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Foreword

So there I was. I jumped off the bus arriving at the gate to

Harvard Yard, wearing a pair of cutoff jeans, tennis shoes with

no socks, and a torn teeshirt. A couple of other people dressed as

snazzily as I, who were also participating as apprentice teachers

at Harvard's 1987 summer intensive English as a Second

Language program, also exited the bus. I remember that upon our

arrival we saw several groups of people dressed in suits, Izod

knit shirts, and leather loafers who were being given tours of the

Harvard campus. These groups included many wealthy families

who had brought their children from overseas to study English at

this respected university.

Some of the tourists saw us as we debussed and gave us

such evil eyes—as if to suggest that we had no business even

setting our unwashed feet on such a historic and prestigious site.

However, we had to laugh because little did they realize that they

were paying many dollars to send their children across the ocean

to have such soiled souls as ourselves prepare their children to

take the dreaded Test on English as a Foreign Language (TOEFL),

I had to laugh at my situation. I was 23 years old, had

only a Bachelor's degree in Spanish from a little known

university in northern Utah, and had never taught a single class of

English before in my life. Yet, the administration at Harvard's

ESL department accepted me into its program. Why? Perhaps

they were intrigued that I had studied for three semesters at

Berklee College of Music. Or maybe they were looking for

someone who had been to Tanzania and at the suggestion of the

children in mud hut villages sand "American" songs—songs that

were actually tunes I made up impromptu, usually consisting of

useful "English words" such as babaadiyaa. Whatever their

reasons, there I was at Harvard to begin a career in English

teaching. What I didn't know that day was that the eight week

experience there would launch me into an idea that would
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consume my continuing graduate studies and become the topic of

my thesis: incorporating music into the ESL classroom.

This was hardly a new idea, but I didn't know it at the

time. What I did know then was that I was interested in using

music if indeed such an exercise was a good idea; yet, I honestly

didn't know if singing in ESL classes was even done. However,

one of the first people I met when I started teaching at Harvard

was Carolyn Graham, a woman who I was told was world-renown

for her work in using rhythm and music in her beginning

classrooms, and who just happened to have a position teaching

beginning English at Harvard every summer. Carolyn and I

discovered that we both like to play piano, and started talking

about doing music gigs for our fellow teachers. But I really

became enthralled by Carolyn's ideas in English teaching when,

in a Tuesday noon seminar arranged for the apprentice teachers,

she gave us a lecture on the use of her jazz chants.

For 90 minutes, Carolyn had us (as well as many interested

guests) dancing around the room, shouting as vigorously as

possible:

I'm afraid my English is not very good.
Don't be silly.

It's wonderful.

I'm afraid my English is not very good.

Don't be silly.

It's wonderful.

It's terrible.

Don't be silly.

It's terrible.

Don't be silly.

I'm afraid my English is not very good.

Don't be silly.

It's wonderful

(Graham, 1986, p. 19)

Carolyn described in her lecture how she stumbled onto

jazz chants. One day as she was walking near her home in New

York City, she ran into an old friend who greeted her with "Gee,
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it's nice to see you. How have you been?" But Carolyn didn't

answer immediately. All of a sudden, she heard music or rhythm

that she had never noticed before. She repeated, with the same

rhythm and pitch variance as her friend, "Gee, it's nice to

you. How have you been?" She found herself mimicking

everything anyone would say to her, not having a conversation,

but rather snapping her fingers in time to all the things she beard

people say, even strangers in restaurants, on the train, or at

parties.

Well, I had never had so much fun with language in my

life. Here I was using English while dancing and moving and

shouting. How different from any economics, calculus, or

certainly any Spanish course I had ever taken!

I decided to ask the directors of the Harvard ESL program

if they would mind my trying to write some supplementary

material along the lines of Carolyn's jazz chants and incorporate it

in my TOEFL courses. I was extremely surprised to hear the

directors say, "You can do whatever you would like so long as

you let us know if it works or not." So I decided to experiment

in my classes with these newly found teaching techniques.

Looking over the syllabus prepared by the Harvard teaching

fellow who had designed the TOEFL program, I feared that this

TOEFL course was potentially extremely boring. The course was

primarily designed for me to act as a drill sergeant, pounding

exercises covering highly advanced and extremely controversial

aspects of North American English into the heads of students who

really preferred not to take the TOEFL, but who were doing so in

order to enter their prospective college programs. I felt that, if

Carolyn could show me a method of making the class appealing, I

wanted to know what it was and I wanted to use it.

The method turned out to be the use of music. I discovered

that the students thoroughly enjoyed the music 1 used. I tried my

hand at writing a few jazz chants; some were better than others. 1

tried writing stories. 1 wrote three songs with original melodies,

harmonies, and words. I feared that I might be the only one who

wanted to sing in the classes. But 1 was wrong. Everybody in
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my classes wanted to participate. I even found some of the

students humming and chanting outside of class.

When I first came to The University of Texas, I knew that I

wanted to compose music for my thesis. The process of writing

this thesis has served several purposes for me:

1. It has given me the opportunity to write music for my

future students and friends;

2. It has given me solid reasons for believing that writing

music for the ESL setting is a good idea;

3 •
It has provided a means of expressing in a formal work the

fun, humor, and excitement I wish to include in my future

teaching experiences.

I therefore offer this thesis to those who wish to compose, select,

or simply consider songs for use in their classrooms in hopes

that, through the magic music seems to generate, they can add

some spirit to the classes they teach and diminish the anguish

many students feel as they attempt to learn a new language.
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Chapter 1

Introduction

In his recent novel Songlines
,

Bruce Chatwin (1987) meets

with an old friend, Arkady, a man of Russian parents, living in

the outback of Australia. Arkady's task is to find a railway route

from Alice Springs in the center of the country to Brisbane in the

north. To Chatwin, the task initially seemed like it would be

simple. Yet, the problem is that a great majority, if not all, of the

land separating Alice Springs and Darwin is considered sacred by

the various Aboriginal tribes. Therefore, those who wish to build

the railroad are looking for compromises—hoping that some areas

are less sacred than others. Unfortunately, there exists the

Europeans' problem of a communication barrier in their asking the

Native Australians which land is sacred. Fortunately, there is

music. And for each piece of land, there is an Aboriginal song

(Chatwin, 1987):

'Sometimes,' said Arkady, 'l'll be driving my "old

men" through the desert, and we'll come to a ridge of

sandhills, and suddenly they'll all start singing.
"What are you mob singing?" I'll ask, and they'll

say, "Singing up the country, boss. Makes the

country come up quicker.'" (p. 14)

Arkady and his cohorts use music as a tool: for Arkady the music

he listens to from his Aboriginal friends should ultimately lead to

his establishing a proper, minutely offensive railway route; for

the Aborigines the music serves as a significant reminder of what

parts of land are important to them, and it makes time pass more

easily on tedious journeys.

It is obvious to Arkady and his friends that music plays a

role in their lives which is far more important than simply its use

as a tool. The actual improvement of their lives seems to depend

on the existence of music. Small (1980) describes music as more

than an aesthetic experience: he considers music "an institution

and
.

. . potential force within society" (p. 32). Moreover, Small

1
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Moreover, Small suggests that music and the arts are so powerful

that society and education cannot progress without the arts'

contributions.

It is the goal of this thesis to give language teachers who

are interested in incorporating music into their classes an

understanding of how music can contribute to education and,

more specifically, to language learning. The thesis is written in

the hope that teachers will use the information here as a

foundation for writing, selecting, and using songs in their

classes.

The thesis is designed as follows:

Chapter 2 reviews literature which identifies

universal aspects of music, and literature which identifies

the similarities of language and music as linear forms of

communication.

Chapter 3 presents literature in which researchers and

educators have given reasons for incorporating music into

classes.

Chapter 4 reviews literature which provides

educators' suggestions for writing, selecting, and

presenting songs in their classes.

Chapter 5 presents eight original songs for use in

advanced ESL classrooms.



Chapter 2

The Language/Music Relationship

Two educators, Claerr and Gargan (1984), view speech and

song as poles of a continuum of verbal communication: "normal

speech, heightened speech (as in sermons), dramatic speech,

chant/auctioneering, song." Teachers at Polk County (Florida)

Public Schools (1983) believe that music and language were once

united as a single communication idiom. The educators in both

cases have used their notions of a language/music relationship as

premises for including music in their language courses.

There are, in fact, many scholars and educators who share

the view that language and music are related in important ways.

Chapter 2 is an investigation of scholars' notions of a

language/music relationship. The first part of the chapter focuses

on qualities of both language and music which seem to be

universal, and the second part focuses on similarities of language

and music as linear forms of communication.

Music, a "Universal Language"

The expression "Music is a universal language" is quite

common. Nettl (1983) notes that in the 1930 s and '4os most

North American teachers of music appreciation considered music

"the universal language." Unlike a specific language, which is not

intelligible across societies, music from any other society could,

they asserted, be valued by people from a different society. With

the growth of ethnomusicology as an academic discipline, we now

know that music from one society may cause conflict or wonder in

another. However, Nettl proposes that those teachers 40 to

50 years ago believed that the theory from their (Western) music

was universally valid, regardless of culture.

Presently, however, ethnomusicologists are trying to

discover how musics from little known societies are actually

"valid" musics, as complex in their harmonic and melodic

constituents as the languages from these little known societies are

3
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in their syntax and semantics (Nettl, 1983). Ethnomusicologists

have explored aspects of those sounds that a society has

distinguished from speech, noise, machine, or nature, sound

which the society uses during some type of performance. It is

common belief that every culture in the world recognizes the

octave (Feld, 1988), i.e., two notes that sound alike, but are

actually different due to their 1:2 relationship in vibrations per

second. For example, the note A that most Western orchestras

tune to beats 440 beats per second; yet there do exist other A's

which sound very similar to A440, but are actually beating at 110,

220, 880, and 1760 beats per second. Ethnomusicologists have

also discovered that, for the majority of societies in the world,

the smallest interval between pitches recognized by a particular

society's musicians is nearly what Western musicians would

recognize as a major second (Nettl, 1983). Also

ethnomusicologists consider it a universal that "all known

cultures accompany religious activity with music" (Nettl, 1983,

p. 40).

