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The place names we indicate will be fully transliterated (using our system) only
when given in italic. They also serve as language examples. Instead, in general titles
and expositions, treating them as international words, we will omit accent (eg 2 >
a), ‘long’ vowels (eg aa - a), voiceless i and u (eg 7, u ~ i, u), moraic 7 (eg 71 > n),
nasal g (eg g » 2). For instance: Tokyo, Nagasaki, Nihon, but Tookyoo, Nagasaki, Ni-

hoii...

fig 13.0.3. The 20 pronunciation koinés (with some places, including Okinawa, in the Ryuu-
kyiu Islands, between Taiwan (Taiwan) and Kysushuu, in southern Japan).

Fukiishima
Mito

Tookyoo

Nagasaki / Kymamoto

Okinawa

Kagoshima



6.
Japanese
vowels

6.1. Japanese has only five vowels, which can be distinctively short or long’ (or
rather doubled, being realized as monotimbric diphthongs), and they can combine
into different kinds of sequences (as happens in a slow and careful pronunciation
of Spanish in Saavedra or La Habana [saape-éca, laapanal).

However, too often Japanese pronunciation is hastily ‘described’ as having the
vowels of Spanish and the consonants of English. We will see that this is not the
case at all.

fig 6.1 gives the orograms of the articulations of these vowels: 7, e, a, 0, u [i, E,
e, 0, wl, 71, ee, aa, 0o, uu [ii, EE, aa, 00, ww]; fig 6.2 shows their vocogram, which
is much more precise. In addition, fig 6.3 presents their labiograms and palato-
grams, to give an overall view.

fig 6.1. Neutral Japanese vowels: orograms.
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fig 6.2. Neutral Japanese vowels: vocogram.
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fig 6.3. Neutral Japanese vowels: labiograms & palatograms.
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6.2. Since ‘long’ vowels are phonemic sequences (and phonetic geminations),
the marker of (short) [a/ [e] is grey, seeing that it is articulated as a less open vo-
coid (even in stressed syllables).

In neutral Japanese pronunciation, the most problematic vowel (of course for
non-native speakers, but the most variable socially and regionally even for native
speakers) is # [w/ [w], which lacks the typical and full lip rounding of [u], so wide-
spread in many languages. But let us notice that in neutral Mandarin-Chinese pro-
nunciation we find exactly [w/ [w] (articulated with completely spread lips, o fig
5.1-5, especially fig 5.5) in the syllables which pinyin writing shows as ¢, zi, si (al-
though we indicate them as 7, zi, s, in a friendlier way — again, d fig 5.1-5).

Let us carefully notice that a sadly false Chinese tradition, instead of [wl], still
uses the non-IPA symbol ‘[1], which in the ¢@”]PA system, more coherently, stands
for the main taxophone of r: 1/ [y, 1].

Besides, [w] is articulated with the tongue dorsum in a fronter position than
for the [u] used in most languages; in fact, it is back-central, not simply back (thus
corresponding to the tongue position of a rounded [p]).

Let us now see some examples for each vowel phoneme: ié [i-g], giikoo [-3i1)-
koo], sabishii [ se-bigii]; eien [-EiEy], égao [-EneC,], karate [ke-jete-]; ai [ei];
zasshi [-dze¢-Gi-], mato [ me-to-]; néko [-neko)], okiru [ o-ciqw,], otoko [ o-toko,];
sumi [sw-mi ], akuma [ _kwme], mushi [ mw-¢i].

6.3. For tautomorphemic e/ and ou (belonging to the same lexeme) —but the latter
is generally transliterated as 0o (as the former can unsatisfactorily be ee)— it is ‘normal’
to have [EE, 00]: se7iséi [SEQ-SEE], suiei [sw-iEE], eikyoo [LEECjo0r]; doshuu [«0ogjurur];
oogori [-.oonagy], ooeni [-o0Ef]. However, spelling and education encourage more and
more that e7 [eg[ should become exactly e7 [Ei/, in modern neutral pronunciation.
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Instead, for heteromorphemic ei and ox (in more or less simple lexical com-
pounds), it is certainly normal to have only [Ei, ow]: keito [.keito-], séi [<sEi], ara-
sou [e-esow,], sou [-sour].

There are also some colloquial variants of the Japanese vowels. As fig 6.4 shows, the
short ones have two possibilities: they can remain more or less as in the normal neu-
tral accent (black markers, indicated as 1, because they can be used intentionally,
sometimes with firm commitment). Or they can be centralized (grey markers). Of
course, oscillations between the two positions are quite possible, for each element.

Thus, we have: [if [1, ti], [/ [a, 1E], [a/ [A, te], [o] [0, t0], [w/ [u, tw]. And /[ii/
[ii<], [eE[ [EE<], [aa/ [ea], [oo/ [00x], [ww/ [wy].

Notice that, for /w/ [y, tw] and /ww/ [wy], we have to indicate the possibil-
ity of two additional taxophones. In fact, after [m, p, b, ¢] (including the very fre-
quent intervocalic variants of [b/ [B, (, B]), we often find fully labialized vocoids:
[uw]. On the contrary, after [n, t, d, ts, dz, s, 2,9, 1] (and also [1, ¢, 1,9, , |, ], and
others, for [1/, as we will duly see), [w(w)/ can often become [i(#)] (central, rather
than back-central [w(w)]).

fig 6.4. Colloquial vowel variants.

il i Ti [w/ [y, twl, [ww/ [wy]
Jif Ts 1il, Jii [ii ] [, 1]
ol after [n-t-d-ts-dz-s-z-)]

(
(e[ [a, 1€], [eE/ [eE] |H O O\ 9| after [m-p-b-B-¢]

6.4. In mediatic pronunciation, mostly the younger generations articulate [w/
in a fronter position, as high central —with partial or full rounding, [i] or [&], re-
spectively. But we always notate [w], since those are youth characteristics which
generally change into [w], sooner or later. It is interesting to note that this pecu-
liarity continues in relative time, without really changing the structure of neutral
pronunciation, in spite of any colloquial % mediatic trends. Obviously, real non-
-neutral pronunciations are a different thing.

As fig 6.5 shows, in mediatic pronunciation, there are other differences in com-
parison with both neutral and colloquial pronunciations. In fact, the short vowels
can be even more centralized, as can be seen. But, most of all, they can be realized
by means of more different vocoids, and greater variations, including some socio-
phonic peculiarities.

Let us carefully look at fig 6.5, and consider where each vocoid is placed, guiding
ourselves with the arrows: positive 1, negative |. It can also be seen that unstressed
final [w”/ has completely spread vocoids: [w, #]. In addition, let us pay particular
attention to the great variation and peculiar realizations of [g/ [e, 1€] i[5, a] {i[¢] and
[o] [0, ta] i[o, o] [o]. Ditimbric narrow diphthongs realize the five ‘long’ vowels.
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fig 6.5. Principal mediatic variants.
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6.5. Passing, now, to fig 6.6, it is easy to find further and broader taxophones,
including gender and age sociophonic ones for [w/, fww/, [aa/. So, we find that es-
pecially male speakers can have a backer [wi/ [1], % lower realizations: |[u, 11]; al-
so [aa/ [Iixa], [af [I].

Perhaps, the most peculiar variation is to be found for [ag/ and /ai, oi/, which can
have some very marked overlapping realizations: [{lea, |{laa] for the three of them;
including [11ll€E], in common with [eE/ [ee, leg]. All these are shown in fig 6.6.

fig 6.6. Further and broader mediatic variants: m(ale), f(emale), y(oung).

fu M) (] || (@@ ole | fuw/ ]
] s, 1) 9703, 18] | frat] [, 1]

I
I

I
I @

||
||
||
L

fig 6.7. Orograms & labiograms of some high vocoids, for comparison between neutral, collo-
quial, mediatic, and international Japanese accents (including some foreign elements, too).
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fig 6.8.1. Neutral Japanese diphthongs (see next page).
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Japanese diphthongs (including the preceding page)

6.6. Each Japanese vowel can combine with any other, thus forming actual diph-
thongs: [VV] (as fig 6.8.1 shows). Also clearly notice that each vowel can even form
a monotimbric diphthong by combining with itself, as we have seen above: i7, ee,
aa, 00, uu [ii, €, aa, oo, ww]. Thus, as already said, for various reasons, we are firm-
ly convinced that —for Japanese— the best notation (either phonic or graphic) is
[VV] VV (also to unambiguously show on which mora an accent may be).

In fig 6.8.1-3, diphthongs are shown by means of different lines: unbroken lines
for current diphthongs; broken lines with larger strokes for rare diphthongs; bro-
ken lines with shorter strokes for only possible diphthongs.

fig 6.8.3. Possible normalized mediatic diphthongs.
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Vowel nasalization

6.7. Besides, in neutral Japanese the last vocoid in a checked syllable in g/ is slight-
ly nasalized: [V], but not fully nasalized, [V]. (Notice that our notation is more log-
ical and natural than the official IPA one, which does not have such a possibility,
and —recklessly— uses ‘[V]’ to transcribe creaky voice, corresponding to our [V]).

The production of oral vocoids, in comparison with seminasalized and fully
nasalized vocoids, can be clearly seen in fig 5.8. Of course, for oral segments, the
velum is raised and closes the passage to the nose (1st row). For (fully) nasalized
segments, the velum is lowered and the passage is free (3rd row), while, for semi-
nasalized segments, the velum is only partially lowered, so that the passage to the
nasal cavity is very narrow, thus only a little amount of air can go through the nose.

As we know, neutral French pronunciation has four nasalized vowel phonemes,
realized as six fully nasalized vocoids, with no nasal contoid after them, even in
stressed syllables (fig 5.9 shows them with their correspondent oral articulations).

French examples: [d/ [d, A], [&[ ['&, 8], [®] [®], /8] [8], as in incertain [Fsex-
'ta], un brun [8bsé&], pendant [pR'dR], mon nom [md'nd]. In stressed checked syl-
lables, we have [V:]: peindre ['paxdg], humble ['&:bl], lampe [1%:p], nombre [nd:bx].
Here is a ‘funny’ example: un bon vin blanc [§b6 'va blR].

These phonemes can even be followed by nasal contoids (originally belonging
to a different syllable): ennui [8'nyil, non-étre [nd'nety], emmener [Sm'ne] (em-me-
ner [®ma'ne]). By the way, let us notice that a Japanese word like /o7 [(hg1q,] must
not become simply ['3]!

In collogquial and mediatic Japanese pronunciations, the nasalization of vocoids
is stronger. In fact, instead of becoming simply [Vg] (seminasalized), they are ful-
ly nasalized, [Vg], and diphthongs, instead of [VV{], become [ij] In addition,
also in free syllables, either stressed or not, we hear seminasalized vocoids and diph-
thongs when immediately followed by a nasal contoid: [V¥N] and [VV'N].

Furthermore, in colloquial and mediatic pronunciation, even a tautosyllabic
nasal contoid partially nasalizes the vowel it precedes: [NV(*] and [NVV(®)]. This
occurs both within words and phrases, or at the end of them.

