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RO EHTH, FOBWIZEZ RSN,

Both music and language are known to exist in all contemporary human
societies and all those that have been historically documented; *archeologists are
confident that both music and language were present in all prehistoric societies
of Homo sapiens. While the concept of music may vary, all cultures have song
and dance, and make some form of internal repetition and variation in their
musical expressions; they use rhythmic structures based on distinctions between
*note lengths and dynamic stresses.

The context in which music is used and the function il appears o play in
societies are also highly variable, with entertainment and the fostering of social
bonds being particularly widespread. But the most prominent and perhaps the
only universal context is that of religion: music is used ( (I ) to communicate
with, glorify and/or serve the *divinities identified within any particular culture.

Another form of universality is that found at the level of the individual
rather than of the society or culture: with the exception of those who suffer from
a *cognitive deficit, all individuals have a capacity to acquire language and are
born with an inherent appreciation of music. Bruno Nett]l summarizes the global
situation: ‘Evidently humanity has decided not only to make music ( @ ),
despite the vast amount of variation among the musics ol the world, to make it in
a particular way.'

The universality of music is, perhaps, more controversial than that of

(A
language because we place greater emphasis on production than listening, with

many individuals declaring themselves to be unmusical. In this regard, John

Blacking’s comments, made in the 1970 s, on the contradiction between theory
and practice in the middle-class, Western society in which he grew up (High
Church Anglicanism, public school, Cambridge). remain relevant today. Music
was and remains all around us: we hear it when we eat and try to talk in
restaurants and airport lounges; il is played all day long on the radio; in fact,
there are few occasions when someone is not trying to fill moments of potential
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silence with music. Blacking remarked that ‘society claims that only a limited
{B)
number of people are musical, and yet it behaves as il all possessed the basic

capacity without which no musical tradition can exist — the capacity to listen and

distinguish patterns of sound’. He favored the idea that there was no such thing

as an unmusical human being, and noted that the existence of a Bach or a
Beethoven was only possible because of the presence of a discriminating
audience.

While both language and music are found in all societies, and share some
common features, the history of their study bas been largely dominated by
attempts to document and explain their diversity. More than six thousand
languages are spoken in the world today, this ( @ ) a small fraction of the
total number of languages ever spoken. The number of musics in the world is
likely to be even greater and to display considerably more diversily.

Just as we have English, Chinese and Arabic languages, we have jazz,
Blackfoot Indian and Tibetan chant musics. Like languages, musics have
stylistic, geographical and sociological boundaries. They can be grouped into
families; patterns of *descent, blending and development can be traced. Such
diversity and patterning in both languages and musics arises from the processes
of cultural transmission {rom one generation to the next and from one society to
another. This can make identilying the boundaries between languages and
musics difficult, ( @ ) in a historical sense {(when did Old English become
Middle English, or Classical music become Romantic?) or in the contemporary
world (where, for instance, are the bhoundaries between folk, blues, gospel,
couniry and jazz?).

There is a contrast between musics and languages regarding the extent to

Ch
which they can be translated from one cultural form to another. If I listen to

someone speaking a language with which I am unfamiliar I will have very little, if
( @ ), idea of whal they are saying — especially il their language comes from
an entirely different family [rom my own, such as Japanese or one of the Alrican
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so-called ‘click’ languages. 1 may pick up some idea of mood from facial
expression, intonation and gesture, but | will bave hardly any knowledge of
content. If, however, 1 have a translator present, then those myslerious
utterances [ hear can be rendered in Inglish for me to understand.

Music is quite different. Whereas we can translate Japanese nol only into
English bul into any other language spoken in the world, though recognizing that
we may lose much of the subtlety of the original in the process, it makes no
sense Lo attempt to translate the music used by one culture into that of another,
and there is no reason to do so. As John Blacking noted back in 1973, this
appears to suggest that while there is the possibility of a universal theory of
linguistic behavior, no such possibility exists for music.

(Steven Mithen, The Singing Neanderthals: The Origins of Music, Language,

Mind, and Body £ V)
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ROWELEZRD, FOBWIZEZLZ S0,

As a kid 1 was the youngest member of my family, and the youngest child in
any lamily is always a jokemaker, because a joke is the only way he can enter
into an adult conversation. My sister was [ive years older than 1 was, my

brother was nine vears older than I was, and my parents were both talkers. So

al the dinner table when I was very young, _I was boring to all those other people.
They did not want to hear aboul the (l:::.nb childish news of my days. They
wanted to talk about really important stuff that happened in high school or
mayhe in college or at work. So the only way I could get into a conversation was
to say something funny. I think I must have done it accidentally at first, just
accidentally made a *pun that stopped the conversation, something of that sort.
And then I found out that a joke was a way 1o break into an adull conversation.

1 grew up at a time when comedy in this country was superb —it was the
Great Depression. There were large numbers of ahsolutely top comedians on
radio. And without intending to, I really studied them. 1 would listen to comedy
at least an hour a night all through my youth, and I got very interested in what
jokes were and how they worked.

\When I'm being funny, I try not to offend. 1 don't think much of what I've

B}
done has been in really horrible taste. [ don't think I have embarrassed many

people, or distressed them. The only shocks [ use are an occasional ohscene
word. Some things aren’t funny. I can’'t imagine a humorous book or skit about
Auschwitz, for instance. And il's not possible for me to make a joke about the
death of John . Kennedy or Martin Luther King. Otherwise | can’t think ol any
subject that T would avoid, that I could do nothing with.

I saw the destruction of *Dresden. 1 saw the city before and then came out
ol an air-raid shelter and saw it afterward, and certainly one response was
laughter. God knows, that's the soul seeking some relief.

