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E
nglish speaking choirs are undeniably 

hesitant to sing in Chinese. Mandarin 

Chinese1 is considered one of the most 

GLIÀFXOW�ODQJXDJHV�IRU�QDWLYH�(QJOLVK�VSHDNHUV�WR�
learn due to its written characters and the use 

RI�YHUEDO�WRQHV��+RZHYHU��LQ�VLQJLQJ�&KLQHVH�
choral music we will use neither characters nor 

WRQHV��DQG�DOWKRXJK�WKH�Pinyin romanization 

V\VWHP�LV�QRW�QHFHVVDULO\�LQWXLWLYH�WKH�UXOHV�IRU�
SURQXQFLDWLRQ�RI�D�UHODWLYHO\�VPDOO�VHW�RI�V\OODEOH�
sounds are consistent.2 

1�)RU�WKH�SXUSRVHV�RI�WKLV�GRFXPHQW��´0DQGDULQ�&KLQHVHµ�ZLOO�
KHUHDIWHU�EH�UHIHUUHG�WR�DV�´&KLQHVH�µ�7KH�WHUP�´&KLQHVHµ�LQ�
English generally encompasses all dialects of Chinese including 

&DQWRQHVH��+RZHYHU��EHFDXVH�,�ZLOO�RQO\�EH�GLVFXVVLQJ�0DQGDULQ�
&KLQHVH�LQ�WKLV�GRFXPHQW��,�ZLOO�VLPSO\�XVH�WKH�WHUP�´&KLQHVH�µ�
2
 Pinyin is the standard system of romanization used for 

WUDQVOLWHUDWLQJ�0DQGDULQ�&KLQHVH��,W�LV�XVHG�LQ�PDLQODQG�&KLQD�
and uses diacritic markings for the four tones. 

&RQGXFWRUV�DQG�YRFDOLVWV�IUHTXHQWO\�DVN��´,I�
&KLQHVH�LV�D�WRQDO�ODQJXDJH��KRZ�GR�ZH�VLQJ�
WKH�WRQHV"µ�7RQHV�LQ�&KLQHVH�KDYH�QR�HIIHFW�RQ�
pronouncing words in pitched Chinese choral 

PXVLF��%HFDXVH�PRVW�FKRUDO�DQG�YRFDO�PXVLF�LV�
QRWDWHG�DQG�SLWFKHG��WKH�WRQHV�DUH�GLVUHJDUGHG��
,Q�HVVHQFH��WKH�QRWDWHG�SLWFK�RI�D�ZRUG�WUXPSV�
the tone of the word.

7KH�QH[W�TXHVWLRQ�RIWHQ�LV��´%XW�LI�D�ZRUG�LV�
VWULSSHG�RI�LWV�WRQH��KRZ�GR�ZH�NQRZ�ZKDW�LW�

Abstract

Many choral conductors shy away from performing Chinese choral pieces because of the language barrier. 

$OWKRXJK�OLQJXLVWLF�UHVRXUFHV�H[LVW�IRU�WKH�SURQXQFLDWLRQ�RI�0DQGDULQ�&KLQHVH��WKH\�DUH�JHQHUDOO\�ZULWWHQ�
IURP�WKH�SHUVSHFWLYH�RI�D�ÀUVW�ODQJXDJH�&KLQHVH�VSHDNHU�RU�D�ÀUVW�ODQJXDJH�(QJOLVK�VSHDNHU��7KH�PRUH�
FRPSUHKHQVLYH�SURQXQFLDWLRQ�JXLGHV�DUH�IRU�OLQJXLVWLF�SXUSRVHV�DQG�QRW�JHDUHG�IRU�SUDFWLFDO�XVH�IRU�
FRQGXFWRUV�RU�VLQJHUV��7KLV�DUWLFOH�SURYLGHV�D�GLFWLRQ�JXLGH�XVLQJ�WKH�,QWHUQDWLRQDO�3KRQHWLF�$OSKDEHW�IRU�
Mandarin Chinese written by a conductor and singer who grew up speaking both languages.
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PHDQV"µ�)LUVW��LW�LV�WUXH�WKDW�HDFK�ZRUG�LQ�&KLQHVH�
has a specific tone and changing that tone 

FDQ�DOWHU�WKH�PHDQLQJ�RI�WKH�ZRUG��7KH�PRVW�
FRPPRQO\�XVHG�H[DPSOH�WR�GHPRQVWUDWH�WKLV�
FRQFHSW�LV�WKH�ZRUG�´PDµ�

0ʕ��㕉��PHDQV�´PRWKHU�µ
0i��㕊��PHDQV�´KHPS�µ
0Ŗ��㕎��PHDQV�´KRUVH�µ
0j��㕑��PHDQV�´WR�VFROG�µ

(DFK�RI�WKH�ZRUGV�DERYH�LV�RQO\�RQH�V\OODEOH�DQG�
&KLQHVH�LV�RIWHQ�PLVFRQVWUXHG�DV�EHLQJ�D�PRQR�
V\OODELF�ODQJXDJH��+RZHYHU��RQH�RI�WKH�ÀUVW�WKLQJV�
a student of Chinese learns is that most words are 

DFWXDOO\�WZR�V\OODEOHV��7KH�GLIIHUHQFH�EHWZHHQ�
European syllabic languages and Chinese is that 

LQ�&KLQHVH��HDFK�V\OODEOH�LV�DOVR�LWV�RZQ�ZRUG��)RU�
H[DPSOH��LQ�WKH�WZR�V\OODEOH�ZRUG�píngguɹ��㠜⺜���
píngguɹ��㠜⺜��PHDQV�´DSSOH�µ�EXW�LWV�V\OODELF�SDUWV�
can be broken down into the words píng��㠜���
ZKLFK�LV�D�NLQG�RI�VDJHEUXVK��DQG�guɹ��⺜���ZKLFK�
PHDQV�IUXLW��7KHUHIRUH��HYHQ�LI�RQH�LV�VLQJLQJ�D�
PHORG\�ZLWK�QR�UHJDUG�IRU�WKH�WRQHV��RU�VSHDNLQJ�
ZLWK�WKH�LQFRUUHFW�WRQHV��WKH�ODQJXDJH�FDQ�VWLOO�EH�
XQGHUVWRRG�WKURXJK�FRQWH[W�

,Q�DQ\�ODQJXDJH�HYHU\�V\OODEOH�LV�PDGH�XS�
RI�RQH�RU�PRUH�SDUWV��DQ�LQLWLDO�´EHJLQQLQJ�
VRXQGµ�DQG�D�ÀQDO�´HQGLQJ�VRXQG�µ3�,Q�&KLQHVH��
syllables will at the least consist of an ending 

VRXQG�DQG�PRVW�DOVR�KDYH�D�EHJLQQLQJ�VRXQG��
7KHUH�DUH�D�OLPLWHG�QXPEHU�RI�FRPELQDWLRQV�
RI�EHJLQQLQJ�DQG�HQGLQJ�VRXQGV��7DEOH����VHH�
page 5) shows all possible combinations of 

beginning and ending sounds complete with 

WKHLU�FRUUHVSRQGLQJ�,QWHUQDWLRQDO�3KRQHWLF�
$OSKDEHW��,3$��V\PEROV��1RWH�WKDW�WKH�ZRUGV�
LQ�WKH�ÀUVW�FROXPQ�FRQVLVW�only of ending sounds.

3�/LQ�<HQ�+ZHL��The Sounds of Chinese��&DPEULGJH��&DPEULGJH�
8QLYHUVLW\�3UHVV�������������

7KH�ZRUGV�LQ�WKH�Pinyin romanization chart are the 

RQO\�ZRUGV�WKDW�DSSHDU�LQ�0DQGDULQ�&KLQHVH��,I�
a word encountered in a Chinese song is not one 

OLVWHG�LQ�WKH�FKDUW��HLWKHU�WKH�SLHFH�LV�WUDQVOLWHUDWHG�
and not Pinyin��WKHUH�LV�DQ�HUURU��RU�LW�LV�ZULWWHQ�
in a dialect.

Using IPA Symbols

7KH�,QWHUQDWLRQDO�3KRQHWLF�$OSKDEHW�LV�XVHG�
LQ�VLQJLQJ�IRU�WZR�SULPDU\�UHDVRQV��)LUVW��-RDQ�
Wall notes that Americans sometimes do not 

KDYH�DQ�DZDUHQHVV�IRU�WKH�VRXQGV�RI�(QJOLVK�DQG�
often confuse letters for sounds in words.4 She 

XVHV�WKH�H[DPSOH�RI�DVNLQJ�VRPHRQH�KRZ�PDQ\�
YRZHO�VRXQGV�H[LVW�LQ�(QJOLVK��7KH\�DUH�OLNHO\�WR�
UHVSRQG�ZLWK�´ÀYH�µ�PHDQLQJ�´D�µ�´H�µ�´L�µ�´R�µ�DQG�
´X�µ�+RZHYHU��:DOO�QRWHV�WKDW�WKHUH�DUH�DFWXDOO\�
WZHQW\�WZR�YRZHO�VRXQGV�5�(DFK�VRXQG�LQ�WKH�,3$�
is designated its own symbol. One symbol stands 

for one sound so there is no confusion as to how 

DQ\�JLYHQ�V\PERO�LV�SURQRXQFHG��XQOLNH�D�OHWWHU�LQ�
English that may change pronunciation depending 

on its place in a word or its etymology.

6HFRQG��EHFDXVH�RQH�V\PERO�VWDQGV�IRU�RQH�VRXQG��
,3$�V\PEROV�DUH�DSSOLFDEOH�WR�DQ\�ODQJXDJH��
7KHUH�LV�QR�QHHG�WR�NQRZ�KRZ�HDFK�ODQJXDJH�
SURQRXQFHV�D�OHWWHU��L�H��ZKHWKHU�D�´Fµ�LV�KDUG�RU�
VRIW��ZKHWKHU�D�´Sµ�LV�SORVLYH�RU�QRW��,3$�V\PEROV�
DUH�XQLYHUVDO��>N@�ZLOO�DOZD\V�VRXQG�OLNH�WKH�OHWWHU�
´N�µ�>Sh@�ZLOO�DOZD\V�EH�D�SORVLYH�´S�µ�DQG�VR�RQ�

:LWK�DQ�(QJOLVK�WUDQVOLWHUDWLRQ��DQ�HGLWRU�RU�
FRPSRVHU�HTXDWHV�HYHU\�VRXQG�RI�DQRWKHU�
ODQJXDJH�WR�RQH�ZLWK�(QJOLVK��WKHUHIRUH�WKH�
language will inherently sound less authentic 

than using Pinyin�RU�,3$��2QH�RI�WKH�EHQHÀWV�RI�

4�-RDQ�:DOO��International Phonetic Alphabet for Singers: A manual 
for English and foreign language diction���'DOODV��3VW���,QF������������
5�:DOO��International Phonetic Alphabet for Singers����
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%HJLQQLQJV
E
>E@

S
>Sހ@

P
>P@

I
>I@

G
>G@

W
>Wހ@

Q
>Q@

O
>O@

J
>J@

N
>Nހ@

K
>[@

M
>Wܨ@

T
>Wހܨ@

[
@ܨ<

]
>G]@

F
>WVހ@

V
>V@

]K
>Gݤ@

FK
>Wހݔ@

VK
@ݔ<

U
@ݍ<

L��UHWURIOH[�
ࡦ< @

]L
>G]ࡦ @

FL
>WVࡦހ @

VL
>Vࡦ @

]KL
>Gࡦݤ @

FKL
>Wࡦހݔ @

VKL
ࡦݔ< @

UL
ࡦݍ< @

D
>D@

D
>D@

ED
>ED@

SD
>SހD@

PD
>PD@

ID
>ID@

GD
>GD@

WD
>WހD@

QD
>QD@

OD
>OD@

JD
>JD@

ND
>NހD@

KD
>[D@

]D
>G]D@

FD
>WVހD@ >VD@

]KD
>GݤD@

FKD
>WހݔD@

VKD
@Dݔ<

DL
>D�ܼ@

DL
>D�ܼ@

EDL
>ED�ܼ@

SDL
>SހD�ܼ@

PDL
>PD�ܼ@

GDL
>GD�ܼ@

WDL
>WހD�ܼ@

QDL
>QD�ܼ@

ODL
>OD�ܼ@

JDL
>JD�ܼ@

NDL
>NހD�ܼ@

KDL
>[D�ܼ@

]DL
>G]D�ܼ@

FDL
>WVހD�ܼ@

VDL
>VD�ܼ@

]KDL
>GݤD�ܼ@

FKDL
>WހݔD�ܼ@

VKDL
�Dݔ<ܼ@

DQ
>DQ@

DQ
>DQ@

EDQ
>EDQ@

SDQ
>SހDQ@

PDQ
>PDQ@

IDQ
>IDQ@

GDQ
>GDQ@

WDQ
>WހDQ@

QDQ
>QDQ@

ODQ
>ODQ@

JDQ
>JDQ@

NDQ
>NހDQ@

KDQ
>[DQ@

]DQ
>G]DQ@

FDQ
>WVހDQ@

VDQ
>VDQ@

]KDQ
>GݤDQ@

FKDQ
>WހݔDQ@

VKDQ
@DQݔ<

UDQ
@DQݍ<

DQJ
>Dƾ@

DQJ
>Dƾ@

EDQJ
>EDƾ@

SDQJ
>SހDƾ@

PDQJ
>PDƾ@

IDQJ
>IDƾ@

GDQJ
>GDƾ@

WDQJ
>WހDƾ@

QDQJ
>QDƾ@

ODQJ
>ODƾ@

JDQJ
>JDƾ@

NDQJ
>NހDƾ@

KDQJ
>[Dƾ@

]DQJ
>G]Dƾ@

FDQJ
>WVހDƾ@

VDQJ
>VDƾ@

]KDQJ
>GݤDƾ@

FKDQJ
>WހݔDƾ@

VKDQJ
@Dƾݔ<

UDQJ
@Dƾݍ<

DR
@ݜ�ܤ<

DR
@ݜ�ܤ<

EDR
>Eܤ�@ݜ

SDR
>Sܤހ�@ݜ

PDR
>Pܤ�@ݜ

GDR
>Gܤ�@ݜ

WDR
>Wܤހ�@ݜ

QDR
>Qܤ�@ݜ

ODR
>Oܤ�@ݜ

JDR
>Jܤ�@ݜ

NDR
>Nܤހ�@ݜ

KDR
@ݜ�ܤ]<

]DR
>G]ܤ�@ݜ

FDR
>WVܤހ�@ݜ

VDR
>Vܤ�@ݜ

]KDR
>Gܤݤ�@ݜ

FKDR
>Wܤހݔ�@ݜ

VKDR
@ݜ�ܤݔ<

UDR
@ݜ�ܤݍ<

H
>ܶ�ԥ@

H
>ܶ�ԥ@

PH
>Pܶ�ԥ@

GH
>Gܶ�ԥ@

WH
>Wܶހ�ԥ@

QH
>Qܶ�ԥ@

OH
>Oܶ�ԥ@

JH
>Jܶ�ԥ@

NH
>Nܶހ�ԥ@

KH
>[ܶ�ԥ@

]H
>G]ܶ�ԥ@

FH
>WVܶހ�ԥ@

VH
>Vܶ�ԥ@

]KH
>Gܶݤ�ԥ@

FKH
>Wܶހݔ�ԥ@

VKH
�ܶݔ<ԥ@

UH
�ܶݍ<ԥ@

HL
>H�ܼ@

HL
>H�ܼ@

EHL
>EH�ܼ@

SHL
>SހH�ܼ@

PHL
>PH�ܼ@

IHL
>IH�ܼ@

GHL
>GH�ܼ@

QHL
>QH�ܼ@

OHL
>OH�ܼ@

JHL
>JH�ܼ@

KHL
>[H�ܼ@

]HL
>G]H�ܼ@

]KHL
>GݤH�ܼ@

VKHL
�Hݔ<ܼ@

HQ
>ܶQ@

HQ
>ܶQ@

EHQ
>EܶQ@

SHQ
>SܶހQ@

PHQ
>PܶQ@

IHQ
>IܶQ@

QHQ
>QܶQ@

JHQ
>JܶQ@

NHQ
>NܶހQ@

KHQ
>[ܶQ@

]HQ
>G]ܶQ@

FHQ
>WVܶހQ@

VHQ
>VܶQ@

]KHQ
>GܶݤQ@

FKHQ
>WܶހݔQ@

VKHQ
@Qܶݔ<

UHQ
@Qܶݍ<

HQJ
>ܶƾ@

HQJ
>ܶƾ@

EHQJ
>Eܶƾ@

SHQJ
>Sܶހƾ@

PHQJ
>Pܶƾ@

IHQJ
>Iܶƾ@

GHQJ
>Gܶƾ@

WHQJ
>Wܶހƾ@

QHQJ
>Qܶƾ@

OHQJ
>Oܶƾ@

JHQJ
>Jܶƾ@

NHQJ
>Nܶހƾ@

KHQJ
>[ܶƾ@

]HQJ
>G]ܶƾ@

FHQJ
>WVܶހƾ@

VHQJ
>Vܶƾ@

]KHQJ
>Gܶݤƾ@

FKHQJ
>Wܶހݔƾ@

VKHQJ
@ƾܶݔ<

UHQJ
@ƾܶݍ<

HU
>DU@

HU
>DU@

L
>L@

\L
>L@

EL
>EL@

SL
>SހL@

PL
>PL@

GL
>GL@

WL
>WހL@

QL
>QL@

OL
>OL@

ML
>WܨL@

TL
>WހܨL@

[L
@Lܨ<

LD
>MD@

\D
>MD@

GLD
>GMD@

OLD
>OMD@

MLD
>WܨMD@

TLD
>WހܨMD@

[LD
@MDܨ<

LDQ
>MܭQ@

\DQ
>MܭQ@

ELDQ
>EMܭQ@

SLDQ
>SހMܭQ@

PLDQ
>PMܭQ@

GLDQ
>GMܭQ@

WLDQ
>WހMܭQ@

QLDQ
>QMܭQ@

OLDQ
>OMܭQ@

MLDQ
>WܨMܭQ@

TLDQ
>WހܨMܭQ@

[LDQ
@QܭMܨ<

LDQJ
>MDƾ@

\DQJ
>MDƾ@

QLDQJ
>QMDƾ@

OLDQJ
>OMDƾ@

MLDQJ
>WܨMDƾ@

TLDQJ
>WހܨMDƾ@

[LDQJ
@MDƾܨ<

(Q
GL
QJ
V

LDR
>Mܤ�@ݜ

\DR
>Mܤ�@ݜ

ELDR
>EMܤ�@ݜ

SLDR
>SހMܤ�@ݜ

PLDR
>PMܤ�@ݜ

GLDR
>GMܤ�@ݜ

WLDR
>WހMܤ�@ݜ

QLDR
>QMܤ�@ݜ

OLDR
>OMܤ�@ݜ

MLDR
>WܨMܤ�@ݜ

TLDR
>WހܨMܤ�@ݜ

[LDR
@ݜ�ܤMܨ<

LH
>Mܭ@

\H
>Mܭ@

ELH
>EMܭ@

SLH
>SހMܭ@

PLH
>PMܭ@

GLH
>GMܭ@

WLH
>WހMܭ@

QLH
>QMܭ@

OLH
>OMܭ@

MLH
>WܨMܭ@

TLH
>WހܨMܭ@

[LH
@ܭMܨ<

LQ
>LQ@

\LQ
>LQ@

ELQ
>ELQ@

SLQ
>SހLQ@

PLQ
>PLQ@

QLQ
>QLQ@

OLQ
>OLQ@

MLQ
>WܨLQ@

TLQ
>WހܨLQ@

[LQ
@LQܨ<

LQJ
>Lƾ@

\LQJ
>Lƾ@

ELQJ
>ELƾ@

SLQJ
>SހLƾ@

PLQJ
>PLƾ@

GLQJ
>GLƾ@

WLQJ
>WހLƾ@

QLQJ
>QLƾ@

OLQJ
>OLƾ@

MLQJ
>WܨLƾ@

TLQJ
>WހܨLƾ@

[LQJ
@Lƾܨ<

LRQJ
>MRƾ@

\RQJ
>MRƾ@

MLRQJ
>WܨMRƾ@

TLRQJ
>WހܨMRƾ@

[LRQJ
@MRƾܨ<

LRX
>MRX@

\RX
>MRX@

PLX
>PMRX@

GLX
>GMRX@

QLX
>QMRX@

OLX
>OMRX@

MLX
>WܨMRX@

TLX
>WހܨMRX@

[LX
@MRXܨ<

R
@ܧ<

R
@ܧ<

ER
>EZܧ@

SR
>SހZܧ@

PR
>PZܧ@

IR
>IZܧ@

RQJ
>Rƾ@

GRQJ
>GRƾ@

WRQJ
>WހRƾ@

QRQJ
>QRƾ@

ORQJ
>ORƾ@

JRQJ
>JRƾ@

NRQJ
>NހRƾ@

KRQJ
>[Rƾ@

]RQJ
>G]Rƾ@

FRQJ
>WVހRƾ@

VRQJ
>VRƾ@

]KRQJ
>GݤRƾ@

FKRQJ
>WހݔRƾ@

URQJ
@Rƾݍ<

RX
>R�@ݜ

RX
>R�@ݜ

SRX
>SހR�@ݜ

PRX
>PR�@ݜ

IRX
>IR�@ݜ

GRX
>GR�@ݜ

WRX
>WހR�@ݜ

ORX
>OR�@ݜ

JRX
>JR�@ݜ

NRX
>NހR�@ݜ

KRX
>[R�@ݜ

]RX
>G]R�@ݜ

FRX
>WVހR�@ݜ

VRX
>VR�@ݜ

]KRX
>GݤR�@ݜ

FKRX
>WހݔR�@ݜ

VKRX
@ݜ�Rݔ<

URX
@ݜ�Rݍ<

X
>X@

ZX
>X@

EX
>EX@

SX
>SހX@

PX
>PX@

IX
>IX@

GX
>GX@

WX
>WހX@

QX
>QX@

OX
>OX@

JX
>JX@

NX
>NހX@

KX
>[X@

]X
>G]X@

FX
>WVހX@

VX
>VX@

]KX
>GݤX@

FKX
>WހݔX@

VKX
@Xݔ<

UX
@Xݍ<

XD
>ZD@

ZD
>ZD@

JXD
>JZD@

NXD
>NހZD@

KXD
>[ZD@

]KXD
>GݤZD@

VKXD
@ZDݔ<

XDL
>ZD�ܼ@

ZDL
>ZD�ܼ@

JXDL
>JZD�ܼ@

NXDL
>NހZD�ܼ@

KXDL
>[ZD�ܼ@

]KXDL
>GݤZD�ܼ@

FKXDL
>WހݔZD�ܼ@

VKXDL
�ZDݔ<ܼ@

XDQ
>ZDQ@

ZDQ
>ZDQ@

GXDQ
>GZDQ@

WXDQ
>WހZDQ@

QXDQ
>QZDQ@

OXDQ
>OZDQ@

JXDQ
>JZDQ@

NXDQ
>NހZDQ@

KXDQ
>[ZDQ@

]XDQ
>G]ZDQ@

FXDQ
>WVހZDQ@

VXDQ
>VZDQ@

]KXDQ
>GݤZDQ@

FKXDQ
>WހݔZDQ@

VKXDQ
@ZDQݔ<

UXDQ
@ZDQݍ<

XDQJ
>ZDƾ@

ZDQJ
>ZDƾ@

JXDQJ
>JZDƾ@

NXDQJ
>NހZDƾ@

KXDQJ
>[ZDƾ@

]KXDQJ
>GݤZDƾ@

FKXDQJ
>WހݔZDƾ@

VKXDQJ
@ZDƾݔ<

XHL
>ZH�ܼ@

ZHL
>ZH�ܼ@

GXL
>GZH�ܼ@

WXL
>WހZH�ܼ@

JXL
>JZH�ܼ@

NXL
>NހZH�ܼ@

KXL
>[ZH�ܼ@

]XL
>G]ZH�ܼ@

FXL
>WVހZH�ܼ@

VXL
>VZH�ܼ@

]KXL
>GݤZH�ܼ@

FKXL
>WހݔZH�ܼ@

VKXL
�ZHݔ<ܼ@

UXL
�ZHݍ<ܼ@

XHQ
>ZܶQ@

ZHQ
>ZܶQ@

GXQ
>GZܶQ@

WXQ
>WހZܶQ@

OXQ
>OZܶQ@

JXQ
>JZܶQ@

NXQ
>NހZܶQ@

KXQ
>[ZܶQ@

]XQ
>G]ZܶQ@

FXQ
>WVހZܶQ@

VXQ
>VZܶQ@

]KXQ
>GݤZܶQ@

FKXQ
>WހݔZܶQ@

VKXQ
@ZܶQݔ<

UXQ
@ZܶQݍ<

XHQJ
>Zܶƾ@

ZHQJ
>Zܶƾ@

XR
>Zܧ@

ZR
>Zܧ@

GXR
>GZܧ@

WXR
>WހZܧ@

QXR
>QZܧ@

OXR
>OZܧ@

JXR
>JZܧ@

NXR
>NހZܧ@

KXR
>[Zܧ@

]XR
>G]Zܧ@

FXR
>WVހZܧ@

VXR
>VZܧ@

]KXR
>GݤZܧ@

FKXR
>WހݔZܧ@

VKXR
@ܧZݔ<

UXR
@ܧZݍ<

�
>\@

\X
>\@

Q�
>Q\@

O�
>O\@

MX
>Wܨ\@

TX
>Wހܨ\@

[X
@\ܨ<

�DQ
>ܷDQ@

\XDQ
>ܷDQ@

MXDQ
>WܷܨDQ@

TXDQ
>WܷހܨDQ@

[XDQ
@DQܷܨ<

�H
>ܷܶ@

\XH
>Mܷܶ@

Q�H
>Qܷܶ@

O�H
>Oܷܶ@

MXH
>Wܷܶܨ@

TXH
>Wܷܶހܨ@

[XH
@ܷܶܨ<

�Q
>ܷQ@

\XQ
>ܷQ@

MXQ
>WܷܨQ@

TXQ
>WܷހܨQ@

[XQ
@Qܷܨ<

Table 1: Pinyin beginnings and endings chart with IPA.
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WKH�,3$�LV�WKDW�LW�UHPRYHV�PDQ\�RI�WKH�VRXQG�
HTXLYDOHQFLHV�LQKHUHQW�WR�WKH�VSHDNHU·V�QDWLYH�
ODQJXDJH�DQG�SUHVHQWV�VRXQGV�LQ�WKHLU�XQLYHUVDO�
IRUP��)RU�H[DPSOH��WKH�&KLQHVH�ZRUG�qi��PHDQLQJ�
´DLU�µ�PLJKW�EH�WUDQVOLWHUDWHG�DV�´FKHHµ�E\�D�QDWLYH�
(QJOLVK�VSHDNHU��%XW�ZLWK�WKH�,3$��RQH�ZRXOG�VHH�
that the word qi�LV�DFWXDOO\�SURQRXQFHG�>WހءL@�
DQG�QRW�WKH�$QJOLFL]HG�´FKHHµ��>WُL@�LQ�WKH�,3$��
DV�H[SODLQHG�LQ�GHWDLO�ODWHU�LQ�WKLV�DUWLFOH��7KH�
FRQVRQDQWV�RI�WKH�WZR�YHUVLRQV�RI�WKH�ZRUG�DUH�
DFWXDOO\�VOLJKWO\�GLIIHUHQW�DQG�WKH�,3$�GHQRWHV�
that difference.