Vowel devoicing

6.8. Besides, neutral Japanese has the peculiarity of presenting vowel devoicing
(df fig 3-4). Thus voiceless vocoids are produced, ie with no vibration of the vocal
folds, as also happens with consonants, such as (voiceless) [s] [s/ in comparison
with (voiced) [z] [z/. More appropriately, these voiceless vocoids are lenis too (or
lenited), ie only the arytenoids are open, as for [h] (again,  fig 3.4.E+).

In neutral pronunciation, vowel devoicing concerns only [i, 1] between voice-
less consonants, or between a voiceless consonant and a pause, generally when in
low-pitch syllables, but also in mid-pitch syllables, however never on ‘accented’
morae (after which the pitch becomes low), and never in interrogative tunes
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(which produce a raising of the basic pitch): kishi [ci-¢1], kishi [-cigi], hitotsu [hi-
-totsur], kuchibiru [ kdrtgi-biqur], takusan | tekdiseq ].

Among the most frequent cases of /i, wi/ devoicing we certainly find the fol-
lowing grammeme elements: désu [-desdy], -masu [-mesur], shita [-Gi-te-]. From
a true phonetic point of view, they surely undergo resyllabication, mostly becom-
ing: désu [-des ], -masu [--mes], -V)shita [-V)é-te].

Of course, the same is true within lexemes, as in the case of those just seen above,
which can certainly be heard as: kishi [.¢¢i], hanashi [he-nec ], hitotsu [htots], ku-
chibiru [kGi-biqur], takusan [tekseq ], akubyoo [ ekdi-hjoo].

Let us notice that the first three never become anything like ‘[k¢i,, hewnes, -htot ]
In fact, the contoids that precede them maintain their coarticulations. This surely hints
at the vocoids that have been dropped.

We will indicate each case where /i, w/ can be devoiced and dropped. But, de-
pending on the speed of utterance, some of them may be only partially devoiced,
in slower speech: [i, w], or even fully voiced [i, w], instead of [i, di].

6.9. In faster speech, more than one vowel (and even in consecutive syllables) can
be devoiced or dropped: bakuchiku [be-kwrt¢i-kdr, bekdrti-kwr], and even fsu-
kutsukubooshi | tsirkwr-tsirkurboogl, tsdirkdr], rekishiteki | je-cigi-teci, (Eci,
fukushikikokyuu [ ur-kwr-éici-kocjuw,, dwr-kdr, ~¢ici], but with some [i, w], in
slower speech.

Of course, a syllable with a devoiced/dropped vowel cannot keep its original
stress (rather theoretical in neutral pronunciation, by now, more a traditional kind
of pronunciation), which is shifted, then: mushiken [ mw-¢i-ked; mw-gikeg].

Instead, in (more) modern pronunciation —and also in mediatic and colloquial pro-
nunciations— we can certainly find mushikeni [ mw-gikeg], too.

The same goes for kitte, tsitku, kakisu, akikaze which traditionally become [.cit-
-te-, tstwi-kuy, -kekdi st ecikeze] (kitte, tsukal, kakusu, akikaze), changing stress
pattern. However, modernly they are [.citte, -tswkds,, ke-kwsdr, e-cike ze, e-
¢i_keze ], compromise realizations, but of course, a partially or totally devoiced
[i, i; 1, W] can be heard, too: [-citte, cjt; -tswkdy, -tsdr; ke-kdrsdy, -kdr-, e-ci-
ke zg, e-ci-, ecikezs, ecil).

In order to better show the peculiarities we are dealing with, in these examples
we will use only neutral segments (instead of those shown in fig 6.4-7 & fig 6.8.2-4
& fig 6.10.1-3).

On the other hand, we often find ‘intermediate’ accents between true neutral
ones and more typical mediatic or colloquial accents, even in the recordings of
many teaching courses, and not only those for general learning, but also some on
the pronunciation of Japanese.

Some further examples: kiks [ci-kw ], bakufu [-bekdr v, - dur ], susumu [ sdr-
-swrmur], chikara [ ©Gi-keqe], hitori [fi-toi-], kippu [.cip_prar], shishi [-¢i¢i],
chisso [Gisisoy], kikichigai | ci-ci-t¢inel, cici-], chishiki [-8igici, - cl], nyuugaki-
shiki [njuw-nekdiéici, njuarne-kwiéicil, kishitsulkishitsu [_ci-éi-tsdr, ci-Gi-
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], fubitsuyoo|fubitsiyoo[fubitsiyoo [ dwi-hitsw joo, $urhi-tsw joo, durhi-,
$drhil, fukn/fiku [dds-kar, -gukds], aki [-eci], karasu ke jesdr, -keqe sdr],
aki-no [-ecino, e_cinoc], karasu-wa [ke_jesw we,, -keje_swyge,].

6.10. In colloquial and mediatic pronunciation, we also find another degree of
devoicing: final half-voicing. It applies, instead, to all vowels (either short or long,
and stressed or not) before a pause, preceded by any consonant (not necessarily a
voiceless one; in fact this also occurs in diphthongs, [VV]). Therefore, before a
pause, the last vocoid is [i, g, e, g, w]. Obviously, short /i, w/ can become [i, wi],
in the condition of total devoicing: in the context [CV]].

It is important to state that this type of devoicing is syntagmatic, which means
that we have one vocoid —not two— which begins as voiced and ends as voiceless
(cf fig 3.4.G). So its first part is voiced, whereas the second one is voiceless (note that
a superscript symbol here means ‘half a symbol’): [VY[] — and this is hinted at by
the pause context, even if the actual pause is short.

In simpler terms, we could say that the auditory effect is almost that of a very
short [h], [Vh|] or a semiapproximant [Vh|]]. Indeed, for emphasis, strictly speak-
ing (or for other paraphonic implications connected with states of mind), often
an actual [Vh|] sequence may be heard: Soo désu ka?! [j~soodesw keh)].

Most typically, in mediatic (and colloquial) pronunciation, vowel devoicing can al-
so concern the other three (short) vowels, in addition to /i, wy, but less systematically.

In fact, we can find [e, ¢], especially in the first syllable of words, when fol-
lowed by a syllable containing the same vowel and another voiceless consonant:
katana [ ke-tene ], haka [he-ke ], kakanai [ ke-kenei], torikakaru [ to-ike-kequr],
hokori [ho-ko4i], tokoro [ tg-koo-], hosoi [hosoi].

More rarely, also [E[ can be devoiced, [E]: kesanai [ ke-se-net], keshoo [ke-Gjoo],
sekkaky [sek-ke-kdr].

In addition, in mediatic pronunciation (and colloquial, and some regional ones,
as well), even accented vowels can be devoiced: hanashi [he-ne¢i] » [he-ne¢i].

Let us add that, in mediatic pronunciation, initial vocoids, between a pause and
a voiceless contoid, can also become [|V] — mostly /i, w/ (but occasionally also /[, a,
o/): ishi [j-G1], utagai [ W-tenei], akubi [p-kurbi].

On the contrary, word-final vocoids before a pause are often produced with creaky
voice, [V|], instead of the partial devoicing seen above, [V]].

On the other hand, those [V]] can also be changed into [V?|]: instead of assum-
ing creaky voice, they can be followed by a short and anobtrusive [?], on purpose
indicated as [?].

It is to be noted that, for emphasis, both initial and final vowels in a word are
often accompanied by a real [?]: ['?V, V2], even with no pause at all. But, the com-
municative effect remains quite different and clearly distinguishable. This can al-
so happen when, even without emphasis, we find [V#V].
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International Japanese pronunciation

6.10. Let us say a few words on a type of pronunciation, which differs some-
how from all the other kinds we have seen. In fact, while those are actual native
accents, this one is a simplified version, most suitable for teaching Japanese pro-
nunciation to foreigners, with [a, p, pp]. This can be sufficient; but, of course, the
acquisition of proper [w, ww] would be (much) better.

We call it ‘international Japanese pronunciation’. it has only five stable vocoids,
both short and doubled (as monotimbric diphthongs for ‘long’ vowels): [i, ii; ,
EE; 4, aa; 0, 00; |1, pp]. Thus, no [e], but rounded [p, pp] (back-central, like [w,
wuw], and different from the very widespread [u, uu], found in so many languages,
which sound too non-Japanese).

Of course, the international diphthongs are the combinations of the basic in-
ternational vocoids. In this kind of pronunciation, no nasalization (even light) is
necessary. But, clearly, if someone produces either partial or full nasalization, no
native speakers will object.

As regards vowel devoicing, in slow % poor Japanese, its absence does not both-
er much, including hesitations and false starts. But, of course, native hearers would
appreciate much more a fluent and sure rate. Thus, it is certainly a good idea to
imitate native speakers as far as possible, especially for désu and déshita, and oth-
er forms in -shita, and similar ones.

Of course, instead of actual structures like [--desdr], [--degj te ], with more or
less clearly perceptible two or three syllables, although with [CV], it is more than
sufficient to simply utter [-des], [-dEs:], [-dEs ], [-de¢te], [-deé:te], [-de¢te], &c.

fig 6.9. International Japanese vocoids (also in [V{/ sequences).

/1() [i®] \ n\____‘___L__ \ [w@/ [ p(i)

Jiiy/ [i@)] \ \ J\-‘ \ % \ [wun()/ [pp@] @
e/ [E@)] L [ow)/] [o®)]

[EE())] [EE®)] | [oo())] [co®]

Yakuza Japanese pronunciation

6.11. Let us also add a few words on a peculiar type of pronunciation, which
—again— differs from the typical kinds of pronunciation that foreign learners are
supposed to find among native speakers: how yakuza [-jekw ze] members are
heard on Japanese films.

Thus, fig 6.10.1-3 show the most typical realizations of the vowels and diph-
thongs of this kind of pronunciation. Of course, some oscillations towards mediat-
ic, or colloquial or even neutral accents, are possible, as also are some towards re-
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gional accents, too. For the consonants, a few observations will be found about 7,
in § 8.2.5 & fig 8.13. Here, let us add that two paraphonic settings are quite typi-
cal: a lowered larynx ('), restricted tongue (V). In addition, short final vowels have

<

various possible, and typical, realizations, too: [V¥/ [VV], [Vh'], [V*], [V"].

fig 6.10.1. Yakuza Japanese vowels.

fid)/ L[] \_E_\_\_\o_\ . [w] [ma)]

[E®)] {[o@), a@)] ';m-ga- [o(0)] L[o(0), 0(0)]
[ja"[ \la, a] = Bl | [a@] aw), aw), 1]
\

fig 6.10.2. Yakuza Japanese diphthongs.

fig 6.10.3. Yakuza Japanese broader diphthong variants.

N
LN ]

[Eif |[as, az] -‘EM§&:“@ [oif [o1]
o

[ow/ {[00, 90]
[ai, ag[ [n9, ixo, A3, LilaE] 71 BN

L1
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A note on jeipoppy pronunciation

6.12. Certainly not for any cultural interest, but for some concise observations
on its kind of pronunciation, let us say a few words about ‘j-pop’ (also containing
unconnected English or French phrases, with phones which try to come closer to
the original pronunciations).

fig 6.11 shows its vowels, implying that its diphthongs are the combination of
the vocoids given there. As for the consonants, let us observe that very often we
hear b [B], ¢, d [t, d], r [1]. But, the most striking thing is the prosodic treatment
of its phrases. They are almost always stressed on the last syllable, and even on the
last mora of diphthongs, like iranai said with [-ei"]. While its pitch-accent is prac-
tically absent, due to the music.

fig 6.11. Jeipoppu vowels.