Some people consider music a means of communication that

crosses language and cultural barriers, and therefore can be

universally enjoyed. Based on her experience with children who

can sing English songs (even though they don't understand the

words), remembering the tunes and lyrics after many years, Lin

(1988) claims that music is a "universal language." She also

believes that people know each other better simply if they know

each other's music.

Expression of the universal human emotion of passion has

been related to music, as in the following quotes from Carlyle and

Vico:

All passionate language does of itself become

musical —with a finer music than the mere accent; the

speech of a man even in zealous anger becomes a

chant, a song.

(Thomas Carlyle, quoted in

Jespersen,
then quoted in

Chatwin, 1987,

p. 271)
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Men vent great passions by breaking into song, as we

observe in the most grief-stricken and the most

joyful,

(Vico, the New Science, LIX,

also quoted in

Chatwin, 1987,

p. 271)

If it is the case that music is as intrinsic to everyday life as

human expression or the laws of physics and acoustics, then music

may indeed be a universal language.

Language and Music as Structured Systems

Many scholars have noted and compared structures of music

and language. It may be that the tones, notes, motifs, chords,

phrases, and sequences of music are comparable to morphemes,

phonemes, phrases, and clauses of language. What is more, Nettl

(1983) suggests that language and music may actually share rules

which humans follow in order to create either musical or linguistic

utterances.

Blacking (1981) claims there is a need to look deeply into

the structures of musical composition, to break sections into

constituent parts that show relationships, and to analyze the parts

based on what those parts could mean—much like taking sentences

and analyzing their grammar. This sort of analysis could provide

information as to how the music is "used and defined by its users"

(Blacking, 1981). And it is in comparative semiologies that the

similarities between language and music emerge most clearly

(Nattiez, 1972):

For example, Powers (1980), in his research on the

patterns in classical music of South India, has discovered that the

longer and shorter durations of notes correspond to the patterns in

the South Indian speech of the South Indian classical music era.

In addition, many of the rules governing South Indian speech and

poetry tend to correspond to the rules governing the phrasing in

the melodies of the South Indian music during that time period:
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1. It seems it was desirable to have both stanzas and refrains

arranged such that the melody, like the poetry text and

rhyming scheme, would appear to flow naturally back to the

beginning.

2. Composers seemed to make both the performances of poetry

and music, based on the same text, equal in the sonic form.

In other words, the rhyming and syllabic utterances of the

performance were meant to match the pitches and

syncopations of the melody.

Gregorian chant was also known to follow strict rules, or

syntax. Hucke (1953, reported in Powers, 1980) mentions:

Many times we find in Gregorian chant groups of

melodies which exhibit the same succession of

segments, with the same area of movement . . . and

the same direction of movement
. . . (p. 12)

Hucke and Powers both see Gregorian chant as an example of

how sections of a musical piece fall into assigned positions, much

as blocks of words in a language fall into categorized places, or

slots (as described in Bull, 1965).

Cooper (1977, reported in Powers, 1980) goes so far as to

call the scales which are played in the performances of Indian

ragas "a simple and explicit grammar." In other words, the rules

which govern the use of these scales will yield the performance of

a "correct" raga, and not an "incorrect" one. Blacking (1981)

describes an experience he had in Southern Africa, in which he

witnessed several Venda college students fail to please their

audience by adding variations to the songs they had sung in front

of their peers since childhood. In adding these variations, they

sang their songs "wrongly."

Nattiez (1972), noting that language and music are both

linear systems, likens notes (the decipherable elements that make

up melody) to phonemes (the decipherable elements that make up
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utterances). Such comparison is to suggest that alone the note C,

for example, lies in the center of the piano keyboard, and when

sounded in a single stroke, the meaning of the sound is nothing—-

hardly a melody, tune, or performance. Similarly, Alone the

phoneme /p/, expressed on a given occasion as [ph ], is nothing

other than a display of aspirated lip pushing. However, when

notes are intentionally blended in a particular order, created by an

individual, a phrase or melody can be invented, just as cleverly

woven expressions of phonemes can produce a word.

Feld (1974) raises serious objections to Powers's and

Nattiez's work. He claims that their endeavors to relate linguistic

and musical structures are only investigations into the

coincidences between the patterns involved in two different means

of communication:

It is epistemologically silly to assume that linguistic
models explain music without some demonstration of

why this is the case. . . . [for example, by suggesting
the V7-I resolution in Western music]

. . . makes the

music pretty [just as] subject-verb agreement . . .

makes the language clearer, (p, 200)

To Feld,

Music is somewhat like and almost the same as many

things, depending on how good [one's] imagination
is. (p. 202)

It is noteworthy that the vocabularies and often the

concepts of linguistics and music overlap. The words pitch
, tone,

and intonation are often used to describe sounds in music (Sadie,

1980). So too are they used in linguistics to describe sounds in

speech (Wolfram and Johnson, 1982). In music, pitch and tone

distinguish the number of vibrations per second needed to

produce a note that has a fixed position within a musical scale

(Sadie, 1980). The higher the number of vibrations per second,

the higher the note; the higher the number of vibrations per

second, the higher the pitch of one's speech. Currently

intonation in music is used with two different meanings. First,

intonation refers to the accuracy of people's attempts to play the
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same note (or its harmonics) as judged by a critical hearer (Sadie,

1980). Second, intonation refers to the "initial melodic phrase

usually sung solo by the priest or cantor before other voices

follow" (Sadie, 1980, vol. 9, p. 279). The second meaning is

close to the meaning intonation has in linguistics: "pitch contours

as they occur in phrases and sentences" (Wolfram and Johnson,

1982, p. 37).

Rhythm, another fundamental aspect of music, is no less a

fundamental aspect of language. Charles Fries (1962) has

observed, particularly through his analysis of poetry, that rhythm

in English is stress-timed —i.e., some syllables are pronounced

with emphasis (stress) while the other syllables occurring

between the stresses are shortened. This contrasts with languages

in which rhythm is syllable-timed—i.e., the vowel is given equal

length in all syllables (e.g., Latin or Greek). But whether stress-

timed or syllable timed, timing—rhythm—is as basic in language

as it is in music.

This review reveals that there has been substantial and

continuing interest in relating language and music; and the domain

of the suggested relationships has ranged from the most general

(e.g., music as an expression of universal human emotion) to the

most specific (e.g., particular elements as units of similar

structural systems).



Chapter 3

Music in Education

While it is interesting to note the connections between

musical and linguistic systems, such coincidences serve only as a

starting point for considering the incorporation of music into the

language learning classroom and are not a sufficient reason for

such inclusion. It is therefore the purpose of Chapter 3 to

examine reasons researchers and educators have given for

incorporating music into classes. This chapter delves into three

interrelated premises:

1
.

the effects music has on human physiology, which effects

seem to elicit the best learning atmosphere, and strategies

educators have used in order to provide students with such

an atmosphere;

2. the positive experiences teachers have had through their

attempts to incorporate music into their classes;

3. the idea that music is a tool desired by many teachers,

regardless of whether the teachers consider themselves

musicians or not—a premise discussed through the use of a

questionnaire inquiring into the impressions of 23 randomly

chosen language teachers.

Music. Physiology, and Learning

Various researchers and educators have asserted that the

learner's physiological state is an important influence on learning

Music appears to affect the human body in significant and diverse

ways.

Bancroft (1985) writes that the effects of music on the

human body have long been recognized. Consequently, many

9
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societies, past and present, have used music for therapeutic or

educational use:

What may be the first documentation of any such

music as therapy information is in the Bible:

And it came to pass, when the evil spirit from

God was upon Saul, that David took the harp,
and played with his hand: so Saul was

refreshed, and was well, and the evil spirit

departed from him

(I Samuel 16:23).

Certainly, the Greeks considered music a means of

restoring goodness to one's health. Apollo was not only

the physician of the gods but also the god of music. In

addition, Dionysus, the god of wine and orgies, was

associated with wild music, music which appealed to the

sensations of exhilaration, ecstasy, and dancing. Plato saw

music as "medicine of the soul"; he claimed that when a

soul was out of balance, melody and rhythm could be used

to restore it to a state of equilibrium. And Pythagorus was

known to use dance and music with his mental patients.

The Middle Ages found music to be considered a

blessing and a tool of god; hence, music was played in

hospital wards. During the Renaissance, doctors noted the

effect of music on mood, as well as breathing, blood

pressure, and digestion.

Dogiel (1830, reported in Merriam, 1964) brought the

question of the influence of music in physiology into the research

laboratory. His experiments revealed that music has significant

effects on humans' circulatory functioning. Diserens (1926),

building on Dogiel's earlier research, found that music can reduce

or delay fatigue, speed up voluntary motor activity, accelerate

respiration, increase fluctuations in psychogalvanic reflexes, and

reduce suggestibility. Such findings were confirmed by

researchers of the 1940 s and 'sos who noted similar physiological
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effects on the human body due to changes in the listener's musical

enviornment (Bancroft, 1985).

Bancroft's continuing research has focused on how the

relaxing qualities of music can be used in psychotherapy.

Bancroft has found that in India, a drum beating at around

60 beats per minutes (i.e., the approximate rate of a resting

human's pulse) is best for meditation. Her research confirms

Indian philosophy, suggesting that a steady beat between 60 and

80 beats per minute seems to evoke serenity in her subjects. She

also recommends that for every four beats of the heart, her

subjects, in order to stay calm, should keep a 1:4 heartbeat to

breath ratio, i.e., for every four beats of the pulse, one should

complete one breathing cycle. She warns that a drum beating at

100 to 150 beats per second or a 1:3, 1:5, or 1:7 heartbeat to

breath ratio tend to promote restlessness or vigor.