$OWKRXJK�WKH�,3$�LV�RQH�RI�WKH�VROXWLRQV�WR�WKH�
SURQXQFLDWLRQ�RI�D�ODQJXDJH��LW�VWLOO�KDV�LWV�
VKRUWFRPLQJV��7KH�EHVW�ZD\�WR�DXWKHQWLFDOO\�
represent Chinese in a choral work is through 

FRQVXOWDWLRQ�ZLWK�D�QDWLYH�VSHDNHU��EXW�LI�ÀQGLQJ�
D�QDWLYH�VSHDNHU�LV�QRW�SRVVLEOH��WKH�,3$�ZLOO�EH�D�
VLJQLÀFDQW�LPSURYHPHQW�RYHU�DQ\�WUDQVOLWHUDWLRQ�6  
(YHU\�ODQJXDJH�XVHV�D�VXEVHW�RI�,3$�V\PEROV�
DQG�PDQ\�RI�WKRVH�V\PEROV�RYHUODS�ZLWK�WKH�
,3$�VXEVHWV�RI�RWKHU�ODQJXDJHV��+RZHYHU��HYHU\�
language also has its own color to those subsets 

and the color of a language cannot be accurately 

UHSURGXFHG�WKURXJK�,3$�DORQH��)RU�H[DPSOH��ERWK�
&KLQHVH�DQG�(QJOLVK�XVH�WKH�YRZHO�>L@�LQ�WKHLU�,3$�
VXEVHWV��3URQRXQFLQJ�WKH�ZRUG�´FKHHVHµ�>WُL]@��
WKH�>L@�YRZHO�VLWV�LQ�WKH�FHQWHU�RI�WKH�VSHDNHU·V�
PRXWK�DQG�WKH�DLU�LV�IHOW�YLEUDWLQJ�RQ�WKH�KLJK�
point of the hard palate. But saying the Chinese 

word qi��´DLUµ�>WހءL@��WKH�>L@�YRZHO�YLEUDWHV�FORVHU�
WR�WKH�DOYHRODU�ULGJH��7KLV�GLIIHUHQFH�LQ�YRZHO�
TXDOLW\�LV�GXH�LQ�SDUW�WR�WKH�VOLJKWO\�GLIIHUHQW�
location of the articulators for the beginning 

consonant and in part due to Chinese closed 

YRZHOV�EHLQJ�JHQHUDOO\�PRUH�IRFXVHG�WKDQ�WKRVH�
XVHG�LQ�$PHULFDQ�(QJOLVK��,Q�(QJOLVK��WKH�ZRUGV�
´FDW�µ�´VKDGRZ�µ�DQG�´WKDQNVµ�DOO�XVH�WKH�V\PERO�
> @�IRU�WKHLU�SULPDU\�YRZHO�VRXQG��EXW�WKH�> @�
6�,I�\RX�DUH�LQWHUHVWHG�LQ�OHDUQLQJ�PRUH�DERXW�WKH�OLQJXLVWLF�
DVSHFWV�RI�VSRNHQ�&KLQHVH��The Sounds of Chinese��&DPEULGJH�
8QLYHUVLW\�3UHVV��������E\�/LQ�<HQ�+ZHL�RU�The Phonology of 
Standard Chinese��2[IRUG�8QLYHUVLW\�3UHVV��������E\�6DQ�'XDQPX�
DUH�ERWK�H[FHOOHQW�UHVRXUFHV�

YRZHO�IRU�HDFK�RI�WKRVH�ZRUGV�LV�SURQRXQFHG�
VOLJKWO\�GLIIHUHQWO\��7KHVH�VXEWOH�GLIIHUHQFHV�
FDQQRW�EH�H[SUHVVHG�WKURXJK�,3$�V\PEROV�DORQH��
$V�D�UHVXOW��YRFDOLVWV�DQG�FRQGXFWRUV�ZKRVH�
QDWLYH�ODQJXDJH�LV�(QJOLVK�ZLOO�VWLOO�RIWHQ�FRPSDUH�
WKH�,3$�RI�DQ\�ODQJXDJH�WR�KRZ�WKH\�SURQRXQFH�
WKH�(QJOLVK�,3$�VXEVHW�XQOHVV�DQ�,3$�V\PERO�LV�
XQLTXH�WR�DQRWKHU�ODQJXDJH�

7KH�LQWHQW�RI�WKLV�SDSHU�LV�QRW�WR�FRPSDUH�&KLQHVH�
sounds to English sounds or vice versa��EHFDXVH�
WKHLU�UHVSHFWLYH�SURQXQFLDWLRQ�LV�GLVWLQFWLYH��7KH�
guide that follows assumes that the reader has 

SULRU�NQRZOHGJH�RI�WKH�,3$�DQG�LWV�DSSOLFDWLRQ�
for English diction.� Our focus will be the sounds 

XVHG�LQ�0DQGDULQ�&KLQHVH��ZLWK�SURQXQFLDWLRQ�
EDVHG�RQ�WKH�%HLMLQJ�GLDOHFW��ZKLFK�LV�FRQVLGHUHG�
´6WDQGDUG�&KLQHVH�µ

&XUUHQWO\��WKHUH�DUH�RQO\�D�IHZ�UHSXWDEOH�VRXUFHV�
on Chinese diction for singers. For sung Chinese 

WKHUH�DUH�PDQ\�TXLFN�JXLGHV��SDUWLFXODUO\�LQ�
published Chinese works that use Pinyin such as 

WKRVH�E\�5HHG�&ULGGOH��-RKQ�:LW]HQEHUJ��DQG�
Chen Yi. Another brief diction guide may be found 

LQ�7KH�Use of the International Phonetic Alphabet 
in the Choral Rehearsal��E\�%DOO�6WDWH�8QLYHUVLW\�
SURIHVVRU�RI�YRLFH�0HL�=KRQJ���7KH�LQWHQW�RI�WKHVH�
VKRUWHU�JXLGHV�LV�WR�SURYLGH�D�ZRUNDEOH�,3$�RU�
pronunciation system that will produce immediate 

UHVXOWV��7KH�SULPDU\�DYDLODEOH�UHVRXUFH�IRU�VSRNHQ�
Chinese diction is The Sounds of Chinese by linguist 

<HQ�+ZHL�/LQ�SXEOLVKHG�E\�&DPEULGJH�8QLYHUVLW\�
3UHVV���,Q�WKH�GLFWLRQ�SRUWLRQ�RI�WKH�ERRN��/LQ�
describes in great detail the articulatory processes 

and phonology of spoken Chinese.

7�)RU�DQ�LQWURGXFWLRQ�WR�WKH�,3$�DQG�WKH�DUWLFXODWRUV��SOHDVH�
FRQVXOW�:DOO·V�International Phonetic Alphabet for Singers��RU�-RKQ�
0RULDUW\·V�Diction Italian, Latin, French, German��%RVWRQ��(&�
6FKLUPHU�0XVLF�&R���������
8�0HL�=KRQJ��´&KLQHVH�3URQXQFLDWLRQ�*XLGH�IRU�:HVWHUQ�6LQJHUV�µ�
in The Use of the International Phonetic Alphabet in the Choral 
Rehearsal��/DQKDP��0'��7KH�6FDUHFURZ�3UHVV������������²����
9�/LQ�<HQ�+ZHL��The Sounds of Chinese��&DPEULGJH��&DPEULGJH�
8QLYHUVLW\�3UHVV��������
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7KHUH�DUH�D�QXPEHU�RI�LVVXHV�ZLWK�WKH�H[LVWLQJ�
JXLGHV��,Q�WKH�´TXLFN�JXLGHVµ�WKDW�DFFRPSDQ\�
PXVLFDO�VFRUHV��DQG�WKDW�RI�0HL�=KRQJ��WKH�
sounds of Pinyin are all assigned an English 

VRXQG�HTXLYDOHQW��DQG�VRPHWLPHV�XVHV�DQ�DOPRVW�
LGHQWLFDO�,3$�VXEVHW�WR�WKH�RQH�XVHG�IRU�(QJOLVK�
diction. Although Chinese shares some sounds 

ZLWK�(QJOLVK��PDQ\�RI�WKH�VRXQGV��DQG�WKHUHIRUH�
WKH�,3$�V\PEROV��DUH�GLIIHUHQW�IURP�RQHV�XVHG�WR�
represent English sounds. A sound in Chinese that 

LV�DVVLJQHG�DQ�(QJOLVK�,3$�HTXLYDOHQW�LV�JRLQJ�WR�
result in an inauthentic reproduction of Chinese.

/LQ·V�ERRN��The Sounds of Chinese��LV�DSSURDFKHG�
IURP�D�OLQJXLVWLF�SHUVSHFWLYH��+HU�LQWHQW�LV�
to describe the physical way the sounds are 

UHSURGXFHG�DQG��EHFDXVH�KHU�ÀUVW�ODQJXDJH�LV�
&KLQHVH��WKH�VRXQGV�DUH�FRPSOHWHO\�UHPRYHG�IURP�
DQ\�(QJOLVK�VRXQG�HTXLYDOHQFLHV��7KH�UHVXOW�LV�DQ�
,3$�VXEVHW�WKDW�LV�PRUH�DFFXUDWH�WR�WKH�WUXH�VRXQGV�
of Chinese and one that has many differences 

IURP�WKH�(QJOLVK�,3$�VXEVHW��:KHQ�DSSOLHG�WR�
VLQJLQJ��KRZHYHU��XVLQJ�/LQ·V�,3$�V\VWHP�DOVR�KDV�
VRPH�SUREOHPV��)LUVW��/LQ·V�ERRN�LV�DERXW�VSRNHQ�
&KLQHVH�ZKLFK��OLNH�(QJOLVK��LV�VOLJKWO\�GLIIHUHQW�
ZKHQ�VXQJ��6HFRQG��/LQ·V�FRQVRQDQW�,3$�VXEVHW��
DOWKRXJK�DFFXUDWH��LV�SHUKDSV�D�OLWWOH�WRR�VSHFLÀF�
IRU�IXQFWLRQDO�XVDJH�ZLWK�(QJOLVK�VSHDNLQJ�FKRLUV��
)RU�H[DPSOH��/LQ�XVHV�WKH�V\PERO�>W@��XQDVSLUDWHG�
>W@��IRU�WKH�EHJLQQLQJ�OHWWHU�´Gµ�LQ�Pinyin��0HL��
&KHQ��DQG�:LW]HQEHUJ�DOO�XVH�>G@�IRU�WKH�VDPH�
VRXQG��7KH�>W@�DQG�>G@�VRXQGV�DUH�PDGH�ZLWK�
WKH�H[DFW�VDPH�DUWLFXODWRU�SODFHPHQW��EXW�WKH�
>G@�LV�YRLFHG��,�ZRXOG�JXHVV�WKDW�0HL��&KHQ��DQG�
:LW]HQEHUJ�DOO�XVH�>G@�LQ�SODFH�RI�XQDVSLUDWHG�>W@�
EHFDXVH�LQ�VXQJ�&KLQHVH��WKH�>G@�LV�FORVH�HQRXJK�
WR�DSSUR[LPDWH�WKH�VRXQG�RI�WKH�>W@�DQG�WKH�>G@�
PDWFKHV�WKH�DSSHDUDQFH�RI�EHJLQQLQJ�OHWWHU�´Gµ�
RQ�WKH�SDJH��)RU�D�FRQGXFWRU�WR�XVH�/LQ·V�>W@��
WKH\�ZRXOG�KDYH�WR�WDNH�WKH�WLPH�WR�H[SODLQ�WKH�
FRQFHSW�RI�DVSLUDWLRQ��WKDW�>W@�LV�QRW�D�VRXQG�WKDW�
normally appears at the beginning of words in 

(QJOLVK��DQG�VWLOO�EH�DEOH�WR�GLIIHUHQWLDWH�LW�ZLWK 

>Wހ@��D�VRXQG�WKDW�DOVR�DSSHDUV�LQ�&KLQHVH��� Using 

>G@�LV�FORVH�HQRXJK�WR�WKH�DXWKHQWLF�VRXQG�DQG�
knowing how to produce the sound will be innate 

WR�DQ�(QJOLVK�VSHDNLQJ�FKRLU��7KLUG��WKH�,3$�/LQ�
FKRRVHV�IRU�PDQ\�RI�WKH�&KLQHVH�YRZHO�VRXQGV�ZLOO�
not yield the most accurate result for reproducing 

Chinese when sung.

IPA for Mandarin Chinese

7DEOHV���DQG����SDJHV��²����FRPSDUH�Pinyin 

VRXQGV�ZLWK�WKH�WZR�SXEOLVKHG�,3$�VXEVHWV�IRU�
Chinese diction created by Lin and Mei. Alongside 

these two subsets is my own subset of suggested 

,3$�V\PEROV�WKDW�DUH�PRUH�HIÀFLHQW�LQ�DXWKHQWLFDOO\�
UHSURGXFLQJ�&KLQHVH�ZLWK�(QJOLVK�VSHDNLQJ�
YRFDOLVWV�DQG�FKRLUV��/LQ·V�,3$�LV�PRVWO\�DFFXUDWH�
IRU�VSRNHQ�&KLQHVH��6RPH�RI�WKH�FRQVRQDQWV�KDYH�
EHHQ�DGMXVWHG�IRU�FRQYHQLHQFH��EXW�ZLOO�\LHOG�
HVVHQWLDOO\�WKH�VDPH�UHVXOW��DQG�PDQ\�RI�WKH�YRZHO�
VRXQGV�KDYH�EHHQ�DGMXVWHG�HLWKHU�EHFDXVH�WKH\�
are better for singing.11�(DFK�V\PERO�LV�H[SODLQHG�
in more detail on the following pages.

IPA: Beginning Sounds

Many beginning sounds in Pinyin�DUH�HTXLYDOHQW��RU�
FORVH��WR�WKHLU�(QJOLVK�FRXQWHUSDUWV��$OO�EHJLQQLQJV�
are described in greater detail below. All sounds 

on this chart are organized according to where 

WKH�VRXQGV�RFFXU�LQ�WKH�PRXWK��VWDUWLQJ�ZLWK�WKH�
PRVW�IRUZDUG�DQG�PRYLQJ�EDFN�

10�)UHQFK�DQG�,WDOLDQ�ERWK�XVH�>W@�DW�WKH�EHJLQQLQJV�RI�ZRUGV��
KRZHYHU��>Wހ@�LV�QHYHU�XVHG��WKHUHE\�UHPRYLQJ�WKH�LVVXH�RI�KDYLQJ�WR�
GLIIHUHQWLDWH�WKH�WZR�VRXQGV��RQO\�WKH�FRUUHFW�SURQXQFLDWLRQ�RI�>W@�
11�/LQ��The Sounds of Chinese�����²����
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Table 2: A comparative chart of IPA options for Pinyin beginning sounds.

Pinyin Lin’s IPA Mei’s IPA My Suggested IPA
b >S@ >E@ >E@
p >Sހ@ >S@ >Sހ@
m >P@ >P@ >P@
f >I@ >I@ >I@
d >W@ >G@ >G@

t >Wހ@ >WV@��EHOLHYHG�WR�
be in error)

>Wހ@

n >Q@ >Q@ >Q@
l >O@ >O@ >O@
g >N@ >J@ >J@
k >Nހ@ >N@ >Nހ@
h >[@ >K@ >[@
j >Wء@ >Gٞ@ >Wء@
T >Wހء@ >Wُ�@ >Wހء@
[ @ء< >ُ�@ @ء<
z >WV@ >G]@ >G]@
c >WVހ@ >WV@ >WVހ@
s >V@ >V@ >V@

zh >Wَ@ >Gٞ�@ >Gٞ@
ch >Wَހ@ >Wُ@ >Wُހ@
sh >َ@ >ُ@ >َ@
r @ه< >U@ @ه<

IPA: Ending Sounds

All Chinese words consist of at least an ending 

VRXQG��7KH�,3$�IRU�HQGLQJ�VRXQGV�WHQG�WR�YDU\�
PRUH�WKDQ�EHJLQQLQJ�VRXQGV��GHSHQGLQJ�RQ�
WKH�DXWKRU��,�KDYH�FKRVHQ�WKH�,3$�V\PEROV�WKDW�
will produce the most accurate representation 

RI�WKH�HQG�VRXQG��DV�ZHOO�DV�WKH�PRVW�RSWLPDO�

YRZHO�IRU�VLQJLQJ��7KH�VRXQGV�RQ�WKLV�FKDUW�DUH�
RUJDQL]HG�DOSKDEHWLFDOO\��ZLWK�WKH�H[FHSWLRQ�
RI�WKH�UHWURIOH[�´Lµ���1RWH�WKDW�VRPH�HQGLQJ 
sounds appear differently depending on what 

EHJLQQLQJ�� LI�DQ\��SUHFHGHV� LW��'HVSLWH� WKH�
VSHOOLQJ�GLIIHUHQFHV��WKH�VRXQGV�DUH�WKH�VDPH��
7KHVH�YDULDWLRQV�DUH� OLVWHG�SDUHQWKHWLFDOO\ 
in the Pinyin�FROXPQ�LQ�7DEOH����SDJHV��²�����(DFK�
ending sound is described in more detail below.
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Table 3: A comparative chart of IPA options for Pinyin ending sounds.

Pinyin Lin’s IPA Mei’s IPA My Suggested IPA
i 

�UHWURÁH[� @ࡦم< >LK@ @ࡦم<

a >D@ >D@ >D@
ai >DL@ >DL@ >D�@ض
an >DQ@ >DQ@ >DQ@
ang @ƾ؝< >Dƾ@ >Dƾ@
ao @X؝< >DX@ �؝<ٖ@
e @ذ< @إ< @إ�ذ<
ei >HL@ >HL@ >H�@ض
en @Qإ< >HQ@ @Qذ<
eng @ƾإ< >Hƾ@ @ƾذ<
er @هإ< 1RQH�OLVWHG >DU@
i >L@ >L@ >L@
ia 

�\D� >MD@ 1RQH�OLVWHG >MD@

ian 

�\DQ� >MاQ@ >LDQ@ >MاQ@

iang 

�\DQJ�
>M؝ƾ@ 

.

>LDƾ@ 
>MDƾ@

>M؝ƾ@ 
.

iao 

�\DR� >M؝X@ >LDX@ >M؝�ٖ@

ie 

�\H� >MH@ 1RQH�OLVWHG >Mا@

in 

�\LQ� >LQ@ >LQ@ >LQ@

ing 

�\LQJ� >Lƾ@ >Lƾ@ >Lƾ@

iong 

�\RQJ� >MXƾ@ >Lؠƾ@ >MRƾ@

iou 

�\RX�
>MRX@ 

.

>LX@ 
>MX@

>Mؠ�ٖ@ 
.

o 

.

 @ؠ<
.

 @ؠ<
.

 @ؠ<
[wܧ]

ong >Xƾ@ @ƾؠ< >Rƾ@
ou >RX@ @Xإ< >R�ٖ@
u 

�ZX� >X@ >X@ >X@

ua 

�ZD� >ZD@ >ZD@ >ZD@

uai 

�ZDL� >ZDL@ >ZDL@ >ZD�@ض

uan 

�ZDQ� >ZDQ@ >ZDQ@ >ZDQ@

uang 

�ZDQJ� >Z؝ƾ@ >XDƾ@ >Z؝ƾ@

uei 

�ZHL� 
�XL�

>ZHL@ >XHL@ >ZH�@ض

uen 

�ZHQ� >ZإQ@ >XHQ@ >ZذQ@
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ueng 

�ZHQJ� >Zإƾ@ >XHΰ@ >Zذƾ@

uo 

�ZR� >ZR@ >ZR@ >Zؠ@

ü 

�\X� @\ر< >\@ >\@

üan 

�\XDQ� @Qا\ر< >\DQ@ @DQر<

üe 

�\XH� @Hر< @ا\< @ذر<

ün 

�\XQ� @Q\ر< >\Q@ @Q\ر<

BEGINNING SOUNDS

Following DUH�LQ�GHSWK�GHVFULSWLRQV�IRU�WKH�
pronunciation of each beginning sound in 

0DQGDULQ�&KLQHVH��FDWHJRUL]HG�LQ�IRXU�VHFWLRQV�

1) Consonants similar to English

E��G��I��J��N��O��P��Q��S��W
2) Velar 

h

���'HQWDO�DIIULFDWHV�DQG�IULFDWLYH
F��V��]

���3RVW�DOYHRODU�DQG�DOYHROR�SDODWDO�FRQVRQDQWV
M��T��[��]K��FK��VK��U

Lin’s IPA: [p]
Mei’s IPA: [b]

/LQ�VXJJHVWV�>S@�ZLWKRXW�DVSLUDWLRQ�DV�WKH�,3$�
IRU�WKLV�EHJLQQLQJ�VRXQG��EXW�EHFDXVH�WKLV 
sound does not appear at the beginning of 

DQ�(QJOLVK�ZRUG��(QJOLVK�VSHDNHUV�RIWHQ�KDYH�
GLIÀFXOW\�GLIIHUHQWLDWLQJ�>S@�ZLWK�>Sހ@��DV�LQ�WKH�
ZRUG�´SDQµ�>Sހ Q@���)RU�SUDFWLFDO�SXUSRVHV��LW�

is easier to think of this sound as the same as 

>E@�DV�LQ�´EDQGµ��>E QG@��LQ�(QJOLVK��7KH�>E@�
will yield essentially the same result as the 

XQDVSLUDWHG�>S@��0HL�=KRQJ·V�,3$�DOVR�VXJJHVWV�
>E@�DV�WKH�SURQXQFLDWLRQ�IRU�WKLV�OHWWHU�

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�DV�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�
KDYH�QR�SUREOHPV�ZLWK�SURQXQFLDWLRQ�

b
[b]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���HL���HQ���HQJ���L���LDQ���LDR���LH���LQ���LQJ���R���X
3RVVLEOH�Pinyin�ZRUGV��ED��EDL��EDQ��EDQJ��EDR��EHL��EHQ��EHQJ��EL��ELDQ��ELDR��ELH��ELQ��
ELQJ��ER��EX

Consonants similar to English: b, d, f, g, k, l, m, n, p, t
These sounds appear in alphabetical order.
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Lin’s IPA: [tހ]
Mei’s IPA: [d]

/LQ�VXJJHVWV�>W@�ZLWKRXW�DVSLUDWLRQ�DV�WKH�,3$�
IRU�WKLV�EHJLQQLQJ�VRXQG��EXW�EHFDXVH�WKLV�VRXQG�
does not appear at the beginning of an English 

ZRUG��(QJOLVK�VSHDNHUV�RIWHQ�KDYH�GLIÀFXOW\�
GLIIHUHQWLDWLQJ�>W@�ZLWK�>Wހ@��DV�LQ�WKH�ZRUG�
´WDQµ�>Wހ Q@���)RU�SUDFWLFDO�SXUSRVHV��LW�LV�HDVLHU�

WR�WKLQN�RI�WKLV�VRXQG�DV�WKH�VDPH�DV�>G@�DV�
LQ�´GHQµ��>GاQ@��LQ�(QJOLVK��7KH�>G@�ZLOO�\LHOG�
essentially the same result as the unaspirated 

>W@��0HL�=KRQJ·V�,3$�DOVR�VXJJHVWV�>G@�DV�WKH�
pronunciation for this letter.