[if Til, fiif [ii] \_\_\_?_\_\ﬂ [wi 1], [ww/ [pp]

Comparing /[CV/ sequences with true diphthongs /VV/

6.13. Here is an iconic way to show neutral sequences of approximant (or semi-
-approximant) consonants and vowels, which are not ‘diphthongs’. Let us carefully
compare fig 6.12 with fig 6.8.1, which gives actual neutral Japanese diphthongs.

fig 6.12. Neutral Japanese [CV/ sequences.

\_F"‘\\ \ \['Iy(ly)] \ \ \ \ \ \ w(w)
N Asann R




8.
Japanese consonants

8.2.0. As we have already said, it is currently thought that Japanese consonants
are pronounced like those of English. We have to correct this false information,
which is further reinforced by the widespread use of ¢b, j, sh, f, #5 in transliteration
(as we do ourselves, for the sake of simplicity). In fact, ch, j, sh stand for [t&]; &zj, 2j;
&jl, with no absorption of [j] (in spite of possible mediatic realizations with no [j]).

Besides, f is not [f], but [¢]. Finally, there is [g], that —as we will see— is an in-
tense (‘syllabic’) provelar semi-nasal: [q/ realized as [§] after [e(®), a(a), o(0), w(w)/,
but as [p], after [i())/, in [i()g/, or before [(h)j/.

The table of fig 8.0 gives the consonantal articulations of Japanese, which are
necessary for an adequate neutral pronunciation of this language, including (),
as a possible realization in some loanwords, though not really necessary.

fig 8.0. Table of neutral Japanese consonants (for (p) see fig 8.5 & § 8.2.7).

— 9% = T
-0 o < oy 0 o o oy o 0 > —

N [m] [a] [B] [8] (gl | gl g [3] I[gl
N m [a] n [n] [p] | [n] 0
K|pb | td ey |lkq] kg [
KS [ts dz] (@ dz]
X
S sz (& %]
7 1] (B) j [l u h [f]
L -]

Nasals

8.2.1.1. At the beginning of syllables, Japanese has three possible nasal pho-
nemes: 7 [m/ [m] (bilabial), » /n/ [n] (alveolar; realized, however, as prepalatal,
[n], before [i, j/, by assimilation): nimono [ pi-mono-], and g [1, g, p] (tendentially
velar): agaku [e-nekdr] (less friendly rendered as a plain g).

But we must add at once that, within words, g /g/ [, g, p] can be systematic



70 Japanese Pronunciation & Accents

fig 8.1. Japanese nasals (first 2 rows) & seminasals (last 3 rows), including the much extolled
feigned ‘typical Japanese’ uvular ‘[n]’.
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only in the most neutral type of pronunciation, after [V, g/. In fact, nowadays the
oscillation between [1] and [g] is very widespread, but with much fluctuation be-
tween people and words. In mediatic and collogquial pronunciation, where [g, g,
il predominate, there is also an intermediate stage: the correspondent constrictive
velar, prevelar, and postpalatal contoids, [3, ¥, J], respectively (fig 8.2).

fig 8.2. Japanese mediatic variants (and possible colloquial vocoidal variants).

However, no neutral native speaker systematically has only [g, g, 1]. In (sentence,
phrase, lexeme, or grammeme) initial position, [g, g, §] occurs, even for speakers
who possess [1, 1, pl; for -ga we normally find [ne]; for the conjunction, we have
ga [ge], but ga [ge] is possible too, even after a pause. Certainly, the word go [-ga]]
‘five’ always has [g], whether in its plain form or in compounds.

Again, we find [g, g, j] —above all- in loanwords, in imitative expressions, in Chi-
nese reduplicate words, and after certain proclitics (which are obviously heteror-
ganic): giga [-jine.], ginga [jinnel; migi [mi-pi-], maguro [ me-yw-o-], mongen
[.mo1)gEq,], mago [ me-go].

Summing up systematically, we have: initial g is [g/ [g, g, I, but Z [n/ mostly in
-ga (haru-ga), -givrai, gotoshi: gaikoku, ginikoo, guai, geta, gomu. Internal g is g [n/:

yanagi, uguisu, tsugeru.

B
S0

n
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Exceptions. Imitative words: gani-gan, géra-gera, goro-goro. Number go ‘five’ and
its compounds, like jaugo, gohyakugojiu. Words with honorific o-: 0-gyoogi, o-gériki.
But, notice that with non-honorific prefixes both versions are mostly accepted: bi-
goori and higoori, fugookaku and fugookaku.

We have g, at the beginning of the second lexeme in compounds, when their link is
weak, but not when it is strong: kootoogakkoo, NihonGinikoo, madogarasu; but: chuu-
gakkoo, shingoo. We also find g in compounds from original k: kabushiki-gaisha, ku-
chi-génka.

Loanwords, mostly from English. Long-standing loans with an original /n/ pho-
neme have g. While, more recent loans have [ty/ or [g/: kinigu, bokushingu, biru-
dingu, orugan, asuparagasu. With geminate gg [gq/: handobaggu.

8.2.1.2. An even bigger (but interesting) phonic problem —regarding nasals—
arises from a fourth Japanese nasal phoneme, ie moraic 7z /g, which always occurs
in a syllable coda and has a prevailing articulation as ‘semi-provelar’ (ie provelar
seminasal, with no actual contact between the dorsum and the velum). It is phonet-
ically more energetic, ie intense [4].

As already said, should somebody want —or have- to avoid writing 7, in trans-
lations, and use 7, they should also use 7’ before y (or before a vowel) in the same
word, but belonging to a different syllable. Of course, 7 is much better —although,
obviously— the macron does not hint at a contoid of longer duration. However,
by thinking about it as something ‘bulkier’ than a simple nasal contoid, certainly
helps in not considering —nor uttering it— as a plain nasal contoid.

In fact, although it is not longer, it surely has an auditorily greater prominence,
since it is intense (or ‘syllabic’). But, let us immediately state that it is quite wrong
to claim that ‘it always has a full syllable beat of its own’. Clearly, a sequence like
[Vg/ does not contain two syllables, but just one, [Vg] (or its several taxophonic
variants, which we will see shortly).

Things are quite different for English cotton [khotn] ([khot-n, kho?-n]), or
German sagen ['za:g1)], where the last segment really is a syllable in itself (together
with [g] in the German example: [zarg1)]).

Another still frequently told ‘tale’ is that the Japanese moraic 7 /g is a ‘uvular’
nasal, [n], ie [n] (also see fig 8.1). In actual fact, in absolute final position, /g is
normally [4]; but in isolated words, said as examples, ‘committed” speakers may
use intense pre-uvular or uvular seminasals, [, 5] (cf fig 8.1). They are also able to
exhibit a true uvular intense nasal, [n] (given in brackets in fig 8.1), which they
would not ever use in everyday speech.

Clearly enough, in Mandarin Chinese, we actually find /n/ [n]: kdngxi [ khon-
\¢i]. It is rather easy to usefully compare it with all the Japanese taxophones (by
the way, let us also compare Chinese [¢] with neutral Japanese [¢]).

Of course, English speakers (and ‘phoneticians’) feel that it is different from
their [1)] in taken [theiksy]. However, in its basic form, the correct Japanese taxo-
phone is [g] (intense provelar seminasal contoid): different from both [1j] and [n].

In fact, it is slightly fronter than [1j], and perceptibly fronter than [y]. But,
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most of all, it has no firm contact between the tongue and the roof of the mouth,
or soft palate, as can be seen in fig 8.1.

The phoneme /1, realized exactly as [q] (or as postpalatal, [p], after /i, ii, Eif,
or before [j, hj, hi, hii/) occurs in three positions:

(1) before continuous consonants (ie those produced with an incomplete oc-
clusion of the oral cavity), that is [s/ [s, ¢, [z/ [z, 2], [j/ [j], o/ [wl, /h/ [h, §, §l;

(2) before a vowel (which is heterosyllabic, of course), and

(3) in final position before a pause (or, again, before continuous contoids, or vowels).

Some examples: enisani [Eq-seqy], hanisha [‘hep-¢je], unyu [ Qpjur], kaiwa
[kegue], seisanhi [.seeseplhi], sénihyaku [sephje kdr], goséifu [go-sep.dur],
tani [.teg-i].

However, by assimilation, /g/ has other taxophones, too, as already said. In fact,
it is articulated as a nasal contoid (with full contact, and homorganic to a follow-
ing consonant, which has a complete oral closure, and /g/ is always intense):

(1) [m, g, 0, 9] (and [1), p]), before the correspondent stops [p, b; t, d] and [k,
g/ Ik, g] (and [k, g; ¢, §]): sasipo [.sem-po-], shinbun [-¢imbaig], uiten [-Qurteg],
tenki [tepcll, tanka [tenke], and

(2) [a, n] before dental or labialized prepalatal stopstrictive taxophones of [t/
[ts, t¢] and [z [dz, dZ]: banzai [bendeei], enichoo [-EntSjoor], ninjin [-nipdzir]; and,
naturally, [1)] also before the frequent mediatic stopstrictive (and stop-semi-stric-
tive) variants of ka [ka/ [ke], respectively [kxe, kie]: tanka [-tenkxe,, -kqe ]. In ad-
dition, we have

(3) [m, n, p, 9] (and [1), pr]), before the nasals, /m, n, 5/ (m, n, ), and again [n]
before r [y [1]: dimei [<\Gmmez ], afindi [ennei], ninniky [-pipni-kdr], angai [-ery
-ei] (with its secondary variant angai[-ef)nei)]), and airaku [en-lekadr].

Stops (& stopstrictives, or ‘affricates’)

8.2.2.1. Japanese has three diphonic pairs for stops: the voiceless are p, ¢, & [p, t,
k/ [p, t, k] (as already seen, in mediatic pronunciation, k [k/ often becomes [kx, kg]
+ [a(@)[; in yakuza pronunciation, k [k/ can become [g, g, §; ¥, ¥, J]- Occasionally, in
mediatic pronunciation, ¢ [t/ becomes [th] + [a(a), 0(0)/; and often p [p/ is [ph], es-
pecially in the context between [g/ and [i(), a(a)/): kanipai [.kem-pei-] [ kx&m-,
kyem-, -phet], tako [-teko] ™ [-the-], kippu [.cip-prwr], wata [we-te,] [--the ], ké7-
poo [(kempoo]. Word-initial /p/ only occurs in loanwords and onomatopeic forms.
In emphatic speech, there is more ‘aspiration’, which can —then— be heard in neutral
pronunciation, too, as [ph, th, kh] (fig 8.3).

The greatest ‘oddity’ regards ¢ [t/ [t] which, by assimilation, before 7, y /i, j/ [i,
jl, is realized as a prepalatal stopstrictive [tg] (which is vertically bilabialized, not
protruded, as indicated by the diacritic ["]). See fig 8.4 for some mediatic and for-
eign substitutions.

