme

according lo 3 readers-judpes.
Total agreement on 26 songs
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Appendix 13 continved (themes)
Readers Instructions (for TM's 50 song corpus)

Your job as rcadess is to sont the songs into thematic calcgorics, The categorics
suggesied here are only hypotheses. It could be they are faulty and don't apply.
Feel free to creale yonr own calegories upon reading the song lyrics if you feel
that the ones below are unsuitable.

Theme categories

1. Purpose in Life/SearchingfIdenmity crisis: may be characterized by
confusion.

2. Playful songg/fantasy/childish perhaps

3. Love songs 1 Beginning stages: Describing, wishing or drcaming about a
possible, future, or one in the making lover.

4, Love songs 2 Slable and existing: describing or commenling upon a love
affair that exists already.

5. Love songs 3 Ending or ended: may be sad or reproachful, wishing for a
reconcilialion, or I'm-gonna-leave-you type

§. Unclassifiable:

7. Other:
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Appendix 14  Gender and person data for the 50 songs
88= sex of singer by voice (d-duette, m-male,f-female, fg-female group., mg-male group, ge-
mized geoups  GLT= gender terms mentioned in lyrics; 2/3= terms functioning to reler 1o
2ad person (you) or & 3rd person, or it may fluctuate beiween the two; X 8= a singer refers
to self with a2 term which explicitly tells his or her sex.

88 GIL 2/3 X
1.1 JUST CANT STOP LOVING YOU d
2IT'S A SIN m
J.WHO'S THAT GIRL? f

f

f

4.CALL ME

5.NOTHING'S GONNA STOP ME NOW
6. WANNA DANCE WITH SOMERODY f man fluctugtes

7. WHAT HAVE [ DONE TO DESERVE THIS? m

8.1l WANT YQUR SEX n girl o1

9. THE LIVING DAYLIGHTS m boy
10.DIDNT WE ALMOST HAVE IT ALL f

11.FUNKY TOWN m

12.ALONE fg

13.]1 HEARD A RUMOLUR fg

14.NEVER LET ME DOWN AGAIN
15.U GOT THE LOOK

16.TRUE FAITH

17.L.A _ISLA BONITA

18.JUST AROQUND THE CORNER
19.BRIDGE TO YOUR HEART
20.BOYS

211 LOVE TO LOVE

22 LIVING IN A BOX

23 FLM.

24.T0Y BOY

25.1I'M NOT IN LOVE

26 ANIMAL

27.NEVER GONNA GIVE YQU UP

| 28. SWEET SIXTEEN

29.NOTHING'S GONNA STOP US NOW
30, WIPEQUT

31.SWEET LITTLE MYSTERY

32 R0ADBLOCK
3. WISHING WELL

34, WONDERFUL LIFE
35.HEART AND SOUL
36,WITH OR WITHOUT YOU
37.WHENEVER YOURE READY
18.80ME PEOPLE

IS EVERYTHING [ OWN (51}
40, THE RHYTHM DIVINE
4LTHE MOTIVE
42 HOURGLASS
43.CASANOVA
44 DANCE LITTLE LADY

45 ALWAYS

46 JIVE TALKIN'

47 FAKE

42.GIELFRIEND IN A CO&A
49.LARQUR OF LOVE

S0 JOSEPHINE

a

girl fluctuates

hovs you
he Ird

boyfriends ird
he boy hd pipola

uaiaia "",.'?JB il a3 - R il 1= B

guy

she Fluctuates

girls Ird

Midas,he fluctuates
she fluctugtes

Lo
2 EIEIBEIQO'IE

aa-*-ia aggJ

W man ¥ OU 1/Casanova
he 3rd lady
girl/boy yon girij/boy

=

g1l you Alex
girlfriend 31d

JBBBJEB“""E{

Jasephing you
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G. 26 Demsitd verbale........ovvvivniinien NV
27, Densité syntagmatique............oeveisveee Q__