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�DV�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�
KDYH�QR�SUREOHPV�ZLWK�SURQXQFLDWLRQ�

d
[d]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HL���HQJ���L���LD���LDQ���LDR���LH���LQJ���LX���RQJ���RX��
�X���XDQ���XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��GD��GDL��GDQ��GDQJ��GDR��GH��GHL��GHQJ��GL��GLD��GLDQ��GLDR��GLH��GLQJ��
GLX��GRQJ��GRX��GX��GXDQ��GXL��GXQ��GXR

Lin’s IPA: [f]
Mei’s IPA: [f]

3URQRXQFHG�WKH�VDPH�DV�>I@�LQ�(QJOLVK�

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.

f
[f]

$SSHDUV�EHIRUH��D���DQ���DQJ���HL���HQ���HQJ���R���RX���X

3RVVLEOH�Pinyin�ZRUGV��ID��IDQ��IDQJ��IHL��IHQ��IHQJ��IR��IRX��IX
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Lin’s IPA: [k]
Mei’s IPA: [g]

/LQ�VXJJHVWV�>N@�ZLWKRXW�DVSLUDWLRQ�DV�WKH�,3$�
IRU�WKLV�EHJLQQLQJ�VRXQG��EXW�EHFDXVH�WKLV�VRXQG�
does not appear at the beginning of an English 

ZRUG��(QJOLVK�VSHDNHUV�RIWHQ�KDYH�GLIILFXOW\�
GLIIHUHQWLDWLQJ�>N@�ZLWK�>Nހ@��DV�LQ�WKH�ZRUG�´FDQµ�
>Nހ Q@���)RU�SUDFWLFDO�SXUSRVHV��LW�LV�HDVLHU�WR�WKLQN�

RI�WKLV�VRXQG�DV�WKH�VDPH�DV�>J@�DV�LQ�´JLYHµ��>JضY@��
LQ�(QJOLVK��7KH�>J@�ZLOO�\LHOG�HVVHQWLDOO\�WKH�VDPH�
UHVXOW�DV�WKH�XQDVSLUDWHG�>N@��0HL�=KRQJ·V�,3$�DOVR�
VXJJHVWV�>J@�DV�WKH�SURQXQFLDWLRQ�IRU�WKLV�OHWWHU�

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.

g
[g]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���RQJ���RX���X���XD���XDL���XDQ���XDQJ��
�XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��JD��JDL��JDQ��JDQJ��JDR��JH��JHL��JHQ��JHQJ��JRQJ��JRX��JX��JXD��JXDL��
JXDQ��JXDQJ��JXL��JXQ��JXR

k
[kހ]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HQ���HQJ���RQJ���RX���X���XD���XDL���XDQ��
�XDQJ���XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��ND��NDL��NDQ��NDQJ��NDR��NH��NHQ��NHQJ��NRQJ��NRX��NX��NXD��
NXDL��NXDQ��NXDQJ��NXL��NXQ��NXR

Lin’s IPA: [kހ]
Mei’s IPA: [k]

3URQRXQFHG�WKH�VDPH�DV�WKH�EHJLQQLQJ�KDUG�´Nµ�
VRXQG�LQ�(QJOLVK��DV�LQ�WKH�ZRUG�´FDQµ��>NހDQ@��

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�
no problems with pronunciation.
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Lin’s IPA: [l]
Mei’s IPA: [l]

3URQRXQFHG�PRUH�OLNH�WKH�VXQJ�(QJOLVK�>O@�WKDQ�
WKH�GHQWDOL]HG�,WDOLDQ�>O@�

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.

l
[l]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HL���HQJ���L���LD���LDQ���LDR���LH���LQ���LQJ���LX���RQJ��
�RX���X���XDQ���XQ���XR������H
3RVVLEOH�Pinyin�ZRUGV��OD��ODL��ODQ��ODQJ��ODR��OH��OHL��OHQJ��OL��OLD��OLDQ��OLDR��OLH��OLQ��OLQJ��OLX��
ORQJ��ORX��OX��OXDQ��OXQ��OXR��O���OXH

m
[m]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���L���LDQ���LDR���LH���LQ���LQJ���LX���R��
�RX���X
3RVVLEOH�Pinyin�ZRUGV��PD��PDL��PDQ��PDQJ��PDR��PH��PHL��PHQ��PHQJ��PL��PLDQ��PLDR��
PLH��PLQ��PLQJ��PLX��PR��PRX��PX

n
[n]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���L���LDQ���LDR���LH���LQ���LQJ���LX��
�RQJ���X���XDQ���XR������H
3RVVLEOH�Pinyin�ZRUGV��QD��QDL��QDQ��QDQJ��QDR��QH��QHL��QHQ��QHQJ��QL��QLDQ��QLDR��QLH��
QLQ��QLQJ��QLX��QRQJ��QX��QXDQ��QXR��Q���QXH

Lin’s IPA: [m]
Mei’s IPA: [m]

3URQRXQFHG�WKH�VDPH�DV�>P@�LQ�(QJOLVK�

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.

Lin’s IPA: [n]
Mei’s IPA: [n]

3URQRXQFHG�WKH�VDPH�DV�(QJOLVK�>Q@�

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.
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Lin’s IPA: [pހ]
Mei’s IPA: [p]

3URQRXQFHG�WKH�VDPH�DV�´Sµ�DV�LQ�´SDQµ��>Sހ Q@���
´Sµ�DV�LW�DSSHDUV�DW�WKH�EHJLQQLQJ�RI�DQ(QJOLVK�
word.

Lin’s IPA: [tހ]
Mei’s IPA: [t] 

3URQRXQFHG�WKH�VDPH�DV�´Wµ�DV�LQ�´WDQµ��>Wހ Q@���
´Wµ�DV�LW�DSSHDUV�DW�WKH�EHJLQQLQJ�RI�DQ�(QJOLVK�
word.

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�DV�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�
no problems with pronunciation.

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.

p
[pހ]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���HL���HQ���HQJ���L���LDQ���LDR���LH���LQ���LQJ���R���RX��X
3RVVLEOH�Pinyin�ZRUGV��SD��SDL��SDQ��SDQJ��SDR��SHL��SHQ��SHQJ��SL��SLDQ��SLDR��SLH��SLQ��
SLQJ��SR��SRX��SX

t
[tހ]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HQJ���L���LDQ���LDR���LH���LQJ���RQJ���RX���X���XDQ��
�XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��WD��WDL��WDQ��WDQJ��WDR��WH��WHQJ��WL��WLDQ��WLDR��WLH��WLQJ��WRQJ��WRX��WX��
WXDQ��WXL��WXQ��WXR
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Dental affricates and fricative: c, s, z
These sounds appear in alphabetical order.

Lin’s IPA: [x]
Mei’s IPA: [h]

7KH�,3$�V\PERO�>[@�LV�WKH�VDPH�IRU�WKH�*HUPDQ�
DFK�ODXW�DQG�WKH�+HEUHZ�´FKHWµ��ʧ���7KH�0DQGDULQ�
&KLQHVH�YHUVLRQ�LV�SURQRXQFHG�VLPLODUO\�WR�
WKH�*HUPDQ�DFK�ODXW��EXW�WKH�0DQGDULQ�>[@�LV�
significantly less guttural and more akin to a 

KHDYLO\�SURQRXQFHG�>K@�LQ�WKH�EDFN�RI�WKH�WKURDW��

7KH�´F�µ�´V�µ�DQG�´]µ�EHJLQQLQJ�VRXQGV�LQ�Pinyin 

are articulated with the teeth and the tip of the 

WRQJXH��DV�LQ�WKH�(QJOLVK�>V@�VRXQG��2QO\�WKH�
>V@�VRXQG�DSSHDUV�DW�WKH�EHJLQQLQJ�RI�ZRUGV�LQ�
(QJOLVK��EXW�LW�PLJKW�KHOS�QDWLYH�(QJOLVK�VSHDNHUV�
WR�QRWH�WKH�IROORZLQJ�LQVWUXFWLRQ�IURP�/LQ�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
HLWKHU�OHDYH�RXW�WKH�IULFDWLYH�DVSHFW�RI�WKLV�VRXQG�
LQ�IDYRU�RI�DQ�(QJOLVK�>K@��DV�VXJJHVWHG�LQ�0HL·V�
,3$��RU�ZLOO�RYHU�FRPSHQVDWH�E\�SURQRXQFLQJ�WKH�
IULFDWLYH�WRR�IDU�EDFN�

,W�LV�LPSRUWDQW�WR�QRWH�WKDW�WKH�XSSHU�DQG�ORZHU�
WHHWK�DUH�YHU\�FORVH�WR�HDFK�RWKHU�ZKHQ�WKHVH�
FRQVRQDQWV�DUH�SURQRXQFHG��VR�WKH�WLS�RI�WKH�
tongue may also end up in the middle of the front 

teeth between the upper and lower teeth.12 

Descriptions begin on next page.

12�/LQ��The Sounds of Chinese�����

h
[x]

$SSHDUV�EHIRUH��D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���RQJ���RX���X���XD���XDL���XDQ���XDQJ��
�XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��KD��KDL��KDQ��KDQJ��KDR��KH��KHL��KHQ��KHQJ��KRQJ��KRX��KX��KXD��
KXDL��KXDQ��KXDQJ��KXL��KXQ��KXR

Velar: h
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Lin’s IPA: [tsހ]
Mei’s IPA: [ts]

7KLV�VRXQG�DSSHDUV�LQ�(QJOLVK�EXW�QHYHU�DW�WKH�
EHJLQQLQJ�RI�WKH�ZRUG��,W�LV�SURQRXQFHG�WKH�VDPH�
DV�WKH�HQG�VRXQG�LQ�WKH�ZRUG�´FDWVµ�>Nހ WV@�RU�WKH�
EHJLQQLQJ�´]µ�VRXQG�LQ�*HUPDQ��DV�LQ�WKH�ZRUG�
´=HLWµ��>WVހDLW@��

Lin’s IPA: [s]
Mei’s IPA: [s]

3URQRXQFHG�WKH�VDPH�DV�(QJOLVK�>V@�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZKR�
KDYH�QRW�VXQJ�LQ�RU�VWXGLHG�*HUPDQ�ZLOO�RIWHQ�
UHGXFH�WKH�>WVހ@�WR�HLWKHU�>Wހ@�RU�>V@��,Q�WKLV�FDVH��
LW�KHOSV�WR�KDYH�WKHP�SURQRXQFH�WKH�ZRUG�´SL]]Dµ�
>SހLWVD@�DQG�WKHQ�LVRODWH�WKH�VHFRQG�KDOI�RI�WKH�
ZRUG��>WVހD@��XQWLO�WKH\�FDQ�SURSHUO\�SURGXFH�WKH�
sound in isolation.

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.

c
[tsހ]

$SSHDUV�EHIRUH��L���D���DL���DQ���DQJ���DR���H���HQ���HQJ���RQJ���RX���X���XDQ���XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��FL��FD��FDL��FDQ��FDQJ��FDR��FH��FHQ��FHQJ��FRQJ��FRX��FX��FXDQ��
FXL��FXQ��FXR

s
[s]

$SSHDUV�EHIRUH��L���D���DL���DQ���DQJ���DR���H���HQ���HQJ���RQJ���RX���X���XDQ���XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��VL��VD��VDL��VDQ��VDQJ��VDR��VH��VHQ��VHQJ��VRQJ��VRX��VX��VXDQ��VXL��
VXQ��VXR
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7KH�RYHUO\�VLPSOLVWLF�H[SODQDWLRQ�RI�WKH�VSHOOHG�
EHJLQQLQJV�´]Kµ�DQG�´M�µ�´FKµ�DQG�´T�µ�DQG�´VKµ�
DQG�´[µ�LV�WKDW�WKH\�DUH�HTXLYDOHQW�WR�WKH�(QJOLVK�
VRXQGV�>Gٞ@��DV�LQ�´MXVWLFHµ���>Wُ@��DV�LQ�´&KLQDµ���
DQG�>ُ@��DV�LQ�´VKRUHµ���UHVSHFWLYHO\��+RZHYHU��´]K�µ�
´FK�µ�DQG�´VKµ�RFFXU�LQ�D�VOLJKWO\�GLIIHUHQW�SODFH�LQ�
WKH�PRXWK�WKDQ�´M�µ�´T�µ�DQG�´[�µ�&RUUHFW�PRXWK�
placement for each of these sounds will also help 

HQVXUH�WKDW�WKH�YRZHO�LV�FRORUHG�SURSHUO\�ZKHQ�
VLQJLQJ�LQ�0DQGDULQ��7KH�FRUUHFW�SURQXQFLDWLRQ�
RI�WKH�´M�µ�´T�µ�DQG�´[µ�FRQVRQDQWV�ZLOO�HQDEOH�
WKH�YRZHOV�WR�EH�PRUH�FORVHG�DQG�KDYH�D�PRUH�
focused sound which will sound more authentically 

&KLQHVH��7KH�IROORZLQJ�LQ�GHSWK�GHVFULSWLRQV�RI�WKH�
VRXQGV�DUH�DUUDQJHG�LQ�VLPLODU�VRXQG�SDLUV�

/LQ�GHVFULEHV�WKH�´]K�µ�´FK�µ�DQG�´VKµ�VRXQGV�
DV�´SRVW�DOYHRODUV�µ�QRWLQJ�WKDW�WKH�SULPDU\�
GLIIHUHQFH�EHWZHHQ�SRVW�DOYHRODU�DIIULFDWHV�DQG�
IULFDWLYHV�LV�WKDW�WKH�EODGH�RI�WKH�WRQJXH�LV�XVHG�
instead of the tip.13  One can practice these sounds 

13�/LQ��The Sounds of Chinese�����

by holding the tongue position of English sound 

>ُ@��UDLVLQJ�WKH�WLS�RI�WKH�WRQJXH�WR�SRVW�DOYHRODU�
SRVLWLRQ��DQG�WKHQ�IODWWHQLQJ�WKH�WLS�RI�WKH�
WRQJXH��7KH�UHVXOW�VKRXOG�EH�PRUH�IRUFHIXO�DLU�
H[SHOOHG�IURP�WKH�PRXWK�DQG�D�KLJKHU�SLWFKHG�
IULFDWLYH�VRXQG�

/LQ�VXJJHVWV�WKDW�LQ�SUDFWLFLQJ�DOYHROR�SDODWDO�
´M�µ�´T�µ�DQG�´[µ�VRXQGV��RQH�VKRXOG�SUDFWLFH�WKH�
(QJOLVK�>ُ@�LQ�FRPELQDWLRQ�ZLWK�WKH�>L@�YRZHO��DV�
LQ�WKH�ZRUG�´VKHµ�>ُL@��DQG�LQWHQWLRQDOO\�VSUHDG�
the lips.14�'RLQJ�VR�ZLOO�IRUFH�WKH�DUWLFXODWRUV�
LQWR�WKH�DSSUR[LPDWHO\�FRUUHFW�SRVLWLRQ��7KLV�
SURFHVV�FDQ�DOVR�EH�UHSHDWHG�IRU�>Gٞ@�DQG�>Wُ@��
,Q�P\�H[SHULHQFH��WKLV�OLS�VSUHDGLQJ�ZLOO�QRW�
always be necessary to produce the correct 

VRXQG��DQG�ZKHQ�IROORZHG�E\�WKH�>\@�YRZHO��
RQH�ZLOO�QHHG�WR�URXQG�WKH�OLSV���EXW�LW�ZLOO�KHOS�
DQ�(QJOLVK�VSHDNHU�IHHO�ZKHUH�WKH�DUWLFXODWRUV�
should be when producing the sounds and 

SURSHUO\�EULJKWHQ�DQG�IRFXV�WKH�>L@�YRZHO�

14�/LQ��The Sounds of Chinese�����

Post-alveolar and alveolo-palatal consonants: 
j, q, x, zh, ch, sh, r

Lin’s IPA: [ts]
Mei’s IPA: [dz]

:LWK�/LQ·V�,3$��LW�LV�RIWHQ�WRR�GLIÀFXOW�IRU�(QJOLVK�
VSHDNHUV�WR�GLIIHUHQWLDWH�WKH�>WV@�IURP�WKH�
>WVހ@��$OWKRXJK�WKH�´]µ�LV�WHFKQLFDOO\�XQYRLFHG��
XVLQJ�>G]@�ZLWK�DQ�(QJOLVK�VSHDNLQJ�FKRLU�ZLOO�
JHQHUDOO\�SURGXFH�WKH�FRUUHFW�VRXQG��7KH�>G]@�LV�

SURQRXQFHG�DV�D�FRPELQDWLRQ�RI�>G@�DQG�>]@��DV�
LQ�WKH�HQG�RI�WKH�ZRUG�´EHGVµ�>EاG]@�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�HOLPLQDWH�WKH�>G@�VRXQG�RI�WKH�>G]@�DQG�
RYHU�SURQRXQFH�WKH�>]@��LQ�SDUW�EHFDXVH�RI�WKH�´]µ�
RI�WKH�3LQ\LQ��,W�LV�LPSRUWDQW�WR�EUHDN�GRZQ�WKH�
VRXQG�LQWR�LWV�FRPSRQHQW�SDUWV��ERWK�>G@�DQG�>]@��
to ensure proper pronunciation.

z
[dz]

$SSHDUV�EHIRUH��L���D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���RQJ���RX���X���XDQ���XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��]L��]D��]DL��]DQ��]DQJ��]DR��]H��]HL��]HQ��]HQJ��]RQJ��]RX��]X��
]XDQ��]XL��]XQ��]XR
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zh
>Gٞ@

$SSHDUV�EHIRUH��L���D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���RQJ���RX���X���XD���XDL���XDQ��
�XDQJ���XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��]KL��]KD��]KDL��]KDQ��]KDQJ��]KDR��]KH��]KHL��]KHQ��]KHQJ��]KRQJ��
]KRX��]KX��]KXD��]KXDL��]KXDQ��]KXDQJ��]KXL��]KXQ��]KXR

/LQ·V�,3$��>Wَ@
0HL·V�,3$��>Gٞ�@

(VVHQWLDOO\�WKH�VDPH�DV�>Gٞ@�DV�LQ�´MXVWLFHµ�
�>ٰ٘VWضV@���7KH�´]Kµ�VRXQG�LV�WHFKQLFDOO\�XQYRLFHG��
EXW�XVLQJ�WKH�>Gٞ@�ZLWK�DQ�(QJOLVK�VSHDNLQJ�FKRLU�

will produce an accurate result if the end sound 

is also pronounced correctly.

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation. 

j
>Wء@

$SSHDUV�EHIRUH��L���LD���LDQ���LDQJ���LDR���LH���LQ���LQJ���LRQJ���LX���X���XDQ���XH���XQ

3RVVLEOH�Pinyin�ZRUGV��ML��MLD��MLDQ��MLDQJ��MLDR��MLH��MLQ��MLQJ��MLRQJ��MLX��MX��MXDQ��MXH��MXQ

/LQ·V�,3$��>Wء@
0HL·V�,3$��>Gٞ@

6LPLODU�WR�DQ�(QJOLVK�>Gٞ@��OLNH�´Mµ�DV�LQ�´MRLQWµ���
+RZHYHU��,�FKRVH�WR�XVH�/LQ·V�>Wء@�EHFDXVH�WKH�
SODFHPHQW�RI�WKH�(QJOLVK�>Gٞ@�DQG�>Wء@�DUH�
GLIIHUHQW��>Gٞ@�RFFXUV�WRZDUGV�WKH�FHQWHU�RI�WKH�
PRXWK�DQG�>Wء@�RFFXUV�EHKLQG�WKH�IURQW�WHHWK��
7KH�WLS�RI�WKH�WRQJXH�LV�EHKLQG�WKH�ERWWRP�URZ�

of teeth while the top of the tongue creates the 

SORVLYH�DJDLQVW�WKH�DOYHRODU�ULGJH��

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
will tend to articulate this sound too far back 

LQ�WKH�PRXWK�� OLNH�DQ�(QJOLVK�>Gٞ@��:KHQ�
SURQRXQFHG�FRUUHFWO\��WKH�>Wء@�ZLOO�IHHO�OLNH�DQ�
H[WUHPHO\�IRUZDUG�YHUVLRQ�RI�>Gٞ@�
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/LQ·V�,3$��>Wހء] 
0HL·V�,3$��>Wُ�@

Similar to but should not be substituted with 

DQ�(QJOLVK�>Wُ@�OLNH�´FKµ�DV�LQ�´&KLQD�µ��6HH�WKH�
GHVFULSWLRQ�RI�´FKµ�EHORZ���7KH�SULPDU\�GLIIHUHQFH�
EHWZHHQ�WKH�WZR�VRXQGV�LV�WKDW�>Wُ@�RFFXUV�WRZDUGV�
WKH�FHQWHU�RI�WKH�PRXWK��DQG�>Wހء@�RFFXUV�EHKLQG�
WKH�IURQW�WHHWK��7KH�WLS�RI�WKH�WRQJXH�LV�EHKLQG�WKH�
bottom row of teeth while the top of the tongue 

FUHDWHV�WKH�SORVLYH�DJDLQVW�WKH�DOYHRODU�ULGJH��7KLV�
SODFHPHQW�LV�WKH�H[DFW�VDPH�DV�WKH�>Wء@�DERYH�EXW�
without the aspiration. 

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
tend to articulate this sound too far back in the 

PRXWK��OLNH�DQ�(QJOLVK�>Wُ@��:KHQ�SURQRXQFHG�
FRUUHFWO\��WKH�>Wހء@�ZLOO�IHHO�OLNH�DQ�H[WUHPHO\�
IRUZDUG�YHUVLRQ�RI�>Wُ@�

q
>Wހء]

$SSHDUV�EHIRUH��L���LD���LDQ���LDQJ���LDR���LH���LQ���LQJ���LRQJ���LX���X���XDQ���XH���XQ
3RVVLEOH�Pinyin�ZRUGV��TL��TLD��TLDQ��TLDQJ��TLDR��TLH��TLQ��TLQJ��TLRQJ��TLX��TX��TXDQ��TXH��
TXQ

ch
>Wُހ]

$SSHDUV�EHIRUH��L���D���DL���DQ���DQJ���DR���H���HQ���HQJ���RQJ���RX���X���XDL���XDQ���XDQJ���XL��
�XQ���XR
3RVVLEOH�Pinyin�ZRUGV��FKL��FKD��FKDL��FKDQ��FKDQJ��FKDR��FKH��FKHQ��FKHQJ��FKRQJ��FKRX��
FKX��FKXDL��FKXDQ��FKXDQJ��FKXL��FKXQ��FKXR

/LQ·V�,3$��>Wَހ] 
0HL·V�,3$��>Wُ@

(VVHQWLDOO\�WKH�VDPH�DV�>Wُހ@�DV� LQ�´&KLQDµ�
�>WُDLQ��7�@إKH�&KLQHVH�´FKµ�LV�VOLJKWO\�PRUH�
IRUZDUG�DQG�IRFXVHG��EXW�>Wُހ@�ZLOO�JHW�D�FORVH�

HQRXJK�UHVXOW�XVLQJ�DQ�,3$�ZLWK�ZKLFK�(QJOLVK�
speaking singers are familiar.

&RPPRQ�WHQGHQFLHV��%HFDXVH�WKLV�VRXQG�LV�WKH�
VDPH�LQ�(QJOLVK��(QJOLVK�VSHDNHUV�VKRXOG�KDYH�QR�
problems with pronunciation.
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/LQ·V�,3$�@ء<�
0HL·V�,3$��>ُ�@

Similar to but should not be substituted with an 

(QJOLVK�>ُ@�OLNH�´VKµ�DV�LQ�´VKLQH�µ��$Q�(QJOLVK�>ُ@�
LV�QRW�XVHG�LQ�&KLQHVH���7KH�SULPDU\�GLIIHUHQFH�
EHWZHHQ�WKH�WZR�VRXQGV�LV�WKDW�>ء@�RFFXUV�WRZDUGV�
WKH�FHQWHU�RI�WKH�PRXWK��DQG�>ُ@�RFFXUV�EHKLQG�WKH�
IURQW�WHHWK��7KH�WLS�RI�WKH�WRQJXH�LV�EHKLQG�WKH 

bottom row of teeth while the top of the tongue 

FUHDWHV�WKH�IULFDWLYH�DJDLQVW�WKH�DOYHRODU�ULGJH����

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
tend to articulate this sound too far back in the 

PRXWK��OLNH�DQ�(QJOLVK�>ُ@��:KHQ�SURQRXQFHG�
FRUUHFWO\��WKH�>ء@�ZLOO�IHHO�OLNH�DQ�H[WUHPHO\�
IRUZDUG�YHUVLRQ�RI�>ُ@

x
@ء<

$SSHDUV�EHIRUH��L���LD���LDQ���LDQJ���LDR���LH���LQ���LQJ���LRQJ���LX���X���XDQ���XH���XQ

3RVVLEOH�Pinyin�ZRUGV��[L��[LD��[LDQ��[LDQJ��[LDR��[LH��[LQ��[LQJ��[LRQJ��[LX��[X��[XDQ��[XH��[XQ

/LQ·V�,3$��>َ@
0HL·V�,3$��>ُ@

Similar to but should not be substituted with an 

(QJOLVK�>ُ@�OLNH�´VKµ�DV�LQ�´VKLQH�µ�EXW�ZKLOH�WKH�
IULFDWLYH�RI�WKH�(QJOLVK�>ُ@�WHQGV�WR�RFFXU�RQ�WKH�
PRODUV��WKH�&KLQHVH�>َ@�ZLOO�RFFXU�EHKLQG�WKH�IURQW�
WHHWK��:KHQ�SURQRXQFHG�FRUUHFWO\��WKH�DLU�RI�WKH�

HORQJDWHG�IULFDWLYH�RI�WKH�>َ@�ZLOO�EH�VOLJKWO\�KLJKHU�
SLWFKHG�WKDQ�WKH�(QJOLVK�>ُ@�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
ZLOO�WHQG�WR�WXUQ�WKH�&KLQHVH�>َ@�LQWR�WKH�(QJOLVK�
>ُ@��ZKLFK�ZLOO�DIIHFW�WKH�SURQXQFLDWLRQ�RI�WKH�
VXEVHTXHQW�YRZHO�VRXQG��

sh
>َ@

$SSHDUV�EHIRUH��L���D���DL���DQ���DQJ���DR���H���HL���HQ���HQJ���RX���X���XD���XDL���XDQ���XDQJ��
�XL���XQ���XR
3RVVLEOH�Pinyin�ZRUGV��VKL��VKD��VKDL��VKDQ��VKDQJ��VKDR��VKH��VKHL��VKHQ��VKHQJ��VKRX��VKX��
VKXD��VKXDL��VKXDQ��VKXDQJ��VKXL��VKXQ��VKXR



21

/LQ�DOVR�FODVVLˋHV�WKH�>ѳ] as a 
post-alveolar consonant.

/LQ·V�,3$�@ه<�
Mei’s IPA: [r]

7KLV�LV�WKH�PRVW�GLIÀFXOW�FRQVRQDQW�VRXQG�IRU�
1DWLYH�(QJOLVK�VSHDNHUV�WR�SURQRXQFH��6RPH�
&KLQHVH�FKRLUV�DOVR�KDYH�WURXEOH�VLQJLQJ�WKLV�
VRXQG��7KH�PRVW�VXFFHVVIXO�ZD\�RI�WHDFKLQJ�WKLV�
VRXQG�WKDW�,�KDYH�IRXQG�LV�E\�WHOOLQJ�WKH�FKRLU�
WR�IRUP�D�EXUUHG�>U@�ZLWK�WKH�WRQJXH�ZKLOH�
VLPXOWDQHRXVO\�SURQRXQFLQJ�D�>ٞ@��DV�LQ�WKH�ZRUG�
´JDUDJHµ�>JDUDٞ@���7KH�UHVXOWLQJ�VRXQG�LV�TXLWH�

GLIIHUHQW�IURP�DQ�>U@�DQG�WKH�GLVWLQFWLRQ�VKRXOG�EH�
PDGH�HYHQ�ZKHQ�VXQJ��7KH�´Uµ�LQ�&KLQHVH�VKRXOG�
QRW�EH�VXQJ�DV�D�UROOHG�RU�ÁLSSHG�>U@��

&RPPRQ�WHQGHQFLHV��,Q�P\�H[SHULHQFH��EHFDXVH�RI�
WKH�VRXQG·V�XQIDPLOLDULW\��QDWLYH�(QJOLVK�VSHDNHUV�
DUH�XQDEOH�WR�KHDU�ZKDW�WKH�>ه@�VRXQG�LV�DW�DOO�DQG�
therefore cannot begin to reproduce it correctly. 