It is transliterated as ch, even if [j/ [j] remains, not being absorbed or dropped,
as it might be suggested both by its simplified writing, that we ourselves use, and
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8.3. Japanese stops and taxophones (including foreign articulations, in brackets).
3. Jap p P g g

G R GR) IG

fig 8.4. Japanese stopstrictive realizations of [t/ (including non-neutral or mediatic ones, sec-
ond row), and main foreign-people substitutes, given in brackets.

the poor phonetic renderings, that we still find in too many books, as ‘[t¢]’, or even
‘[d]. This last one is not fit at all, being strongly protruded, too — but, see below
for the mediatic and collogquial possibility of [Cj/ » [C].

However, it is important to note that, before /i, j/, by assimilation, its vertical
lip rounding is reduced to something like [t¢], but the phone remains different
from [ts], which is completely unrounded, or, better, with spread lips).

So, for neutral Japanese, it is much better to use the symbol [t£], also to useful-
ly differentiate it from the Mandarin Chinese one, [t¢], which has a (more) nor-
mal vertical rounding. A few examples: chichi [ €i-t¢i], chanto [-Gjento].

In addition —and even more ‘strangely’— ¢ [t/ [t], before [w/ [w] is realized as a
dental stopstrictive [ts] (transliterated as %): tsugi [ tsw-pi].

Let us observe, once and for all, that the so-called ‘palatal’ realizations of [k, g,
n/, ie [¢, §, p] are rather ‘postpalatal’ (or retracted palatal), and are more satisfac-
torily represented by means of the symbols shown, instead of [c, §, p], although
clearly stating that they are realized in the rear part of their articulatory space, that
we define ‘postpalatal’, which in any case remains distinct from the ‘prevelar’ ar-
ticulation, [k, g, gl, typical of most languages before front vowels and [j], as in En-
glish key [khri], regular [1eg-jole] (Am. Engl. [1eg-joli]), singing ['suy-iy].

Thus, we have: kippu, migi, tsugi [.cip-prur, mi-pi, tsw-pi], provided [pi] re-
mains different from [ni]. Therefore, /ni/ [ni] should not be rendered as if it were
‘[pil’, but, in mediatic pronunciation, we can actually find /ni/ [pi], too, although
oscillating with [pi]. The same happens with [ki, gi/ [ci, 3i], and [ei, ji], as well.

Let us notice that, in neutral pronunciation, ky, gy, gy [kj, gj, nj/ are [¢], &, pjl,
sequences of postpalatal contoids and a palatal approximant (which is partially de-
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voiced after voiceless stop phonemes). Thus, we also find: /pj, bj, mj; tj, dj, nj/ [pj,
bj, mj; ], dzj, njl.

In mediatic and colloquial pronunciation, we can generally have oscillation be-
tween neutral-like realizations and [kj, gj/ [ke, ke] [gj, gl (palatal or postpalatal stop-
strictives, with the absorption of /j/); and /pj, bj/ [p(), b, BG), B B(j)] (and [mj/
[m(j], as well, with palatalized bilabial contoids, followed or not by [j, j1), and /tj,
dj/ [te()), de(p] (plain vertically rounded prepalatal stopstrictives, again, with or
without [j, jl). Of course, also these mediatic and colloquial oscillating realizations
can be responsible for descriptions positing —for Japanese— plain [C], with no [j].

8.2.2.2. For b [b/, the only neutral realization is [b], while in mediatic and collo-
quial pronunciation, more commonly, it is substituted by a voiced bilabial con-
strictive, [B], which mostly occurs after vowels, especially in non-slow and non-for-
mal pronunciation. Sometimes, also neutral 76 [Qb/ [mb], in mediatic and collo-
quial accents are [mB]. Less frequently, between vowels, the corresponding semi-
constrictive, [B], or approximant, [B], can be used: subéru [ sw-beju,] (”[sw-BEe-
qui; -PEs -PE]), baikai [.beikei], janbi [(djarmbi] ([.dpwumBi]). See fig 8.5.

The phoneme d /d/ [d] poses no problems, except that genuine Japanese words
never have di, dyV and du, substituted by ji [zi] [%i, dzi], jV [2jV] [2jV, &jV], and
zu [zw] [zw, dew]: daijin [«deizip,; -dzip.], juze [dejw-zw; -dew].

Its normal distribution, non-emphatic and non-slow, has [V2i; |dzi, ndzi] and
[V2jV; |dzjV, ndzjV] (but, in formal pronunciation, [Vdzi, VdzjV] are commoner,
as they are in slow speech, too, and often when talking to foreigners).

Occasionally, 4 [d/ [d] can become a semiconstrictive, [0], especially in collo-
quial and mediatic pronunciations.

29/ [g, g, 3] poses also no problems: gogaku [-goge kdr], or gogaku [ go-ne-
kar], geisha [-qei¢je], Gifu [ ji-dur], apart from a complementary (or alternative)
distribution with g /g/ [, g, pl, which is the most frequent and typical neutral re-
alization, although too often riskily shown as simple g. Some examples: maguro
[me-gwo-], kagiri [ke_pijil, ongaku [<onne kdi]. In addition, in mediatic pro-
nunciation, it often becomes [3, ¥, Jl, either for /g/ or [g/.

We do not find /y/ [g], but /g/ [g], in go [-go,] ‘five), also within words. After a
prefix, we have [g/ [g] again: oogiri [.00-}i1i]. In onomatopoeic and mimetic
words, as well: gata-gata [-gete gete,], gni-gui [qu_igwi]. The same happens in
compound words: kootoogakkoo [kootoo-gekkioo]; and in loan words: baagern
[\baageq ], and adapted proper nouns: Igirisu [ i-ji-i-sti].

Normally, also word-initial g is /g/ [g]: gairaigo [.gei-qeifo-]. Notice that -go
[no-] ‘word’ is different from go [-go,] ‘five’. In addition, we have enclitic gram-
memes like: -ga [-ge-], -go [-n0-], -goro [--no0], -garai [-nwyei].

Word-initial vowels, both at the beginning or in the middle of phrases and sen-
tences, are generally preceded by [?] (also shown in fig 8.3), especially for empha-
sis, or to separate vowels of adjoining words.

This fact will be indicated prevailingly in connected transcriptions (to avoid
people think that current Japanese is quite similar to northern German, with its
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predominating ["?V] — not only when stressed: ["?V]).

In addition, especially (but not only) in women’s pronunciation, short utter-
ance-final vowels, mostly with a suspensive tune, can be followed by [V2()"] (ie with
or without —an audible— release) as an alternative pronunciation, instead of a pos-
sible more ‘normal’ partial devoicing of the last vocoid, more typical of mediatic
pronunciation: oke [-@)oke)|, -@)oke®)|], asa [@e-suy|, @)ye-sw(@),].

In the passage in § 11.1.3, a couple of cases are indicated. A common mediatic
variant is [V*] (with creaky voice), or [V?*] (as shown in § 6.9).

fig 8.5. Japanese b, d, g/: non-neutral different realizations. The xenophoneme () can be real-
ized as [B, B, B5 v, u, &] 1V, V], commonly [b].
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Constrictives (or ‘fricatives’)

8.2.3. Japanese has a couple of grooved dental constrictives: s [s/ [s, &1, z [z/ [z, 2].
The voiceless one, [s/, is realized as a bilabialized, but not protruded, prepalatal [¢],
and [j/ [j] before i [if is [i], but by coarticulation, it has reduced roundmg Thus, it
is transliterated as sh, and before yV [iV] [jV], as shV. However, [j/ [j] does not disap-
pear, although it may become a semiapproximant, [j], in neutral pronunciation (or,
actually [0], in mediatic or colloquial pronunciation): shashin [ gje-Gigx]. See fig 8.6.

The corresponding voiced phoneme, z [z/, is [VzV] (in slow % careful pronun-
ciation: [VdzV]) and [|dzV, ndzV]. Hence, it is realized as a dental constrictive, be-
tween vowels, both in words and sentences, either in normal or fast speech. How-
ever, after a pause or [q/, it is realized as a stopstrictive: kaze [ke-ze-] (slow %r care-

fig 8.6. Japanese /s/ s, &l, [z] [z, 2] (& most frequent unsatisfactory forelgn substitutes for [¢, 2]).
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fig 8.7. Japanese not fully neutral realizations of [¢, 2] (and [s]).
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tul: [ke-dze:]), zuan [dzuI -eqy], sénizo [seadzo].

In addition, [z [%, dz] is transliterated as j, before i [if [i]. The same happens be-
fore other vowels in the sequence [zjV/: jV [V, dzjV] (although [j/ [j] remains, with
the same peculiarities seen for [s/). It is realized as prepalatal rounded (again, with
somehow reduced rounding) [Vzi, VZjV] (slow % careful: [Vdzi, VdzjV]) and [|dzi,
|dzjV; ndzi, ndzjV1: Faji [-pwizil, jiten [dzi-tedy], kaiji [ken-dzi]. fig 8.7 shows fre-
quent mediatic variants of [, Z].

As a quite frequent speech defect, s/ becomes [¢] (a voiceless non-grooved uni-
lateral constrictive, shown in fig 7.3.1-3, which, in Welsh and Zulu, is not just a
‘strange’ sound, but a full phoneme in itself).

During childhood, instead of this more problematic phone, we can find /s/ ar-
ticulated as shown in the bottom row of fig 8.4: any of the three phones given there
can be used, also alternating between them, [t¢, t¢, t¢]. Usually, this speech defect
is spontaneously corrected as soon as children grow up.

Approximants

8.2.4.1. Japanese has three approximants. The first, y [j/ [j], is (voiced) palatal:
sayo(o)nara |se-jo(o)ne el yashiki [ je-Gi-ci-], yookyuu [,]00 cjurar], shiushi
[Gjwwéi], miyako [ mi-eko].

As can be seen from our examples, it remains unchanged in word-initial position
[§V] [%jV], whereas it is realized as a phonetic zero, [@], when preceded by 7 [i/: [ijV/ »
[iV]. In non-slow speech, the same is possible for [gjV/ > [eV], or —better— [gjV]. Thus,
we will mark [gjV] (by using the palatal semi-approximant symbol): heya [he-je ].

As already said, after the voiceless stop phonemes [pjV, tjV, kjV/, [j/ is devoiced,
[j1: [pj, t&], ¢jl; but it remains [j] after other consonants (even if voiceless, s, 5 [s,
h/ [¢, h]), and without being absorbed by /[t, s, z, h/: [&], &j, 2], d2j, hj] (in spite
of current transliterations as ¢h, sh, j, which, however, can hint at mediatic or collo-
quial pronunciations). Sequences such as y7, ye do not occur.

As fig 8.15 shows, in mediatic pronunciation, ky, gy, gy [kj, gj, nj/ are postpalatal
[ke, g stopstrictives or a sequence with /j/ [j] for [nj/ [pi] (see further § 8.2.6.1).