356

Nm. _.; Ne/Noi

Ny

Q/Ny

Appendix 15 Bronckart et al. Discourse Grid 1 of 2
160 LE FONCTIONNEMENT DES DISCOURS
GRILLE D'ANALYSE DE TEXTES
Texte analysé : ——
PP
N. mots (Nm) :
N. verbes (Nv) :
Unirés Nombre (N) Indice  (N/Réfirentlel)
A. 1. Pronomafadjeciife 1% pers, singulier...cvrennnenss — /Nm
2. Pronoms/adjectifs 1% pers, plurdel,......cc0e0vnen i — /MNm
3. Pronomesadjectifs 2* pers. singulier....c.coernne. - -— /Nm
4, Pronoms/adjectifs 2* pert. plurid.... -— /Mm
5. Pronom indéhind « on w........... -— /Mm
B. & Vabes i lindicatil prigem,,. [ + c—— MNy
1. Verbes & I'indicadl Tutur limphe —_— /My
B. Verbes & Iindicatif passe mpeoé N e eesesriaen My
9. Verbes & Tiodicadl imparfait.......... —_— INy
1D, Verbes & l'indicatif passé dimple. ........ _— Ny
11, Verbey au conditionne prumapme Ny
12, DSctiques 1emporels. .. — Nm
c. 1. Amuham ller........... s - — i
14, Auxilialres d*nspect... ¢ Iy
15. Auxitizires de mode Wulo:r' drvoir fllloir' - v Ny
16, Auxibiaire de mnde pouveir... —_— il
D. 17, Formes passives comphitex...........cocoeeeerrnnnne..ee — /Nv
18, EMPARKS. e cerr e imr srnanin e -— /e
19. Phrazes non déclaratives ,...., - /Ny
E. 0. Organisaleurs temparels. . [, — /Nm
21. Ovgand arg tirl ‘fexieo ¥ C—_— /Nm
22, Omganisateuns mmmunf: imi-textuels.... — /Nm
23. Modalitds d'énoncd. ... ecesnsinin [ /Nm
F. 24. Anaphores pronominales.......... — 4 /MNm
25, Anaphores non profomMinles.........cccevevnnnnn.e.. —— - /Nm



Appendix 15 Bronckart et al. Discoursa Grid ﬂ.da{ted to-English 2 of =

1.SONG TEXT ANALYSIS FORM (Bronckart)

Song analyzed: No. title

N. words (Nw. N. verbs (Nv}):
Uniles Number () Indax (NReferend)
A

1. Provouns/ad]. it person sing

2. Pronouns/ad). Ist person plur

3. Prosouns/ad]. 200 parson sing

4. Proncuva/ad|. 2nd person plue.

5. Indifnil proncuns “one™ T
0. .
. Present lemss varbs: Sb. Progressiva present (except “gaing Lo® a4 foture); Gc. Gertinds

n b c total:

7. Future “will®

8. Past tanze varbs,

9. Farfuct Lante.

K. Progresiive pasl
11.Conditions] medsis{would, could, might).

12.Tinw Dadctica (oday, row. . . .}
¢

li—.‘gdng to*

14. Aspect

15. Madal mas. (ust, should, may, want)

16.Cmn
0.
17. Complats prasive forms (by).

18. Emphatic Forma (IU's he who .}

19. Hon Declersiives: questions, Imperslives, sxrismslives,
E.
20, Time organizers

21, Lexdcsh-syntactic srgumantstive organizers.
22. Imi tosctusl organizers

23, Modsl pheasing (cartainly, It seems_ )
3

24, Ansphors (pronauns- rafarring back }

25. Non pronoun nsphors (this behavior)
a. .
26. Vorhal density Hv. Hw. Ryithw.

27. Symsgratie danslly 0 My, /Ny

B
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Appendix 16 Individual marks: % of presence in the 50 songs 2 of b