Bancroft has found rhythm to have measurable

physiological effects upon the human body, the most notable

being stimulating or depressing effects on respiration and pulse.

Her research has revealed that babies in nurseries where

loudspeakers play the repetitive sound of a heartbeat sleep far

more soundly than children in silent nurseries.

Many people have been interested in ways relaxation affects

performance. Yogi Ramacharaka (from Ostrander and Schroeder,

1979) and Lynch (1989) have hypothesized that the relaxing of

one's body seems to place the body into a state of "harmony,"

i.e., a situation in which the physical, mental, and emotional

conditions of one's body are the most fluid, focused, and loose.

And it is this state of harmony and its effect upon the performance

in learning—especially in language learning—that has been of

interest to educational researchers. -

Georgi Lozanov, a Bulgarian psychiatrist, is perhaps the

most famous researcher to investigate the idea that music can cast

the human body into a state of harmony, thereby increasing one's

ability to learn. Lozanov designed the second language learning

approach known as Suggestopedia. Over the course of nearly
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20 years' research several things contributed to Lozanov's design

of Suggestopedia (Ostrander and Schroeder, 1979):

1. His own perpexity as to why humans do not use the full

learning potential of their brains.

2. His awareness of impressive anecdotes telling of societies

in which people memorize and recit vast amounts of

information, for example, the Maori Chief Kaumantana's

being able to recite from memory the 45-generation history

of his tribe, a three-day recitation task

3. His, as well as the Russians', investigation into sleep-

learning, a learning method based on the idea that the best

learning takes place during one's reverie-like phase just as

one is drifting off to sleep or waking up. (This device is

also a basis for the successful Suzuki music method.)

4. The efforts of Bulgarian health sanatoria which used music

with slow rhythm to calm patients suffering from

hypertension.

The Suggestopedia language learning course is usually a set

of classes occurring four hours a day, six days a week, over

30 days. Much of the Suggestopedia syllabus is material which

would be familiar to most language teachers: activities including

dialogs, imitation, drills, question and answer sessions, role

playing, games, and class discussions over material (Stevick,

1976, reported in Richards and Rodgers, 1986). However, two

features set Suggestopedia apart from other language teaching

approaches (Lozanov, 1978, from Richards and Rodgers, 1986).

First, the classroom is arranged with (usually) 12 recliners in a

circle, painted and decorated with "bright and cheery" colors, and

slow Baroque music is playing the in background. Second, the

listening activities known as the seance are carried out in a unique

way. During the seance there are several readings of a text,
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usually a dialog consisting of 1200 words prepared in both the

students' native language and target language. During the first

reading, the students follow the text written in both languages as

the teacher reads aloud in the target language. There follows a

short discussion between the teacher and students about the text.

The teacher then lets the Baroque music play for a couple of

minutes. Students lie back in their recliners and listen to the

teacher read the text a second time, this time "modulating

his[/her] own intonation with the music." Several minutes again

pass during which music is played but nothing is said or read.

The text is read a third time by the teacher, again coordinating

his/her own speech patterns with the Baroque music. During this

third reading, students engage in deep breathing exercises and

continue to lie back in their chairs, not reading; it is during this

phase of the seance that Lozanov believes unconscious learning

occurs. The students leave the seance in silence. They are to

read the text twice before the next class session, once before

going to bed and again as they're just getting out of bed the

following morning.

Some of the reports of educators who have tried

Suggestopedia are surprising. Meier (1979, reported in Wagner

and Tilney, 1983) reports that his students learned at a rate of

five to 50 times that of "a normal classroom." Bordon (1976,

reported in Wagner and Tilney, 1983) claims he was able to teach

a group of students what might be considered a full year of

Spanish in only 10 days. Ostrander and Schroeder (1979) report,

that they observed Lozanov give a Suggestopedia lesson, after

which he told all his students they had learned 1000 words in a

day. The students had recalled those words the next day with 97

percent accuracy.

Impressed by such statistics, Wagner and Tilney (1983)

conducted a study to test the effectiveness of the Suggestopedia

syllabus. Wagner and Tilney hypothesized that vocabulary scores

and Alpha brainwave levels of students using Superlearning

(Schroeder and Ostrander's American adaptation of Lozanov s
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approach) would be significantly higher than those of students in

"traditional" non-Superlearning classrooms.

Each of 21 subjects (nine adult advanced English students

who claimed Spanish as their mother tongue, three Intensive

English instructors, and nine graduate music education students)

was randomly placed in one of three different groups: an

experimental group which received Superlearning classes in

German, a group which also received Superlearning classes in

German but without the Baroque music as background, and a third

group which received "traditional" German instruction. All three

groups were presented with 300 German vocabulary words to be

learned. The points of the left hemisphere of the brain associated

with speech were monitored using an electrode montage for all

subjects during three sessions.

At the end of five weeks of instruction, the subjects were

tested on their retention of the 300 words. The results indicated

that the mean scores of the "traditional" group were actually

higher than those of the two Superlearning groups. There were

no significant differences in the alpha wave patterns in any of the

three groups. Hence, Wagner and Tilney conclude that the

combination of relaxation, special breathing, intonation, and

music did not produce the incredible results such as they had read

about. The disappointing results lead Wagner and Tilney to

suggest that more research needs to be done concerning the

Suggestopedia syllabus. It is at present uncertain whether

Ostrander and Schroeder's Superlearning and Lozanov's

Suggestopedia are in fact comparable. It may be that Ostrander

and Schroeder's adaptation of Lozanov's Suggestopedia has left

out something which is vital, thereby accounting for the

conflicting results.

Of special interest to educators analyzing Lozanov's

techniques is his belief that background music in the classroom

significantly aids memorization, and particularly the memorizing

of new vocabulary. Lozanov preferred to use Baroque music as

the background because, according to Lozanov's records, his
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students performed twice as well using Baroque as they did using

Classical music.

Schuster and Bordon (1976, reported in Schuster, 1985)

carried this work further. Their experiments revealed that

subjects learning new Spanish vocabulary with Baroque music as

a background memorized and retained their new language nearly

25 percent better than subjects learning vocabulary with silence as

background. Schuster notes, however, that Blanchard (1979) had

found, in a similar study, that it was classical and rock and roll

music that significantly increased exam scores when compared to

silent, nonmusical learning atmospheres. Thus the studies agree

on the positive effects of using music in the language classroom,

but disagree as to which particular kind of music is most

effective.

Schuster investigated eight different musical backgrounds:

Baroque, Classical, silence, dissonance, Japanese, march,

meditative, and rock. He used 16 subjects: eight men and eight

women who were told that their native English vocabulary

learning would be fun and pleasant. Each subject was given five

minutes to study and learn 20 rarely used English words while

having one of the eight musics played during their studying. The

following day, the students' retention of the 20 new words was

tested.

The results showed that Schuster's subjects concentrated

best under conditions of classical music, with silence and rock

and roll as the next most favorable backgrounds. Schuster

concluded that though the music background did not significantly

affect student performance, the students' enjoyment of the music

increased students' alertness and concentration.

Schuster (reported in Claerr and Gargan, 1984)

hypothesized that in language learning, listening exercises work

best for a person during a "state of reduced conscious awareness

or indirect attention," a state which often occurs while one listens

to music. Stratton and Zalanowski's research relates to this

important question of reduced consciousness provided by music,

and its effect on language learning. Their research prior to 1985
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had indicated that subjects who used their right hemisphere for

learning language produced more vivid images than those who

used their left; yet, when background music was played during

image processing, those who used their right scored less well,

more on par with those who used their left. Background music

didn't affect the left hemisphere users at all.

In 1985 Stratton and Zalanowski tested their subjects'

paired associate memory, using imagery and repetition

instructions both with and without the presence of background

music. Their subjects were 64 beginning psychology students (27

male, 37 female) with an average age of 21.5 years. The

researchers grouped the students into circles of 6 to 10 students

each. Then the groups were divided into two categories: one

group working under normal musicless conditions and the other

with MUZAK played in the background. For each group, two

lists of paired, concrete nouns were presented at a rate of about

five seconds per pair on a cassette tape. The tape instructed

students to form an association between the two individual items

of each pair. Students grouped as "imagery" subjects were asked

to form a mental picture of the two objects interacting in some

fashion; students grouped as "repetition" subjects were asked to

repeat the words in their mind. Immediately following the

cassette presentation, the students were tested. A word from each

pair was spoken and after each one, the students were given eight

seconds to write the other word of the pair. After the test, the

students were asked to indicate the percentage of pairs they had

formed images for and to rate the clarity of the images on a scale

of 1 to 10. And finally, all subjects were asked to fill out a

questionnaire, the Hermann Participant Survey (1983), which

measured whether the student used a left hemisphere or a right

hemisphere cognitive style.

The results indicated that imagery, musicless subjects

performed quite well, testing with 74 to 79 percent accuracy.

However, the imagery MUZAK subjects performed slightly better,

from 78 to 84 percent. The great difference occurred with the

repetition subjects. Those who listened to the tape without
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MUZAK performed poorly with only 53 to 63 percent accuracy.

Those who practiced repetition with MUZAK performed just as

well as those who practiced imagery, with or without music—-

from 73 to 83 percent accurate. Thus, Stratton and Zalanowski

conclude that the presence of background music is beneficial to

those who implement repetition in their memorizing, bringing

their achievement to a level equal with those who use imagery,

perhaps because music activates imagery in the repetition process

Moreover, music even seemed to improve the performance of

imagery-users, though only slightly.

Stratton and Zalanowski also correlated the success rate of

remembering paired words with the cognitive styles of the

subject. Of all the right-hemisphere subjects, the subjects using

repetition were more successful without music while the subjects

using imagery were more successful with music.