8.2.4.2. The second Japanese approximant, w [uj/ [q] (fig 8.8), which occurs in
the syllable wa), is voiced vertically rounded provelar, differing from [w], which is
velar and fully rounded. It has the same relationship with # /w/ [w] as happens in
English between [w/ [w] and [uu, o, u/ [pu, vu, 0, pl: win ['ww], quick [khwik],
few [jprul, too [thpu] (Am. Eng. ['thuul), teok [thok], to eat [thptif]. Thus, we
have: watashi [we-te-Gi-l, kawa [ke-we], uwasa [w-wese], deiwa [-degue].

fig 8.8. Two Japanese approximants: [j/ [j, J, 8] (including a ‘zero’ phone for [Vji/), [u/ [w]

2] &l & L9
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fig 8.9. Japanese [u/: several mediatic or colloquial variants (including labiodentals).
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fig 8.9 also gives three nasalized semi-approximant contoids, [, &, &], which oc-
cur in mediatic pronunciation, in the following contexts: /g1, 4™/ [p™ji, p™jel,
/q(#)tqa/ 11(1’)658 /g(ﬂ)o/ [Q*Go]. In neutml pronunciation, we simply have: [4/

1+[h, j, 1, 1il, [9/ [9]+[h, u, w, &, e, "w], [9/ [9]+[o, "o].

A tew examples tenzn [-tepigp] (m[/tx«:la Jlla]) Nz/oon e [pichgge] (" pichap-
Je), denwa [degye] (m[.dEg@e]), Nibon-o [pichggol] ("[pihéqGol), sanu
[sequr] ("[segdu]).

The third approximant, » [h/ [h], is voiceless laryngeal. However, in fast % mediat-
ic pronunciation, [h] can become voiced: [f], after vowels (sometimes also the voice-
less semiapproximant [h] may occur). But the most remarkable fact is that, by assimi-
lation, [hw/ is [¢w] (a voiceless bilabial approximant, more conveniently transliter-
ated as fu), and that in /hi, hjV/ [hi, jjV] we have a voiceless postpalatal approximant.

In addition, in mediatic pronunciation, a voiceless velar approximant, [h], is
very frequent for [ha(a)/: hahori [he-hgq:] ("[he-héq:]), haben [he-heg] ([ he-
-hEQ]), fukoo [ koo, hige [hi-ne-], hyaks [hje-kw]. See fig 8.10.

]

fig 8.10. Japanese [h/ [h, i, §] and mediatic variants [}, £, h] (and regional ones [g, ¢]).

&
]
h@ ﬁ h

8.2.5. Japanese has one phoneme of the ‘trill’ type, which is somehow similar to
Spanish 7 [¢f [c], as in interpretar [intecpretar]. A realization like this could be sufficient
for a fairly acceptable and easily comprehensible pronunciation of Japanese, especially
if of the international kind, all the more so because that phone is indeed one of the
possible realizations, also frequent, in mediatic and colloquial pronunciations.

However, it is better to learn the two most typical articulations given shortly

>
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cb
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“Trills’
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(which are alveolar, again), and use them instead of [¢]. Its more convenient sym-
bol is 3/ [1]. The same phone also occurs in American English, for the diaphoneme
[t/ before [1], with lateral contraction of the tongue, eg better [bey-1].

In fact, the first and more frequent taxophone of Japanese r [1/ is [1], lateral flap
(or lateralized flap, fig 8.11), which occurs after vowels (ie between vowels, even
within sentences): kawara [ ke-upeqe], er? [ £-1i].

fig 8.11. Japanese 7 [/ [}, [1, nl] (the two typical phones, and their contexts; and a somehow in-

-between phone, [1]).
] }

In mediatic pronunciation, a non-lateralized flap is possible too, [1] (which is
the main American phone, for the diaphoneme /t/, in all contexts except with [1]:
Betty [beri], with no lateral contraction): kawara [ ke-wjeae-], eri [£-1i]. In Japa-
nese it is better to use [1], although [1] and even [¢] are possible, too, as we have al-
ready said (though not actually neutral).

The second important taxophone of r ¢/ is [1], lateral tap (or tapped lateral, fig
8.11), which occurs after [/ (even within sentences), or after pauses: bénri
[\benli], ruiji [lw-i%i], rekishi [ leci-¢i-], ronri [[Jonli].

For the sake of simplicity, we could say that the difference between these two
realizations consists in different degrees of lateralization. In fact, [1] is /ess lateral-
ized, as its lateralization is an added, or secondary, component (let us say '3);
whereas, for [1] its lateralization is prevailing, or primary (let us say %3).

A compromise phone, [1], a lateralized tap, is also shown in fig 8.11. It can be
safely used for both [y, 1], as it is sufficiently lateralized and short, or quick.

Occasionally, in mediatic pronunciation, fully lateral realizations can be heard as

)

fig 8.12. Japanese [y/: 18 possible partially different mediatic or colloquial variants.

1
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well, [1] (which is still alveolar), and also postalveolar ones, of various manners of ar-
ticulation —respectively— flap, tap, stop, flapped lateral, lateral: [, (, d, ], |I. See fig 8.12.

Obviously, these phones need not be actively acquired — it is sufficient to be sim-
ply able to recognize them, including three more ‘risky’ mediatic taxophones: [d], a
dental voiced stop, totally like the d [d/ [d] phoneme (!), or [d], a dentialveolar voiced
stop, articulated only in a slightly backer position, and a true alveolar stop, [d].

A shorter version of these three contoids is also possible, in mediatic pronun-
ciation, more frequently in word-initial position. We represent them as [d, 4, d],
and they last about as [¢], which can even be no longer than 3 cs (three hundredths
of a second). Of course, a fourth possibility is [d], as well.

Notice that a typical yakuza pronunciation is well-known mostly for its realiza-
tions of [1/, which sound very harsh and rude (¢ fig 8.13). They are alveolar, but
with some additional features: it can be a rounded [t], or velarized tap [#], or a trill
[t], also with velarization, [£]. It can also be lengthened, with [], or [1], in order to
sound more ‘frightening’, it seems.

fig 8.13. Japanese [}/ realizations typical of yakuza pronunciation.

Looking carefully at fig 8.14.1-2, it is possible to find some of the most inade-
quate foreign realizations for r [1/: different kinds of uvular phones and others
more typical of different English speakers.

fig 8.14.1. Japanese [/ realizations very different from the many native possibilities.

fig 8.14.2. Japanese [/ realizations typical of different kinds of English speakers.
| =1 ] o

B

2
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‘Palatalization’

8.2.6.1. Before [i, j/, the phonemes /n, ; t, k, g; s; z; h/ have peculiar but nec-
essary realizations: i [nif [pi] (pre-palatal), gi [ni/ [pi] (post-palatal); and chi, ki,
gi [ti, ki, gif [, ¢i, fil; shi, ji, bi [si; zi; hif [¢1; 21, |dzi, ndzi; hil.

Some examples: nizijuu [-pipdzjwur], kagiru [ke-piqw]; chié [Gi-e], kieru [ci-
-Equr], giwaku [ gi-wekar]; shima [i-me]; aji [e-31], jimi [dzi-mi], mabi [-me]i].

In addition, we find: ny [nj/ [njl, gy [ni/ [njl; ¢b, ky, gy [, ki, gj/ (€], ¢j, 515 shs
J» by [sis zjs hjl [6f; 2], 1d2j, ndzjs hjl-

Examples: nyuugaku [-njuwrge-kdr], angya [eppje]; chiucho [WGjuwiSjo], kyuu-
kynusha [cjuw.cjuwgéije,], gyuunyuu [jjuwrnjuur]; shinnyiusei [Sin-njuwses,|;
kanyuu [ kepjuwr], jidoosha [ dzi-doogje ], hyaks [fje-ku].

Again, we must keep in mind that, for [k, g, g/ + /i, j/, the actual articulation
is ‘postpalatal’ [¢, 5, p] (rather than fully palatal, [c, §, p]); and that [j] remains (in
spite of the practical transliteration adopted.

But our phonotonetic transcriptions clearly show real neutral pronunciation
accurately, although, in mediatic and collogquial pronunciations, we can certainly

find: [ke, g, pil, where also [j] is postpalatal.

fig 8.15. Japanese: mediatic palatalized and postpalatal phones.
pb @ 6 @ U B
& @

i

@)

ke g
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8.2.6.2. All other consonants have no ‘palatalization’ (although certain linguists
and phonologists state the contrary, also because they can carry theorism to an ex-
cess). So, we regularly have: 7i i/ [V4i, [1i, nli]; mi, pi [mi, pi/ [mi, pi]; &7 [bi/ [bi].

Thus: obieru [ obi-eqwr-], minori [mi-no«\i-], shinri [inlil, risoku [li-sokdr],
enpitsy [-Em-pi-tsur].

In addition, we have [CjV/[ [CjV]: ry hj [j> 1> nljls my, py [mj, pj/ [mj, pjl; by
/bj/ [bjl. But, in mediatic and colloquial pronunciations, we also find [Vbj/ [VBj;
VBj, VBjD): efiryo [«enljo] (m[Enljo]), rysu [ljwwr], roppyaku [lop-pijekdr], byoo

[-bjoc], bunmyaku [-biim-mje-kar], zairyoo [.dzeivjjoo].

Loanwords — gairaigo [.gei-|eiqo-]

8.2.7. As in any language, even in Japanese, loanwords (of which about 10,000
are of English origin) require some adaptation to the syllable structure (which is
based on morae in Japanese, as we know) and new phonemic combinations for
new sounds, especially for some new consonants.
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For these typical adaptations, let us consider three examples: karabu [ku jebu]
‘club’, sutoraiki [ strtoeici] ‘(workers’) strike’, sutoraiky [ strtovjeikdr] ‘(baseball)
strike’. It is clear how the Japanese syllabic structure changes original monosyllables,
with consonant clusters, into actual polysyllables.

Among new combinations, in the traditional taxophononics (which is quite rigid
and with a fairly limited number of possibilities), the most common are: paatii [-paa-
til] ‘party’, dirékutaa [di-jekds taa,, divjektaa] ‘director’, chénji [«t&()endzi] ‘change)
jétto [dz(j)etto] et shéfu [-¢(Edn,] ‘chef’.

Also (see fig 8.16): fuirumu, fui- [ pw-iqw-mur, -ju mur, 1-¢i-, J-hi-] 11[-fi-, -{i-]
‘flm’, baiorini [bei-o4ijy, Bei, .pei-, .pei] 1t[.vei, vei] Violin, shinfonii [Gim do-
nii] ‘symphony’, kanitsoone [keatsoone] ‘canzone’.

Some examples clearly show that, besides placing some phones into new combi-
nations, certain sequences are slightly ‘denipponized’ (as the possible dropping, in
these words but not in genuine neutral ones, of [j] after prepalatal —vertically
rounded- articulations), becoming slightly more ‘international.

Certain examples also show, quite clearly, a kind of possible resyllabication,
slightly following foreign-language principles.