3 |6 prasemt ||z 7. futece | 3 " [s.put] [
L Bi26 -5 0|24 = {3
1-3 §-3 | 2] 4] ef1s]21]28]39] 43/ 48{ e-3 6m7nﬁ!§2l 29/46/44
1-6 4-6_ | sl 1033 4-6_ | 9[i043
79 7-9 1| 12] 9|29 7-9 22| 41147
u-:;P ITHY .7 TRV
13-13 13-15125 £3-15 213544149
i6-18 16-18]11
19-21 19-21{37] 41
22-2432 22-24
21%-27(27 15-37
28-34( 28-19
31-3339| 49 31-33{45
134-36/13} 31 34-36!
37-39/ 40! 37-39}
+0-42 | 48-42i
£3-45}10] 17| 50| 43-45]
46-48(30 A6-481
£9-511 49-51140 49-5117
152-54/ 52-54150 51-’;[
53-57]12 55-57 53-9
S5-68!29] 48 55-64) ' 58-68{ 13
61-63 6 4} 1 61-63 Bi-6
64-56} 341 35 43 [T
67-89} 2 m?‘if« 67-6%
70-7T2 1| 19| 24 78-72
73-75[23| 25 73-75
76-78; 5 1] 21] 47][76-78
79-81 79-81
82-84 62-84
83-87] o 19 24 83-37
[TETRED 52-90|
91-93] 3| 4f 3% 36/]91-93
94-96) 14| 26} 4 94-95|
97-39 1z| 97-99
lll!ZIlI 199
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Appendix 18: Barber's description of the Dim:
from Barber, Elizabeih J'W. (1980) Language acquisition and applied
linguistics, ADFL Bulletin 12:26-32.

"I spent last fall (raveling in a dozen countries, maostly in Ezstem Europe. Since
I was working rather than touring, 1 had 10 communicale in any language 1
could. I had studied Russian 10 years ago and had read it some since, but 1 had
never spoken it much; | had learmed Modern Greek by iraveling one sammer in
the backwoods of Greece. with some help from my classical Greek, but 1 had
never read it and not used it at all in the intervening 17 years. French, which [
bhad learmed in a French schoolyard at age 12 and had studied in high school.
and German, which I had studied one summer by correspondence, were more
immediately scrviceable: I had read and spoken both from time to time.

It turned out that the curators 1 was working with at the Hermitage in
Leningrad spoke nothing but Russion. The first day T was tongue-tied, but by
the third, I was getting along well enough. That iz, we were managing (0 get
the information back and forth 10 cojoy one another's acquaintance, even
though [ was acutely aware that 1 was making grammatical errors cverywhere,
But it was cither that or hopelessly stall the conversation and the work. Any
seif-respecting adjective in Russian gives you on the order of 40 possible
calegories of forms to choose from, according to case, numher, gender, and
animacy, nol to mention lomg and shont forms and declension classes. I yoa
have 10 dive into this labyrinth to select a form consciously, you find when you
surfacc proudly with your hard-won morpheme that the conversation is 10
miles down the road. Either that, or your interlocutor is sound asleep. Social
pacing durns out to be more important than grammatical correcincss, €ven in a
scientific conversation.

By the thitd day selso, the linguist in me was noticing & rising Din of Russion in
my head: words, sounds, intonations, phrases, all swimming about in the voices
of the people 1 talked with, This Din blocked out all my other languages o a
degree inversely proportional 1o how well [ knew them. Many imes on the trip,
after a few days of a given language, my social signals slways came owt in that
language, regardless of what [ was trying to talk at the moment - except
English, of course end' interestingly, French. T had learned my basic French as
a child, by child's methods, and [ have always retasined the ability 0 switch in
and out of it cleanly at a moment's netice. And whereas German was difficult to
switch to, Spanish, my most recent language, was hopeless. . .