*HQHUDOO\��WKH\�ZLOO�WHQG�WR�FOLQJ�WR�WKH�3LQ\LQ��
DQG�SURQRXQFH�DQ�$PHULFDQ�EXUUHG�RU�UROOHG�>U@�
LQVWHDG��,W�KHOSV�WR�GHPRQVWUDWH�WKH�VRXQG�ÀUVW��
IROORZHG�E\�GHVFULELQJ�WKH�DERYH�SURFHVV�IRU�
FUHDWLQJ�WKH�>ه@�

r
@ه<

$SSHDUV�EHIRUH��L���DQ���DQJ���DR���H���HQ���HQJ���RQJ���RX���X���XDQ���XL���XQ���XR

3RVVLEOH�Pinyin�ZRUGV��UL��UDQ��UDQJ��UDR��UH��UHQ��UHQJ��URQJ��URX��UX��UXDQ��UXL��UXQ��UXR

END SOUNDS

3UREOHPV�WKDW�QDWLYH�(QJOLVK�VSHDNHUV�FRPPRQO\�
HQFRXQWHU�ZKHQ�SURGXFLQJ�&KLQHVH�HQGLQJV�DUH�

���1RW�SURGXFLQJ�DQ�DFFXUDWH�YRZHO�FRORU
IRU�WKH�YRZHOV�E\�HLWKHU�HTXDWLQJ�WKHP�
ZLWK�DQ�(QJOLVK�YRZHO�RU�E\�FUHDWLQJ�D�
FDULFDWXUH�RI�ZKDW�WKH\�EHOLHYH�&KLQHVH�
sounds like.

���6WUXJJOLQJ�ZLWK�PRYLQJ�TXLFNO\
through the glides and diphthongs of 

certain endings.

7KH�FRORUV�RI�WKH�YRZHOV�DUH�GHVFULEHG�LQ�GHWDLO�
EHORZ��:KHQ�D�FKRLU�VLQJV�LQ�&KLQHVH�KDYLQJ�RQO\�
heard the sounds compared to English they will 

sound more English or American than Chinese. 

0RVW�&KLQHVH�YRZHOV�IRU�VLQJLQJ�DUH�DFWXDOO\�PRUH�

similar WR�WKRVH�XVHG�LQ�,WDOLDQ��*HUPDQ��RU�)UHQFK�
WKDQ�WKRVH�XVHG�LQ�(QJOLVK��7KH�XQGHUVWDQGLQJ�
RI�WKH�FRORU�RI�&KLQHVH�YRZHOV�DV�GLVWLQFW�IURP�
English will greatly assist teaching with this 

diction guide.

$OO�FRQVRQDQWV�DQG�JOLGHV��>M@��>Z@��DQG�>ر@��LQ�
VXQJ�&KLQHVH�VKRXOG�EH�PRYHG�WKURXJK�DV�TXLFNO\�
DV�SRVVLEOH��,Q�WKH�FDVH�RI�D�GLSKWKRQJV��DL���DR���HL��
LDR��LRX���RX��DQG��XHL��XL��ZHL��WKH�HQGLQJ�>L@�DQG�
>X@�VRXQGV�KDYH�EHHQ�DOWHUHG�WR�WKHLU�FRXQWHUSDUWV�
��DQG�>ٖ@�LQ�DFFRUGDQFH�ZLWK�0DGHOHLQH�0DUVKDOO@ض<
DQG�-RDQ�:DOO
V�UXOHV�RI�(QJOLVK�GLFWLRQ��$OWKRXJK�
WKLV�VXEWOH�FKDQJH�LQ�WKH�YDQLVKLQJ�YRZHO�RI�D�
diphthong subscribes to the ideals of Western 

VLQJLQJ��WKHUH�DUH�SUDFWLFDO�DSSOLFDWLRQV�WR�
XVLQJ�WKHVH�DOWHUHG�YRZHOV��0DUVKDOO�QRWHV�WKDW�
XVLQJ�>L@�DQG�>X@�DW�WKH�HQGV�RI�GLSKWKRQJV�
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GLVWRUWV�WKH�ZRUGV�WRR�PXFK��JLYLQJ�WKH�HIIHFW�
RI�´VLQJLQJ�WKURXJK�D�PRXWK�IXOO�RI�IRRG�µ15 Wall 

DUJXHV�WKDW�FORVLQJ�WR�>L@�DQG�>X@�DW�WKH�HQGV�RI�
GLSKWKRQJV�UHTXLUH�WRR�PXFK�PRYHPHQW�LQ�WKH�
jaw.16�.DWKU\Q�/D%RXII��SURIHVVRU�RI�YRLFH�DW�WKH�
0DQKDWWDQ�6FKRRO�RI�0XVLF��VWDWHV�WKDW�XVLQJ�>ض@�
DQG�>ٖ@�DV�WKH�VHFRQGDU\�YRZHOV�LQ�GLSKWKRQJV��
´IDFLOLWDWH>V@�OHVV�PRYHPHQW�RI�WKH�OLSV�DQG�MDZV�
ZKHQ�VLQJLQJ�µ���7KH�YDQLVKLQJ�YRZHO�VRXQG�LV�
VXQJ�RQO\�DW�WKH�ODVW�SRVVLEOH�PRPHQW��7KHVH�
adjustments will also be useful for the clarity and 

HIÀFLHQF\�RI�VLQJLQJ�&KLQHVH�GLFWLRQ�DV�ZHOO�

,Q�WKH�JXLGH�WKDW�IROORZV��WKH�HQGLQJ�VRXQGV�
DUH�RUJDQL]HG�DFFRUGLQJ�WR�WKH�GRPLQDQW�YRZHO�
ZKHQ�VLQJLQJ��PHDQLQJ�WKH�YRZHO�WKDW�VKRXOG�
be sustained when singing a syllable. Further 

H[SODQDWLRQ�LV�JLYHQ�IRU�HDFK�LQGLYLGXDO�VRXQG��
EXW� WKH�SULPDU\�YRZHO�ZLOO�EH�HVVHQWLDOO\�
the same for the endings in each section.

15�0DGHOHLQH�0DUVKDOO��The Singer's Manual of English Diction��1HZ�
<RUN��*��6FKLUPHU�������������
16�:DOO��International Phonetic Alphabet for Singers������
17�.DWKU\Q�/D%RXII��Singing and Communicating in English: A 
Singer's Guide to English Diction��1HZ�<RUN��2[IRUG�8QLYHUVLW\�
3UHVV������������

1RWH�WKDW�LQ�WKH�GHVFULSWLRQV�EHORZ��WKH�XPODXW 
is mostly used as a specific sign to help 

differentiate pronunciations in Pinyin and rarely 

do they show up in the Pinyin�LWVHOI��7DNH�IRU�
H[DPSOH��WKH�GLIIHUHQFH�EHWZHHQ�´Q��QXµ�DQG�
´O��OX�µ�´1�µ�DQG�´O�µ�LQ�Pinyin are pronounced 

DV�>Q\@�DQG�>O\@�UHVSHFWLYHO\��ZKLOH�´QXµ�DQG�´OXµ�
DUH�SURQRXQFHG�DV�>QX@�DQG�>OX@��,Q�WKH�FDVHV 
RI�WKHVH�ZRUGV��XPODXWV�ZLOO�DSSHDU�RYHU�WKH 
´Xµ�LQ�RUGHU�WR�GLIIHUHQWLDWH�WKHVH�WZR�HQGLQJV��
´<X�µ�´TX�µ�´MX�µ�DQG�´[Xµ�DUH�RQO\�SURQRXQFHG�
ZLWK�DQ�>\@�HQGLQJ�DQG�QHYHU�D�SXUH�>X@��
therefore an umlaut is not needed to distinguish 

these endings.

Descriptions begin on next page.
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Lin’s IPA: [ࡦ ]
Mei’s IPA: [ih] 

3URQRXQFHG�OLNH�DQ�H[WUHPHO\�FORVHG�>ض@�YRZHO��
7KH�WRQJXH�VKRXOG�EH�VOLJKWO\�FXUYHG��WKH�HGJHV�
of the tongue should lightly touch the insides of 

WKH�PRODUV��DQG�WKH�IURQW�RI�WKH�WRQJXH�LV�ÁDW��7KH�
lips will also stay open at the end of the sound. 

3UDFWLFH�E\�LQWRQLQJ�D�FORVHG�>ض@�YRZHO�DQG�VORZO\�
VKLIWLQJ�WKH�WRQJXH�WR�D�EXUUHG�>U@�SRVLWLRQ�

/LQ·V�UHSUHVHQWDWLRQ�DERYH�RI�WKH�>ࡦ @�YRZHO�LV�
WKH�PRVW�DFFXUDWH��,W�LV�OLNHO\�WKDW�0HL·V�>LK@�
LV�SUREDEO\�SURQRXQFHG�DV�>ض@��EXW�>LK@�LV�QRW�

DQ�DFFXUDWH�UHSUHVHQWDWLRQ�RI�HLWKHU�>ࡦ @�RU�>ض@��
5HJDUGOHVV��>ࡦ @�LV�WKH�PRVW�DFFXUDWH�VRXQG�IRU�WKH�
´Lµ�YRZHO�

&RPPRQ�WHQGHQFLHV��7KH�>ࡦ @�YRZHO�LV�WKH�PRVW�
GLIÀFXOW�IRU�(QJOLVK�VSHDNHUV�EHFDXVH�WKHUH�LV�
QRWKLQJ�LQ�(QJOLVK�WKDW�FDQ�TXLWH�DSSUR[LPDWH�
this sound. English speakers will tend to turn the 

ࡦ< @�YRZHO�LQWR�DQ�>L@�RU�DQ�>ض@��)RU�H[DPSOH��WKH�
ZRUG�FKL�>Wَࡦހ @�ZLOO�EHFRPH�>WُL@�RU�>Wُض@��

[ѱ @�UHWURˌH[

i
�UHWURÁH[�

ࡦ] ]
$SSHDUV�DIWHU�]���F���V���]K���FK���VK���U�

3RVVLEOH�Pinyin�ZRUGV��]L��FL��VL��]KL��FKL��VKL��UL

7KH�IROORZLQJ�HQGLQJV�DUH�>D@�GRPLQDQW��PHDQLQJ�
WKDW�WKH�HORQJDWHG�YRZHO�LV�>D@��7KH�0DQGDULQ�
>D@�LV�VLPLODU�WR�WKH�)UHQFK�RU�*HUPDQ�>D@��,W�LV�D�
EULJKWHU�YRZHO�WKDQ�WKH�(QJOLVK�>D@��,Q�DQ�DWWHPSW�

WR�HTXLYRFDWH�WKH�&KLQHVH�>D@�YRZHO�WR�DQ�(QJOLVK�
RQH��QDWLYH�(QJOLVK�VSHDNHUV�ZLOO�RIWHQ�WXUQ�LW�LQWR�
DQ�>؝@��DV�LQ�WKH�ZRUG�´IDWKHUµ��>I؝êإU@��RU�DQ�
> @��DV�LQ�WKH�ZRUG�´PDQµ��>P Q@��

[a] dominant endings

a
[a]

$SSHDUV�DIWHU�E���S���P���I���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK�

3RVVLEOH�Pinyin�ZRUGV��D��ED��SD��PD��ID��GD��WD��QD��OD��JD��ND��KD��]D��FD��VD��]KD��FKD��VKD

Lin’s IPA: [a]
Mei’s IPA: [a]

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKH�>D@�YRZHO�
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ia
ya

[ja]

$SSHDUV�DIWHU�G���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\D��GLD��OLD��MLD��TLD��[LD

ua
wa

[wa]

$SSHDUV�DIWHU�J���N���K���]K���VK�

3RVVLEOH�Pinyin�ZRUGV��ZD��JXD��NXD��KXD��]KXD��VKXD

Lin’s IPA: [ja]
Mei’s IPA: None listed.

2QH�VKRXOG�PRYH�WKURXJK�WKH�>M@�JOLGH�DV�TXLFNO\�
as possible.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�>M@�
JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>L@�RU�WXUQLQJ�D�
RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��)RU�H[DPSOH��
WKH�ZRUG�´MLDµ��>WءMD@��LQ�&KLQHVH�PLJKW�EHFRPH�
>WءLMD@��D�VLPLODU�SUREOHP�ZLWK�´JLD�µ�RU�´JLR�µ�
V\OODEOHV�LQ�,WDOLDQ�

Lin’s IPA: [wa]
Mei’s IPA: [wa]

2QH�VKRXOG�PRYH�WKURXJK�WKH�>Z@�JOLGH�DV�TXLFNO\�
as possible.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�>Z@�
JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>X@�RU�WXUQLQJ�D�
RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��)RU�H[DPSOH��
WKH�&KLQHVH�ZRUG�´JXDµ�>NZD@�PLJKW�WXUQ�LQWR�
>NXZD@��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�DOVR�WHQG�WR�
RYHU�GDUNHQ�WKH�>D@�YRZHO��

Lin’s IPA: [ai] 
Mei’s IPA: [ai]

7KH�>L@�YRZHO�FRPHV�DW�WKH�ODVW�SRVVLEOH�PRPHQW�
RI�D�VXQJ�QRWH��7KLV�LV�DQ�LPSHUIHFW�H[DPSOH��EXW�
the concept is the same as how one would sing 

WKH�ZRUG�´,µ��>Dض@��

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKH�>D@�YRZHO�RU�WR�RYHUGR�
WKH�GLSKWKRQJ��HORQJDWLQJ�DQG�RYHU�H[DJJHUDWLQJ�
WKH�>L@�

ai
>D�@ض

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK�
3RVVLEOH�Pinyin�ZRUGV��DL��EDL��SDL��PDL��GDL��WDL��QDL��ODL��JDL��NDL��KDL��]DL��FDL��VDL��]KDL��
FKDL��VKDL
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Lin’s IPA: [wai]
Mei’s IPA: [wai]

2QH�VKRXOG�PRYH�WKURXJK�WKH�>Z@�JOLGH�DV�TXLFNO\�
as possible.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKH�>D@�YRZHO��HORQJDWH�WKH�
>L@�YRZHO��RU�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�
WKH�>Z@�JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>X@�YRZHO�

uai
>ZD�@ض

$SSHDUV�DIWHU�J���N���K���]K���FK���VK�

3RVVLEOH�Pinyin�ZRUGV��ZDL��JXDL��NXDL��KXDL��]KXDL��FKXDL��VKXDL

an
[an]

$SSHDUV�DIWHU�E���S���P���I���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��DQ��EDQ��SDQ��PDQ��IDQ��GDQ��WDQ��QDQ��ODQ��JDQ��NDQ��KDQ��]DQ��FDQ��
VDQ��]KDQ��FKDQ��VKDQ��UDQ

Lin’s IPA: [an]
Mei’s IPA: [an]

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
HLWKHU�WHQG�WR�RYHU�GDUNHQ�WKH�YRZHO��WXUQLQJ�>DQ@�

LQWR�>؝@��RU�WKH\�ZLOO�DWWHPSW�WR�HTXLYRFDWH�LW�ZLWK�
WKH�(QJOLVK�> @�DV�LQ�WKH�ZRUG�´PDQµ��>P Q@��

Lin’s IPA: [wan]
Mei’s IPA: [wan]

2QH�VKRXOG�PRYH�WKURXJK�WKH�>Z@�JOLGH�DV�TXLFNO\�
as possible.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
HLWKHU�WHQG�WR�RYHU�GDUNHQ�WKH�YRZHO��WXUQLQJ�>DQ@�
LQWR�>؝@��RU�WKH\�ZLOO�DWWHPSW�WR�HTXLYRFDWH�LW�ZLWK�
WKH�(QJOLVK�> @�DV�LQ�WKH�ZRUG�´PDQµ��>P Q@��

uan
[wan]

$SSHDUV�DIWHU�G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��ZDQ��GXDQ��WXDQ��QXDQ��OXDQ��JXDQ��NXDQ��KXDQ��]XDQ��FXDQ��VXDQ��
]KXDQ��FKXDQ��VKXDQ��UXDQ
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üan
@DQر<

$SSHDUV�DIWHU�M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\XDQ��MXDQ��TXDQ��[XDQ

/LQ·V�,3$�@Qا\ر<�
Mei’s IPA: [yan]

,Q�WKH�FDVH�RI�>رDQ@��/LQ·V�>ا\رQ@�DQG�0HL·V�>\DQ@�
DUH�QRW�TXLWH�DFFXUDWH��7KH�>ا@�LV�QRW�D�EULJKW�
HQRXJK�YRZHO�IRU�VLQJLQJ�WKLV�SDUWLFXODU�HQGLQJ�
and a singer will hardly spend any time on the 

>\@�YRZHO��WKHUHIRUH�>رDQ@�ZLOO�\LHOG�WKH�PRVW�
accurate result.

7KH�&KLQHVH�>\@�LV�SURQRXQFHG�WKH�VDPH�DV�WKH�
*HUPDQ���DV�LQ�WKH�3LQ\LQ�ZRUGV�´Q�µ�>Q\@�RU�´O�µ�
>O\@��,Q�WKH�FDVH�RI�WKH�HQGLQJ�>رDQ@��RQH�VKRXOG�
PRYH�DV�TXLFNO\�WKURXJK�WKH�>ر@�DV�SRVVLEOH��LQ�D�

VLPLODU�PDQQHU�WR�WKH�>M@�DQG�>Z@�JOLGHV��7KLV�LV�
WR�DYRLG�PLVSURQRXQFLQJ�WKH�>ر@�DV�D�>\@�

,Q�RUGHU�WR�UHKHDUVH�WKLV�VRXQG�ZLWK�D�FKRLU��LW�
LV�EHVW�WR�SUDFWLFH�VHSDUDWLQJ�WKH�VRXQG�LQWR�>\@�
DQG�>DQ@��1H[W��WXUQ�WKH�>\@�LQWR�D�JUDFH�QRWH�
IROORZHG�E\�>DQ@��)LQDOO\��DGG�WKH�EHJLQQLQJ�
sound to the word.

&RPPRQ�WHQGHQFLHV��(QJOLVK�VSHDNHUV�ZLOO�WHQG�
WR�WXUQ�WKH�>\@�YRZHO�LQWR�DQ�>X@��RYHU�GDUNHQ�WKH�
>D@�YRZHO��DQG�DGG�D�>Z@�JOLGH��)RU�H[DPSOH��WKH�
ZRUG�\XDQ�>M\اQ@�PLJKW�EHFRPH�>MXZ؝Q@�

/LQ·V�,3$�@هإ<�
Mei’s IPA: None listed.

7KLV�HQGLQJ�RQO\�DSSHDUV�DV�LV�ZLWKRXW�D�EHJLQQLQJ�
VRXQG��7KH�ZRUGV�WKDW�XVH�WKLV�HQGLQJ�VRXQG��ʩU�
HDU��qU�WZR��pU�VRQ��HWF���DUH�FRPPRQ�ZRUGV�EXW�
GR�QRW�DSSHDU�YHU\�IUHTXHQWO\�LQ�FKRUDO�PXVLF��
DOWKRXJK�WKH\�DUH�RIWHQ�XVHG�LQ�FKLOGUHQ·V�VRQJV�

7KLV�VRXQG�LV�SURQRXQFHG�VOLJKWO\�GLIIHUHQWO\�ZKHQ�
VSRNHQ�WKDQ�VXQJ��/LQ·V�,3$�VXJJHVWV�D�GDUNHU�

YRZHO�WKDQ�ZKDW�VKRXOG�DFWXDOO\�EH�VXVWDLQHG�
ZKHQ�VLQJLQJ��:KHQ�VLQJLQJ��HU�LV�SURQRXQFHG�
DOPRVW�DV�LI�RQH�ZHUH�VD\LQJ�WKH�OHWWHU�´Uµ�LQ�
$PHULFDQ�(QJOLVK��7KH�>D@�YRZHO�LV�VOLJKWO\�OHVV�
EULJKW�WKDQ�D�*HUPDQ��)UHQFK��RU�,WDOLDQ�EULJKW�
>D@�DQG�LV�DOPRVW�DOZD\V�VKRUW��PRYLQJ�WR�WKH�>U@�
VRXQG�PRUH�TXLFNO\�WKDQ�ZKHQ�VLQJLQJ�LQ�(QJOLVK�

&RPPRQ�WHQGHQFLHV��$V�LQ�(QJOLVK�ZRUGV��(QJOLVK�
VSHDNHUV�ZLOO�WHQG�WR�FKHZ�RQ�WKH�ÀQDO�>U@�VRXQG�
WRR�PXFK��7KH�ÀQDO�>U@�VKRXOG�VRXQG�DV�ODWH�DQG�
as fast as possible.

er
[ar]

Appears after

3RVVLEOH�Pinyin�ZRUGV��HU
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0HL�XVHV�>D@�DV�WKH�SULPDU\�YRZHO�IRU�WKH�
IROORZLQJ�HQGLQJV�� LQ�DGGLWLRQ� WR� WKH�>D@�
GRPLQDQW�HQGLQJV�RI�WKH�SUHYLRXV�VHFWLRQ��� 
$OWKRXJK�WKH�&KLQHVH�>؝@�LV�EULJKWHU�WKDQ�LW�LV�
LQ�*HUPDQ��(QJOLVK��)UHQFK��RU�,WDOLDQ�DQG�OLYHV�
LQ�FORVH�SUR[LPLW\�WR�WKH�EULJKW�>D@��WKH�>؝@�
GRPLQDQW�HQGLQJV�DUH�D�VOLJKWO\�GLIIHUHQW�YRZHO�
WKDQ�WKH�EULJKWHU�>D@��)RU�WKLV�UHDVRQ��,�DJUHH�
ZLWK�/LQ
V�FKRLFH�RI�,3$�IRU�WKHVH�HQGLQJV�

7KH�&KLQHVH�>؝@�LV�D�GDUNHU�YRZHO�WKDQ�WKH�(QJOLVK�
��U@���+RZHYHUإê؝>I����DV�LQ�WKH�ZRUG�´IDWKHUµ@؝<

18�=KRQJ��´&KLQHVH�3URQXQFLDWLRQ�µ�����

QDWLYH�(QJOLVK�VSHDNHUV�ZLOO�HLWKHU�VHH�WKH�Pinyin 

DQG�LQFRUUHFWO\�SURQRXQFH�WKH�VRXQG�DV�> ƾ@�
�DV�LQ�WKH�(QJOLVK�ZRUG�´EDQJµ�>E ƾ@��RU�ZLOO�
RYHU�GDUNHQ�WKH�YRZHO�WR�>ؠ@��DV�LQ�WKH�(QJOLVK�
ZRUG�´WRQJµ�>Wؠƾ@���)RU�H[DPSOH��WKH�&KLQHVH�
SLDQLVW�/DQJ�/DQJ·V�QDPH�LV�RIWHQ�LQFRUUHFWO\�
SURQRXQFHG�E\�$PHULFDQV�DV�>O ƾ�O ƾ@��EXW�QRU�
LV�LW�SURQRXQFHG�´/RQJ�/RQJµ��>Oؠƾ�Oؠƾ@���7KH�
FRUUHFW�YRZHO�SURQXQFLDWLRQ�OLHV�EHWZHHQ�WKRVH�
WZR�YRZHOV��

[ъ] dominant endings

/LQ·V�,3$��@X؝<�
Mei’s IPA: [au] 

0HL·V�>DX@�LV�VOLJKWO\�WRR�EULJKW�WR�UHSUHVHQW�WKLV�
HQGLQJ�DFFXUDWHO\��7KH�HQG�>ٖ@�VRXQG�LV�YHU\�
TXLFN�DQG�GRHV�QRW�TXLWH�FORVH�WR�D�WUXH�>X@�
VRXQG��HYHQ�DW�WKH�YHU\�HQG�RI�D�VXQJ�QRWH��7KH�
HQG�>X@�LV�PRUH�RSHQ��VLPLODU�WR�WKH�*HUPDQ�>؝X@�
RI�´%DXHUµ�>E؝X@��

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�H[DJJHUDWH�WKH�>X@�RI�WKH�GLSKWKRQJ��
FORVLQJ�WKH�YRZHO�WRR�PXFK�RU�HORQJDWLQJ�LW�

ao
�؝<ٖ@

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��DR��EDR��SDR��PDR��GDR��WDR��QDR��ODR��JDR��NDR��KDR��]DR��FDR��VDR��
]KDR��FKDR��VKDR��UDR
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/LQ·V�,3$��>M؝X@
Mei’s IPA: [au]

$�>M@�JOLGH�GLIIHUHQWLDWHV�WKH��LDR�HQGLQJ�IURP�WKH�
�DR�HQGLQJ��

2QH�VKRXOG�PRYH�WKURXJK�WKH�>M@�JOLGH�DV�TXLFNO\�
DV�SRVVLEOH��7KH�HQG�>ٖ@�VRXQG�LV�YHU\�TXLFN�DQG�

GRHV�QRW�TXLWH�FORVH�WR�D�WUXH�>X@�VRXQG��HYHQ�DW�
WKH�YHU\�HQG�RI�D�VXQJ�QRWH��7KH�HQG�>ٖ@�LV�PRUH�
RSHQ��VLPLODU�WR�WKH�*HUPDQ�>؝X@��

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�H[DJJHUDWH�WKH�>X@�RI�WKH�GLSKWKRQJ��
FORVLQJ�WKH�YRZHO�WRR�PXFK�RU�HORQJDWLQJ�LW�

iao
yao
>M؝�ٖ@

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\DR��ELDR��SLDR��PLDR��GLDR��WLDR��QLDR��OLDR��MLDR��TLDR��[LDR

ang
[ƾ؝<

$SSHDUV�DIWHU�E���S���P���I���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��DQJ��EDQJ��SDQJ��PDQJ��IDQJ��GDQJ��WDQJ��QDQJ��ODQJ��JDQJ��NDQJ��
KDQJ��]DQJ��FDQJ��VDQJ��]KDQJ��FKDQJ��VKDQJ��UDQJ

/LQ·V�,3$�[ƾ؝<�
Mei’s IPA: [aƾ]

0HL
V�FKRLFH�RI�>Dƾ@�LV�VOLJKWO\�WRR�EULJKW�IRU�WKLV�
HQGLQJ�VRXQG��7KH�ÀQDO�>ƾ@�VKRXOG�EH�WUHDWHG�DV�
if it were an ending consonant.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKH�YRZHO�WRZDUGV�>ؠƾ@��
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/LQ·V�,3$��>Z؝ƾ]
Mei’s IPA: [uaƾ]

0HL·V�FKRLFH�RI�>XDƾ@�LV�VOLJKWO\�WRR�EULJKW�IRU�WKLV�
HQGLQJ��$GGLWLRQDOO\��WKH�´Xµ�YRZHO�RI�WKLV�HQGLQJ�
IXQFWLRQV�DV�D�>Z@�JOLGH��QRW�DV�DQ�DFWXDO�YRZHO��
$�VLQJHU�VKRXOG�QRW�VSHQG�DQ\�WLPH�RQ�WKH�>X@�
YRZHO�RI�WKLV�HQGLQJ�

2QH�VKRXOG�PRYH�WKURXJK�WKH�>Z@�JOLGH�DV�TXLFNO\�
DV�SRVVLEOH��7KH�ÀQDO�>ƾ@�VKRXOG�EH�WUHDWHG�DV�LI�LW�
were an ending consonant.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�>Z@�
JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>X@�RU�WXUQLQJ�D�
RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��)RU�H[DPSOH��
WKH�ZRUG�´JXDQJµ��>JZ؝ƾ@��LQ�&KLQHVH�PLJKW�
EHFRPH�>JX؝ƾ@�

uang
wang
>Z؝ƾ]

$SSHDUV�DIWHU�J���N���K���]K��FK���VK�

3RVVLEOH�Pinyin�ZRUGV��ZDQJ��JXDQJ��NXDQJ��KXDQJ��]KXDQJ��FKXDQJ��VKXDQJ

/LQ·V�,3$��>M؝ƾ]
Mei’s IPA: [iaƾ], [jaƾ]

All of the possible Pinyin�ZRUGV�DERYH�VKRXOG�EH�
SURQRXQFHG�DV�RQH�V\OODEOH��2QH�VKRXOG�PRYH�
WKURXJK�WKH�>M@�JOLGH�DV�TXLFNO\�DV�SRVVLEOH��
7KH�ÀQDO�>ƾ@�VKRXOG�EH�WUHDWHG�DV�LI�LW�ZHUH�DQ�
ending consonant.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�
>M@�JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>L@�RU�WXUQLQJ�D�
RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��)RU�H[DPSOH��
WKH�ZRUG�´QLDQJµ��>QM؝ƾ@��LQ�&KLQHVH�PLJKW�
EHFRPH�>QL\؝ƾ@�

iang
yang
>M؝ƾ]

$SSHDUV�DIWHU�Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\DQJ��QLDQJ��OLDQJ��MLDQJ��TLDQJ��[LDQJ
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7KH�&KLQHVH�>H@�LV�SURQRXQFHG�VLPLODUO\�WR�WKH�
,WDOLDQ�>H@��,W�LV�D�PRUH�RSHQ�>H@�WKDQ�WKH�*HUPDQ�
>H@��-RKQ�0RULDUW\�XVHV�>Hò@�IRU�WKLV�VRXQG��
GHVFULELQJ�LW�DV�WKH�´HTXLYDOHQW�WR�FORVHG�,WDOLDQ�

e��UHOD[HG�FORVHG�e) as in vero�µ���1DWLYH�(QJOLVK�
VSHDNHUV�ZLOO�WHQG�WR�QRW�FORVH�WKH�&KLQHVH�>H@�
HQRXJK��WXUQLQJ�LW�LQWR�DQ�>ا@�

19�0RULDUW\��Diction Italian, Latin, French, German�������(PSKDVLV�
added by Moriarty.

[e] dominant endings

ei
>H�@ض

$SSHDUV�DIWHU�E���S���P���I���G���Q���O���J���K���]���]K���VK�

3RVVLEOH�Pinyin�ZRUGV��HL��EHL��SHL��PHL��IHL��GHL��QHL��OHL��JHL��KHL��]HL��]KHL��VKHL

wei
ui
�XHL�
>ZH�@ض

$SSHDUV�DIWHU�G���W���J���N���K���]���F���V���]K���FK���VK���U�

3RVVLEOH�Pinyin�ZRUGV��ZHL��GXL��WXL��JXL��NXL��KXL��]XL��FXL��VXL��]KXL��FKXL��VKXL��UXL

Lin’s IPA: [ei]
Mei’s IPA: [ei]

7KLV�HQGLQJ�LV�SURQRXQFHG�VLPLODUO\�WR�WKH�*HUPDQ�
>H@�EXW�VOLJKWO\�PRUH�RSHQ�ZLWK�D�TXLFN�>ض@�YRZHO�
at the end.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�H[DJJHUDWH�WKH�GLSKWKRQJ��WXUQLQJ�
�@�LQWR�>L@ض<

Lin’s IPA: [wei]
Mei’s IPA: [uei]

7KH�3LQ\LQ�IRU�WKLV�HQGLQJ�LV�VOLJKWO\�PLVOHDGLQJ��
DV�LW�QHYHU�DSSHDUV�DV�´XHLµ�DQG�RQO\�DSSHDUV�DV�
´HLµ�ZKHQ�SUHFHGHG�E\��Z���7KLV�HQGLQJ�PRVW�RIWHQ�
DSSHDUV�DV�´�XL�µ�ZKHUH�WKH�´Xµ�IXQFWLRQV�DV�D�>Z@�
JOLGH�DQG�WKH�´Lµ�IXQFWLRQV�DV�WKH�GLSKWKRQJ�>HL@��
0HL·V�>XHL@�LV�PLVOHDGLQJ��DV�QRQH�RI�WKH�3LQ\LQ�
ZRUGV�WKDW�XVH�WKLV�HQGLQJ�ZLOO�HYHU�VXVWDLQ�WKH�
>X@�YRZHO�LQ�VLQJLQJ�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�>Z@�
JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>X@�RU�WXUQLQJ�D�
RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��)RU�H[DPSOH��
WKH�ZRUG�´JXLµ��>JZHض@��LQ�&KLQHVH�PLJKW�EHFRPH�
>JXH��7@ضKH\�ZLOO�DOVR�WHQG�WR�RYHU�H[DJJHUDWH�WKH�
GLSKWKRQJ��WXUQLQJ�>ض@�LQWR�>L@�
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<HQ�+ZHL�/LQ�LQ�The Sounds of Chinese�XVHV�DQ�>إ@�
LQ�WKH�,3$�RI�PRVW�RI�WKHVH�HQGLQJV��EXW�VRPH�
&KLQHVH�FRQGXFWRUV�DGYRFDWH�IRU�>ذ@��HVVHQWLDOO\�
DQ�´RSHQ�VFKZD�µ���7KH�´RSHQ�VFKZDµ�ZLOO�\LHOG�
a better result when elongated in singing than an 

���ZKLFK�FDQ�WHQG�WR�EH�WRR�GDUN�RI�D�YRZHO�DQG@إ<

20�8QIRUWXQDWHO\��WKH�SUHVHQWHU·V�QDPH�ZDV�QRW�RQ�WKH�KDQGRXW�
WKDW�KH�GLVWULEXWHG�DW�WKH�SUHVHQWDWLRQ�DW�WKH�FRQIHUHQFH�DQG�,�DP�
XQDEOH�WR�ÀQG�DQ\�UHFRUG�RI�ZKDW�WKH�SUHVHQWDWLRQ�ZDV�FDOOHG�

will not produce upper harmonics and thus will 

WHQG�WR�IDOO�XQGHU�SLWFK��,Q�(QJOLVK��WKHUH�DUH�PDQ\�
YDULDWLRQV�RI�WKH�>إ@�YRZHO��7R�UHFUHDWH�WKH�>ذ@��
WU\�VSHDNLQJ�WKH�(QJOLVK�ZRUG�´RSHQµ��>ٖإSإQ@���
LVRODWH�WKH�V\OODEOH�´�SHQ�µ�DQG�RSHQ�LW�slightly 

WRZDUGV�>ا@�

[ќ] dominant endings

/LQ·V�,3$�@ذ<�
0HL·V�,3$�@إ<�

7KLV�VRXQG�LV�DQRWKHU�RQH�RI�WKH�PRVW�GLIÀFXOW�
HQGLQJV�IRU�(QJOLVK�VSHDNHUV�WR�PDNH��7KH�>ذ@�
LV�QRW�DV�QHXWUDO�DV�WKH�(QJOLVK�>إ@�VRXQG�DQG�
RFFXUV�FORVHU�WR�WKH�EDFN�RI�WKH�PRXWK��7KH�NH\�
to recreating this sound is to practice singing the 

>L@�YRZHO�DQG�WKHQ�ORZHU�WKH�WRQJXH�LQ�WKH�EDFN��
7KH�WHHWK��OLSV��DQG�MDZ�VKRXOG�QRW�PRYH��7KH�OLSV�
VKRXOG�QRW�URXQG��,W�DOVR�KHOSV�WR�SUDFWLFH�VD\LQJ�
WKLV�VRXQG�ZLWK�D�>J@�RU�>[@�SUHFHGLQJ�WKH�YRZHO�
WR�IHHO�WKH�FRUUHFW�EDFN�SODFHPHQW�RI�WKH�YRZHO�

7KHUH�LV�QR�HTXLYDOHQW�YRZHO�VRXQG�LQ�(QJOLVK��
/LQ·V�,3$�V\PERO�>ذ@�LV�WKH�FORVHVW��EXW�QDWLYH 

speakers of American English will need to practice 

WKH�VWHSV�GHVFULEHG�DERYH�LQ�RUGHU�WR�IXOO\�DQG�
accurately recreate the sound. 

&RPPRQ�WHQGHQFLHV��$PHULFDQ�(QJOLVK�VSHDNHUV�
PLJKW�WU\�WR�URXQG�WKH�OLSV��QRW�WHQVH�WKH�WRQJXH��
or not make the sound far enough back in the 

PRXWK��FUHDWLQJ�D�VRXQG�WKDW�LV�WRR�QHXWUDO��DV�
LQ�WKH�>إ@�

([FHSWLRQV��7KH�DUWLFOH�´⭥µ�RIWHQ�DSSHDUV�DV�´GHµ�
in Pinyin��7KLV�ZRUG�LV�DFWXDOO\�SURQRXQFHG�DV�
>Gإ@�ZLWK�D�YHU\�VKRUW�YRZHO�UDWKHU�WKDQ�>Gذ� �21@إ

6RPHWLPHV��´⭥µ�DOVR�DSSHDUV�DV�´GLµ�LQ�Pinyin��LQ�
ZKLFK�FDVH��WKH�ZRUG�LV�SURQRXQFHG�>GL@�

21�7KLV�ZRUG�DSSHDUV�LQ�FRQWH[W�LQ�VHYHUDO�RI�WKH�VRQJV�LQ�WKH�QH[W�
section.

e
@إ�ذ<

$SSHDUV�DIWHU�P���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U

3RVVLEOH�Pinyin�ZRUGV��H��PH��GH��WH��QH��OH��JH��NH��KH��]H��FH��VH��]KH��FKH��VKH��UH
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/LQ·V�,3$�@Hر<�
0HL·V�,3$�@ا\<�

0HL·V�>ا@�LV�FORVH��KRZHYHU��ZKHQ�VLQJLQJ�D�ZRUG�
ZLWK�WKH�´��Hµ�HQGLQJ��RQH�ZLOO�DOPRVW�QHYHU�
VSHQG�WLPH�RQ�WKH�>X@�YRZHO��7KH�,3$�>ذر@�EHVW�
UHSUHVHQWV�ERWK�WKH�JOLGH�DQG�WKH�VXVWDLQHG�YRZHO�
of this ending sound.

Because the Pinyin� HQGLQJ� ´�XHµ� LV� DOZD\V�
SURQRXQFHG�DV�>ذر@��DQG�QHYHU�DV�>Xذ@���WKH�
XPODXW�ZLOO�QHYHU�DSSHDU�RYHU�WKLV�HQGLQJ�LQ�Pinyin.

/LQ·V�,3$�@Qإ<�
Mei’s IPA: [en]

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKLV�HQGLQJ�VRXQG�WR�PDWFK�
WKH�(QJOLVK�>إQ@�DV�LQ�WKH�ZRUG�´EXQµ�>EإQ@�RU�WR�
RYHU�EULJKWHQ�WKLV�HQGLQJ�VRXQG�DV�LQ�WKH�QDPH�

2QH�VKRXOG�PRYH�WKURXJK�WKH�>ر@�JOLGH�DV�TXLFNO\�
as possible.

&RPPRQ�WHQGHQFLHV��(QJOLVK�VSHDNHUV�ZLOO�WHQG�WR�
WXUQ�WKH�>ر@�JOLGH�LQWR�DQ�>X@�RU�RYHU�H[DJJHUDWH�
WKH�ÀQDO�>ا@�VRXQG��)RU�H[DPSOH��WKH�ZRUG�´[XHµ�
�@�RU�>VKXZHL@ا�PLJKW�EHFRPH�>VKXZ�@ذ\ء<�

´%HQµ�>EاQ@��WR�PDWFK�WKH�Pinyin���,W�KHOSV�WR�WKLQN�
RI�WKH�YRZHO�DV�VRPHZKHUH�LQ�EHWZHHQ�WKH�>إ@�
DQG�WKH�>ا@�

üe 
yue
@ذر<

$SSHDUV�DIWHU�Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\XH��QXH��OXH��MXH��TXH��[XH

en
@Qذ<

$SSHDUV�DIWHU�E���S���P���I���Q���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��HQ��EHQ��SHQ��PHQ��IHQ��QHQ��JHQ��NHQ��KHQ��]HQ��FHQ��VHQ��]KHQ��
FKHQ��VKHQ��UHQ
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/LQ·V�,3$��>ZإQ@
Mei’s IPA: [uen]

7KH�HQGLQJ�´�XHQµ�LV�YHU\�PLVOHDGLQJ��DV�WKH�Pinyin 

HQGLQJ�ZLOO�QHYHU�DSSHDU�LQ�WKLV�IRUP��$OO�ZRUGV�
WKDW�XVH�WKLV�HQGLQJ�ZLOO�HLWKHU�DSSHDU�DV�´ZHQµ�
RU�´�XQµ�ZKHQ�SUHFHGHG�E\�DQRWKHU�FRQVRQDQW�

:KHQ�VLQJLQJ�WKLV�HQGLQJ��RQH�ZLOO�QHYHU�VXVWDLQ�
DQ�>X@�YRZHO�DQG�WKH�>H@�LV�VLPSO\�LQFRUUHFW�

/LQ·V�,3$�[ƾإ<�
Mei’s IPA: [eƾ]

7KH�>ذ@�YRZHO�LV�SURQRXQFHG�WKH�VDPH�DV�WKH�
SUHYLRXV�HQGLQJV��7KH�>ƾ@�LV�SURQRXQFHG�WKH�VDPH�
as in English.

2QH�VKRXOG�PRYH�WKURXJK�WKH�>Z@�JOLGH�DV�TXLFNO\�
as possible. 

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKLV�HQGLQJ�VRXQG�WR�PDWFK�
WKH�(QJOLVK�>إQ@�DV�LQ�WKH�ZRUG�´EXQµ�>EإQ@�RU�WR�
RYHU�EULJKWHQ�WKLV�HQGLQJ�VRXQG�DV�LQ�WKH�QDPH�
´%HQµ�>EاQ@��WR�PDWFK�WKH�Pinyin���,W�KHOSV�WR�WKLQN�
RI�WKH�YRZHO�DV�VRPHZKHUH�LQ�EHWZHHQ�WKH�>إ@�
DQG�WKH�>ا@�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�GDUNHQ�WKLV�HQGLQJ�VRXQG�WR�PDWFK�
WKH�(QJOLVK�>إQ@�DV�LQ�WKH�ZRUG�´EXQµ�>EإQ@��WR�
PDWFK�WKH�,3$��RU�WR�RYHU�EULJKWHQ�WKLV�HQGLQJ�
VRXQG�DV�LQ�WKH�QDPH�´%HQµ�>EاQ@��WR�PDWFK�WKH�
Pinyin���7KH�YRZHO�VKRXOG�IHHO�PRUH�IRUZDUG�LQ�WKH�
PRXWK�WKDQ�WKH�>إ@��,W�KHOSV�WR�WKLQN�RI�WKH�YRZHO�
DV�VRPHZKHUH�LQ�EHWZHHQ�WKH�>إ@�DQG�WKH�>ا@�

uen 
�ZHQ�
>ZذQ@

$SSHDUV�DIWHU�G���W���O���J���N���K���]���F���V���]K���FK���VK���U�

3RVVLEOH�Pinyin�ZRUGV��ZHQ��GXQ��WXQ��OXQ��JXQ��NXQ��KXQ��]XQ��FXQ��VXQ��]KXQ��FKXQ��
VKXQ��UXQ

eng
[ƾذ<

$SSHDUV�DIWHU�E���S���P���I���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��HQJ��EHQJ��SHQJ��PHQJ��IHQJ��GHQJ��WHQJ��QHQJ��OHQJ��JHQJ��NHQJ��
KHQJ��]HQJ��FHQJ��VHQJ��]KHQJ��FKHQJ��VKHQJ��UHQJ
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/LQ·V�,3$��>Zإƾ]
Mei’s IPA: [ueƾ]

2QH�VKRXOG�PRYH�WKURXJK�WKH�>Z@�JOLGH�DV�TXLFNO\�
as possible. 

7KH�>ا@�LQ�&KLQHVH�LV�DNLQ�WR�WKH�,WDOLDQ�>ا@�YRZHO�EXW�YHU\�VOLJKWO\�PRUH�FORVHG��,W�LV�QRW�TXLWH�DV�
FORVHG�DV�0RULDUW\·V�>Hò@�

ueng 
�ZHQJ�
>Zإƾ]

7KLV�ZRUG�RQO\�DSSHDUV�LQ�RQH�IRUP��´ZHQJ�µ

3RVVLEOH�Pinyin�ZRUGV��ZHQJ

ie 
�\H�
>Mا@

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\H��ELH��SLH��PLH��GLH��WLH��QLH��OLH��MLH��TLH��[LH

[ѓ] dominant endings

Lin’s IPA: [je]
Mei’s IPA: None listed.

2QH�VKRXOG�PRYH�WKURXJK�WKH�>M@�JOLGH�DV�
TXLFNO\�DV�SRVVLEOH�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�
>M@�JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>L@�RU�WXUQLQJ�
D�RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��)RU�
H[DPSOH��WKH�&KLQHVH�ZRUG�´ELHµ��>EMا@��PLJKW�
EHFRPH�>ELM��1@اDWLYH�(QJOLVK�VSHDNHUV�DOVR�KDYH�
D�WHQGHQF\�WR�RSHQ�XS�WKH�>ا@�YRZHO�WRR�PXFK�
�DV�LQ�´HKµ���JLYLQJ�LW�WKH�ZURQJ�FRORU�
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/LQ·V�,3$��>MاQ@
Mei’s IPA: [ian]

2QH�VKRXOG�PRYH�DV�TXLFNO\�WKURXJK�WKH�>M@�JOLGH�
DV�SRVVLEOH��1RWH�WKDW�DOWKRXJK�WKLV�HQGLQJ�LV�
VSHOOHG��´�LDQµ�LQ�3LQ\LQ��WKH�GRPLQDQW�YRZHO�LQ�
VLQJLQJ�LV�DFWXDOO\�DQ�>ا@�LQVWHDG�RI�DQ�>D@�RU�>؝@�
DV�LQ�WKH�RWKHU�HQGLQJV�ZLWK�D�VLPLODU�VSHOOLQJ��´�
DQJ�µ�´�LDQJ�µ�´�D�µ�HWF���

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
WHQG�WR�QRW�PRYH�TXLFNO\�HQRXJK�WKURXJK�WKH�
>M@�JOLGH��LQDGYHUWHQWO\�DGGLQJ�DQ�>L@�RU�WXUQLQJ�
D�RQH�V\OODEOH�ZRUG�LQWR�WZR�V\OODEOHV��1DWLYH�
(QJOLVK�VSHDNHUV�DOVR�KDYH�D�WHQGHQF\�WR�RSHQ�XS�
WKH�>ا@�YRZHO�WRR�PXFK��)RU�H[DPSOH��WKH�ZRUG�
´QLDQµ��>QMاQ@��LQ�&KLQHVH�PLJKW�EHFRPH�HLWKHU�
>QLMاQ@�RU�>QMDQ@�

ian 
�\DQ�
>MاQ@

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\DQ��ELDQ��SLDQ��PLDQ��GLDQ��WLDQ��QLDQ��OLDQ��MLDQ��TLDQ��[LDQ

i 
[i]

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\L��EL��SL��PL��GL��WL��QL��OL��ML��TL��[L

7KH�>L@�LQ�&KLQHVH�LV�HVVHQWLDOO\�WKH�VDPH�DV�WKH�
>L@�LQ�(QJOLVK�RU�,WDOLDQ�EXW�ZLWK�OHVV�URXQGHG�
OLSV��,Q�WKH�FDVHV�RI�>L@�IROORZHG�E\�>Q@�RU�>ƾ@��
PDQ\�QDWLYH�(QJOLVK�VSHDNHUV�ZLOO�WU\�WR�UHDG�WKH�

Pinyin�OLNH�(QJOLVK�DQG�WXUQ�WKH�>L@�YRZHO�LQWR�
DQ�>��7@ضKH�>L@�YRZHO�LV�DOZD\V�FORVHG��(QJOLVK�
speakers rarely struggle with these sounds after 

EHLQJ�UHPLQGHG�WR�SURQRXQFH�WKLV�DV�D�FORVHG�>L@�

[i] dominant endings

Lin’s IPA: [i]
Mei’s IPA: [i]
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Lin’s IPA: [in]
Mei’s IPA: [in]

Lin’s IPA: [iƾ]
Mei’s IPA: [iƾ]

in
�\LQ��
[in]

$SSHDUV�DIWHU�E���S���P���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\LQ��ELQ��SLQ��PLQ��QLQ��OLQ��MLQ��TLQ��[LQ

ing
�\LQJ��
[iƾ]

$SSHDUV�DIWHU�E���S���P���G���W���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\LQJ��ELQJ��SLQJ��PLQJ��GLQJ��WLQJ��QLQJ��OLQJ��MLQJ��TLQJ��[LQJ

7KH�HQGLQJV�EHORZ�DUH�SURQRXQFHG�WKH�VDPH�EXW�DSSHDU�GLIIHUHQW�LQ�Pinyin��GHSHQGLQJ�RQ�WKH�FRQVRQDQW�
that precedes them.

Descriptions begin on next page.

[э] dominant endings
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Lin’s IPA: [wo]
Mei’s IPA: [wo]

7KLV�HQGLQJ�LV�SURQRXQFHG�WKH�VDPH�DV�WKH�
SUHYLRXV�HQGLQJ�ZKHQ�SUHFHGHG�E\�D�FRQVRQDQW�

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�FORVH�WR�DQ�>R@�LQVWHDG�RI�HQGLQJ�RQ�WKH�
��PLJKW�EHFRPH�@ؠ>َZ��RU�H[DPSOH��´VKXRµ(��@ؠ<
>ُXZR@��

/LQ·V�,3$�@ؠ<�
0HL·V�,3$�@ؠ<�

7KH�ZRUG�o in Pinyin�VRXQGV�DV�DQ�>ؠ@��EXW�ZKHQ�
D�FRQVRQDQW�SUHFHGHV�LW��WKHUH�LV�D�YHU\�VOLJKW�>Z@�
glide between but the beginning consonant and 

WKH�>ؠ@�YRZHO��7KH�HQG�RI�WKH�YRZHO�LV�PRUH�FORVHG�
WKDQ�WKH�>ؠ@�LQ�(QJOLVK�RU�,WDOLDQ���

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
ZLOO�WHQG�WR�FORVH�WR�DQ�>R@�LQVWHDG�RI�HQGLQJ�RQ�
WKH�>ؠ@��)RU�H[DPSOH��´ERµ��>EZؠ@��PLJKW�EHFRPH�
>EXZR@��

o
�@ؠ<
>Zؠ@

$SSHDUV�DIWHU�E���S���P���I�

3RVVLEOH�Pinyin�ZRUGV��R��ER��SR��PR��IR

uo
�ZR��
>Zؠ@

$SSHDUV�DIWHU�G���W���Q���O���J���N���K���]���F���V���]K���FK���VK�

3RVVLEOH�Pinyin�ZRUGV��ZR��GXR��WXR��QXR��OXR��JXR��NXR��KXR��]XR��FXR��VXR��]KXR��FKXR��
shuo
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Lin’s IPA: [ou]
0HL·V�,3$�@Xإ<�

7KH�>ٖ@�YRZHO�DW�WKH�HQG�VKRXOG�EH�SODFHG�DW�WKH�
last possible second of a held note.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�H[DJJHUDWH�WKH�>ٖ@�RI�WKH�GLSKWKRQJ��
FORVLQJ�WKH�YRZHO�WR�D�>X@�RU�HORQJDWLQJ�LW�

ou
>R�ٖ@

$SSHDUV�DIWHU�S���P���I���G���W���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��RX��SRX��PRX��IRX��GRX��WRX��ORX��JRX��NRX��KRX��]RX��FRX��VRX��
]KRX��FKRX��VKRX��URX

iou
�\RX�
>MR�ٖ@

$SSHDUV�DIWHU�P���G���Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\RX��PLX��GLX��QLX��OLX��MLX��TLX��[LX�

Lin’s IPA: [jou]
Mei’s IPA: [iu], [ju]

7KLV�VRXQG�QHYHU�DSSHDUV�DV�´�LRXµ�LQ�Pinyin��,W�
PRVW�RIWHQ�DSSHDUV�DV�´�LXµ�RU�DV�WKH�ZRUG�\RX�

7KH�>M@�JOLGH�VKRXOG�QRW�EHFRPH�DQ�>L@�YRZHO�ZLWK�
WKLV�HQGLQJ��7KH�>ٖ@�YRZHO�DW�WKH�HQG�VKRXOG�EH�
placed at the last possible second of a held note.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�
WHQG�WR�RYHU�H[DJJHUDWH�WKH�>ٖ@�RI�WKH�GLSKWKRQJ��
FORVLQJ�WKH�YRZHO�WR�D�>X@�RU�HORQJDWLQJ�LW�

[o] dominant endings

7KH�&KLQHVH�>R@�YRZHO�LV�SURQRXQFHG�VLPLODUO\�
WR�WKH�*HUPDQ�>R@�YRZHO�EXW�VOLJKWO\�PRUH�RSHQ��
1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�WHQG�WR�WXUQ�WKH�>R@�
YRZHO�LQWR�WKH�YRZHO�IRXQG�LQ�WKH�(QJOLVK�ZRUG�

´FRDWµ�>NހRٖW@��:KHQ�VDLG�FRUUHFWO\��WKH�OLSV�ZLOO�EH�
much more rounded when saying the Mandarin 

>R@�WKDQ�LQ�WKH�(QJOLVK�>R@�
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ong
[oƾ]

$SSHDUV�DIWHU�G���W���Q���O���J���N���K���]���F���V���]K���FK���U�
3RVVLEOH�Pinyin�ZRUGV��GRQJ��WRQJ��QRQJ��ORQJ��JRQJ��NRQJ��KRQJ��]RQJ��FRQJ��VRQJ��]KRQJ��
FKRQJ��URQJ

Lin’s IPA: [uƾ]
0HL·V�,3$�[ƾؠ<�

/LQ·V�>X@�YRZHO�LV�WRR�FORVHG�DQG�0HL·V�>ؠ@�YRZHO�
LV�WRR�RSHQ��7KH�>R@�YRZHO�VSOLWV�WKH�GLIIHUHQFH�
between those two and is the most accurate 

representation of this ending.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
ZKHQ�VHHLQJ�WKH�VSHOOLQJ�RI�WKHVH�3LQ\LQ�ZRUGV�ZLOO�
WHQG�WR�SURQRXQFH�WKHP�ZLWK�WKH�>ؠ@�YRZHO�VRXQG�

Lin’s IPA: [uƾ]
0HL·V�,3$�[ƾؠ<�

/LQ·V�>X@�YRZHO�LV�WRR�FORVHG�DQG�0HL·V�>ؠ@�YRZHO�
LV�WRR�RSHQ��7KH�>R@�YRZHO�VSOLWV�WKH�GLIIHUHQFH�
between those two and is the most accurate 

representation of this ending.