Here we provide further examples, to complete our small survey: chésu [-t&(jE-
sui] ‘chess’, shérii [-G(jEyii] ‘sherry’, fsaa [<tsaa] ‘tzar) fsetsé-bae [ tse-tsebeE] ‘tsetse),
Eritsini [«eqi tsipy] “Yeltsin/Eapywn [feltsen]’, tatti [twittid] ‘tuttd, £ [-tii] ‘ted, disu-
ku [-diswikdr, diskai] ‘disc’, dii-dii-tii [.dii-dii-tii] ‘D07, Fijii [-$idzii] ‘Fiji) ferii
[-}Eyii] ferry’, féaa [praa] ‘fair, fa [-ge] ‘E faky, foto [-poto] ‘photo), fydujii [«djurw-
dzii] ‘fusee’, uindoo [w-iq:doo] ‘window’, uisukii [ w-isdreii] ‘whisky’, uésuto [w-
-ESUIto, W-Esto]| ‘waist), uootaa [w-ootaa) ‘(cold) water), karutetto/kuarutetto [-ke-
qu_tetto, kwrejw_tetto] ‘quartet.

fig 8.16. Japanese: important ‘committed’ sociophonic realizations of xenophonemes ‘{§, B}’

va@ ny@




0.
Japanese
structures

Consonant gemination

9.1.1. We must state that a ‘mora’ coincides with a light syllable, as the one formed
by a short vowel (i, E, a, o, wif [i, E, a, 0, w], preceded or not by a single consonant,
[C/, or [Cj]), or else by [q/ alone. Also the first element of a geminate consonant (/VC-
CV/ [VCC:V] [CC:]) counts as a mora in Japanese, although the second part of a gem-
inate is decidedly longer than its first part, and is followed by a vocoid. But, as far as
the length of the consonants is concerned, it is their bisyllabic structure which is rel-
evant: [VC'C:V].

A half-heavy syllable corresponds to a geminate vowel (/ii, ek, aa, oo, ww/ [ii,
EE, aa, 00, ww]), or a diphthong, or to a short vowel followed by /4/ (/Vg/ [Val).
Again, the first element of a geminate consonant (whose second element belongs
to the following syllable, together with its vowel, as just seen) counts as another
mora added to a geminated or diphthongized vowel. Above, we saw [VC-CV]/.

Instead, a heavy syllable presents a geminate vowel (or diphthong) + /g/ (/VVyg/
[VVg]) or + the first element of a geminate consonant: [VVC(CV)/ [VVCHC:V)].
Thus, such heavy syllables may be followed by any other syllable, which can be
[CV] [C:V], as just seen, or a simple [V/ [V], or [g/ [g]. Of course, instead of a sim-
ple /V/ [V], we can certainly find [VV/[ [VV], as well (either as a geminated or diph-
thongized vowel). A couple of examples: tootta [-toottwe ], Ainishutain (Einstein)
[eip-Gu-teif,, -eip-Cu-teip,].

As we have already said and seen from various previous examples, in Japanese,
vowel length is distinctive, ie short and ‘long’ or rather geminate (or doubled) vow-
els oppose significantly: so [-so-], 50 [-s0,] (one mora and one syllable), soo [-soo],
soo [so0] (two morae, but one syllable); toki [-toci], tooki [tooei].

9.1.2. Even consonant length is distinctively present. As just seen, a Japanese gem-
inate consonant counts two morae (in two different syllables). Let us consider: kite
[ci-te-] (from kiru [ci-jw-] ‘to wear’) and kite [ci-te] (from kuru [kw-ur] ‘to
come’), both with two morae and two syllables; kitte’ ‘stamp’ (ie kitte [.cit-te ] or kit-
te [.cit-te-]), and kitté (ie kitté [cit-t ], or kitte [citte ], from kiru [ciquw ] ‘to cut),
both with three morae, but two syllables; also gaka [ ge-ke-] ‘artist’, gakka [.gek-kwe]
‘lesson.
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Let us also note examples like: Mahha [-mehhwe] (‘Mach [number]’), sutaffu
(‘staff’) [sateddmur].

From a phonic point of view, a doubled consonant always consists of two
morae: the first one coincides with the first element of the gemination, even if it
is actually shorter, [C]. Whereas the second consonant —which is decidedly longer,
since actually lengthened, [C:]— constitutes another mora, together with the (sim-
ple) vowel that follows it: [.cjt-t:e] (in spite of its longer duration).

In fact, sotto is [sot'-t:o-] ‘softly’ (while a similar Italian word sotto ‘under’ is
['sot:to] in a tune, or ['sot’to] in a protune, with non-phonemic different length).

Let us observe well —and listen even more carefully to— the difference between
[C:*C] and [C'C:]. Both for Japanese sotto and for Italian sotto, however, we always
have two phono-syllables, even if Japanese sotto has three morae.

For the sake of clearness, let us add that, in colloguial Japanese pronunciation, instead
of a systematic use of [VC'C:V], we can often hear simply [VC'CV], which —~however— still
counts as three morae, and can actually be something like [VC'CV] or [VC#CV].

For the sake of completeness, in mediatic Japanese pronunciation, in addition to
a systematic plain use of [VCC:V], we can often hear two different alternative struc-
tures for voiceless and voiced geminate consonants.

In fact, [VC*CV/ can also be realized as [VCFC:V] (where [C] is a glottalized con-
toid, df fig 3.4.B), or [VC!C:V] (where [V] is a creaky-voiced vocoid,  fig 3.4.1), and
[VCIC:V/, as [VCHC: V] (where [C] is a voiceless contoid, [C] is a partially V01ced/de

voiced contoid, [C] is a voiced cont01d)

9.1.3. A ‘moraic’ 7 is always postvocalic, but it can also be followed by a vowel
(and transliterated as V72V —or Vi’V— in order to make people realize we are dealing
with [VgV/ [V4'V], not with VaV [VaV/ [VinV], and the same goes for VizyV—or Vi)V,
if we had not the useful 7 sign— [VqjV/ [V11#jV] (by normal and natural assimilation,
provided the preceding vowel is not a back one, as in the example ho7iya [‘hoq je],
given below), which is different from VinyV’ /V njV/ [VinjV]): ténidoo [teadoa] (f a sim-
ilar Italian word, tendo [tendo/: ['ten)do], ie [temdo] in a tune, but [tendo] in a pro-
tune).

However, in Japanese, in addition to [VgV/ [V4'V] and [VnV/ [VnV], as in a7ni
[-eqil, ani [-epi], we can also have [VanV/ [V1)'nV] (which is the combination of
[V4/ and [gV)): enigi [.eq:ni-] and [V4nV/ [Vn*nV] too (combination of [Vg/ + [nV/):
anna [-enne], anni [«enni] ( ltalian: Anna [anna/ ['anenal, anni [anni/ ['anc)-
ni]). Also: dorina [\dgnne] (Italian: donna ['donna/ ['donna]). Let us add this —not
useless— example: horya [(hoi je]; in fact, let us notice well that the structure of
the first syllable, with a back vowel prevails on the initial palatal consonant of the
second syllable.

Therefore, the structure of [g/ [m, g, n, p, p, 1, ] (fully nasal intense contoids)
& [m, 8, B, b 1, 9, §] (semi-nasal intense contoids) —one mora— is different from
the geminate one /C-CV/ (two morae, or three including the first vowel: [V-C-CV/).
However, there is no difference for the counting of morae.
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Japanese accent — akuserito [-ekdi seato,, ek sento]

9.2.1. Our transcriptions, as we have seen in the previous section too, indicate
that, in Japanese, accent is actually a pitch accent, phonemically pertinent, while
phonetically, also stress is important and peculiar.

We are not faced with real tones (and tonemes), as in Chinese or Vietnamese
(languages where even gliding or compound movements on each syllable are pre-
vailing). On the contrary, in Japanese a pattern stretches over whole words, or
whole rhythm groups formed by one or more words and by their (strictly con-
nected) clitic functional syllables (grammatical particles).

The term akusenito indicates the point, ie the mora, after which the pitch is low-
ered, passing from mid to low pitch. In our transliterations, this is shown by a grave
accent on the pertinent vowel (or mora). Any other morae before the accent have
mid pitch, except for the very first one, which is low.

If a word or thythm group has no accent, the first mora is low, whereas all the
successive ones are mid; thus, without going back to low pitch, according to the
pattern that follows (which is limited, here, to four morae — f fig 9.1).

9.2.2. Only in the following table (which relates to fig 9.1), we will show a tonemic
(a) and a tonetic pattern (B), where [o] indicates a low-pitched syllable, with the
vowel timbre of [o/; whereas [-0] indicates mid pitch. We consider them to be
more useful and convenient, in order to describe and learn/teach them. We add
pattern (c) that is most recommendable in transliterations, which do not ignore
accent, when no transcriptions are used.

Let us notice that /,/ indicates the presence of accent in (a); and that [] and [*]
hint at the pitch height that an added particle has, after a given word or rhythm
group: low or mid, respectively.

According to a general principle of not explicitly writing unmarked prosodic el-
ements, in our transcriptions, the notation [] (for mid pitch) could or should be left out.
But, it is certainly more useful to show it, all the more so because in actual examples it
is much less obtrusive than in the table. In any case, in pattern (1) it has been left out.

For useful comparisons, we add the most widespread patterns used in translite-
rations (D, E), and the one used in katakana moraic transcription (¢) with typically
oriental graphic complexities. We also show a phonotonetic pattern turned into a
more ‘orthodox’ one (G), originating from pattern (). To indicate any mora, here
we use [0], [0/, 0, o (the last one to ‘symbolize’ katakana writing, in F):

[o,000] [oj000] [0j000] [0j0000] [j00000]
[oooo] [oooo] [oooo] [oocoo] [oooo0].

A [oooo/ [oooo/ [oooo/  [oooo/  [oooof
B [o0-000] [0000] [0000] [0000] [0000]
C 0000 0000 0000 0000 0000

D 0000 0000' 0000 00'00 0'000

E o0'ooo 0'000' 0'oo'o 0'oloo folooo

F 0000 0000 OOCO 0000 0000
G

H
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fig 9.1. Pitch-accent patterns.

Japanese Pronunciation & Accents

[oooo]

[oooo,/

[oooof

[oooo]/

[oooo]/

[o-0-0:0°] [0-0-:0:0,] [0-0:00,] [0000,] [c000)]

9.2.3. In type-A tonetic transcriptions, the first instance (foooo/) differs from
the second (/oo00,/), because for the latter we also indicate the succeeding lower-
ing (which is hinted at by [ ], in type-B transcriptions, in opposition to [-]). Indeed,
it is not really present when no words follow (as we will see shortly). In type-c
transliterations, the accent could even be acute (4), as some authors do, but the
grave one (0) is to be preferred since it can show actual movements better — in fact,
the pitch falls (from mid to low).

Type-D and type-E transliterations reflect the first ones in a more abstract way:
tonemic and tonetic (A, B); even the katakana transliteration —or ‘transcription’—
(F) shows the same characteristic, but in a more abstract way in comparison with
real transcriptions (a, B, G, H).

We do not use transcriptions of the type [o'oo0o/ ['6'o00], which someone us-
es though (in the wake of type-D and type-E transliterations), because if syllables
or morae were really pronounced on a high pitch, instead of the mid one, the re-
sult would not be at all convincing. Let us add that in certain textbooks it is pos-
sible to find both types p and E with katakana, and type F with transcriptions.

As far as the indication of pitch variants is concerned, as we have done in § 1.2,
for hiragana [hi-je-ge ne,, hi-jege.ne; hi-jenene] and katakana [ ke-teke ne,, ke-
-teke ne ], the most important thing is to indicate them (unless there are social or
geographical usage differences, which must be explained). Also: chikaku [-Cike-
Kk, @i-kekds] (with stress change) ‘shortly’, but chikaku [ gi-kekdr] ‘perception.