The sounds in my head became so intense after 5 days that 1 found myself
chewing on 1hem, like so much linguistic cud, to the rhythm of my own
footsteps as T walked the streets and museums, Whenever | noticed this Din, the
linguist in me would demand wo know what I was saying. Half the timc 1 had to
fook what 1 was saying vp, or somehow reconstruet what it meant from the
context in which 1 had heard It hours or days earlicr. Thc constant rehearsal aof
these phrases of course was making it easicr 8md casier 10 spcak things quickly:
things popped out as prefabricated chunks., But [ had ne control ever what my
subconscions fed into my "chewer" cach day. It fed me what it considered o be
memorable - nat what 1 considered meaximally uscful. MNonetheless, my overall
command of Russian improved more in a single week than it would have in a
month or two of intensive reading.”
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Appendix 19 Summary of pop video clip activities,
in ETAS Publication No. 3 io8s

Using Pop Video Clips

Tim Murphey

The following exercises were done with teachers during the
presentation and all ecould be done ae well with students. Part
I starts from the video witheut sound, text, or moticn and then
slowly adds them all. Part I starts from the songtext. Ancther
common cption would be to start from the song without text or
¢lip. Part III deals with making your own vldeo cllips=.

Part T (example: Freddy Mercury - The Great Pretender)

Ex, 1. = Hralnstorm all tbe ways that you can imagine that
video clips might be used in a language class. Compare your
list with someone beside you. Talk about the different ways as
a group {anything is possible, learn Erom students and develaop
iearner independence in choice of activities).

Ex. 2, - Use the pause button Yo frecze o frome 3t the
beginning of a clip. "Who is this person? How is he dressed?
What Kkind of persen de you think he i=s? What will he be singing
about?" (Simple present description).

Ex. 3., - Hand out a verdb tisi that can be used te descrike
what takes place in the video (not the =ong lyrics). "Some
things will happen in the video and these verks may help you to
describe them. If you don’t knaw a word, ask your partner for
help. Can you try to predict with your partner what you will
see just by locking at fhe verb list?" (future, probability).

Ex. 4. - Helf »' ha!lf: Show only half the group a first part
of the video (30 secs.) without sound. "You, the half loocking,
must remember what you see as you will have to describe it to
someone in the other half afterwards. You will only see about
30 secs. You, the other half, may find it fun to look at the
viewvers’ faces and try to imagine what iz gaing on." They see
the portion and then gc and tell someone what they saw. (past
tensze) .,

Ex. S§. - "The other half will see the next segment in a
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mement, can the ones wheo have just watched try to predici whai
will happen?”™ (future).

Ex. 6. = Running comuentary. Now the other half watches, but
ohe or two should volunteer to shout out all that rthey see. One
might name things (there ls, there are...) and say what is
going on. Another might say what’s going con (progressive: he's
singing, dancing etc.).

Ex. 7. - Frem what you’ve seen, do you think the song fast or
. 3low, what will. it be about? (in pairs predicr sound].

Ex. 8, - A short diciation: Dictate the first line and a half.
Then ask them to complete the verse (4 lines), not worrying
about rhyming and meter but more about the ideas. "Compare your
lines with someons baside you. Has your predictlon about the
gong changed any?"™

Ex. 9. = Themes: Hand out the words to the song and let them
compare. (hhat they wrote is never wrong, conly different, and
might even ke more original.)} "What is the theme of the text?
.+. Listen to the song and watch the video all the way through.
++. What is the theme you understand from the wvideo? ...
Compare the song text theme t¢ the videc theme.”

Ex. 10. - Write down three gquestions that you would like to
ask the singer if you were to meet him/her.

Ex. 11. - Ask an extroverted student to role play the singerx
and respond to questiona. (raie play).