2QH�VKRXOG�PRYH�WKURXJK�WKH�>M@�JOLGH�DV�TXLFNO\�
as possible.

&RPPRQ�WHQGHQFLHV��1DWLYH�(QJOLVK�VSHDNHUV�
when seeing the spelling of these Pinyin words will 

WHQG�WR�SURQRXQFH�WKHP�ZLWK�WKH�>ؠ@�YRZHO�VRXQG��
,I�WKH�>M@�JOLGH�LV�QRW�TXLFN��RQH�V\OODEOH�ZRUGV�WHQG�
to become two. 

iong
�\RQJ�
[joƾ]

$SSHDUV�DIWHU�M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\RQJ��MLRQJ��TLRQJ��[LRQJ
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u
[u]

$SSHDUV�DIWHU�E���S���P���I���G���W���Q���O���J���N���K���]���F���V���]K���FK���VK���U�
3RVVLEOH�Pinyin�ZRUGV��ZX��EX��SX��PX��IX��GX��WX��QX��OX��JX��NX��KX��]X��FX��VX��]KX��FKX��
VKX��UX

[u] dominant endings

7KLV�HQGLQJ�LV�SURQRXQFHG�VLPLODUO\�WR�WKH�*HUPDQ�>X@�YRZHO��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�WHQG�WR�QRW�
URXQG�WKH�OLSV�HQRXJK�WR�SURGXFH�WKH�0DQGDULQ�YHUVLRQ�RI�WKLV�YRZHO�

Lin’s IPA: [u]
Mei’s IPA: [u]

7KLV�HQGLQJ�LV�SURQRXQFHG�VLPLODUO\�WR�WKH�*HUPDQ�
>\@�����YRZHO��1DWLYH�(QJOLVK�VSHDNHUV�ZLOO�WHQG�
to not round the lips enough to produce the 

0DQGDULQ�YHUVLRQ�RI�WKLV�YRZHO��$GGLWLRQDOO\��WKH\�
PLJKW�WHQG�WR�WXUQ�WKH�>\@�YRZHO�LQWR�D�SXUH�>X@�
RU�DGG�D�>Z@�JOLGH�DQG�DQ�>L@�YRZHO��)RU�H[DPSOH��
WKH�&KLQHVH�ZRUG�´MXQµ��>Wء\Q@��PLJKW�EHFRPH�
>GٞXQ@�RU�>GٞXZLQ@.

1RWH�WKDW�ZKHQ�´\��µ�´M��µ�´T��µ�RU�´[�µ�SUHFHGHV�´�Xµ�
RU�´�XQ�µ�WKH�´Xµ�YRZHO�ZLOO�DOZD\V�EH�SURQRXQFHG�
DV�>\@��:KHQ�DQ\�RWKHU�FRQVRQDQW�SUHFHGHV�´�Xµ�
RU�´�XQ�µ�WKH�´Xµ�YRZHO�LV�SURQRXQFHG�DV�D�SXUH�
>X@�RU�DQ�>ذQ@��UHVSHFWLYHO\�

Descriptions begin on next page.

[y] dominant endings
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/LQ·V�,3$�@\ر<�
Mei’s IPA: [y]

,�FKRVH�WR�XVH�0HL·V�,3$�EHFDXVH�WKH�>ر@�JOLGH�LV�
RQO\�SUHVHQW�LQ�WKH�FDVH�RI�WKH�ZRUG�´\X�µ�:KHQ�
SUHFHGHG�E\�>Q@��>O@��>M@��>T@��RU�>[@��WKH�´�µ�RU�´Xµ�
EHFRPHV�VLPSO\�>\@�

/LQ·V�,3$�@Q\ر<�
Mei’s IPA: [yn]

$V�DERYH��´\XQ�µ�´TXQ�µ�´MXQ�µ�DQG�´[XQµ�DUH�
RQO\�SURQRXQFHG�ZLWK�DQ�>\Q@�HQGLQJ�DQG�QHYHU�
D�SXUH�>X@��WKHUHIRUH�DQ�XPODXW�LV�QRW�QHHGHG�WR�
distinguish the endings.

3URQRXQFHG�OLNH�D�*HUPDQ����>\@��ZLWK�D�VOLJKW�
>L@�EHIRUH�WKH�>Q@�FRQVRQDQW��$W�WKH�RQVHW��WKH�
OLSV�IRUP�DQ�>X@�DQG�WKH�WRQJXH�LV�VKDSHG�OLNH�DQ�
>L@��%HIRUH�WKH�>Q@��WKH�YRZHO�VKLIWV�YHU\�VOLJKWO\�
WR�DQ�>L@�

ün
�\XQ�
@Q\ر<

$SSHDUV�DIWHU�M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\XQ��MXQ��TXQ��[XQ�

ü
�\X�
[y]

$SSHDUV�DIWHU�Q���O���M���T���[�

3RVVLEOH�Pinyin�ZRUGV��\X��Q���O���MX��TX��[X
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Virgil’s Words 
and Willaert’s Music:

Humanistic Case Studies
Jonathan Harvey
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Humanism as an intellectual trend is most 
closely associated with the rediscovery 
and revival of Greek and Roman written 

works during the Renaissance. Because of the lack 
of information about Greek and Roman music 
during the Renaissance, humanism’s effect on 
Renaissance music has often been characterized 
as indirect, or partial—especially given the lack 
of direct models for emulation. 

One rarely studied humanistic musical trend 
of the Renaissance is the practice of composers 
setting texts from ancient Greece or Rome. 
Sixteenth-century composer Adrian Willaert’s 
three settings of excerpts from Virgil’s Aeneid 
(O socii, Dulces exuviae a 4, and Dulces exuviae a 
3) are splendid examples of this trend, and an 
examination of these pieces and their context 
can illuminate and enrich our understanding of 
Renaissance musical culture.

Setting the scene: Willaert, humanism, 
and the Aeneid

Willaert at a glance

Adrian Willaert was one of the central musical 
ÀJXUHV�RI�PLG�VL[WHHQWK�FHQWXU\�(XURSH��$V�WKH�
maestro di cappella at the Basilica of St. Mark in 
Venice from 1527 until 1562, Willaert presided 
over an extensive musical organization and 
also built a reputation as a master teacher. His 
students, who studied with him at various levels 

Abstract

Netherlandish composer Adrian Willaert (c.1490–1562), who held the maestro di cappella post at St. 
Mark’s Basilica in Venice for much of the mid-16th century, composed three motets that set excerpts from 
the Latin text of Virgil’s epic Aeneid��F����%&(���:KLOH�PRWHWV�DUH�JHQHUDOO\�GHÀQHG�DV�VDFUHG�ZRUNV��WKHVH�
three secular Latin-texted pieces provide a series of examples of musical humanism in practice. Willaert’s 
O socii, Dulces exuviae a 3, and Dulces exuviae a 4 are case studies both for the ways that Renaissance-era 
composers engaged directly with humanism through their compositions, and for the varied motives that 
could lead a composer at this time to set this ancient Roman text.



44

of formality, included many of the most prominent 
musicians of the next generation, such as Cipriano 
de Rore, Perissone Cambio, Baldassare Donato, 
Nicola Vicentino, Girolamo Parabosco, Costanzo 
Porta, Jacques Buus, and Gioseffo Zarlino.1 

While most of Willaert’s career was spent in 
Venice, he was probably born in Bruges around 
1490. The little that is known of his early career 
comes to us through the writings of his pupil 
Zarlino, particularly the Dimostrationi harmoniche 
of 1571. In that work, Zarlino wrote that as a 
young man Willaert went to France to study law 
at the University of Paris. Such study usually 
began at around fourteen years of age but 
Willaert may have started later, after serving as 
a choirboy. As a student at the University Willaert 
would have studied the trivium (grammar, logic, 
and rhetoric) and the quadrivium (arithmetic, 
geometry, music, and astronomy), and engaged 
with the contemporary intellectual movement of 
humanism; several of the civil law faculty at the 
University of Paris were prominent humanists.2  
Although he started studying law, Willaert 
quickly turned his attention to music and studied 
privately with Jean Mouton, a musician in the 
French royal chapel.3 

Aeneid and humanism

The humanist educational philosophy that 
developed in Italy in the late fourteenth and early 
ÀIWHHQWK�FHQWXULHV�DQG�VSUHDG�WR�PDQ\�RWKHU�SDUWV�
RI�(XURSH�XVHG�9LUJLO·V�Aeneid as a foundational 

1 Lewis Lockwood, Giulio Ongaro, Michele Fromson, and Jessie 
Ann Owens, “Willaert, Adrian,” Grove Music Online, Oxford Music 
Online, Oxford University Press, (http://www.oxfordmusiconline.
com/subscriber/article/grove/music/40122).
2 Tim Shephard, “Finding fame: Fashioning Adrian Willaert ca. 
1518,” Journal of the Alamire Foundation 4, no. 1 (2012): 19.
3 Lockwood et al, “Willaert, Adrian.”

text because of its connections to Greece and 
to Rome. The Greek connection derives from 
WKH�LQÁXHQFH�RI�+RPHU·V�ZRUN�XSRQ�9LUJLO��,Q�
Homer’s Iliad, Aeneas was a minor character 
associated with the founding of Rome, and Virgil 
took the disconnected stories of that character as 
the basis for an epic glorifying the roots of the 
QHZ�5RPDQ�(PSLUH�

The structure of the Aeneid�LV�DOVR�LQÁXHQFHG�
by Homer: the Iliad is a battle epic, the Odyssey 
is a travel epic, and Virgil brought both of 
those narrative archetypes into a single work. 
He devoted the first six books of the Aeneid 
to Aeneas’s wandering journey from Troy to 
Latium (a travel epic), and the last six books to 
the war in Latium, where Aeneas’s forces were 
ultimately victorious (a battle epic).4 The Aeneid’s 
connection to Rome is clear: Virgil began work 
RQ�WKH�SRHP�IURP����WR����%&(��SUREDEO\�DV�
a tribute to Augustus, his patron and the new 
(PSHURU�RI�5RPH�

These connections to both Greek and Roman 
antiquity meant that the Aeneid was particularly 
appealing to Renaissance humanist scholars. 
)LYH�RI�WKH�PRVW�LQÁXHQWLDO�,WDOLDQ�5HQDLVVDQFH�
humanist educational treatises5 treat the Aeneid 
as a guidebook for good and moral behavior, with 
Aeneas as the ultimate role model.6 This behavior 
modeling even crossed gender lines: Isabella 
6IRU]D��D�SDWURQ�RI�:LOODHUW·V��VWURQJO\�LGHQWLÀHG�
with the character of Aeneas.7 

4�(�*��.QDXHU��´9HUJLO·V�Aeneid and Homer,” Greek, Roman, and 
Byzantine Studies 5 (1964): 61–84.
5 Pier Paolo Vergerio’s De ingenuis moribus et liberalibus studiis 
(On the Noble Character and the Liberal Studies, c.1393), Leonardo 
Bruni’s De studiis et litteris (On Literary Studies, c.1405), Aeneas 
Sylvius Piccolomini’s De liberorum educatione (On the Education of 
Children, c.1445), Battista Guarino’s De ordine docendi et studendi 
(On the Order of Teaching and Studying, 1459), and Maffeo Vegio’s 
De educatione liberorum clarisque eorum moribus (On Education and 
Distinction of Character in Children, c.1460).
6�&UDLJ�.DOOHQGRUI��Vergil and the Myth of Venice: Books and Readers 
in the Italian Renaissance (Oxford: Clarendon Press, 1999), 50.
7 Ibid., 194.
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In 1518, another of Willaert’s patrons, Pope Leo 
X, commissioned the poet Marco Girolamo Vida to 
write an epic poem Christias on the life of Christ 
that would imitate the form of the Aeneid.8 In 
medieval and Renaissance commentaries on the 
Aeneid, Aeneas’s devotion to his father Anchises9 
is one of the dominant themes, and in an attempt 
to create a Christianized moral allegory out of 
Virgil’s epic, many scholars of the time linked 
Jesus’s devotion to God with Aeneas’s devotion 
to Anchises.  It is these educational and spiritual 
commentaries that informed most medieval and 
Renaissance readers’ approaches to the Aeneid. 
They would have come to know the work 
through a wide variety of textual sources such 
as anthologies, school texts, glosses (annotations 
written into margins or texts), and reworkings in 
the vernacular. These different modes of access 
had significant effects on how much of the 
work readers knew and the ways they attached 
meaning to it.10 

Virgil in music

Most trained musicians would have had some 
familiarity with the Aeneid through their 
schooling, and their wealthy and educated 
patrons certainly did. Because of Virgil’s 
importance to the intellectual life of Renaissance 
Italy, many composers set excerpts of his work 
to music. In fact, Virgil’s words had been set 
to music ever since music was first notated: 
several ninth- and tenth-century manuscripts 
of the Aeneid have neumes written in, usually at 
especially dramatic moments.11 

8 Ibid., 119.
9 Sean Gallagher, “Pater optime: Vergilian Allusion in Obrecht’s 
Mille quingentis,” The Journal of Musicology 18, no. 3 (Summer 
2001): 406.
10 Ibid., 410.
11 Oliver Strunk, “Vergil in Music,” The Musical Quarterly 16, no 4 
(October 1930): 483.

During the Renaissance, composers set excerpts 
from texts across Virgil’s oeuvre, including the 
Eclogues (Obrecht,12 Lassus, and Rossetti13) and 
the Georgics (from Nicolas Faber’s collection 
Melodiae Prudentianae et  in Virgi l ium , 14 a 
collection of odes set in simple homophony 
in a German Renaissance imitation of the 
style of ancient Roman music as it was then 
understood). However, it was the Aeneid, for the 
reasons mentioned above—Greek and Roman 
connections, humanistic educational curriculum, 
Christianized allegory—that was the most popular 
Virgilian text source for Renaissance composers.

There was some variety in the excerpts chosen 
from the Aeneid, but one passage, “Dulces 
exuviae,” Dido’s last words from Book IV, was 
the most commonly set. This passage is the 
culmination of Dido and Aeneas’s tragic love 
story. After the god Mercury has instructed 
Aeneas that he must continue his journey to 
Italy rather than linger at Carthage with Dido, 
Aeneas follows the directions of fate and the gods 
and leaves Dido behind. Dido, distraught at his 
departure, responds by taking her own life. At 
least seventeen Renaissance musical settings of 
this speech have come down to us, including those 
by composers such as Josquin, Lassus, Arcadelt, 
Mouton, de Orto, Ghiselin, Vaet, Gerarde, Handl, 
and Willaert.15 The text begins as follows:

651   Dulces exuviae, dum fata deusque 
sinebant,
652   accipite hanc animam meque his 
exolvite curis
653   vixi et, quem dederat cursum 
fortuna, peregi,
654   et nunc magna mei sub terras ibit 
imago.

12 Gallagher, “Pater optime,” 408.
13 Strunk, “Vergil,” 488.
14 Ibid., 489.
15 Allen B. Skei, “Dulces exuviae: Renaissance settings of Dido’s 
last words,” Music Review 37, no. 2 (1976): 77.
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O relics dear, while fate and god allowed, 
receive my spirit and free me from these cares; 
for I have lived and journeyed through the 
course assigned by fortune.
And now my Shade will pass, illustrious, 
beneath the earth.16 

August Wilhelm Ambros suggested a reason 
that “Dulces exuviae” was such a popular text 
with composers: “not only that it, taken out 
of the epic, is complete in itself like a motet 
text but also that the solemn pathos of the 
ZRUGV³WKH�VLWXDWLRQ�LWVHOI��WKH�SRHWLF�ÀJXUH�RI�
the dying queen—attracted them.”17 However, 
Renaissance composers rarely wrote from a sense 
of independent inspiration; the motivation to 
ZULWH�ZDV�PXFK�PRUH�OLNHO\�WR�EH�D�VSHFLÀF�SDWURQ�
or performance context. In this instance, where 
ZH�ÀQG�PDQ\�FRPSRVHUV�VHWWLQJ�WKH�VDPH�WH[W�
with no liturgical motivation, it is also possible 
that emulation and imitation of other musicians 
could have been a motive, whether out of a sense 
of competition or homage.18 

Why set the Aeneid to music?

A pair of “Dulces exuviae” settings by Josquin and 
0RXWRQ�KDV�DWWUDFWHG�VLJQLÀFDQW�DWWHQWLRQ�IURP�
modern musicologists, and the compositional 
genesis of Josquin’s work in particular can give 
XV�D�JOLPSVH�LQWR�WKH�VSHFLÀF�FRQWH[W�RI�ZK\�D�

16 Allen Mandelbaum, The Aeneid of Virgil (Berkeley: University of 
California Press, 1971), 103.
17 Skei, “Dulces exuviae,” 89.
18 For explorations of this phenomenon of imitatio, see: Lewis 
Lockwood, “On ‘Parody’ as Term and Concept in 16th-Century 
Music,” in Aspects of Medieval and Renaissance Music: A Birthday 
Offering to Gustave Reese, ed. Jan La Rue (New York: W.W. 
1RUWRQ������������²����+RZDUG�0D\HU�%URZQ��´(PXODWLRQ��
Competition, and Homage: Imitation and Theories of Imitation in 
the Renaissance,” Journal of the American Musicological Society 35, 
no. 1 (Spring 1982): 1–48; Honey Meconi, “Does imitatio exist?” 
The Journal of Musicology 12, no. 2 (Spring 1994): 152–178; 
John Milsom, “‘Imitatio,’ ‘intertextuality,’ and early music,” in 
Citation and authority in Medieval and Renaissance music: Learning 
from the learned��HG��6X]DQQDK�&ODUN�DQG�(OL]DEHWK�(YD�/HDFK�
(Woodbridge: Boydell & Brewer, 2005), 141–151; etc.

composer might set a Virgil excerpt. Both Josquin’s 
DQG�0RXWRQ·V�ZRUNV�ÀUVW�DSSHDU�LQ�D�PDQXVFULSW�
FRSLHG�IRU�+HQU\�9,,,�RI�(QJODQG�EHWZHHQ������
and 1533 (GB-Lbl Royal 8 G. vii), which was 
probably prepared to commemorate the wedding 
of Henry and Catherine of Aragon.19

Josquin’s four-voice setting follows the poetic 
structure of the text, with cadences at the ends 
of lines. It is mostly imitative but draws attention 
to key words like “vixi” (“I have lived”) through 
homophony, and is marked by a change of mode 
from Dorian to Phrygian in the last poetic line.

Mouton’s four-voice setting seems to be a direct 
homage to Josquin’s. Mouton takes the superius 
voice of Josquin’s setting, raises it by a fourth, 
DQG�XVHV�LW�DV�D�FDQWXV�ÀUPXV�LQ�KLV�RZQ�superius 
line. The modal identity of Josquin’s work is 
preserved (albeit a fourth higher, accomplished 
ZLWK�WKH�DGGLWLRQ�RI�D�%�ÁDW�WR�WKH�NH\�VLJQDWXUH���
but all of the counterpoint is new. Mouton’s 
three lower voices contain shorter note values 
than Josquin’s, and there is more textural 
variety. Mouton incorporates antiphonal effects, 
a canon between the superius and tenor voices 
at times, and generally weaves a more complex 
contrapuntal fabric than that of Josquin’s setting.

It is the quotation of Josquin by Mouton that drew 
initial musicological attention to these two settings 
of “Dulces exuviae,” but there has also been 
ongoing debate about the patron(s) for whom 
these pieces were composed. In 1954, Helmuth 
Osthoff argued that the group of Aeneid settings 
appearing in the Henry VIII manuscript (including 
Josquin and Mouton’s settings) probably 
originated from a single complex of commissioned 
Virgil-based works. According to Osthoff, the most 
probable patron for this theoretical set would have 
EHHQ�,VDEHOOD�G·(VWH������²�������,Q�������VKH�

19 Skei, “Dulces exuviae,” 78.
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commissioned the sculptor Andrea Mantegna to 
design a monument to Virgil in Mantua, and there 
was some suggestion that music was part of the 
project as well.20

In 1965, Martin Picker noted that two of the Virgil 
settings that appear in the Henry VIII manuscript 
(an anonymous setting and one by de Orto) also 
appear in a chansonnier prepared for Marguerite of 
Austria at around the same time. He argued that 
because both of these manuscripts originated in 
the Netherlands, Osthoff’s proposal of an Italian 
origin seemed less likely.21 

Decades later, in 2004, Michael Zywietz proposed 
that Josquin’s Virgil settings, including this 
Dulces exuviae, might well have been composed 
VSHFLÀFDOO\�IRU�0DUJXHULWH�RI�$XVWULD·V�FRXUW�LQ�
Mechlin. Zywietz points out that members of 
the Mechlin court built a mythology around the 
city centered on similarities with Troy, and that 
0DUJXHULWH�KHUVHOI�GHHSO\�LGHQWLÀHG�ZLWK�WKH�
character of Dido.22 

This review of theories about the genesis of these 
pieces is not presented to suggest a concrete 
answer. Instead, the fact of multiple plausible 
patrons indicates the widespread interest in 
Virgil at this time, especially among highly 
educated members of the nobility, and the range 
of composers who catered to this interest by 
setting excerpts from his works. Willaert was no 
exception, and his three Virgil settings are clear 
examples of these musical and intellectual trends.

20 Helmuth Osthoff, “Vergils Aeneis in der Musik von Josquin des 
Prez bis Orlando di Lasso,” Archiv für Musikwissenschaft 11, no. 2 
(1954): 99.
21 Martin Picker, The Chanson Albums of Marguerite of Austria 
(Berkeley: University of California Press, 1965), 95.
22 Michael Zywietz, “‘Dulces exuviae’—Die Vergil-Vertonunge des 
Josquin des Prez,” Archiv für Musikwissenschaft 61, no. 4 (2004): 245.

Humanistic Case Study #1: Willaert’s O socii

Willaert’s setting of the Aeneid passage “O socii” 
appears in only one extant source, the print 
Quinto libro di madrigali à cinque voci (“Fifth book of 
PDGULJDOV�IRU�ÀYH�YRLFHVµ��SXEOLVKHG�E\�*DUGDQR�
in 1566. The print is billed as a collection of 
pieces by Cipriano de Rore, and while Willaert’s 
O socii is the only work by Willaert in it, the print 
also includes works by Ippolito Sabino, Giovanni 
Nasco, Orlande de Lassus, and Bartomoleo 
Spontone. A setting of the Virgil “O socii” text by 
Rore is also in the print, and these two works are 
the only surviving settings of this text from the 
Renaissance.23 Both pieces bear the inscription 
“Illustrissimi et Reverendissimi Cardinalis 
*UDQYHOODQL�(PEOHPDµ��´7R�WKH�,OOXVWULRXV�DQG�
Revered Cardinal Granvelle”). So, who is this 
Cardinal who was so attached to the O socii text, 
and how did they become connected to Willaert?