9.2.4. Here are some examples taken from Japanese (pitch-)accent dictionaries.
They will complete fig 9.1, indicating the possibility of words with six morae (and
a particle, to show their pitch movements in actual phrases, even with the particle).
Notice, for instance, that hi-ga might be placed (and defined) in two different
places: either as with its accent on the initial mora of the lexemes, [222222(2)/, or else
on the final one. The same for many other examples. The important thing, here, is
to have a general idea of the different possible structures of Japanese (pitch-)accent.

Accentless forms, [¢222¢2(2)[: bi-ga, tori-ga, sakura-ga, tomodachi-ga, tonarimura-ga,
murasakiiro-ga

Accent on final mora, [222222(2)[: hana-ga, otoko-ga, imooto-ga, Oshoogatsiv-ga, juui-
chigatsu-ga

Accent on middle prefinal mora (or ‘postinitial’), [e2z222(2)/: kokoro-ga, mizui-
mi-ga, watashibine-ga, aiaigasa-ga

Accent on middle pre-prefinal mora, [zzze2e(2)]: ugiisu-ga, natsuyasumi-ga, ko-
domogokoro-ga
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Accent on middle post-postinitial mora, [zze222(2)/: onaidoshi-ga, Shinkansen-ga

Accent on middle postinitial mora, [222222(2)/: omawarisan-ga

Accent on initial mora, [222222(2)/: hi-ga, ame-ga, inochi-ga, Fiyjisan-ga, dkusento-
-ga, Tookaidoo-ga.

9.2.5. A short —mono-moraic— syllable may have two pitch possibilities: 7e [-ne-]
‘sound, tone’ (absence of accent), né [-nx,] ‘root’ (presence of accent), but tonetically
they are both ‘non-low’ (ie said on a mid pitch: [-ng]. The same goes for ki [-ci-]
‘spirit), ki [-¢i] ‘tree’ (in isolation: [-¢i]), and ha [-he-] ‘leaf’, ha [-he] ‘tooth’ (in isola-
tion: [-he]).

In the case of two morae, we can have soo [-soo] ‘monk’, soo [.soo-] ‘villa, inn),
which are monosyllables realized on half-low pitch — but slightly falling or rising,
respectively, since they combine mid and low, or low and mid, pitch (fig 9.2, and
notice that [], [] are different from [,], [,] —used in other languages— because their
movements are less wide than for these last ones).

Also notice that, in unstressed bimoraic syllables, we find [.], as in: sesiséi [sEq:-
<SEE,], koohii [koo-Rii]. Notice that [.] is half-low, and thus different from a true
low dot, []. The last one occurs —for instance— in words with one-mora first syllable
with no accent on it, shown in several previous and following examples.

Let us, now, examine the case of a one-mora syllable followed by such particles as
-ga, -wa [1e, wel. These particles are accentless, since their pitch depends on what pre-
cedes, even if they are obviously [-ne, -uje] when pronounced metalinguistically, in
isolation. A few examples: ne-ga [ne-ge-] and né-ga [-nene], ki-ga [ci-ne’] and ki-ga

[-cine.], ha-ga [he-ne] and ha-wa [-hewe .

9.2.6. It is fundamental not to believe that Japanese has two ‘tonemes’ — a ‘low’
and a ‘mid’ one (too often, misleadingly called ‘high’). As a matter of fact, accent
is not at all a kind of actual pitch height (as it is not simple stress, either). On the
contrary, it is a pitch fall. It is a sort of ‘catatonic point’, after which the pitch falls,
passing from the mid to the low band, as the examples clearly show.

But, above all, accent is either present or absent. In English, (the position of) stress
is phonemic (fmport noun, impdrt verb); whereas it is not so in Japanese. Besides,
in English and non-tone languages, pitch depends only on intonation (and para-
phonics); whereas, in Japanese, pitch is phonemic and fundamental (although mo-
dified by intonation and paraphonics, too, as we will see).

Japanese has mid pitch until an accent is inserted, after which the pitch becomes
low. If no accent occurs, the pitch remains mid (but the first mora of a word or
thythm group is on a low pitch). On the contrary, stress in Japanese is not phone-
mic and depends on a complex interplay of various factors, such as the presence or
absence of accent, where it is placed, and the syllable structures of their word or
thythm group.

Naturally, the tonograms sufficiently highlight that, in a rhythm group, or in
an isolated word, the first mora is low and contrasts with the second one, which
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is mid; unless (as we have already said and seen) the first mora itself bears an ac-
cent, in which case it is mid and all what follows is low.

Again, with two morae, we also have hana [-hene] ‘edge’, hana [he-ne] ‘flow-
er’, hana [ he-ne-] ‘nose’ (all bisyllabic), as for the monosyllabic examples followed
by a particle, as seen above.

As soon as a particle is added, the effect of accent is immediately clear: ne-wa
[ne-ye] ‘sound, tone’, né-wa [-newe,] ‘root’, hana-ga [-hene ne | ‘edge’, hana-ga
[he-nene ] ‘flower’, hana-ga [ he-neqe] ‘nose’s and so on.

Also: ki-ni kakéru [ ci-pike-kejui] ‘to take a thing to heart’, ki-ni kakéru [-cipi-
ke keqw] ‘to hang something on the tree’, kaki-o tabéru [ke-cio-te-bejw,] ‘to eat
parsimmons), kaki-o tabéru [-keciote beju] ‘to eat oysters.

fig 9.2. Movements in syllables with two morae of different pitch.

| [ee s [-$], [$-], [$]
* /#‘33.33/
A et [$], [$1, EX

The very nature of Japanese accent

9.3.1. In order to ‘naturally’ cope with Japanese accent, it is necessary to start from its
very nature. As we ‘know’ it is fonemic, although not without a stress component, which
is also necessary in order to succeed in uttering Japanese words, phrases and sentences.

It must be stated very clearly that we all should do exactly what native speakers
and hearers do in a spontaneous way. What matters is the relative height of each syl-
lable (in spite of possible neutral variants, as well).

Of course, all this is a typical Japanese feature, which is not shared even by oth-
er tone languages, as Chinese or Vietnamese. It goes without saying that stress-
languages are still more different in their way of dealing with prominence. As fig 9.1
shows, each mora has its own pitch, which determines the whole tonetic movement
of everything that is said natively.

Also fig 9.2 has to be accurately considered for two-morae syllables of different pitch.

However, the long and short of it is that each Japanese syllable has to be said pri-
marily respecting its pitch. Of course, some stress prominence has to be put on some
particular syllable, in order to be able to easily utter the whole sequence.

On the other hand, stress-languages are certainly not without a pitch component.
Otherwise they would not sound natural. In addition, all languages (either tone or
stress ones) have certain intonation (and paraphonic) structures, which make them
sound even more natural.

Thus, the Japanese native-speakers’ brain drives them to pitch each syllable ac-
curately maintaining its intrinsic tone, as shown in fig 9.1-2. Even foreign learners
should manage to do something similar, favoring pitch over stress.
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9.3.2. Limiting our observations mainly to three- and four-syllable words, it is
interesting to note that, in slow and precise speech, as in uttering words in isolation,
native speakers may exhibit a kind of ‘citation utterance’, which gives more promi-
nence to their third and second last syllables, but the others keep a certain promi-
nence, as well, though less clear.

Looking at fig 9.1, let us try to show these differences by means of [+] for their greater
degree, and [+] for their relatively lesser degree: [ ++"1, [+ M1, [+. 1 and [,~~+"], [, -~ 1,
[.-. 1, [-.. 1. And, any [+] or [] can be realized as more prominent, as far as stress is con-
cerned: [-] or [].

The choice is rather free, although there are given preferences dependent on
particular words and speakers. However, most native speakers do not even realize
that there may be this tiny difference, provided the relative pitch on each syllable is
respected.

But, at normal speed, for words, phrases and sentences (obviously, not declaimed),
we find other patterns, which are determined more by rthythm. Thus, we have some
weaker syllables alternating with stronger ones: [ -], [.- ], and [-, ] or [-_ ], for three
syllables; and [ ---Jor [.---], .-~ Jor [.-- ], [.-. Jor [.-_],[-_. Jor[- _], respec-
tively, for four syllables.

In actual sentences, the combination of words and phrases avoids having two
secondary-stressed syllables in contact. Thus, one [-] or [ ] is normally changed into

[] or [].

9.3.3. The heaviness of each syllable depends on the following prominence scale,
from the lightest to the heaviest one, which gives the following groups:

: [V] (fully voiceless), [V] (partially voiceless),
V] (voiced low-pitched [i, wi]),
(voiced low-pitched [, e, o]),
(‘unaccented’ voiced mid-pitched [i, w]),
(‘unaccented’ voiced mid-pitched [k, e, o]),
(‘accented’ voiced mid-pitched [i, w]),
(‘accented’ voiced mid-pitched [g, e, o]),
VC] (in checked syllables with voiceless consonants),
9: [VC] (in checked syllables with voiced consonants),
10: [VV] (‘long’ vowels, including [aa/ [aa]),
11: [VV] (true diphthongs),
12: [VN] (short vowel in checked syllable with an intense nasal),
13 [V.C,VC, V.V, V.V, VN] (as 8-12 with an accent on their first mora),
4: [WC] (¢ long vowel in checked syllable with voiced or voiceless consonant),
[VVC] (diphthong in checked syllable with voiced or voiceless consonant),
[VVN

1
2: |
3: [V]
4: [V]
5: [Vo] (°
6: [V]
7: [V]
8: [

15
16: ], [VYN] (‘long’ vowel or diphthong with an intense nasal),
17: [V, C VVC, VVN, VVYN] (as 14-16 with an accent on their first mora).

Let us notice that sets 2-3, 4-5, 67 have an important heaviness difference con-
cerning the assignment of stress strength on the syllables of actual words. In fact, /i,
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w/, even outside devoicing, are less heavy than [E, a, /. Thus, they are more prone
to avoid receiving stress prominence when an accent precedes them in trisyllabic
words as dochira, tekubi, mayuge (with [- . ]), than nimotsu, mégane, téashi, Mivraki
(with [_]), in spite of cases like méushi (most often with [- _ ]), similar to ruiji (with

[.-]). We will see more on this subject in the following sections.

9.3.4. Summing up the prosodic structure of Japanese accent. As we know, Japa-
nese is an agglutinative language, with its strong points and weaknesses. We will
present what is already well-known, as in Kawahara (2015), but adapting terms and
examples to our own method.

Thus, first of all, we cannot avoid talking about the very many suffixes, with all
their peculiarities, which are a serious problem not only for foreigners. In fact, suffixes
may interact with lexemes in different ways. We find at least seven types of Japanese
suffixes.

Let us start with the weak ones, like -nado [-nedao]] or -tara [-teqe], which lose their
accent when combined with accented lexemes: tabetara [-tebe_teje ] (tabeé [te-be],
also changing accent). But, they maintain their accent when combined with accent-
less lexemes: magetara [ mene-teje,] (mage [ me-ne-]).

We also find strong suffixes, like ppoi [-p-p:oi,], which always maintain their ac-
cent: kodomoppoi [ko-do-mop-p:oi] (kodomo [ko-do-mo-]), netsuppoi [ ne-tsdip-
-poi] (netsit [ne-tsw]), including Nibonppoi [ pihomp-poi] (Nibon [pihgg)]).