Stratton and Zalanowski relate their results to Bakan's

(1980) theory that the brain implements two different types of

imagery: raw imagery which is spontaneous and takes place in

the right hemisphere, and cooked imagery which occurs when

detailed instructions are given to the subjects as to how to use

imagery, presumably a left hemisphere function. Stratton and

Zalanowski speculate that the presence of music invokes right

hemisphere functioning, whereas concrete instructions as to how

to form images invoke left hemisphere functioning. Hence, the

two sides of the brain work together to perform at a higher level,

allowing those using the repetition technique to perform best.

Many teachers have remarked that music aids memory

(Albrate, 1983, reported in Claerr and Gargan, 1984; Monreal,

1982, reported in Little, 1983; Kenawy, 1982). But while many

have speculated about the conditions under which humans

memorize best and how music contributes to such conditions,

Mandler (1983) indicates that music may be more than just a tool

to be used to create optimum classroom atmospheres. She

suggests that music may provide an organization structure that

enhances the learner's construction of meaning. She asserts that

meaning doesn't exist in the mind of a person until some
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organization concerning the meaningful object is constructed.

She states that stories and music may carry meaning for people

based on the organization that their culture has imposed. It is the

regularity of the form of a story or of a song that allows people to

form expectations about how a story or song will flow. Music

may be what Kintsch (1977, discussed in Mandler, 1983) has

called a "high-level constituent," a type of memorizable material

which is easily recalled due to its emphatic, repetitious, and

grammatical nature.

Classroom Application

Educators have suggested many ways that music is

beneficial in the second or foreign language classroom, stressing

the affective contributions that music makes. Language educators

have pointed out that music is especially motivating: students

find music both interesting (Leith 1979, in Claerr and Gargan,

1984; Kraetschmer, reported in Garcia-Saez, 1984; Little, 1983)

and fun (Garcia-Saez 1984; Claerr and Gargan 1984; McKenna

1977, reported in Claerr and Gargan, 1984). Many teachers have

found that music is an engaging topic providing interesting

"subject matter";

We must find out what our students are interested in.

This is our subject matter. As language 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

matter. The essence of language teaching is providing
conditions for language clearning—using the motivation

which exists ..."

(Rivers, 1976, quoted in

Murphey, 1987, p. 3)

Music is a topic that is deeply and personally important to many

students (Bailey 1986; Murphey 1987) and thus can provide a

good conversation topic (Murphey 1987; Berwald 1986) or

writing topic (Berwald 1986). Some educators have suggested

that the incorporation of music into the language learning



19

situation effectively engages students by involving them both

emotionally (Garcia-Saez, 1984; Stevick, 1982, reported in

Karimer, 1984) and physically (Lueers, Schaie, and Willis,

1983) and by stimulating creativity (Kenawy, 1982; Larson,

1982), thereby encouraging positive attitudes (Garcia-Saez,

1984)

In addition to these affective factors, educators have found

music helpful in teaching specific linguistic aspects:

pronunciation (Karimer, 1984; Jolly, 1975, in Garcia-Saez, 1984;

Gatti-Taylor, discussed in Claerr and Gargan, 1984; Bechtold,

1983; Paiva, 1986), stress (Richards, 1969, reported in Bechtold,

1983), grammatical structures (Jolly, 1975, reported in Little,

1983; Paiva, 1986), vocabulary and idiomatic expressions (Jolly,

1975 reported in Little, 1983), and the variability within the

target language, for example, regionalisms, slang, and dialects

(Claerr and Gargan, 1984).

Clearly when a student learns a second or foreign language,

he/she also learns the culture within which that language is

embedded (Hamilton, 1983, reported in Acton and de Felix,

1986). Much of a group's culture is reflected and expressed in

the group's music. Thus learning the music is—to an extent—

learning the culture that that music reflects (Brown, Howard, and

Pitts, 1984; Claerr and Gargan, 1984; Little, 1983; Kenawy 1982;

Jolly 1983; Bechtold, 1983).

Claerr and Gargan (1984) see songs as a bridge between

students’ individual interests and the language, literature, and

people who compose and perform in the students' target language

And Garcia-Saez (1984) supports the analysis of lyrics in ESL

classes because he considers lyrics to be a "social dimension" of

language which can be easily introduced as a form of art or

literature. Further, a song's verses, melodic lines, repetition,

and message actually create a compact and appealing package

which make a student's introduction into the literature of a target

language relatively painless (Gatti-Taylor, 1969, reported in

Garcia-Saez, 1984).
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Marcy (1984) says

The arts can reflect the humanity of a culture
...

an

attitude . . . more eloquently than science and

technology. We will discover that we can't look at

any one art and say "this is who the people are"
. . .

but we can see a reflection of the humanness of the

people, (p. 72)

In Square series, Marcy introduces African-

American and Hispanic cultures to children of Nebraska. Marcy

begins by trying to give the students an appreciation of the new

cultures' music through exercises involving rhythm, melody, and

words. The experiences are presented as positive and enriching.

Marcy's reason for using music in the teaching of culture is that

the arts profoundly reflect ways in which the student's own

culture is similar to and different from the one the student is

learning about. Awareness of these similarities and differences

can enhance both the student's feeling of connectedness with the

other culture and the student's valuing of the distinctions between

the two cultures.

In addition to these benefits to the individual student,

music in the classroom, it has been suggested, contributes to a

nonthreatening and cooperative atmosphere that enhances

language learning. Many educators have stressed a sense of

"togetherness" that is encouraged by the use of music in the

classroom (Brown, Howard and Pitts, 1984; Murphey, 1987;

Kenawy 1982; Leith 1979 reported in Claerr and Gargan, 1984;

Bechtold, 1983; Garcia-Saez, 1984). Bechtold (1983) suggests

that the purpose of songs in the classroom is relaxation, a factor

that contributes to a nonthreatening atmosphere. Some teachers

have cited as important the use of music to provide variety in the

classroom; they remark that drill and practice can become tedious,

and music can stave off boredom, thus contributing to a positive

environment for language learning (Bechtold, 1983; Claerr and

Gargan, 1984; Little, 1983).
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A Questionnaire

In an attempt to find out more about ESL teachers' attitudes

toward the use of music int he classroom, I designed a

questionnaire which was completed by 23 ESL teachers

participating in the TESOL (Teachers of English to Speakers of

Other Languages) Convention held in San Antonio, March 1989.

The questions were

1. Where you currently teach/study?

2. Do you like to sing?

3. Would you feel inhibited if you were asked to

sing in front of your class?

4. Do you think your students would enjoy
singing in your classes?

5. Would your students sing at all?

6. Would your students appreciate music as one

of the regular media implemented by you in

your classroom? Why?

7. Would you welcome and perhaps use songs

composed specifically for EFL purposes, e.g.,

songs designed to teach grammar (i.e., the

songs I wish to propose in this thesis)?

Warning: these song could not be considered

"authentic material."

8. Has music ever played a role in your language

learning or language teaching experience?

9. If so, was it a positive or negative

experience—i.e., did the music serve as an

aid?

Tables 3.1-a and 3.1-b summarize the 23 respondents'

answers.
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Table 3.1-a. Questionnaire Results—

Questions 1 through 5.

1

Where do you

teach?

2

Do you like

to sing?

3

Would you feel

inhibited if

asked to sing?

4

Would your

students enjoy

singing in

in your class?

5

Would your

students sing

at all?

your classes?

yes no yes no some-

times

yes no some yes no maybe/

some

1. Japan • • • •

2. Calif • • • •

3. Ohio • • • •

4. China • • • •

5. Texas • • • •

6. Indiana • • • •

7. Texas • • • •

8. Calif • • •

9. Iowa • • • •

10. Calif • • • •

11. Calif • • • •

12. Ecuador • • • •

13. • • • •

14. Texas • • • •

15. N Mex • • • •

16. Texas • • • •

17. Texas • • • •

18. N Mex • • • •

19. Illinois •

20. Texas •
• • •

21. Canada • • • •

22. Calif • • •

23. Illinois • • • •

TOTAL 19 3 8 9 4 14 1 7 17 0 5
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Table 3.1-b. Questionnaire Results--

Questions 1 and 6 through 9

1 6 7 8 9

Where do you Would your Would you Has music ever It so, did

teach? students welcome and played a role music serve

appreciate
music as

regular media

in your

classroom?

perhaps use

songs written

for EFL

purposes?

in your language

learning or

teaching

experience?

as an aid?

yes no some yes no maybe yes no yes no

1. Japan • • • •

2. Calif • • • •

3. Ohio • • • •

4. China • • • •

5. Texas • • • •

6. Indiana • • • •

7. Texas • • • •

8. Calif • • • •

9. Iowa • • • •

10. Calif • • • •

11. Calif • • • •

12. Ecuador • • • •

13. • • • •

14. Texas • • • •

15. N Mex • •
•

16. Texas • • • •

17. Texas •
• • •

18. N Mex

19. Illinois

• •

•

•

•

•

20. Texas •
• • •

21. Canada • •
• •

22. Calif •
• • •

23. Illinois • •
• •

TOTAL 18 2 2 10 4 9 21 2 21 0
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Question six asked the respondents to tell why they felt

their students either would or would not appreciate music

being "one of the regular media implemented" in class.

Their written explanations included the following:

[The students] enjoy repetition of otherwise

difficult sounds.

It's fun and gives them an opportunity to see

language In action and also provides a great

opportunity to discuss culture, language, slang, etc.

It's a nice change; It gives them natural language

rhythms (teacher viewpoint). It's nonthreatening
because It's usually done In groups. [The students]

are already familiar with a lot of the American

music (sometimes more than I am).

because It's
. . . relevant to their overall lives.

It's relaxing, painless, builds up "a party”

atmosphere; from my perspective that gives them

the most natural way to acquire the language.

Yes—Once a week would be optimal. If the songs

relate to their Immediate culture or to the lesson, I

believe students will be eager to sing.