Antoine Perrenot de Granvelle (1517–1586), 
was a sixteenth-century politician, diplomat, and 
FOHULF��+H�KHOG�DQ�LPSUHVVLYH�QXPEHU�RI�VLJQLÀFDQW�
posts, such as the Bishop of Arras (1538–1550); 
prime minister to Charles V when the latter was 
.LQJ�RI�6SDLQ�DQG�+RO\�5RPDQ�(PSHURU������²
1555); prime minister to Charles’s son Philip II 
(1555–1559); Cardinal and Archbishop of Malines 
(1561–death); and Viceroy of Naples (1571–
1575).24 Granvelle was an active patron of music 
and had especially extensive correspondence 
ZLWK�:LOODHUW�DQG�/DVVXV��7KH�VLJQLÀFDQFH�RI�KLV�
musical patronage is also made clear by three 
important publications dedicated to him: Tielman 
Susato’s Liber primus ecclesiasticarum cantionum of 
1553; Pierre Phalèse’s print of motets by Pierre 
de Manchicourt, Liber quintus cantionum sacrarum of 

23�.DUHQ�$WNLQV��´7KH�,OOXVLRQ�RI�WKH�Prima Pratica and Seconda 
Pratica in the music of Willaert and Rore,” (MA thesis, UNC 
Chapel Hill, 2012): 66.
24 Ignace Bossuyt, “O socii durate: A Musical Correspondence from 
the Time of Philip II,” Early Music 26, no. 3 (August 1998): 433.
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������DQG�/DVVXV·V�ÀUVW�VHW�RI�PRWHWV��Il primo libro 
de motteti, published by Johannes Laet in 1556.25

There is some uncertainty about precisely how 
:LOODHUW�DQG�*UDQYHOOH�ÀUVW�PHW��EXW�WKHUH�DUH�
three possible occasions: Granvelle’s extended 
studies in Italy from 1532–1536; a visit by Willaert 
to Flanders in 1542; or the composer’s second visit 
to Flanders in 1557.26 

A series of letters dating from 1557 to 1559 
between Granvelle, Willaert, and Giovanni 
)UDQFHVFR�'ROÀQR��D�9HQHWLDQ�FOHULF�ZKR�OLYHG�
1529–1584) illustrate the process through which 
Willaert’s setting of “O socii” came to be. In the 
ÀUVW�OHWWHU��:LOODHUW�WKDQNV�*UDQYHOOH�IRU�WKH�JLIW�RI�
a medal. This medal had the Cardinal’s portrait on 
one side and the image of a ship in a storm on the 
other, accompanied by Granvelle’s motto, “durate” 
(“endure”).27 The Cardinal took this motto from 
lines 198–207 of the Aeneid, a passage that directly 
follows the shipwreck of Aeneas and his crew on 
the coast of Carthage:

198   O socii—neque enim ignari sumus 
ante malorum— 
199   O passi graviora, dabit deus his 
TXRTXH�ÀQHP��
200   Vos et Scyllaem rabiem penitusque 
sonantis 
201   accestis scopulos, vos et Cyclopea 
saxa 
202   experti: revocate animos, 
maestumque timorem 
203   mittite: forsan et haec olim 
meminisse iuvabit. 
204   Per varios casus, per tot discrimina 
rerum 
205   tendimus in Latium; sedes ubi fata 
quietas 

25 Ibid., 435.
26 Ibid., 442.
27 Ibid., 436.

206   ostendunt; illic fas regna resurgere 
Troiae. 
207   durate, et vosmet rebus servate 
secundis.

O comrades—for ere this we have not been 
ignorant of evils—
O ye who have borne a heavier lot, to this, too, 
God will grant an end! 
Ye drew near to Scylla’s fury and her deep-
echoing crags; 
ye have known, too, the rocks of the Cyclopes; 
recall your courage and put away sad fear. 
Perchance even this distress it will some day 
be a joy to recall. 
Through divers mishaps, through so many 
perilous chances, 
we fare towards Latium, where the fates point 
out a home of rest. 
There ’tis granted to Troy’s realm to rise 
again; 
endure, and keep yourselves for days of 
happiness.28 

In a later letter dated 8 October 1558, Willaert 
mentions that he plans to send Granvelle a copy 
of his new motet and madrigal collection Musica 
Nova, which was just being published. Willaert 
also apologizes that he has not yet been able to 
IXOÀOO�*UDQYHOOH·V�UHTXHVW�IRU�D�PXVLFDO�VHWWLQJ�
of “O socii,” meaning that in some intervening 
correspondence, now lost, Granvelle had asked 
Willaert to set his motto passage from the Aeneid 
to music.29

A second letter dated the very same day, from 
'ROÀQR�WR�*UDQYHOOH��LQGLFDWHV�WKDW�'ROÀQR�LV�
serving as an intermediary between Granvelle and 
:LOODHUW��,Q�LW��'ROÀQR�ZULWHV�WKDW�:LOODHUW�KDV�
given him the copy of Musica Nova��ZKLFK�'ROÀQR�
plans to forward to Granvelle immediately.30 

28 H. Rushton Fairclough, trans. Virgil: Eclogues, Georgics, Aeneid 
1-6 (Cambridge, MA: Harvard University Press, 1986), 254.
29 Bossuyt, “O socii durate,” 437
30 Ibid., 439.
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In the next relevant letter, from Dolfino to 
*UDQYHOOH�GDWHG���$SULO�������'ROÀQR�DVVXUHV�
Granvelle that Willaert has indeed begun work 
RQ�WKH�´2�VRFLLµ�VHWWLQJ��$FFRUGLQJ�WR�'ROÀQR��WKH�
composer was afraid that the piece would not 
PHHW�*UDQYHOOH·V�H[SHFWDWLRQV��EXW�'ROÀQR�ZDV�
working to assure him that Granvelle would love 
it.31 For many years, musicologists had thought 
that Willaert was asked to write the piece on the 
occasion of Granvelle’s appointment as archbishop 
in 1561. These letters indicate that he began the 
piece years before, in early 1559.

The text that Willaert ultimately set was not a 
direct quotation of the Aeneid. Instead, it was 
altered as follows:

O socii, durate.
O socii, neque enim ignari sumus ante 
malorum; 
O passi graviora, dabit deus his quoque 
ÀQHP��
([SHUWL��UHYRFDWH�DQLPRV�PRHVWXPTXH�
timorem 
Mittite; forsan et haec olim meminisse 
iuvabit, 
Per varios casus, per tot discrimina rerum, 
Tendimus, ostendunt sedes ubi fata 
secundas. 
Durate, et vosmet rebus servate secundis.

The changes include the addition of the opening 
line (“O socii, durate,” which does not appear in 
Virgil), the removal of references to mythology 
(Scylla, Cyclops), and the removal of references 
WR�VSHFLÀF�SODFHV��/DWLXP��7UR\���$Q�HTXLYDOHQW�
alteration of H. Rushton Fairclough’s Aeneid 
translation would read as follows:

O comrades, endure.
O comrades, for ere this we have not been 
ignorant of evils;
O ye who have borne a heavier lot, to this, too, 

31 Ibid., 440.

God will grant an end,
recall your courage and put away sad fear. 
Perchance even this distress it will some day 
be a joy to recall. 
Through divers mishaps, through so many 
perilous chances, 
we move forward, where the fates point out 
another home. 
Endure, and keep yourselves for days of 
happiness.

Willaert’s setting uses a soggetto cavato, a 
compositional process by which a passage of 
text is directly translated into a musical line, 
XVXDOO\�WKHQ�XVHG�DV�D�FDQWXV�ÀUPXV��)LUVW��WKH�
text in question is rendered into the solmization 
syllables ut, re, mi, fa, sol, based on the vowels 
present in the text. Any syllable of the text with 
“u” as its vowel would be represented by the 
solmization syllable ut, a syllable containing 
“e” would be represented by re, “i” by mi, etc. 
In different tonal areas, called hexachords, 
these solmization syllables then correspond to 
GLIIHUHQW�VSHFLÀF�SLWFKHV³ut was F in the soft 
hexachord, C in the natural hexachord, and G in the 
hard hexachord. A passage of text could thus be 
WUDQVODWHG�LQWR�VSHFLÀF�SLWFKHV��FUHDWLQJ�D�NLQG�
of hidden musical message.

The text source for this particular piece’s soggetto 
is the word “durate”: Granvelle’s motto. The 
word is translated into the solmization syllables 
“ut, fa, re,” and all three hexachords are used, 
translating into the pitch motives seen in  
Table 1 (page 50).

The soggetto occurs in the quintus and sextus 
voices, which are the second highest and second 
lowest, respectively, in the six-voice texture. 
The quintus voice states the soggetto on all three 
hexachords in the following symmetrical order: 
natural, soft, hard, hard, soft, natural. The sextus 
voice states the soggetto in an inverted version 
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of that same symmetrical arrangement: hard, 
natural, soft, soft, natural, hard (see musical 
examples 1-3 below). These two voices each 
state their respective sequence almost three 
times, and in each of the three repetitions, the 
UK\WKPLF�YDOXHV�DUH�KDOYHG��LQ�WKH�ÀUVW�F\FOH��
the rhythm of each statement consists of a 
breve followed by two longae, conforming to the 
syllabic accentuation of the word “durate”; in the 

second cycle, the rhythm is a semibreve followed 
by two breves; in the incomplete third cycle, the 
rhythm is a minim followed by two semibreves. 
The third repetition breaks from the previously 
rigid pattern when the sextus voice declaims the 
soggetto in the natural hexachord instead of the 
expected hard hexachord. From that point on, 
both voices only use the natural hexachord until 
the piece ends seven measures later.

text du- ra- te

solmization ut fa re

hard hexachord G C A

natural hexachord C F D

soft hexachord F %�ÁDW G

Table 1

Musical example 1: Quintus, m.86–87 (natural hexachord)

Musical example 2: Quintus, m.89–90 (soft hexachord)

Musical example 3: Quintus, m.91–92 (hard hexachord)
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The soggetto exhibits Willaert’s love of musical 
games and his careful text setting, which is also 
exemplified by the other voices. The careful 
text setting can be clearly heard in the first 
ÀYH�PHDVXUHV��ZKHUH�WKH�RSHQLQJ�SKUDVH��ZLWK�
Granvelle’s motto) “O socii, durate” is stated 
homophonically by the cantus, altus, and bassus, 
with careful attention paid to giving longer 
pitch durations to accented syllables. O socii is 
also an extreme example of Willaert’s preference 
for continuously woven polyphony. The mode is 
Hypomixolydian, and all of the cadences are on 
G. However, in the entire 102-breve piece, there 
DUH�RQO\�WZR�FDGHQFHV��7KH�ÀUVW��EHWZHHQ�cantus 
and altus��RFFXUV�DW�WKH�PRPHQW�ZKHQ�WKH�ÀUVW�
soggetto cycle concludes. The second cadence, 
between altus and tenor, occurs at the conclusion 
of the piece.

With very few exceptions, the four non-soggetto 
voices (cantus, altus, tenor, bassus) move through 
the poetic text at the same rate but with no 
KRPRSKRQ\�DIWHU�WKH�ÀUVW�ÀYH�PHDVXUHV��(DFK�
OLQH�RI�WH[W�KDV�D�GLVWLQFW�UK\WKPLF�SURÀOH��ZKLFK�
adheres to the accentuation of the syllables. 
However, the pitch content of these motives 
varies widely between statements and voices. 
This results in a texture that is full of rhythmic 
reminiscences and a continuously shifting 
harmonic context. With the repeating soggetto 
statements and the absence of cadences, the 
resulting sound is a continuous, unbroken drive 
toward the end of the piece.

Humanistic Case Study #2: 
Willaert’s four-voice Dulces exuviae

Willaert’s four-voice Dulces exuviae setting appears 
in seven extant sources (three manuscript, four 
print). In those sources, the piece is unattributed 
or attributed either to Willaert or Mouton. The 
VRXUFHV�DOO�RULJLQDWHG�LQ�QRUWKHUQ�(XURSH��ZLWK�

one Venetian exception, and they all were all 
produced between 1538 and 1559. As extensive 
as the sources are, the compositional origin and 
context of Willaert’s four-voice Dulces exuviae 
is essentially unknown. Unlike the extensive 
contemporaneous documentation relating to 
O socii, this piece is not accompanied by any 
dedication or correspondence in any source. 
We have seen that many noble patrons were 
interested in the Aeneid, and Willaert was 
concerned with cultivating close relationships with 
SRZHUIXO�FRXUWV�WKURXJKRXW�(XURSH��,W�LV�SRVVLEOH�
that this setting was composed as a tribute to a 
noble who loved Virgil, similar to the Josquin and 
Mouton settings discussed above.

Willaert’s four-voice Dulces exuviae is a setting 
of eight lines of Dido’s tragic suicide speech, 
which is more text from the passage than other 
composers tended to use. The full text, from 
Aeneid, Book IV (lines 651–658) follows, with 
Allen Mandelbaum’s translation:

651   Dulces exuviae, dum fata deusque 
sinebant,
652   accipite hanc animam meque his 
exolvite curis
653   vixi et, quem dederat cursum 
fortuna, peregi,
654   et nunc magna mei sub terras ibit 
imago.
655   Urbem praeclaram statui, mea 
moenia vidi,
656   ulta virum poenas inimico a fratre 
recepi,
657   felix, heu nimium felix, si litora 
tantum
658   nunquam Dardaniae tetigessent 
nostra carinae.

O relics, dear, while fate and god allowed, 
receive my spirit and free me from these cares; 
for I have lived and journeyed through the 
course assigned by fortune.
And now my Shade will pass, illustrious, 
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beneath the earth.
I have built a handsome city, have seen my 
walls rise up, 
avenged a husband, won satisfaction from a 
hostile brother:
o fortunate, too fortunate—if only
the ships of Troy had never touched our 
coasts32 

:KLOH�WKH�ÀUVW�IRXU�OLQHV�WKDW�ZHUH�WUDGLWLRQDOO\�
set to music offer fairly general sentiments, the 
additional lines 655–658 make the original Dido-
centric context of the passage clear. The text as 
a whole is therefore closely bound to its source 
material rather than “complete in itself like a 
motet,”33 as Ambros wrote.

This piece, which is ninety-five breves long, 
is divided into three sections by rests in every 
voice, and each musical break corresponds with a 
VLJQLÀFDQW�UKHWRULFDO�DQG�SRHWLF�EUHDN�LQ�WKH�WH[W��
7KH�ÀUVW�VHFWLRQ�FRQWDLQV�WKH�ÀUVW�WZR�SRHWLF�OLQHV��
the second section contains the third and fourth, 
DQG�WKH�WKLUG�FRQWDLQV�OLQHV�ÀYH�WKURXJK�HLJKW�

This piece is modally ambiguous. The cantus line 
is clearly Phrygian, and there are cadences on 
PDQ\�SLWFKHV��PRVWO\�(��'��$��DQG�*��7KHUH�DUH�
many passages where the piece seems to shift to 
an A-based mode, and there are more cadences on 
A than any other pitch, especially at the beginning 
of the piece. There is only one proper cadence 
RQ�(��ZKLFK�ZRXOG�EH�H[SHFWHG�LQ�WKH�3KU\JLDQ�
mode: late in the piece, in m. 93, between cantus 
and bassus. Phrygian seems to be the strongest 
modal assignation, but there is modal commixture 
or shift from an A-based tonality to clear Phrygian 
mode over the course of the piece.

The texture of this setting is both typical and 
atypical of Willaert’s style. On the one hand, 

32 Mandelbaum, The Aeneid, 103.
33 Skei, “Dulces exuviae,” 89.

great care is taken to observe text accentuation by 
setting important syllables to long note values. As 
was noted above, this is very typical of Willaert’s 
style, and he was famous during his life for his 
text setting abilities. On the other hand, this is 
not a good example of his typical continuously 
woven polyphony. Quite the opposite: the piece 
is largely homophonic, syllabically set, with a 
cadence at the end of almost every poetic line. 
Ambros wrote of the piece that “Willaert’s music, 
in which the declamatory principle is more than 
usually prominent, makes [the text’s meaning] 
felt. Nominally a motet, the composition is almost 
a tragic monologue.”34 The polyphony is free, 
but the impression given is that of a single voice 
because of the pervasive syllabic homophony.

There are a few exceptions to this general style, 
and each seems to mark a moment of rhetorical 
emphasis. There are moments of greater melodic 
and textural complexity in the form of melismas 
in several voices, and those passages occur on 
important words: “sinebat” (“allow,” supplicating); 
and “inimico” (“hostile”). There are also several 
passages in which the text is repeated, but the 
music is not. These also occur at emotionally 
resonant moments: “accipite hanc animam” 
(“receive my spirit”); and “et nunc magna mei 
sub terras ibit imago” (“and now my Shade will 
pass, illustrious, beneath the earth”).35 

The third section of the piece is substantially 
ORQJHU�WKDQ�WKH�ÀUVW�WZR��EHFDXVH�WKH�ODVW�WZR�
poetic lines are repeated, with identical music, 
at the end of the piece (mm. 64–77 is the same 
as mm. 80–93). The repeated text is the crux of 
Dido’s tragedy: “o fortunate, too fortunate—if 
only the ships of Troy had never touched our 
coasts.” The event of Aeneas’s shipwreck on the 
shores of Carthage brought her great joy and also 

34 Ibid.
35 The cadential music on the word “imago” (“Shade”) is 
repeated, but the overall musical gesture is a new one for that 
text phrase.
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devastating sadness. Having weighed them, she 
concludes that it is not better to have loved and 
lost than never to have loved at all, but just the 
opposite: she wishes that she had never known 
Aeneas. The direct musical and textual repetition 
emphasizes the devastation that Dido feels.

Humanistic Case Study #3: 
Willaert’s three-voice Dulces exuviae

Willaert’s three-voice setting of the “Dulces 
exuviae” text is the least documented of his Virgil 
settings. For many years, it was not attributed to 
Willaert at all (instead labeled as “anonymous”), 
and later it was often confused with Willaert’s 
four-voice setting of the same text. For example, 
until recently the Digital Image Archive of 
Medieval Music (diamm.ac.uk) cross-listed the 
two settings as if they were a single composition. 
The three-voice setting is in fact an independent 
work, but was attributed to Willaert in just one 
of its three sources.

The function and context of the three-voice Dulces 
exuviae is probably similar to that of the four-voice 
setting (to pay tribute to a noble patron interested 
in Virgil), but the provenance of the sources is 
again not helpful in the effort to establish the 
context. The sources span roughly the same 
period (twenty-two years as opposed to twenty-
one), and there is more geographic diversity, with 
sources from northern Germany, Switzerland, and 
northern Italy. There does not appear to be any 
extant correspondence related to this setting, and 
none of the sources carries a helpful dedication. 
Barring the discovery of new letters, the exact 
context of this piece, like that of the four-voice 
setting, will remain a mystery.

The three-voice Dulces exuviae is much more 
modest in scale than the four-voice setting.  It 
is sixty-four breves long (about two thirds the 

length of the four-voice setting), and it only sets 
WKH�WUDGLWLRQDO�ÀUVW�IRXU�OLQHV�RI�'LGR·V�VSHHFK��
rather than the expanded eight. Although the 
piece begins with strict imitation at the octave, 
it quickly moves to the same syllabic and 
homophonic texture as the four-voice setting. 
The three-voice setting has even more frequent 
and clear musical breaks, created with rests and 
fermatas. These breaks occur not only at the end 
of every poetic line but also at most punctuation 
marks, heightening the “monologue” effect of the 
four-voice setting. The piece is in the Hypolydian 
mode, and every cadence is on either F or C.

Willaert singled out two passages in the text for 
special treatment. First, the word “vixit” (“lived”) 
is very clearly set apart, beginning after a rest and 
ending with a fermata. It is the shortest phrase in 
the work and is harmonically static. The second 
special textual moment comes at the end, when 
the words “ibit imago” (“Shade will pass”) are 
repeated many times, with an extensive melisma 
in the top voice. Not only is it the longest melisma 
by far in the work, it is also the only instance of 
text repetition in the entire piece.

([FHSW�IRU�WKRVH�WZR�SDVVDJHV��WKH�SLHFH�SURFHHGV�
mostly syllabically and homophonically, with little 
harmonic variety and frequent rests and fermatas. 
It is distinctly simpler than the other two pieces 
discussed in this study. Because of this simplicity, 
and because two of the three sources in which it 
appears were pedagogical collections (the Tschudi 
Liederbuch36 and Tricinia37), it is possible that it 
was composed as a teaching exercise. However, 
it is just as likely that because of its simplicity, it 
was deemed an appropriate pedagogical piece, 
even if Willaert never intended that use.

36 Donald Glenn Loach, “Aegidus Tschudi’s Songbook (St. Gall 
MS 463): A Humanistic Document from the Circle of Heinrich 
Glarean” (PhD diss., University of California Berkeley, 1969), 2.
37 Thomas L. Noblitt, ed., Tricinia: tum veterum recentiorum in arte 
musica symphonistarum: Latina, Germanica, Brabantica et Gallica 
�.DVVHO��%lUHQUHLWHU���������9,,,�
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=RRPLQJ�%DFN�2XW��&DVH�6WXG\�6LJQLˋFDQFH

The circumstances and details of these three Aeneid 
settings by Willaert indicate some of the ways that 
humanism was ingrained in the cultural life of Italy 
in the mid-sixteenth century—at least the cultural 
life of those who were wealthy and literate. 
Such intense interest focused on artistic works 
from the distant past, perceived to be crucial to 
understanding and enriching the current culture, 
and participating in a community of scholarship—a 
tradition that we continue today as scholars of 
early music. Humanist thinkers of the sixteenth 
century had a harder time of it than we do, 

though—Willaert is comparatively recent for us, 
seeing as Virgil was ~1600 years in the past for 
him, but he is only ~450 years in the past for us.

Parsing the context of sixteenth-century musical 
settings of Virgil, like those of Willaert, allows us 
to get a sense for Renaissance music culture in 
two crucial ways. First, we get a glimpse of the 
complex of interconnected motives that would 
lead a composer to write such a work. Second, we 
begin to understand the ways that musicians of the 
time engaged with the broader humanist endeavor, 
even without having extensive information about 
ancient Greek or Roman music to draw upon.
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Rameau Grand Motets

In convertendo (c. 1711) 
Jean-Philippe Rameau (1683–1764) 
Edited by Jean-Paul C. Montagnier (b. 1965)
ST[haute-contre]BarB: Solos
SST[haute-contre]TBarB: Chorus
2 Flutes, 3 Oboes, 2 Violins, 2 Violas, Bass,

Bassoon, Basso Continuo
(c. 26’)
Seven Movements: I: Récit de haute-contre;

II: Chœr; III. Duo de dessus et basse; IV: Récit 
de basse-taille; V: Chœr dialogué; VI: Trio de 
dessus, haute-contre et basse; VII: Chœr

Text: Latin: Psalm 125 and Psalm 68, verse 35 
Carus-Verlag (21.008)
ISBN: 9790007142155

Quam dilecta tabernacula 
Rameau
Ed. Montagnier
SST[haute-contre]BarB: Solos
ST[haute-contre]TBarB: Chorus
2 Flutes, 2 Oboes, 2 Violins, 2 Violas, Bass,

Bassoon, Basso Continuo
(c. 20’)
Seven Movements: I: Récit de Dessus; II: Chœr;

III: Récit de haute-contre; IV: Trio de deux 
dessus et basse; V: Récit de taille et chœr; VI: 
Récit de basse-taille; VII: Chœr

Text: Latin: Psalm 83 verses 1–5, 8, 9, 13
Carus-Verlag (21.006)
ISBN: 9790007142162

Deus noster refugium 
Rameau
Ed. Montagnier
SST[haute-contre]TTB: Solos
ST[haute-contre]TB

2 Flutes, 2 Oboes, 2 Violins, 2 Violas, Bass,
Bassoon, Basso Continuo

(c. 26’)
Eleven Movements: I: Récit de haute-contre; II:

Trio de deux dessus et basse; III: Chœr; IV: 
Récit de dessus; V: Récit de basse; VI: Quatuor 
pour haute-contre, deux tailles et basse; VII: 
Chœr; VIII: Récit de haute-contre; IX: Duo de 
taille et basse; X: Récit (missing vocal part); 
XI: Chœr (repeat of movement XII)

Text: Latin: Psalm 45
Carus-Verlag (21.007)
ISBN: 9790007142179

The grand motets  of  Jean-Phi l ippe 
Rameau (1683–1764) represent a unique 
contribution to this genre’s evolution. 

Through dramatic instrumental writing and 
vocal virtuosity, these compositions fuse the 
operatic sensibilities of Rameau’s secular works 
with the sacred conventions of French Baroque 
motets. In fact, Rameau’s motets, along with the 
more celebrated grands motets of Jean-Joseph de 
Mondonville (1711–1772), mark the end of a 
genre whose function was less sacred and more 
political propaganda.1 

1 Jean-Paul C. Montagnier, “French grands motets and their use at 
Chapelle Royale from Louis XIV to Louis XVI,” The Musical Times 
146, no. 1891 (Summer 2005): 57.

Choral Reviews
John C. Hughes, editor
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Given the popularity of grand motets in 16th and 
17th-century France, it is surprising that only three 
are extant from Rameau’s oeuvre. In convertendo, 
Deus noster refugium, and Quam dilecta tabernacula 
are all that survive from a composer who spent 
at least 26 years as an organist. Rameau’s sacred 
output is remarkedly small given his employment 
at numerous cathedrals: including Cathedral 
of Notre Dame des Doms in Avignon, Collège 
Louis-le-Grand (Jesuit College) in Paris, Notre 
Dame in Dijon, and Clermont Cathedral in Lyon.2 
Nonetheless, Rameau’s grands motets occupy a 
VLJQLÀFDQW�SODFH�ZLWKLQ�WKLV�JHQUH·V�KLVWRU\��

Despite their stature, access to critical editions of 
these works has been limited. Prior to 2004/2005, 
the only modern transcriptions of Rameau’s 
three motets were in Jean-Philippe Rameau: 
Oeuvres complètes, edited by Charles Malherbe, 
and later published separately by Durand, 
edited by Camille Saint-Saëns.3 These editions, 
while lauded for their pioneering contribution 
to Rameau scholarship, are a product of their 
time and aesthetics. As expected, they represent 
the performing and scholarly conventions of an 
earlier time, much like the early work of the 
Bach-Gesellschaft. Liberties were taken regarding 
instrument designation and, moreover, important 
performance practice concepts germane to the 
French Baroque were not included.