Part II (Example: David Bowie’s PAY IN DAY QUT)
Ex. 12. = "We're going to see a video but I‘d like you to have
the complete text first. Reed it over, read the article about
the song/einger, look at the picture of the singer, decide 1if
you like the singer, think about what the video might be about
and discuss it briefly with someone beslde you.
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EX. 13. - ‘'Does anyane know anything more about the singer?
(Use YOUr siwdenmtr' information to enrich the class, teacher
learns from students). And what do youw think you will see, how
will it be filmed, will it be a slow, sad song or a fast song?*

EX. 14. = Selective viewing: "We’re golng to watch it now, and
I want you to look for several things, to comment on
afterwarda. You will see an image of Marilyn Monroe, you will
see a &ort of angel. What could these have to do with this
sang?” (These should be non-rhetorical open-ended gqueations,
dealing with symbolism and interpretation. Agaln, nobody’s
comments can be wrong. The teacher should aeccept all,
refrainlng frem giving his 6: her own unless solicited by the
group.)

Ex. 15. - “Does the film fit your expectations, the weords?
Does the message get across?" Discuss some soctal/rhemaric
gspect (e.9g. Do you ever give money teo panhandlers, musicians
in the streets, sidewalk painters? Do yow think these people
are really desperate or just lazy?)

Ex. 16. = PI'd like you to rcore the t(wo videor we've just
seen in several éategories (1-&, song: music, volce, text:
video: originality, filming techniques). Did the seng Fit the
video? Would you like to see it again?) Feel free to discusa it
with your neighbours, compare your sScores with somecne beside
you.” Optional tabulation of results of class and creating a
newsletter of the results with student written articles.

Part III

Ex. 17. - It is also poa‘sible ta moke video clips with the
group. The possibilities from simple to complex might be:

a) filming students acting out a song with the original sound
track in the background, just writing the screen play and
camera direction. This can be for a song or Instrumental music.
b) getting students te perform the scong as well.*

c) getting students to rewrite the words to a known song making
the words specific to a partjcular situvation (e.g. school or
political life).*
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d} having students write their own songs, words and music.
{0ften one student can write the words and give it to a
musician to put to muesic).

e¢) organize @& mini-musical in which a song or two are included
within a narrative with dialogue.

f} interview a person well known to the class and use part of a
&onyg az a rasponse to each question.*

At the end we turned our attention to why use video clips. The
extensive contact is the easliest reason (8-12 hrs a week for
most adoleecents), thus, to an extent the ESP of youth. But it
iz also important that songs and clips azre simple and
repetitive (cf. foreigner talk), get stuck in our heads, are
audio-lingual, audio-visual, affective (humanistic teaching,
motherese of adolescence, teddy-bear-in-the-ears), and can be
interactively communicative if the teacher does not use them as
gsimple t.v. (merely having students "babysat"™ wupon) but
involves the students in predicting, describing, cormenting,
and sharing what is inside each of them.

Finally it is =atrongly suggested that teachers don’‘t do a lot
of work gathering songtexts, reccording videos, ete. Instead
they should share this work with students. Let students choose
cilipse and songs, let them present them in class, preparing
exercises For their c¢lassmates, and thus give them more active
responsibility in their own learning.

*These were lllustrated with filmed segments from a summer camp
and a teachers’ workshop.
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Appendix 20 Syllable Count in rapport to Frequency Count (WC1)

{Polgsy llabic wards in Frequeocy lislio Appendix 20

Freq. wds list ino.2sy litokens ino3sylitokens ino.4syl ftokens ino.Ssyl no.6syl:tokens
1-100 H: 661 3 96~ - - - -
101-200 27 46d 7L 10 1 14~ - -
201-200 22 197 2 26 1 8i- - -
301-400 24: 124 3 27 1 4i- - -
401-530 47; 160 9 32 1 3:- . z
301-£00 40 106 2 T - - - -
&01-700 20 &0 10 - i - -1 2
101-800 37 5 & & )i P2 1 - -
8a1-900 25 I5 17 17 2 - - -
201-1000 43 43 ) 3 & fi- - -
1001-1100 ] 39 9 9 1 1:- - -
1101-1148 17 17 5 S 1 1i- - -
Total words 13163

2 sylable 1959

3 syl(380x2) | 76l

4syl(41x3) 123

Syl (1x4) 4

GsydxS) 20

total sy llables: 16037

total syWables /total words= 1.219= 122 sqllables per 100 words

i i
% of polysyllabic words among types and tokeas
fypes inumber (% Tokene insmber : %