Probably not, because I teach reading, writing, and

grammar. I think It would more appropriate to an oral

communications class.

A variety of reasons were given for using music in the ESL

classroom. Those reasons are summarized in the following chart:
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The responses of these teachers echo the ideas already presented

in the literature review of this chapter. As in the published

literature, so in the questionnaire responses: some educators

focus on using music to foster a supportive learning atmosphere;

others focus on using music to teach particular content; and others

focus on using music as a technique for providing variety to their

classes. But whatever the focus—learning atmosphere, content,

technique—there is strong consensus that music can enhance

language learning in classroom settings.

reason mentioned to use number of times

music In ESL classes mentioned In

questionnaire

it makes class fun 8

it creates an atmosphere which promotes
relaxation and avoids intimidating 7

it gives students what they want, and makes

the new language relevant to their needs

and desires 3

students enjoy aspect of the new culture 2

students repeat or practice difficult sounds

or other linguistic aspects of the L2 2

it instigates a change of pace for classes in

which drills are at the forefront 2

students use material with which they are

already familiar 2



Chapter 4

Working with Songs

This chapter presents the suggestions teachers have made

for selecting and for using songs in the (ESL) classroom.

Writing or Selecting Songs

Several educators have suggested characteristics of songs

that should guid the teacher's selction. One recommendation is

that lyrics be interesting to both teacher and students (Hassan,

1981)—perhaps even telling a story or legend (Brown, Howard,

and Pitts, 1984)—and encourage research beyond the scope of the

song (e.g., through extra-curricular reading or in-class

discussion) (Hassan, 1981).

Some teachers advocate using songs in the language class

which contain examples of everyday discourse (fiasco, 1987) and

which use normal speech and word order, and which avoid

abnormal word stress (Terroux, 1981, reported in Little, 1983;

Bechtold, 1983) or archaic or uncommon words (Bechtold, 1983)

Other educators have recommended using lyrics that emphasize

vocabulary, pronunciation, and rhythm pertinent to the current

lesson (Bumpass, 1963). Some suggest that the rhythm of the

song should be slow enough to test comprehension (Urbancic and

Vizmuller, 1981, reported in Little, 1983). Teachers have also

suggested a variety of topics for that the topic of the lyrics:

seasons, feelings, history, daily life, religion, current affairs

(Lin, 1988) or holidays (Malloy, 1985; lantorno and Papa, 1986)

Some educators value predictability in a song. Stevick

(1980) states:

If I am to enjoy music at all, it must fit in somehow

with my overall system of expectations. But it may

do so in several ways. Most simply, at any point in

a piece of music, I like to feel that if I had two, or at

most a dozen guesses, I could predict (in my mind's

ear) what is coming next. In a piece that I have

26
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heard many times, I don't even need two guesses, of

course. I know exactly what is coming next.

Listening to that piece of music, then, leaves me

more comfortable because it confirms my

expectations one note at a time. (p. 92)

Basco (1987) adds that listening to a song becomes comfortable

when one can guess the next note but also the next word.

Some educators have suggested that teachers use songs that

are simple and easy to learn (Hassan, 1981; Terroux, 1981, cited

in Little, 1983) and have frequently repeated words and phrases

(Hassan, 1981).

Using Songs

Educators have stressed that songs should be presented

over a long period of time though suggestions have ranged from

from four days (Garcia-Saez, 1984) to several months (Basco,

1987). In the first few sessions the students should gain a sense

of the song's melody and rhythm (Basco, 1987), but the ultimate

goal is that the students memorize the song (Bechtold, 1983;

Bumpass, 1963; Basco, 1987).

Before playing the song, the teachers should present

introductory material. Teachers have suggested giving

background information relating the grammar to be focused upon

during the lesson (Bechtold, 1983), pronunciation problems the

song presents (Bechtold, 1983), and new vocabulary (Garcia-

Saez, 1984). Lin (1988) even suggests that the teacher might

provide background information about the composer of the song,

the reason the song was written, or the era in which the song was

written.

After giving the introduction, the teacher may play the song

(Bechtold, 1983; Lin 1988; Bumpass, 1963). A teacher may

choose to have the student listen for particular items within the

song (Basco, 1987; Bechtold, 1983) or follow along with the

lyrics (Bechtold, 1983; Lin, 1988; Bumpass, 1963).
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Several people suggest that, immediately following the

playing of the song, the teacher should discuss the song itself

(Bechtold, 1983), for example, by taking issue with the difficult

points introduced by the song (Lin, 1988) or how the song

affected the students personally (Vahed, 1982). The class can

then listen to the song again (Bechtold, 1983). The teacher may

choose to play the song verse by verse (Gasser and Waldman,

1979, cited in Lin, 1988), concentrating on the difficult points

(Lin, 1988). Finally, the students can start singing with the

instructor (Garcia-Saez, 1984) or with a cassette (Lin, 1988).

Bumpass (1963) notes that it is important to keep the music

sessions light and lively. Some suggestions as how to create

such an ambience include dividing the class into sections and

creating some sort of musical dialog (Bumpass, 1963; Graham,

1987), dancing, gesturing, or clapping during the tune (Bumpass,

1963, Larson, 1982), or writing new lyrics and presenting them

in class (Bechtold, 1983).

Educators have also suggested a range of supplementary

activities which can surround any song presentation. Lovett

(1984) suggests passing out lyrics printed with mistakes (for

example, lyrics printed without capital letters or punctuation)

giving the students an opportunity to work on their editorial

skills. Some educators like to involve percussion instruments

ranging from ceremonial drums to clapping hands (Brown,

Howard, and Pitts, 1984; Larson, 1982).

Claerr and Gargan (1984) recommend using songs as

conversation resources. Conversations might focus on

information presented in the song or on composer, or on the

poetic features of the song—the rhyming scheme, register,

vocabulary, rhythm, alliteration, hyperbole, or onomatopoeia.

Other educators suggest using the song as a basis for a variety of

related exercises. Tash (1978, cited in Little, 1983) suggests

using a slow song in a dictation or CLOZE/fill-in-the-blank

exercise or writing dialogs based on features of the song. Zola

and Sandvoss (1976, reported in Little, 1983) suggest having
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students draw abstract pictures while they listen to music, a

process they claim aids active listening skills.

Some teachers use equipment in addition to the tape

recorder while working with a song. Murphey (1987) has

students use a Sony Walkman as they interview other people

inside or outside class, and record their reactions to particular

music. Belsey and Wellington (1980, cited in Little, 1983) use

slides in their music presentations.

Some educators have identified situations the teacher

should avoid when using songs with students. Garcia-Saez

(1984) cautions that teachers should avoid showing off their own

musical virtuosity in the classroom, for this might make students

feel self-conscious about their own performance of a song.

Larson (1982) suggests that the teacher should not sing so loudly

as to dominate the classroom; instead, he recommends that the

teacher sing softly enough to hear the students, yet loudly enough

to be a role model for good diction. And finally, Savignon

(1989) cautions against allowing insufficient time. She maintains

that the teacher should make available the amount of time needed

for students to obtain the full benefit from singing in the

classroom. She states that teachers often fail in their endeavors

to incorporate the arts in their teaching because they allow too

little time. She claims such failure is a pity because the arts in

the classroom are too important to be placed "on the back burner."



Chapter 5

Eight Songs

This chapter presents eight original songs intended for use

in an advanced ESL class, perhaps with students preparing to take

the TOEFL. The songs are present in the following format:

1
.

a lead sheet showing in "fake book" notation the melody

and harmony. The melodies are written to allow for

alteration in phrasing and notes should students or teachers

decide to change the lyrics. Hopefully, this melodic

flexibility will encourage the students to make the music fit

the natural flow and rhythm of the language, rather than

alter the language to fit the music. The lead sheet is written

in "fake book" notation in case somebody wishes to arrange

the tunes more explicitly for a larger ensemble.

2. a set of recommended lyrics. The lyrics do not always

completely adhere to the rhythms described in the lead

sheet. Again, the intention is to allow for flexibility of the

melody in order to keep the language natural.

3. a description of the purpose of the song, how the song

works as an exercise, and some possible supplementary

exercise ideas.

30
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Babaadiyaa

Babaadiyaa

Babaadiyaa

T arularu

Tarularu

Ric-ricochet

Ric-ricochet

Since all ESL students must constantly work on their

pronunciation and listening skills, I have prepared this nonsense

tune. The entire song is made up of one four-syllable nonsense

word—babaadiyaa. However, this exercise can be modified to

assist students with any phonemes they wish to practice. For

instance, if students are having trouble with the [r]/[l] distinction,

they could sing something like "turularu" instead of babaadiyaa.

They may also practice vowel reduction in the third syllable, as in

"turularu." Real words or phrases can be substituted in any form.

It is also possible (and enjoyable) to play around with the

syllables in singing the melody, adding or subtracting syllables

for the sake of musicality and fun.

The song begins with the teacher singing the four syllables,

immediately followed by the students' mimicking. The teacher

and students will no doubt have to practice at this a bit because

the song is a fast-paced rhumba. But it shouldn't take too long

before the statement/imitation works smoothly.
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The Order of Adjective Blues

teacher: Predeterminer, article, general adjective,

Size, shape, age, color, origin,

Noun as adjective:

(spoken) material, nonmaterial

(sung) Noun.

That's the order of adjectives.

Lamont’s a frog.

(spoken) and I say,

"frog."

(sung) Lamont's a frog.

(spoken) and you say,

students: "frog."

teacher: (sung) Lamont's a frog.

(spoken) and we say,

"frog."

(sung) He lives in an oak.

students: tree frog

teacher: He lives in an oak.

students; tree frog

teacher: He lives in an oak.

students: tree frog

He's 15 years old.

teenage tree frog

He's 15 years old

teenage tree frog

He's 15 years old

teenage tree frog

He weighs five pounds,

heavy, teenage, tree frog

He's from San Anton.