While issues of performance practice may not be 
necessary within a composer’s thematic catalog, 
WKHLU�DEVHQFH�GRHV�PDNH�LW�GLIÀFXOW�IRU�PRGHUQ�
performers to faithfully realize their works. 
Thankfully, Carus-Verlag helped bridge this gap 
between theoretical presentation and real-world 
application when they published Rameau’s three 

2 Thomas Christensen and Graham Sadler, “Rameau, Jean-
Philippe,” Grove Music Online, ed. Deane L. Root, accessed July 
26, 2021, www.oxfordmusiconline.com
3 Jean-Philippe Rameau, Tome IV, Motets: In convertendo, Quam 

dilecta tabernacula tua, ed. Charles Malherbe, vol. 4 of Jean-

Philippe Rameau: Oeuvres complètes, ed. C. Saint-Saëns and others 
(Paris, 1895–1924).

grands motets in 2004 and 2005. These scores, 
edited by the accomplished French musicologist 
Jean-Paul C. Montagnier, are scholarly editions 
usable for musicians unfamiliar with French 
Baroque conventions.

In convertendo

Of the three motets, more documentation 
exists regarding In convertendo’s genesis 
and performance history than the others. In 
convertendo was sung at least twice at the 
Concert-Spirituel in Paris (30 March and 5 April 
1751) and its performances were documented 
in Mercure de France (May 1751). Interestingly, 
this source aids in estimating In convertendo’s 
composition date, wherein the author stated 
that this “old motet [was] written nearly forty 
years ago.” Thus, In convertendo was composed 
around 1711. Additional records from these 
performances, as a reported in Correspondance 
littéraire (April 1751), document the changing 
tastes of French audiences. These sources state 
that In convertendo was ill-received and considered 
antiquated, especially compared to the galante 
styles of Mondonville’s motets, which were also 
presented at the same concert.4 

While documentation of In convertendo’s genesis 
and reception exists, only four musical sources 
are extant: the autograph manuscript, two later 
prints from c. 1777–1778, and a set of performing 
parts. Given the time span between the autograph 
and the two remaining sources—printed after 
Rameau’s death—it should be no surprise that 
WKH�ODWHU�VRXUFHV�GLIIHU�VLJQLÀFDQWO\�IURP�WKH�
autograph.5 These differences are most likely a 
4 Jean-Paul C. Montagnier, forward to In convertendo, by Jean 
Philippe Rameau, ed. Jean-Paul C. Montagnier (Stuttgart, 
Germany: Carus-Verlag, 2005), 9–10.
5 Signatur Vm 248 (autograph manuscript), Signatur Vm 507 and 
508 (scores from 1777–1778), and Signatur Vm 509 (performing 
parts) Bibliothèque nationale de France, Paris. Further information 
regarding these sources is found in Sylvie Bouissou, Denis 
Herlin, and Pascal Denécheau, Jean-Philippe Rameau. Catalogue 
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result of changing aesthetics in late 18th-century 
France and, as stated by Montagnier, “do not 
transmit the original state of the work…notably 
in terms of the instrumental texture, which has 
nothing in common with the practice of the years 
between 1710 and 1730.”6 The Carus-Verlag 
edition presents a score that closely resembles 
the autograph manuscript while resorting to the 
later sources to correct errors in the autograph. 
It does not include the numerous alterations and 
re-orchestrations of the secondary sources.

In convertendo, like his remaining motets, is 
an effective merging of Rameau’s operatic 
proclivities within a sacred genre. Its structure 
closely resembles that of Lalande, who’s grands 
motets were revered in Baroque France, with 
seven independent movements for a variety of 
solo combinations (recitative, duet, trio, etc.) 
and chorus. Its text is the entirety of Psalm 125 
DQG�3VDOP�����YHUVH�����ÀIWK�PRYHPHQW���:KLOH�
many movements exhibit Rameau’s polyphonic 
mastery—movement 2, “Tunc repletum est 
gaudio,” and movement 7, “Euntes ibant et 
flebant,”—Rameau’s dramatic flair is seen in 
the theatrical passages of movement 4, “Récit 
de basse-taille.” In addition, movement 1, as 
LGHQWLÀHG�E\�0RQWDJQLHU��´HYRNHV�WKH�DLU�¶&RXOH]��
mes pleurs,’ from Zaïs«RU�¶)DWDO�$PRXU·�IURP�WKH�
opening scene of Rameau’s Pygmalion.”7 

Quam dilecta tabernacula and 
Deu noster refugium

Unlike In convertendo, the creation of Rameau’s 
remaining motets and their performance 
history are not as well documented. It is 
assumed that they were composed a few years 

thématique des oeuvres musicales. Tom 1. Musique, instrumentale, 

musique vocale religieuse et profane, Paris (CMRS Edotopms. 
Bibliothèque nationale de France) 2007. 131–137.
6 Montagnier, 9–10.
7 Ibid.

after In convertendo, between 1713 and 1715 
when Rameau was in Lyon. Also, unlike the 
aforementioned work, autograph manuscripts of 
Quam dilecta tabernacula and Deus noster refugium 
are not extant. The two remaining sources for 
these motets are from c. 1777–1778 and, as with 
the secondary sources of In convertendo, represent 
a late 18th-century adaptation of Rameau’s motets 
rather than the original composition.

Through scholarly examinations of the later 
sources, Montagnier was able to determine that 
the copyist was working from a lost score, possibly 
an autograph. Montagnier concluded that much of 
the adaptations were within the orchestra texture. 
Many of the inner, viola parts were reduced to a 
single taille using the mezzo-soprano clef. This, 
and other amendments, resulted in, as stated 
by Montagnier, “a reinforcement of the high 
pitches…”8 In both Quam dilecta tabernacula and 
Deus noster refugium, the editor restores each 
motet to a form more closely associated with what 
was performed in Lyon at the time of its genesis.

Again, Quam dilecta tabernacula and Deus noster 
refugium illustrate Rameau’s mastery of dramatic 
effects within a sacred genre, and follow Lalande’s 
established individual movement structure. 
(OHPHQWV�RI�SRO\SKRQLF��IXJDO�SURÀFLHQF\�RFFXU�
LQ�WKH�ÀUVW�PRYHPHQW�RI�Quam dilecta tabernacula, 
and movement three, six, and seven of Deus 
noster refugium��7KHDWULFDO�ÁRXULVKHV�DUH�IRXQG�
in movement 3 of Quam dilecta tabernacula, and 
movement 2 and 9 of Deus noster refugium. For 
Quam dilecta tabernacula, Rameau selected various 
verses of Psalm 83 (1–5, 8, 9, and 13) while Deus 
noster refugium is a complete setting of the highly 
dramatic Psalm 45, which lent itself well to the 
operatic styles of Rameau.9 

8 Ibid.
9 Ibid.
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Except for highly specialized performing groups 
(i.e. Boston Baroque, Les Arts Florissants, La 
Chapelle Royale), Rameau’s grands motets 
are woefully underperformed, especially in 
the Unites States. This absence is due, partly, 
to the unfamiliarity of the musical tropes and 
peculiarities of this period. The complexity of 
French Baroque ornamentation, the uniqueness 
of rhythmic alterations (i.e. notes inégales), and 
the range limitations of particular instruments 
and voices (i.e. haute-contre) often give 
conductors pause.

Carus-Verlag’s edition and Montagnier’s scholarly 
contributions are highly commendable and 
appreciated as they provide musicians with 
the materials needed to bring Rameau’s grands 
motets to a modern audience. Many of the 
aforementioned peculiarities are addressed in 
the exhaustive forward, such as the size and 
nature of performing groups, continuo group 
instrumentation, and pronunciation.

However,  other issues of  performance 
practice receive cursory attention. For many, 
the trademark ornamentation of the French 
Baroque, which was second nature to early 
French musicians, is still a mystery today. 
Montagnier improved upon Malherbe’s edition by 
faithfully labeling all instances of ornamentation 
as indicated by Rameau; Malherbe only 
identified ornamentation with either a (tr.) 
or ( ) whereas Montagnier labels instances 
ZKHUH�5DPHDX�VSHFLÀFDOO\�LQVHUWV�D�������WU��� 
and ( ).

The editions presume that musicians are well-
informed on this practice. While it may be too 
exhaustive and beyond the scope of any edition 
to provide options for all ornaments, providing 
musicians with primary sources, along with 
reputable secondary sources that compile the 
primary sources, would empower performers 

with the information needed to approach 
DSSURSULDWH�RUQDPHQWDWLRQ�ZLWK�FRQÀGHQFH�10 

Another confounding challenge with performing 
Rameau’s grands motets is the haute-contre; the 
enigmatic vocal designation unique to the French 
Baroque. Although referring to a high male 
voice that is comparable to the contralto range, 
this voice designation, according to eighteenth-
century treatises, was not a countertenor as the 
haute-contre carried a fuller voice in the upper 
register without using falsetto (fausset).11 While 
the haute-contre�LV�QR�ORQJHU�FXOWLYDWHG��ÀQGLQJ�D�
suitable replacement is complicated. Within the 
choral texture, conductors may choose to assign 
this line to the altos—which due to its low range 
would present other problems—or divide the part 
between select tenors and altos depending on the 
tessitura. However, the latter solution would not 
work within the solo haute-contre movements. A 
few comments in the forward on how to approach 
this challenge would aid performers who are 
XQIDPLOLDU�ZLWK�WKLV�YRLFH�FODVVLÀFDWLRQ�

One could argue that these discussions may 
be beyond the scope of scholarly editions, 
especially when our current understanding of 
historically informed practice continues to evolve. 
Nevertheless, in order to ensure Rameau’s grands 
motets receive the attention they certainly deserve, 
an edition should empower the performer with 
tools, or sources, necessary to tackle many of the 
obstacles that intimidate modern musicians not 
versed in the idiosyncrasies of the French Baroque.

10 For primary sources, see Jean Antoine Bérard, L’Art du Chant 
(1755); François-Joseph Lécuyer, Principes de l’art du chant, 

suivant les règles de la langue et de la prosodie françoise (Paris, 
1769); Raparlier, Principes de Musique, les agréments du chant, 

et un essai sur la Prononciation, l”Articulation et la Prosodie de 

la langue françoise (1772); Alexandre de Villeneuve, Nouvelle 

methode tres courte et tres facile avec un nombre de lecons assez 

VXIÀVDQW�SRXU�DSSUHQGUH�OD�PXVLTXH�HW�OHV�DJUHHPHQWV�GX�FKDQW 
(Paris, 1733): For secondary sources see Anthony Reeves, 
“Ornamentation and French Baroque Choral Music,” Choral 

Journal 46/6 (2005), 67-75;   Dennis Shrock, Performance 

Practices in the Baroque ERA Related by Primary Sources (Chicago, 
IL: GIA Publications, 2013).
11 Christensen and Sadler, “Rameau, Jean-Philippe.”
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Montagnier’s edition of Rameau’s three extant 
motets are a much-needed gift to musicians, an 
improvement on Malherbe’s and Saint-Saëns’s 
pioneering work, and a crucial addition to modern 
research on one of France’s most celebrated 
composers. Through insightful knowledge of 
stylistic practice and compositional expectations 
of that era, Montagnier created three scores that 

restore Rameau’s grand motets to an original 
state that is devoid of late eighteenth-century 
mannerisms. Modern musicians now have reliable 
means to recreate the splendor of the grands 
motets at a unique point in it evolution.

— C. Michael Porter
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Once Upon A Time 
Skylark Vocal Ensemble 

Matthew Guard

artistic director 

B083SSZZW2

���������Ƭ��µ�

M
any of us are familiar with perspective-

bending images that can either be seen 

as a candlestick or two faces, or a young 

woman’s face looking away or an old woman’s 

SURÀOH�FORVH�XS��6N\ODUN·V�DOEXP�Once upon a Time 

LV�OLNH�WKDW��([SHULHQFLQJ�LW�IRU�WKH�ÀUVW�WLPH��RQH�
wonders: is it a choral recording with narration, 

or is it storytelling with incidental choral music?

Collegiate choral directors tend to devour choral 

recordings looking for one or more of three 

things: new repertoire, new interpretive ideas, 

RU�QHZ��RU�DW�OHDVW�QHZO\�HQDFWHG��FRQFHSWV�RI�
FKRUDO�VRXQG��6R�LW�LV�QDWXUDO�WKDW�WKRVH�XQIDPLOLDU�
with Skylark’s groundbreaking work in choral 

storytelling might approach this album similarly, 

perhaps anticipating a choral recording with a 

IRONWDOH�WKHPH��7KLV�DOEXP�LV�PXFK�PRUH�WKDQ�
WKDW��DQG�LW�LV�PRVW�UHZDUGLQJ�ZKHQ�H[SHULHQFHG�
DV�VWRU\WHOOLQJ�ZLWK�FKRUDO�FRPPHQWDU\�

Skylark’s Once upon a Time, released in February 

2020, takes two well-known folktales, the Grimm 

EURWKHUV·�´6QRZ�:KLWHµ�DQG�+DQV�&KULVWLDQ�
$QGHUVHQ·V�´7KH�/LWWOH�0HUPDLG�µ�DQG�ZHDYHV�HDFK�
into a half-hour-plus sonic feast that intertwines 

spoken word performance by Sarah Walker, a 

delightful variety of choral pieces and newly-

composed choral connective tissue by composer 

%HQHGLFW�6KHHKDQ�

7KH�VWRULHV��UHDG�ZLWK�GUDPDWLF�LQWLPDF\�E\�:DONHU��
are not the watered-down versions we’ve come to 

NQRZ�IURP�SRSXODU�ÀOPV��EXW�DUH�DGDSWDWLRQV�LQ�
contemporary American English of the European 

originals, with their stark yet ambiguous contrasts 

of light and dark, good and evil, compassion 

DQG�FUXHOW\��$V�HDFK�VWRU\�SURFHHGV��JHPV�RI�WKH�
XQDFFRPSDQLHG�FKRUDO�UHSHUWRLUH�DUH�VR�H[SHUWO\�
placed along the plot line as to seem composed 

H[SOLFLWO\�IRU�WKRVH�PRPHQWV�

Each of the two stories opens with one of 

Vaughan Williams’ Three Shakespeare Songs: 
´6QRZ�:KLWHµ�ZLWK�´7KH�&ORXG�&DSS·G�7RZHUVµ�
DQG�´7KH�/LWWOH�0HUPDLGµ�ZLWK�´)XOO�)DWKRP�)LYH�µ�
$V�´6QRZ�:KLWHµ�SURFHHGV��DOO�IRXU�PRYHPHQWV�
of Poulenc’s Un soir de neige are woven in, albeit 

QRW�LQ�WKHLU�RULJLQDO�RUGHU��5DWKHU��WKH\�DUH�
GHIWO\�SRVLWLRQHG�WR�RIIHU�D�VXUSULVLQJO\�H[DFW�
UHOHYDQFH�WR�WKH�SORW�SRLQWV�WKH\�DFFRPSDQ\��
-RLQLQJ�WKHP�DUH�FRPSRVLWLRQV�E\�5DXWDYDDUD��
0lQW\MlUYL��DQG�3HDUVDOO��ZKRVH�´/D\�D�*DUODQGµ�
DWWDLQV�D�KHDUWEUHDNLQJ�SRLJQDQF\�ZKHQ�LW�RFFXUV��
5RXQGLQJ�RXW�WKHVH�FRQWULEXWLRQV�LV�WKH�6HUELDQ�

5HFRUGLQJ�5HYLHZV
Jace Saplan, editor
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IRONVRQJ�´)DWLåH�NROR�µ�SRVLWLRQHG�DV�D�WULXPSKDQW�
SDHDQ�DIWHU�WKH�GHDWK�RI�WKH�HYLO�TXHHQ��´7KH�
/LWWOH�0HUPDLG�µ�RQ�WKH�RWKHU�KDQG��LQFRUSRUDWHV�
WZR�VHD�WKHPHG�SLHFHV�E\�9HOMR�7RUPLV� LQ�
addition to the Vaughan Williams, and tosses in 

Mäntyjärvi’s setting of “Double, double, toil and 

WURXEOHµ�IRU�WKH�6HD�:LWFK��DV�ZHOO�DV�ZRUNV�E\�
%HUQVWHLQ�DQG�/DXULGVHQ�

Perhaps the most remarkable contribution to 

WKH�H[SHULHQFH�LV�DOVR�WKH�PRVW�VXEWOH��%HQHGLFW�
Sheehan composed no fewer than fourteen 

connective pieces that include new material as 

well as deftly rendered adaptations of melodic 

and harmonic material from the surrounding 

pieces of unaccompanied repertoire, resulting in 

an intricate tapestry that presents new delights 

DW�HDFK�VXFFHVVLYH�OLVWHQLQJ��7KH�FRPELQHG�
results are truly astonishing in both delicacy and 

HPRWLRQDO�LPSDFW�

7KURXJKRXW�WKH�HQWLUH�H[SHULHQFH��6N\ODUN·V�
singing is both dramatically wide-ranging and 

H[TXLVLWHO\�QXDQFHG��0XFK�RI�WKH�UHSHUWRLUH��
and much of Sheehan’s writing as well, involves 

WKLFN�KDUPRQLF�WH[WXUHV�ZKLFK�UHTXLUH�WKH�SUHFLVH�
tuning and finely shaded balances for which 

6N\ODUN�KDV�ULJKWO\�HDUQHG�D�UHSXWDWLRQ��%H\RQG�
that, the group portrays a staggering variety of 

moods, from distant and ethereal to violently 

WKUHDWHQLQJ��WR�ERLVWHURXVO\�H[XEHUDQW��7KHUH�
DUH�H[TXLVLWH�VROR�SDVVDJHV�IURP�WKH�HQVHPEOH·V�
members, and the pacing of the emotional 

WUDMHFWRU\�FRQWULEXWHV�WR�WKH�RYHUDOO�QDUUDWLYH�DUF�

If at all possible, either buy the physical CD or 

download the album from a source that includes 

WKH�GLJLWDO�ERRNOHW��ZKLFK�L7XQHV�GRHV�QRW�SURYLGH��
7KH�WH[WV��WUDQVODWLRQV��DQG�H[SODQDWRU\�PDWHULDO�
H[SRQHQWLDOO\�LQFUHDVHV�WKH�HQMR\PHQW�

—William Culverhouse, Binghamton University

5LFKDUG�'DQLHOSRXU�
The Passion of Yeshua
8&/$�&KDPEHU�6LQJHUV�

Buffalo Philharmonic 

Chorus and Orchestra

JoAnn Falletta,

FRQGXFWRU�1D[RV
�����������
���������������

5ichard Danielpour’s The Passion of Yeshua 

stands on the shoulders of passion 

RUDWRULRV�E\�%DFK��+DQGHO��DQG�'LVWOHU��\HW�
contributes its own perspective to the traditional 

ELEOLFDO�QDUUDWLYH��7KH�RUDWRULR�KDV�EHHQ�EURXJKW�
to life in a stunningly vibrant way through the 

OHDGHUVKLS�RI�-R$QQ�)DOOHWWD��ZLWK�WKH�H[FHSWLRQDO�
8&/$�&KDPEHU�6LQJHUV�DQG�%XIIDOR�3KLOKDUPRQLF�
&KRUXV�DQG�2UFKHVWUD��:ULWWHQ�LQ�������WKH�
SLHFH�LV�WKH�FXOPLQDWLRQ�RI����\HDUV�RI�UHVHDUFK��
UHÁHFWLRQ��DQG�LQVSLUDWLRQ�IURP�'DQLHOSRXU��ZKR�
writes, “As an American born of Middle Eastern, 

Iranian parentage, I was fortunate to be part of an 

H[WHQGHG�IDPLO\�WKDW�HPEUDFHG�WKH�ULFK�KHULWDJH�
RI�ERWK�WKH�-HZLVK�DQG�&KULVWLDQ�WUDGLWLRQV����
7KHUH�ZDV�QR�¶SODFH·�IRU�P\�EHOLHIV��DQG�VR�ZKDW�
I did over the years was to build a temple or 

FDWKHGUDO�LQ�VRXQG��0XVLF�LV��IRU�PH��D�SODFH�
ZKHUH�*RG�UHVLGHV�µ1 

The Passion of Yeshua,  says Danielpour, 

was deeply inspired by his love of the Bach 

St. Matthew Passion��+H�ZULWHV�

7KH�JUHDW�St. Matthew Passion of Bach was 

D�SLYRWDO�ZRUN�LQ�P\�OLIH��,�KHDUG�LW�IRU�WKH�
ÀUVW�WLPH�DW�����DQG�KHDULQJ�LW�ZDV�IRU�PH�
RQH�RI�WKH�PRVW�VXEVWDQWLYH�FRQÀUPDWLRQV�
of my belief that I was put on this earth 

1�5LFKDUG�'DQLHOSRXU�DV�TXRWHG�LQ�The Passion of Yeshua album 

OLQHU�QRWHV�
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WR�ZULWH�PXVLF��7KLV�PRQXPHQWDO�ZRUN�
remained a touchstone for me over many 

years, so it is not surprising that when 

I began to think about The Passion of 
Yeshua�VWUXFWXUDOO\��ZKLFK�LV�KRZ�,�ÀUVW�
conceive of any work, I found myself 

UHWXUQLQJ�WR�WKLV�PDJQLÀFHQW�PXVLF�RI�
%DFK��7KH�KDUPRQLF��PHORGLF��UK\WKPLF��
and timbral languages of my work are 

markedly different from Bach’s, but there 

are moments, particularly in the last 

scene, which in their own way, bow to 

WKH�JUHDW�PDVWHU��2 

Danielpour’s inspiration in Bach’s passion setting 

FDQ�EH�VHHQ�ÀUVW�DQG�IRUHPRVW�LQ�WKH�VWUXFWXUH�
RI�WKH�SLHFH��7KH�KRXU�DQG�IRUW\�PLQXWH�ZRUN�LV�
broken into two main sections, each featuring 

VHYHQ�VFHQHV��%RWK�ODUJH�VHFWLRQV�HQG�ZLWK�D�
chorus movement, and feature chorale movements 

WKURXJKRXW��$V�'DQLHOSRXU�VWDWHV��WKH�ILQDO�
PRYHPHQW�RI�WKH�ZRUN�LV�DQ�KRPDJH�WR�-��6��
Bach, featuring fugal imitation which combine to 

SDUDOOHO�SDLUV�RI�YRLFHV��7KH�IRFXV�RQ�WKH�QXPEHU�
seven, seen in Jewish mysticism as a number of 

completion, carries throughout the piece: the 

structure, number of soloists, number of chorus 

movements, and number of movements featuring 

WKH�WZR�IHPDOH�VRORLVWV�

In most passion settings, as in the canonic 

gospels, the role of women is minimal, if 

PHQWLRQHG�DW�DOO��5HIUHVKLQJO\��The Passion of 
Yeshua�SODFHV�D�VLJQLÀFDQW�LPSRUWDQFH�RQ�WKH�
UROH�RI�ZRPHQ��'DQLHOSRXU·V�VHWWLQJ�IHDWXUHV�WKH�
UROHV�RI�0DU\��0LU\DP��DQG�0DU\�0DJGDOHQH�
�0LU\DP�0DJGDOD���VXQJ�E\�D�PH]]R�VRSUDQR�D�
VRSUDQR�VRORLVW��UHVSHFWLYHO\��'DQLHOSRXU�ZULWHV�
on the inclusion of these characters, “I wanted 

these women to have a powerful and central 

place in the musical commentary related to the 

QDUUDWLYH��DQG�LQ�GRLQJ�VR��JLYH�WKHP�D�YRLFH�µ3 
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5DWKHU�WKDQ�E\VWDQGHUV�LQ�D�PDOH�GRPLQDWHG�
story, the women in this setting are omnipresent 

0HVVLDQLF�SURSKHWV��7KHLU�WH[WV��SULPDULO\�FRPLQJ�
IURP�WKH�2OG�7HVWDPHQW��VHUYH�DV�WKH�KHUDOGV�RI�
<HVKXD·V�VDFULÀFH�DV�WKH�FRPSOHWLRQ�RI�VFULSWXUH��
7KH�ULFK��ODPHQWLQJ�WLPEUH�RI�-·1DL�%ULGJHV�DV�VKH�
pleads in the garden of Gethsemane in Scene 6 

DQG�DQQRXQFHV�-RVHSK·V��.HID·V��GHQLDO�LQ�6FHQH�
��GHÀQHV�WKH�KHDUWEUHDN�RI�0DU\�LQ�D�QHZ�OLJKW��
+LOD�3OLWPDQQ·V�DULD�EHIRUH�3LODWH�SRUWUD\V�0DU\�
0DJGDOHQH�DV�WKH�PRVW�GHYRWHG�RI�GLVFLSOHV��
Plitmann’s and Bridges’s duet at the foot of 

the cross in Scene 12 is masterfully sung; the 

accuracy of intonation in stark accompaniment 

and dissonance presents a uniquely haunting 

LPDJH�RI�WKH�FUXFLÀ[LRQ��

The Passion of Yeshua is a new passion setting 

IRU�D�QHZ�HUD��7KH�XVH�RI�+HEUHZ�WH[WV��FKDQW��
and tonalities like the phrygian dominant scale 

XVHG�LQ�VDFUHG�+HEUHZ�DQG�NOH]PHU�PXVLF�
KLJKOLJKW�WKH�FXOWXUDO�DQFHVWU\�RI�WKLV�VWRU\��(QJOLVK�
narration and dialogue allow listeners to enter 

the story from a contemporary perspective and 

EH�WUDQVSRUWHG�EDFN�LQ�WLPH��,W�LV�D�FRPELQDWLRQ�
RI�-XGDLVP�DQG�&KULVWLDQLW\��´7KLV�RUDWRULR�LV��
among other things, an attempt to help me, and 

others, understand more fully the connection of 

-HVXV�RI�1D]DUHWK�WR�-HZLVK�KLVWRU\�µ4�7KRXJK�
traditional in structure, the work is modern in 

its use of harmony, orchestration, and rhythmic 

FRPSOH[LW\��7KH�%XIIDOR�3KLOKDUPRQLF�2UFKHVWUD�
DQG�&KRUXV�DQG�WKH�8&/$�&KDPEHU�6LQJHUV�URVH�
to the challenge of this work, giving a dramatic 

DQG�H[SUHVVLYH�SHUIRUPDQFH��,�UHFRPPHQG�WKLV�
album, and this piece, to anyone who wishes to 

H[SHULHQFH�D�IUHVK�WDNH�RQ�WKH�SDVVLRQ�VWRU\�

—Angelica Dunsavage, Tennesse State University
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