251 words 72 032 1969 015

25yl words #4008 380: 0029

451 words 15: 001 41: 0,603

syl words 1 g 1 Q
{63yl words 2 5; 4 0

42% of types are polgsyllabic

8% of tokens are polysylabic
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Appendix 21 Fit:ty Titles word count

B C __ B £

1 N 7 55 [GIYE 1}- .

2 |THE g 56 60T i 50 titles
3 [A 57 [HFARD i 148 word tokens
4 [ovE 4 508 [HOURGLASS i 108 word types
S _|GONHA 3 59 {t'H i

6 [N 3 T ET i TTR = .73
T IME 3 | 61 1T Average title
g _[57ap 3 62 |15 length = 2.86 words
9 (10 3 63 [JIYE

10 {You 3 64 [JOSEPHINE

DANCE 2 65 jlA

2 |Haye ? 66 |LABOUR

3 |HEART Z 67 [LADY

4 {Just 2 68 [LET

5 JUTLE z 69 [LiFE 1

6 ILIYIHG 2 10 |L00K 1

TIHEYER ? 1 [LOYING 1

B [HOTHING'S 2 72 [MOTI¥E 1

9 |NOY¥¢ 2| 75 |MYSTERY 1

20 [SWEET 2 14 180T ]

21 jwiTh ? 715 0F i

22 fYouR 2 .76 {OR |

235 JOwWN 1 17 |PEGPLE ]

24 JAGAIN i 76 |READY

25 [aLL 1 79 |RHYTHM

26 JALMOST 1 B0 _{ROADBLOCK

27 |ALONE 1 81 |RUrUR 1

20 JALWAYS ) g2 |SEX ]

29 [aND 1 a3 [5IN 1

30 JANIMAL i 84 |SIXTEEN [

51 _|ARDUHD i B85 |SOME {

32 |BONITA ; B6 |SGMEBIDY i

33 JBIX i 87 |30UL i

34 |BQY 1 A8 |TALKIN 1

35 IBOYS T 89 |THAT ]

36 _|BRIDGE ] 94 JTHIS i

37 |CALL 1 91 [TOWN 1

38 [CANT [ 92 [T0Y T

39" |CASAHOYA l 93 JTRUE 1

4D |oHa ) 94 [y

41 |CORMER i 95 |up

4Z |DAYLIGHTS ] [96 |65

43 |DESERYE 1 9T [WANNA
[ 44 [DIpNT i 98 [WANT

43 |DIYINE { . 99 |WE 1

46 |DONE a{WELL ]

47 |DOWN 101 |WHAT i

48 |EYERTTHING 02{WHENEYER ]

49 |F.LM, 1 03|wKo'S i

50 |FA{TH 1 Q4]wIPEOUT i

54 [FAKE 1 iDSIWISHING

32 |FUNKY 1 106 wITHOUT

53 [GIAL 1 107 |wWONDERFUL

54 |GIRLFRIEND 1 108]Y0U'RE i 371



Appendix 22 Questiomnaire for familiarity judgements

372

Pop Sang Ttles | know it. 1 1lke 1t | have & Name of
{ =it ot all i 1=notatell irecording of [hrtist or
Tzverywell :7=very much 1his sang. x Group