Heavy, teenage, Texan tree frog



36

He's the color of grapes.

Heavy, teenage, purple, Texan, tree frog

He looks like a box

Heavy, squarely-shaped, teenage,

purple,

Texan, tree frog

Lament's the best

Fabulous, heavy, squarely-shaped,

teenage,

purple, Texan tree frog

He's made of gold

Fabulous, heavy, squarely-shaped,

teenage,

purple, Texan, gold, tree frog

He's one of many

One of the fabulous, heavy, squarely-shaped,

teenage, purple, Texan, gold tree frogs

The purpose of this song is to give students some creative

practice using the correct order of adjectives, a common problem

in students' "fine tuning" of their new language.

The song is sung by the teacher (or by the tape recorder).

Before singing the song, the teacher will want to go over the

actual terms which make up the order of adjectives done by using

a transparency or a handout with the following terminology order
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Predeterminer or number pronoun

Article

General Adjective

Size

Shape

Age

Color

Origin

Noun as adjectives:

Material noun

Nonmaterial noun

Noun being described

The lyrics of the song actually begin with this list of

grammatical categories. The students can choose whether or not

they consider this list important. Following the singing of the

grammar, the teacher sings a list of clues which will build upon

one another in order to create a long list of adjectives which come

before the noun. Based on the information the students have

about he syntax of the order of adjectives, they should be able to

place each adjective in its appropriate slot.

Another possible set of lyrics is the following:

I want some soup

soup

It's get to be hot

hot soup

Made with beans

hot bean soup

A Mexican soup

hot Mexican bean soup

It's got to be red

hot red Mexican bean soup
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It has to be liquid

hot red Mexican liquid bean soup

So it must be watery.

hot wet red Mexican liquid bean soup

It must be fermented.

hot wet aged red Mexican liquid bean soup

It has to be marvelous!

marvelous hot wet aged red Mexican liquid bean soup
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Clauses

One day when I was walking downtown

One day when I was walking downtown

One day when I was walking downtown

I met a man with a curious frown.

He said (that) in town he acts like a clown

because the city can get him down

because the city can get him down.

While I was walking through the square

While I was walking through the square

While I walking through the square

I saw punk rockers who seemed to care

about how missiles affect their welfare

even though they put pink and bleach in their hair

even though they put pink and bleach in their hair,

Clauses

Millions of them

All of them

Meaning something

Clauses

Always replacing

Adverbs, adjectives, or nouns!

As I approached the university

As I approached the university

As I approached the university

I met a woman who was drinking tea.

She said (that) she studied oceanography

so (that) she could work in the deep blue sea.

so (that) she could work in the deep blue sea.

Before I crossed the Downtown Bridge

Before I crossed the Downtown Bridge

Before I crossed the Downtown Bridge

I noticed (that) there was an abandonned fridge

which didn't have a door attached to its hinge

in case a child tried to get trapped in it.

in case a child tried to get trapped in it.
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Clauses

Millions of them

All of them

Meaning something

Clauses

Always replacing

Adverbs, adjectives, or nouns!

Once I had reached Main Street

Once I had reached Main Street

Once I had reached Main Street

I met a woman who had no shoes on her feet.

She said (that) she wore socks to be discreet

since her smelly feet could pollute the street

since her smelly feet could pollute the street

By the time I had crossed the turnpike

By the time I had crossed the turnpike

By the time I had crossed the turnpike
I bumped into a girl who was riding a bike.

She said (that) the next time she'd ride a trike

Provided she could get one from her brother Mike

Provided she could get one from her brother Mike.

One of the most difficult points of fine tuning in the

acquisition of English as a second language is the incorporation

of clauses into the language. Therefore, I've designed this song

as a contextual means for using noun, adjective, and adverb

clauses.

At some point, the teacher needs to give the students a copy

of the lyrics, whereupon the students can indicate by highlighting

or underlining in different colors the adverb, adjective, and noun

clauses. Also, the teacher can divide the class into groups that

can talk together about things they like to do while they're

walking, or things that have happened to them during an

excursion through their own town. It may be fun to use names of

places in the city where the class is taking place: for example, if
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I were in London, I might substitute the phrase, "While I was

walking through the square" with "While I was walking through

Leicester Square."

The focus on the adverb clauses can begin with this list of

words and phrases which often introduce adverb clauses (source:

Carol King and Nancy Stanley, 1983):

describing time:

after, since, before, by the time, when, whenever, while,

now that, until, once, as soon as, as long as, so long as, as

describing cause and result:

because, since, whereas, so that, in order that

describing condition:

if, even if, unless, only if, once, in case, whether or not,
in the event that, provided

describing opposition:

although, while, though, whereas, even though

describing manner:

as though, as if

describing comparison:

than, as

After singing and analyzing the clauses from both the

original and the new ones written by the students, a final exercise

might include a task in reducing the large clauses to adverbial

participial phrases. For example

One daywhen I was walking downtown
,
I met a man

with a curious frown.

becomes

One day, walking downtown, I met a man with a

curious frown.

While I was walking through the square, I saw punk

rockers.

becomes

Walking through the square, I saw punk rockers.
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Comparatives Swing

I run faster than he runs

I run faster than he does

I run faster than he

I do.

He runs more slowly than I run

He runs more slowly than I do

He runs more slowly than I

It's true.

Don't you know that

than is never a preposition—

Never in any situation

than him, than her, than me, than us, than them

We play harder than they play

We play harder than they do

We play harder than they

It's true.

She sings better than I sing

She sings better than I do

She sings better than I

It's true.

I sing worse than she sings

I sing worse than she does

I sing worse than she

I do.

Don't you know that

than is never a preposition—-

(lt) should be in any situation

than he, than she, than I, than we, than they

We sing more nicely than you sing

We sing more nicely than you do

We sing more nicely than you

It's true.
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This exercise in the creation of comparative clauses using

than serves two purposes: (1) it helps students keep from making

the common error of using the objective case following/han in

comparative situations, and (2) it gives students practice forming

comparative words or phrases with -er/more.

The basic pattern of verses is first, a key phrase including a

main verb in both the primary clause and the subordinate

comparative clause; second, replacement of the verb in the

comparative clause with do; third, deletion of the verb of the

comparative clause. Notice that the first two verses demonstrate

two ways of expressing the same comparison ("I run faster than

he runs" and "He runs more slowly than I run").

Before the song is sung, the teacher will want to point out

all the grammatical distinctions of the song, and where those

grammatical distinctions occur in the lyrics. Finally, after the

song has been moderately learned and students have an idea of

how to use each of the grammatical structures, they can form

small groups and create their own lyrics, following the

established pattern and using different adverbs (source: Azar,

1981):

more + any -ly adverb,

faster, harder, sooner, earlier, closer, better,

worse, farther
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I am I Tango

Voice 1

I am I,

you are you,

she is she,

and he is he

You are you,

they are they,

I am I,

and we are we.

I'm not you,

and you're not he.

We’re not they,

and he's not she.

We're not you

who is not he.

We're not they

who are not we.

Voice 2

The subject

pronoun

always follows

be.

It does!

It does!

Not him, her, us,

them, or me.



The subject

pronoun

always follows

be.

The subject

pronoun

follows

to be.

Who are they?

and who are we?

Who am I?

and who is she?

Who are we?

We are who?

Who is he?

and who are you?

If I were he

I would be she.

If I were she

I would be he.

If I were you,

then you'd be I.

If you were I

Then, my, my, my!

Ding, Dong!

Who is it?

Ding, Dong!

Who is it?

It's I, it's he, it's she, it’s we

It's I, it's he, it's she, it's we

It's I, it’s he, it's she, it's we

It's I, it's he, it’s she, it's we
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Ding, Dong!
Who is it?

Ding, Dong!
Who is it?

It's I, it's he, it's she, it's we

It's I, it's he, it's she, it's we

It's I, it's he

It's she, it's we.

If I were he,

and he were she,

then we three

would be we

But they're not we

and he’s not she.

You're not I

and I'm not he.

She’s not he

and you're not we.

They're not I

and we're not she.

If I were he

and he were she,

then we three

would be we.

Ding Dong!

Who is it?

Ding Dong!
Who is it?

It’s I, it's he, it's she, it's we.

It's I, it's he, it's she, it’s we.

It's I, it's he, it's she, it's we.

It's I, it's he, it's she, it's we.

The subject

pronoun

always follows

b e

It does!

It does!

Not him, her, us,

them, or me.

The subject

pronoun

always follows

b e

The subject

pronoun

follows

to be

Ding Dong!

Who is it?

Ding Dong!
Who is it?

It's I, it's he, it's she, it's we

It's I, it's he, it's she, it's we

It's I, it's he, it’s she, it’s we

It's I, it's he, it's she, it's we
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Ding Dong!
Who is it?

Ding Dong!
Who is it?

It's I, it's he, it's she, it's we.

It's I, it's he, it's she, it's we.

It's I, it's he,

It's she, it's we.

I want me to be I

and her to be she

I want you to be you

and him to be he

And them to be they

and us to be we;

that's the way

to be free, free, free.

So I am I,

You are you,

She is she,

and he is he.

You are you,

They are they,

I am I,

and we are we.

So I am I,

You are you,

She is she,

and he is he.

You are you.

They are they,

I am I,

and we are we.

Ding Dong!

Who is it?

Ding Dong!

Who is it?

It's I, it’s he, it's she, it's we

It's I, it's he, it's she, it's we

It's I, it's he,

It's she, it's we.

I want me to be I

and her to be she

I want you to be you

and him to be he

And them to be they

and us to be we;

that's the way

to be free, free, free.



The subject

pronoun

always follows

be.

It does!

It does!

Not him, her, us,

them, or me.

The subject

pronoun

always follows

be.

The subject

pronoun

follows

to be.