Any subject is subject to laughter, and I suppose there was laughter of a
very horrible kind by victims in Auschwitz.
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Humor is an almost *physiological response to fear, Freud said that humor
is a response to frustration — one of several. A dog, he said, when he can't get
out of a gate, will scraich and start digging and making meaningless gestures,
perhaps growling or whatever, to deal with frustration or surprise or fear.

And a great deal of laughter is induced by fear. T was working on a funny
television series years ago. We were trying to pul a show together that, as a
basic principle, mentioned death in every episode and that this ingredient would
make any laughter deeper without the audience’s realizing how we were inducing
belly laughs.

Even the simplest jokes are based on tiny moments of fear, such as the
question, “What is the white stuff in *bird poop?” The auditor, as though called
upon to recite in school, is momentarily afraid of saying something stupid, When
the auditor hears the answer, which is, “That’s bird poop, too,” he or she gets rid
of the automatic fear with laughter. He or she has not heen tested after all.

True enough, there are such things as laughless jokes, what Freud called

*gallows humor. There are real-life situations so hopeless that no reliel is
i

imaginable,

While we were being bombed in Dresden, sitting in a cellar with our arms
over our heads in case the ceiling fell. one soldier said as though he were a rich
lady in a mansion on a cold and rainy night, “1 wonder what the poor people are

doing tonight.” Nobody laughed, but we were still all glad he said it, At least we
b

were still alivel He proved it.

(Kurt Vonnegut, A Man Without a Country X0 )
# fpun U sh *Dresden 55 2 kST ABBELIBEEN S -

7= FA Y RE O *physiological 4 HEAY7:
*bird poop B *gallows f&EH
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1 FERHBALEUEROXETMSEY, BETEALET N,
a. What [ said was strange to all those other people.
b. I was vounger than all those other people,
¢ . All those other people were not interested in me.

d. I was bored with what all those other people were talking about.

[ 2 THREB), CzBAEBIZRLEI N,

3 THEREPEDIZDODWT, FENIOIDITHERDHEHZ, 40FLUNOBAAREET
L AT nEGEAEED.
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ROLEFEIT AOBUIFIE/ADEEL TWAHREIATH D, ZORLFiH,

FORWIZEZ T,

Mr.

Pearson:

-. Caine:

-. Pearson:

-, Caine:

-. Pearson:

. Caine:

-, Pearson:

. Caine:

. Pearson;

Do sit down, Mr, Caine. You've brought the files with you, [ take
it?

Yes, I've got them here. [sits down, looks at watch, looks up at
My. Pearson, then starves at his own ( 1) ) at the end of his
tapping foot]

I feel that il we just went through the figures together, we could
agree on how we can change the budgels next year so thal
nobody loses oul (oo much. [leans forward slightly and maintains
eye contact with a smile]

That's okay by me.

I've got a simple ( (@ ) here. If we take jusl one person from
your department we'll cut down on the salaries budget by enough
to go lo the exhibitions in Boston and the new one over in the
Channel Islands in Guernsey. What do you think?

If that's whal we have to do, so be i, [starts to pick at his jacket,
then moves down to his trousers]

But how do you really ( @ ) about this? Tell me, because it
has got Lo be a joint decision. I may even ask Mr. Henson to help
us decide.

Fine by me. I take it yvou don't mean whoever goes has to go
immediately?  [continues picking and has now reached his left
sock]

Mr. Caine, 1 get the feeling you are not completely comfortable
with this decision. Are you sure you don't want to ( @ ) about
it further?
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Mr. Caine;

Mr. Pearson:

Mr. Caine:

i 1

(ooks up, and speaks in a louder, more forceful tonel 1 don't think
anything 1 could say is going to change yvour ( & ), or the
situation. I'm not happv about this, but 1 don’t really have a
choice here, do 17

I'm sorry you leel that way, and I'd like to have the chance to
talk to you a bit more about our options lor nexl year. If you
don’t mind, I'm going o ask Mr. Henson to meet with ( & ) of
us so that we can talk about this properly. [pauses for a moment,
as if he were going to say something else, then stops] Thank vou
for taking the time to see me today. T'll be in touch.

No problem. T look forward to ( (@ ) from you. [stands up and
leaves the meeting room without looking at Mr. Pearson ]

(James Borg, Persuasion £1)

AP OEWMO~DIT AN DIZH/OEYILER, FNTNTOFI~TZoH

MHREY, EETEXLEN,

@D (7) head
@ (@ plan
3 (7] explain
@ (7 walk
B {7 face
® ) any

(@ (7) hearing

(1) wallet ) shoe () file

(1) machine () game (x) plant
1) feel () decline (1) emotion
f} mention (7} talk (x} demand
(1) job () chance (=) mind
{1) both () none (T) either
i} meeting (%) touching (T} calling
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M2 ALONBELARLTVWEHDZE, FOTF~HOHRNRS § DRY, EHTE

AIEELY,

{7) Mr. Caine is Mr. Pearson’s boss.

() Mr. Pearson wants to reduce the number of staff in his department.
{7} The two men just mel.

{(x) Mr. Caine is angry with Mr. Pearson.

) The company needs to reduce the number of staff.
(#) The company is very profitable this year.

(& The budget needs to be cut.

{#) The company is moving to a new building.

{4} Mr. Caine doesn’t like Mr. Pearson’s plan.

(o) Mr. Pearson doesn’t understand the plan.

# Mr. Henson is a customer.

{2) Mr. Caine and Mr. Pearson work at the same company.
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