Always On My Mind 1234567i1234567

Call e 1234567i1234567

Chins In Your Hand 1234567:12545567

Didn't We Almast Have It Al 12345687i12354567

Fairytale of Mew York 1234567i1234567

Faith 1234567:11234567

Got My Ming Set On You 1234567;1234567

Heaven i3 o Place on Earth 1234567:11234587

{ Just Can't Stop Loving Yau 1234567:1234567

i Wanra Cance With Somebody 112345671 234567

{ Want Your Sex 1234567:1234567

ItsaSin 1234567123456/

Never Gonna Giva You Up 1234567i1234567

Nothing's Gonma Stop Me How 1234567:1234567

The Living Daglights 1234567:1234567

The Way You Hake Me Fesl 1234567:i1234567

What Have | Done lo Deserve This{1 23456 7:1234567

Whenever You Need Somebod) 1234567123456 7

Who's That Girt 12354567i1234567

You Win Again 1234567:1234567
Know &IKE




Appendix 23: Résumé

Les chansons et la musique dans l'acquisition des langnes:
analyse des paroles de chansons "pop" et utilisation des
chansons et de la musique dans 1'enseignement de 1'anglais.

Les questions de bases posées dans cette these sont! 1) Quelle es1 la diffusion des
PS5 pamni les adolescents en Suisse Romande? 2) Pourgquoi la musique et les
chansons soni-elles si  motivantes et séduisanies? 3) Quelles sont les
caractéristiques des paroles des chansons pop? 4} Comment les professenrs
peuvent-ils sc¢ servir de la musique et des chansons dans lecur censeignement?
Les textes de cinguanic chansons ont d'abord €t€ analysés paralidlement 3 un
survol interdisciplinaire pour essayer de comprendre la force motivante de la
musigone et des chansons; D'milisation de la muosigne et des chansons dans

T'enscignement de l'anglais 2 ensuite €€ recensée.

Sclon ces znsalyses, les paroles des chansons populaires ont pour  caractéristique
d'étce de nature conversationnells, affective, et simple; ce qui  soutient
l'assertion interdisciplinaire que 12 musique et les chansons peovent jouer un
1fle important dans ls  développement phylogénétique et ontologique du
langage. La grille d'analysc dc Bronckart montre qu'elles sont
conversationnclles, en  dépit  de  lewr apparence narrative  par  leonrs
caractéristiques extralangagitres. Ce paradoxe nous a mené i postuler une
otilisation pragmatique du discours présenié dans-les chansons: clles sont lies &
des  situadieons d°€coute mais rarement aux  sitwations de production.
L'isomorphisme que¢ les chansons populaires semblent avoir avec [a parole
intéricure, comme 1la décrit Vygostsky, pourrain également aider 2 expliguer
leur attraclion et utilismion psychologique par les auditeurs, De plus, elles som
caractérisées comme une “motherese™ pour adolescents, paroles étrangdres
affectives, el communication omniphonigue. Cetie demidre particolarité
s'explique par le fait que les réRrents de place. de temps, ainsi gue les rfles des
personnages Sont rarement précisés dans les chansons;  clles "se¢ passeni” donc
ol et quand clles sont entendues, €t les r8les peuvent rester vagoes oo St
précisés par les auditeurs. Leur non-spéeificité psychelogique leur permet
d'éire utilisfes de maniére interactive dans [a classe de langue, et do considérer
les £ldves, leurs sentiments et leurs interpréiations, comme la matidre premidrs

a caploiter,
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La seconde pantic de¢ la thise montre que la musique ¢t les chansons peuvent
éire utilisées selon une grande variété de méthodologies pour diverses raisoms.
On estime qu'clles sont efficaces car: 1) Elles sont ancrées dans une certaine
réalitd; 2} Elles peuvent contribuer A mettre Uéldve au centre de la classe; 3)
Elles peuvent susciter les conflits socio-cognitifs; 4) Elles peuven! [airc appel
aux divers modes d'apprentissage: audio, visuel, kinesthésigue, et &motif.
Pourtam, si la musique et les chansons peuvent €ire utilisées partom dans )
I'enseignement, il semble qu'clles restent ofanmoins peu utilisfes par la

plupari des enseignants,

Si notre compréhension de Ia raison d'étre de la musique et des chansons reste
pee claire, celles-ci jouent néanmoins un rble majeur dans la vie, el sc
présentent done comme un  matériel pédagogique 2 exploiter. La secconde partie
propose des moyens pratiques de le faire, ainsi que les justifieations théoriques.
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