The End The End

For many English speakers, both native and second

language speaking, the placement of the subject pronoun

following the verb "to be" is a problem. The problem evidently

exists because grammarians of English nearly 400 years ago

decided to implement some of the grammar rules which applied to

the elite languages of the time, i.e., Latin and Greek (Baker,

1987). Since there existed a rule in those languages governing

that the subject pronoun follow theto be verb in its predicate

restatement, the grammarians of English decided to establish the

same rule in their own language's standards. Even now, in street

language, people use the objective pronouns following to be, i.e.,

the predicate restatement in a statement like "That's me!"

However, for the purposes of students taking a rigid exam such

as the TOEFL, it is necessary that they know that the archaic rule

still exists and is implemented in standard English.
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Therefore, I have designed a tango which should help

students get used to the idea of putting that subject pronoun in the

slot where they may be used to placing an objective pronoun. The

song is sung by at least two different voices. The first voice

establishes, through examples, the trend that the subject pronoun

follows any form of the verb to be. The second voice makes the

piece a duet by actually stating the grammatical rule which is

followed by the first voice.

There are not too many variations students or teachers can

create on this tune or these lyrics. However, I do suggest that

since this song is written primarily in the present tense, it might

be fun to try and sing it in other tenses, both simple and

compound.
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Cajun Agreement

Neither the dog nor the cats eat their red beans.

Neither the dog nor the cats eat their red beans.

Neither the dog nor the cats eat their red beans.

None of them eat theirs at all.

Neither the cats nor the dog eats his red beans.

Neither the cats nor the dog eats his red beans.

Neither the cats nor the dog eats his red beans.

None of them eat theirs at all.

You know when you've got something like neither . . .

nor

something like either
...

or

Everything agrees with the final noun.

Neither the dog nor the cats eat their red beans.

Neither the cats nor the dog eats his red beans.

Neither the cats nor the dog eats her red beans.

Not any of them eat theirs at all.

Either the frogs or the toad jumps to Baton Rouge

Either the frogs or the toad jumps to Baton Rouge

Either the frogs or the toad jumps to Baton Rouge

Some of them jump all the time.

Either the toad or the frogs jump to Baton Rouge.

Either the toad or the frogs jump to Baton Rouge.

Either the toad or the frogs jump to Baton Rouge.

Most of them jump all the time.

You know when you’ve got something like neither
. . .

nor

something like either
...

or

Everything agrees with the final noun.

Either the toad or the frogs jump to Baton Rouge.

Either the frogs or the toad jumps to Baton Rouge

Either the frogs or the toad jumps to Baton Rouge

All of them jump all the time.



61

Not only the snakes but also the moth digs Cajun blues

Not only the snakes but also the moth digs Cajun blues

Not only the snakes but also the moth digs Cajun blues

The majority (of them) dig it all the time.

Not only the moth but also the snakes dig Cajun blues

Not only the moth but also the snakes dig Cajun blues

Not only the moth but also the snakes dig Cajun blues

At least half of them dig it all the time.

You know when you've got something like neither
. . .

nor

something like either
...

or

Everything agrees with the final noun.

Not only the snakes but also the moth digs Cajun blues.

Not only the moth but also the snakes dig Cajun blues.

Not only the moths but also the snake digs Cajun blues.

Many of them dig it

Oh, you know they dig it

Many of them dig it all the time.

This uptempo tune, based on Cajun rock and blues chords, is

intended to provide practice on two rules (source: King and

Stanley, 1983):

When subjects are joined by the following structure,

the verb must agree with the closer subject:

neither . . .
nor

either
...

or

not only . . .
but also

Many words may be singular or plural depending on

what they refer to: none, all, some any, majority,

most, half, etc. When these words are followed by a

prepositional phrase, the number of the object of the

preposition will determine whether the words are

singular or plural, (pp. 154-155)

There is only one singing part for this tune. The students

can sing right along with the teacher and vice versa. The song

has three sections ("neither . . .
nor", either

. . . or",
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"not only . . . but also"), each with four verses. In the first,

second, and fourth verse of each section, the first three lines

demonstrate one rule and the fourth line demonstrates another.

The third verse of each section is a vocal restatement of the first

of King and Stanley's rules stated previously. In the fourth verse

of each section, the sentences are randomly mixed and the

students must supply the correct verbs and determiners according

to the noun which immediately precedes them.
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Verb + Infinitive

Say Wo!

Wo!

Hey, hey, hey!

(hum)

Say Wo!

Wo!

Hey, hey, hey!

(hum)

One fine day by the great, green sea

A furry, ugly monster decided to eat me.

He licked his chops as he stared at my knee

A furry, ugly monster decided to eat me.

He said he wished to start with my toes

A furry, ugly monster decided to eat me.

But wished to wait to eat my nose

A furry, ugly monster decided to eat me.

I need to escape

To another seascape

One fine day by the great, green sea

A furry, ugly monster decided to eat me

A furry, ugly monster decided to eat me

Say Wo!

Wo!

Hey, hey, hey!

A furry, ugly monster decided to eat me

Say Wo!

Wo!

Hey, hey, hey!

A furry, ugly monster decided to eat me

A furry, ugly monster decided to eat me
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One fine noon in the center of town

A steamroller managed to flatten me down

Nobody else seemed to be around

A steamroller managed to flatten me down

I screamed "Stop that thing!
A steamroller managed to flatten me down

But the driver refused to listen to me

A steamroller managed to flatten me down

I failed to rush

From my own crush

One fine noon in the center of town

A steamroller managed to flatten me down

A steamroller managed to flatten me down

Say Wo!

Wo!

Hey, hey, hey!
A steamroller managed to flatten me down.

Say Wo!

Wo!

Hey, hey, hey!
A steamroller managed to flatten me down

A steamroller managed to flatten me down

One cool night by the blue spruce tree

A greenish, shaggy martian offered to kiss me

She claimed to want to marry me

A greenish, shaggy martian offered to kiss me

I agreed to just one peck,

A greenish, shaggy martian offered to kiss me

Expecting to get a mark on my neck

A greenish, shaggy martian offered to kiss me

I prepared to feel her

Lips on my kisser
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One cool night by the blue spruce tree

A greenish shaggy martian offered to kiss me

A greenish shaggy martian offered to kiss me

Say Wo!

Wo!

Hey, hey, hey!

A greenish, shaggy martian offered to kiss me.

Say Wo!

Wo!

Hey, hey, hey!

A greenish, shaggy martian offered to kiss me

A greenish, shaggy martian offered to kiss me

One of the challenges in learning English is knowing

whether to use a gerund or an infinitive following certain verbs.

Since there are no rules which tell students of English whether to

use a gerund or an infinitive, I offer this particular song to

promote practice using verbs which are followed by infinitives.

Before the song is sung, the teacher should hand out a

sheet of the lyrics to the students. At that time, the students and

teachers should indicate the verbs used in the song which are

followed by infinitives. Everyone should notice that the main

phrase of each of the verses includes a verb followed by an

infinitive:

A furry, ugly monster decided to eat me

A steamroller managed to flatten me down

A greenish, shaggy martian offered to kiss me

There are also other phrases in the lyrics which include verbs

which must be followed by infinitives:

He said he wished to start with my toes

but wished to wait to eat my nose

but wished to wait to eat my nose
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I need to escape to another seascape

Nobody else seemed to be around

But the driver refused to listen to me

I failed to rush from my own crush

She claimed to want to marry me

She claimed to want to marry me

I agreed to just one peck, expecting to get a

mark on my neck.

I prepared to feel her lips on my kisser.

Ultimately, the teacher can divide the class into groups

which can, for about thirty minutes or so, decide upon a ludicrous

image, incorporating verbs which require infinitives. In the

creation of their little story, the students must create at least one

sentence incorporating the verb + infinitive situation. This

sentence should be the line that is most repeated within the verse,

just like "A furry, ugly monster decided to eat me." In order to

create such text, the students may select words from the following

list of verbs which take infinitives in the immediately following

slot (source: Azar, 1981):

afford, agree, appear, arrange, ask, beg, care, claim,

consent, decide, demand, deserve, expect, fail,

forget, hesitate, hope, learn, manage, mean,

need, offer, plan prepare, pretend, promise,

refuse, regret, remember, seem, struggle,

swear, threaten, volunteer, wait, want, wish

Finally, each group can sing their story, one verse for each

group. Should there be three groups, then the class will have

rewritten their own song. If there are more than three groups, the

class can either choose the best three or sing all the groups'

verses in an even longer version of the song.
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Verb + Gerund Reggae

The teacher postponed giving the test.

The teacher postponed giving the test.

She considered skipping the test

or possibly burning the test; instead,

The teacher postponed giving the test.

The teacher regretted delaying the test.

The teacher regretted delaying the test.

She admitted loving the test

and enjoying writing the test; so,

The teacher regretted delaying the test.

postponed giving the test

postponed giving the test

postponed giving the test

She postponed giving the test.

Yeah, yeah, yeah!

regretted delaying the test

regretted delaying the test

regretted delaying the test

She regretted delaying the test.

Yeah, yeah, yeah!

The robber denied stealing the jewels.

The robber denied stealing the jewels.

He mentioned admiring the jewels

and wanted to snatch the jewels; but,

the robber denied stealing the jewels.

The robber resisted swiping the jewels.

The robber resisted swiping the jewels.

He didn't risk taking the jewels

and getting caught with the jewels; instead,

the robber resisted swiping the jewels.
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denied stealing the jewels
denied stealing the jewels
denied stealing the jewels
He denied stealing the jewels.

Yeah, yeah, yeah!

resisted taking the jewels,
resisted taking the jewels,

resisted taking the jewels.

He resisted taking the jewels.

Yeah, yeah, yeah!

Mama completed fixing the car.

Mama completed fixing the car.

She avoided junking the car

or possibly selling the car because

Mama completed fixing the car.

Mama recommends washing the car.

Mama recommends washing the car.

She can't help loving the car.

That's why she cleans the car.

Mama recommends washing the car.

completed fixing the car

completed fixing the car

completed fixing the car

She completed fixing the car.

Yeah, yeah, yeah!

recommends washing the car

recommends washing the car

recommends washing the car

She recommends washing the car

Yeah, yeah, yeah!
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In this song students practice the structure verb + gerund.

Before the song is sung, the teacher should once again hand out a

sheet of the lyrics to the students. At that time, the students and

teacher should indicate the verbs used in the song which are

followed by gerunds. Everyone should notice that the main

sentence of each of the verses includes a verb followed by an

gerund:

The teacher postponed giving the test.

The teacher regretted delaying the test.

The robber denied stealing the jewels.

The robber resisted swiping the jewels.

Mama completed fixing the car.

Mama recommends washing the car.

Each verse of the song (the blues section as well as the major-key

B section) concentrates on these sentences.

There are also other sentences in the lyrics which include

verb + gerund structure:

She considered skipping the test or possibly

burning the test.

She admitted loving the test and

enjoying writing the test.

She admitted loving the test and

enjoying writing the test.

He mentioned admiring the jewels and

wanting to snatch the jewels.

He didn't risk taking the jewels and

getting caught with the jewels.

She avoided junking the car or possibly

selling the car.

She can't help loving the car.
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Again, the teacher can divide the class into groups which

can, for about thirty minutes or so, decide upon a ludicrous

image, expressing it using a verb + gerund structure. In the

creation of each verse, the students must include at least one

sentence incorporating the verb + gerund structure. This sentence

should be the line that is most repeated within the verse. After

the two main verses are sung, the B section begins with the verb

being followed by its appropriate gerund phrase. This phrase is

sung three times before being made into one final sentence simply

by adding a subject to the main verb. The two verb + gerund

structures of the two verses of the A section of the tune are used

as the themes of the B section of the tune. For example, the two

main sentences of my first A section are "The teacher postponed

giving the test" and "The teacher regretted delaying the test."

The themes for each of the two parts of the B section are

"postponed giving the test" and "regretted delaying the test." In

the fourth lines these become "She postponed giving the test,"

and "She regretted delaying the test."

In order to create such text, the students may select words

from this list of verbs which take gerunds in the immediately

following slot (source: Azar, 1981):

admit, advise, anticipate, appreciate, avoid,

complete, consider, delay, deny, discuss,

enjoy, finish, can't help, keep, mention, mind,

miss, postpone, practice, quit, recall,

recommend, regret, remember, resent, resist,

risk, stop, suggest, tolerate, understand, and

go as in phrases like/o go shopping, to go

skiing.
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These eight songs have not only been written with

the intention that they be used as drills included in grammar

presentations. They have been written in the hope that,

through the establishing the songs as vibrant and

memorable events, they provide students with a positive

learning atmosphere conducive to internalizing aspects of

language.



Appendix
A Questionnaire

1
. Where do you currently teach study?

1
. Osaka, Japan

2
.

San Francisco

3. Ohio

4. Beijing, China

5. Texas

6. Indiana

7. Texas

8
.

San Francisco

9. lowa

10
.

Los Angeles
11

.

Los Angeles
12. Guayaquil, Ecuador

13. I don’t

1 4
.

San Antonio

1 5
.

New Mexico

1 6
.

San Antonio

17. Texas

18. Albuquerque
19. Illinois

20. Texas

2 1
.

Canada

22. Santa Barbara

23. Chicago

2. Do you like to sing?

1
. yes

2. yes

3
.

yes—people object but Ido like to sing

4. yes

5. yes

6. yes

7. yes

8. yes

9. yes

10. no

11. yes

1 2. yes

1 3. yes

1 4. yes

1 5. yes

1 6. yes

17. no

18. no

19. no

20. yes

21. yes
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22.

23. yes

3
. Would you feel Inhibited If you were asked to sing In front

of your class?

1
.

no

2. yes

3. no

4. sometimes

5. yes

6. no

7. no

8
.

9. no—well, Ido It, Inhibited or not

1 0. yes
1 1. yes

1 2. yes

13. no

14. yes—ln front of big people; no for little people
1 5. yes

16. no

17
. yes and no

18. no

19.

20. of course, but I often choose to sing
2 1. no

22. yes

2 3. no

4
.

Do you think your students would enjoy singing In your

classes?

1
.

no

2
.

some would

3. yes

4. yes, very much, especially primary pupils, but not

adults

5. definitely

6. yes

7
.

I think most would.

8
.

some would, some wouldn't

9. yes

10
.

some would, some wouldn't

11. yes

12
. yes, they always do

13. yes

1 4. yes

15. yes

16. yes

17. yes

1 8. yes

1 9.

20. we use music
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21
. most would, some don't

22. some yes, some no

23. certainly

5
. Would your students sing at all?

1
. only very motivated students—even then not well

2
.

some would not

3. yes

4. yes
5. yes

6
. yes

7. yes
8. yes
9. yes

10
. some, yes

11. yes
12. yes

13. yes

1 4. yes

1 5. yes

1 6. yes

17. yes

1 8. yes

1 9.

20. they're rather shy about this

21. yes

22. some, I think

23
. yes, they do

6
.

Would your students appreciate music as one of the

regular media Implemented by you In your classroom?

Why?

1
.

No

2 .
Yes—They often enjoy songs that Americans sing at

festive occasions: Happy Birthday, Jingle Bells,

etc. Often they already know the melody, so that

musical learning Isn't necessary.

3
.

Yes—They enjoy repetition of otherwise difficult

sounds.

4
.

Yes—because that Is to keep the learning lively and

Interesting.

5
.

Probably not as a regular feature because some or

forty or fifty years old who feel very self-

conscious about learning and participation. It would

be useful as relaxation, fun activity for them.

6
.

Yes—because It's fun and gives them an opportunity

to see language In action and also provides a great

opportunity to discuss culture, language, slang, etc.

7 .
Yes—Once a week would be optimal. If the songs

relate to their Immediate culture or to the lesson, I

believe students will be eager to sing.
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8
. Probably not, because I teach reading, writing, and

grammar. I think It would more appropriate to an

oral communications class.

9
. Yes—lt's a nice change; It gives them natural

language rhythms (teacher viewpoint). It's

nonthreatening because It's usually done In groups.

They're already familiar with a lot of the American

music (sometimes more than I am).
10. I had some adult Chinese students who kept trying to

get me to use songs. They would.

11
. Yes—especially if the songs are popular songs.

Because students want to be familiar with something

that Is widely familiar to the target language

population.

1 2. Yes—because they enjoy and practice the language,

using songs.
13. Of course—most children love to sing
1 4. Yes—they enjoy It; It allows them do lose some of

their Inhibitions.

1 5. yes—music Is part of learning to read

1 6. yes—because It Is relaxing besides being educational

(if you make It so).

17
. yes, becuase It's fun.

18. yes—change of pace, something they could do without

evaluation—could be fun!

1 9.

20. Yes—because It’s relaxing and relevant to their

overall lives.

21
. yes, it relaxes them. It's an enjoyable way to learn.

22. Music—yes; but listening. We have an English

through Music elective (1 hour, 5 days/week) but

It's primarily listening. Some students sing along.

23. It's relaxing, painless, builds up "a party”

atmosphere; from my perspective that gives them

the most naural way to acquire the language.

7
.

Would you welcome and perhaps use songs composed

specifically for EFL purposes, e.g., songs designed to teach

grammar? Warning: these songs could not be considered

"authentic material."

1
.

Yes

2. No

3. Yes

4
. yes, some

5
.

to some extent

6. yes

7
. yes, but only to the extent that the song makes

sense.

8. maybe

9
.

I'd like to hear them.

10. I'm not sure. I think my students would be more

interested In authentic materials.
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11
. only If I liked them or I thought the students liked

them.

12. no

1 3. yes

1 4. yes
1 5. yes
16. yes
17. maybe
18. sure

19. no

2 0. no

21
. yes, If they are good. I don't usually use such tapes

I prefer a good song to one which Is designed for

grammar Instruction.

22. On cassette, yes. Sheet music—forget Itl Singing

along or listening to a tape would be fun.

23. I'm dreaming about It.

8
.

Has music ever played a role In your language learning or

language teaching experience?

1
.

Only Jazz Chants—This Is not so threatening to

students.

2. I learned Happy Birthday In Mandarin; I teach You

Are My Sunshine every three months.

3. yes

4
. yes, with beginners

5. yes

6. yes

7. very little

8
. yes—l learned a lot of Greek from songs I listened to

(I'm an old time Greek music fan).

9
. yes—both

10. Some, when I was learning English, for listening

comprehension.

1 1
.

Yes—I asked some Mexican friends to recommend

some popular artists. I bought several records and

sang Marlachi music along with them for years.
1 2. yes, it always helped me to make the class alive.

1 3. yes

14
. yes—teaching In Spanish

15. no

16. yes

17. yes

18. yes

19. no

20. often

21. yes

22. yes

23. definitely yes, since English Is also my second

language
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9
.

If so, was It a positive or negative experience—l.e., did

the music serve as an aid?

1
. yes—positive

2
.

yes—The group experience, rather than the song

Itself, seems to aid us to relax.

3. positive
4

. positive, In some ways
5. positive
6

.
yes—positive

7
. yes—but lam not sure If It would be positive over a

long period of time.

8. positive

9
. positive—l can sing La Cucaracha In Spanish! The

students like It and request It.

1 0. positive—good Intro Into pop culture

11
. positive

12
. yes, definitely

13. positive—yes
1 4. yes—helped to memorize the days of the week

1 5.

16. positive—yes
17. positive

1 8. positive
1 9.

20. positive

21
. positive

22. positive—used as a listening exercise with cloze

worksheet.

23. I can't not even Imagine life In the classroom

without it.
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