9.3.5. In addition, there are three types of early suffixes, which tend to shift an
accent to accentless lexemes. We have early weak ones, like -shi [-¢i-], which puts an
accent on the final syllable of accentless lexemes: Yoshidashi [ jo-¢i-deéi] (Yoshida
[jo-¢i-de]). But accented lexemes maintain their accent: Marakishi [mw_jeci il
(Maraki [mw_jeci]).

Instead, early strong suffixes, like -ké [-ke ], shift an accent to the final syllable
of lexemes (either with or without an accent): Yoshidake [ jo-¢i-deke ] (Yoshida
[jo-¢ide]), Murakike [ mw-e-cike ] (Maraki [mw_jeci]).

Lastly, early moving suffixes, like -mono [ mo-ng], put an accent right on the fi-
nal syllable of accented lexemes: yomimono [ jo-mimo no] (yomu [-jomur]). But no
accent at all is put on combined accentless lexemes: norimono [ no-ji-mo-no-] (noru
[no-qur]).

Another kind of suffixes are the loose ones, like -teki [ te-ci-], with no accent of
their own, which also change accented lexemes into accentless ones: roniriteki [lgn-
Ji-te-ei] (romri [Jogli]). But note that certain such suffixes are quite peculiar, if
not irregular.

For instance, -no [-no-] produces such forms as: kawa-no [ke-upenc-] (kawa [ke-
-uye,] — in accented polysyllables). But: ha-no [-henc)] (ha [-he,] — in accented mono-
syllables), kokoro-no [ko-kojo.no] (kokoro [ko-kojo] — in non-final accented polysyl-
lables).

In addition, Nibosi-no [ pi-hgnno-] (Nihon [pichgq] — in final accented polysyl-
lables ending in a heavy syllable).
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9.3.6. Let us conclude with suffixes, like -zu [-dzur, -zur], which changes accent-
less forms into accented ones on their first syllable: Okamotozu [-cke_moto zur]
(Okamoto | o-ke-mo-to]).

A few prefixes, like o- [-0-] and ma- [-me-], can produce peculiar results. For in-
stance: o-sushi [o-swéi] (sushi [sw-¢i], but also sashi [-swéil), o-tégami [ o-te_te-
mi] (tegami [ te-ge-mi]), o-manjuu [ o-mep-dzjurar] (manjiu [.mepdzjurw,]), o-
imo [o-imo-| (imo [i-ma))), o-satsu [o-setsur] (from satsumaimo [ setsw-mei-mo-]).
And: mattaira [.metteije ] (taira [teiqe]), mappiruma [.mep-pijw.me,] (hiruma
[hi-yarme])

9.3.7. For compound words, it is already agreed that the position of accent de-
pends on the length of the second lexeme. So, two types of compounds are consid-
ered: those with a short second lexeme (ie with one or two syllables, for one or two
morae), and those with a long second lexeme (ie larger than for the other type).

Thus, the short type can either maintain its accent, or put one on the last sylla-
ble of the first lexeme (whether accentless or accented on any syllable).

These examples show a maintained accent: boohan-béru [.boo-hem-beju] (boo-
hani [boo-heg]), Perusha-néko [ pe-qw-gje-nekao] (Pérusha [-pe_wiije.]).

Here are examples with a final accent on the first lexeme: minashi-go [ mine-¢i-
o] (minashi [ mi-ne-¢i-]), maigo-inu [.meigo_inw ] (maigo [-meino)), Kanagawa-
shi [ke-nene-weéi] (Kanagawa [ke-nege we,]), and also shijuu-kata [ igjurw-
ke te] (shijiu [Gigjurur]).

9.3.8. For the long type, we find an accent on the first syllable of the second lex-
eme, when it is accentless, or accented on its final syllable: Minami-Amerika [ mi-
-ne-mie_me)i ke ] (minami [ mi-ne-mi-], Amerika [ e-me-i-ke-]), onna-tomodachi
[.onne-tomo_deti] (onina [-gnnel, tomodachi [ tomo-deti]), deka-atama | de-
kee teme | (déka [-deke ], atama [e-teme]).

In other long-type compounds, the second lexeme accent is retained: aka-orénji
[ ekeovendzi] (aka [-eke], orénji [ovEndiil), natsu-kudamono [ netsdirkw-de-
mo.no,| (natst [ ne-tsw,], kudamono [ kw-demo nao)).

But there is great variation when the second lexeme originally has an accent on
its second last syllable: nama-tamago [ nemete_meno, -te-mexo,] (nama [-neme],
tamago [ te-mayal), kamiomitsy [ kemi-omw tstr, -mwr-] (kami [ke-mi], omatsu
[o-muwitsiy]), hidari-uchiwa [ hi-deqiw_tgiwe,, -tgi-] (hidari [hi-deqi-], uchiwa
[w-téiuge,]).

Lastly, if the second lexeme is longer than four morae (and either accented or
accentless), it generally maintains its structure: Nasikyoku-tankentai [-ngp-cjo-kdr
ten)-kea-teir] (Nankyoky [-nep-cjo-kdr], tankentai [.tey-keo-tei-]).

9.3.9. Generally, verbs and adjectives are either accented or accentless. They can
even form minimal pairs (with more or less finely perceptible prosodic differ-
ences): moéru [ mo-gqw,] vs moeru [ mo-gqur], kiru [-ciqw,] vs kiru [ ci-jur]; atsii
[e-tswi,] vs atsui [e-tswi-], umai [ wmei ] vs umai [ w-mei].
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Japanese stress — sutoresu [ sirto_|ESW,, .Sto_)Es ]

9.4.1. Although stress is not actually distinctive in Japanese, nevertheless it has an
important prosodic function. On the other hand, when acculturated native speakers
talk about Japanese accent, they surely mean pitch accent —accent— which is distinc-
tive. However, in an automatic way, even non-acculturated natives —inevitably— use
different degrees of stress for the various syllables which form their sentences. They
also use different pitch patterns, depending on their own accent: neutral, mediatic,
or regional. But, generally, they have no exact idea of what they are doing.

Since stress is not distinctive, it can oscillate and shift in sentences, phrases, and
rhythm groups (and even words). This can also depend on communicative, prag-
matic, paraphonic, and emotional factors. Sometimes, it can even change accord-
ing to which monosyllables are added enclitically.

However, we will give some indications about the phenomenon of stress, since
we believe it is impossible to continue ignoring it completely; although this is ex-
actly what still happens, also in university teaching, even by native speakers, who
never took care to understand it neither for themselves nor for their students.
Actually, even accent is an unknown object for too many teachers, as well.

9.4.2. Let us, now, begin to put things in order, starting from monosyllables (al-
though having up to four morae, and the possibility of accent on the second one),
by reflecting on the fact that polymoraic words, as the following, are actually mono-
syllables (in spite of contrary confused indications): i [<ii], au [<ewr], bai [bei], koe
[koe], kyoo [cjoc], ban [baiq ], 0di [«00i], baai [baat], byooin [.bjooijr] (this last
example has four morae, but not four syllables, rather only one! — o English going
['g3oLy, 'gooty)).

In these Japanese examples, a stressed syllable is always half-low, but it is slightly
falling (since it derives from the combination of mid and low pitch, within the same
syllable), except in the last two examples, where it is slightly rising, instead (since it
derives from the combination of low and mid pitch, tautosyllabically — f fig 9.2).

Let us see the monosyllabic examples given above, as well. Compare also: d0i [0_oi,
«00i] ‘throne; hello, 007 [0-0i] ‘much, many’, 0oi [0-0#] ‘a cover.

9.4.3. True ‘problems’ begin with bisyllables, though. In fact, there are differences
between ame [e-me-] ‘candy & ame [-eme,] ‘rain’, neru [ ne-yur] ‘to sleep’ & néru
[-neju] ‘flannel’. The same happens in accentless bisyllables formed with a particle.

Bisyllabic lexemes of two morae, ie with two light syllables, are stressed on the sec-
ond syllable, unless an accent is on the first one, which is then stressed (as in the
two-mora monosyllables seen above): hi-ga [-hine] ‘fire, hi-ga [hi-ge] ‘sun’, koko
[ko-ko], aji [e-21], ue [w-¥], iu [i-wpr], 0i [0-i], and oto [o-to], ashi [e-¢i],
mura [mw-e], sugi [tsw-pil, shio [¢i-o], ié [i-E], suma [tsw-me,]. But, with
an accent on the first mora, we have: dore [-doje ], aki [-eci], &c.

Three-mora bisyllabic lexemes are stressed on their heaviest syllables (ie with more
morae than others, and reinforced by the presence of an accent), although there are
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some oscillations that we will indicate. It is important to accurately observe accent
differences (ie pitch), since sometimes they are the only actual differences (but fig
9.2 must be carefully considered): omoi [ 0-mot], omoi [ o-moi], kasoo [ke-soo-],
kasoo [ kesoo,), irai [i-1ei], irai [ 1el], aoi [e-oi], aoi [e-0i]; shiai [ &i-el], kinoo
[ci-noov], yotei [ jo-ter], higai [fi_nei] shimei [Gimei], kiroo [kwij00], baree [be-
EE,], kigyoo [-¢i_pjoc)].

9.4.4. More: ikeri [ keq ], iken [i-kedy], and kikai [cikeil, shimei [¢i-mEb], shi-
kén [¢ikeq ], gozen [-go_zeq,], zitbor [-dzwi bgq ], kooji [-kooii], kooji [kooZil,
engi [-eqni], aida [-eide], hairu [-heiqw ], Kyooto [cjooto)], kaigi [keinil, daiku
[deikdy], bémri [(benli].

With half-heavy syllables, like the first one in [VC*C:V]: akka [ekkwe ], réssha
[Je¢ Gije.], where the accent reinforces the half-heavy structure). And: minna [-min-
ne,], mizina [-minne], but: mittsi [mits-tstar ], akka [ek-ke] (where the geminate
voiceless consonant weakens its initial syllable).

Generally, in four-mora bisyllables, stress falls on the first syllable, unless it is a
light one (ie with just one mora), or if there is an accent on the second syllable (or
if the first is only half-heavy, ie checked by [C*C:] and with no accent).

Thus: juubyoo [-djuwrbjoo-], jiubyoo [ Ljuwbjoo,], hookoo [-hookoo], juu-
doo [-dZjwwdoao], koojoo [-koozjoo], kentoo [ kentoo], seritoo [-seatoo], séfitoo
[seqtoo], kifen [ciped], yuubin [juwbip], Tookyoo [-too-cjoo-]. Also with an
accent on the first half-heavy syllable, thus reinforced: bocchan [botg &:jeq ].

But, with a light first syllable, the second one is stressed: ekiiz [ g-ciifr], or with an
accent on the second syllable: keritoo [ken-toc)], seriséi [.seq-sei], koojoo [koozjoa],
taifou [tei-dwwr ], or with the first half-heavy (especially if with voiceless geminat-
ed contoids, [C'C:], and with no accent): gakkoo [.gek-kioo-], tokkyuu [toc-cjuur],
shippai [.Gip-prel, .Gip-]. Let us compare kasipai [kem-pei-], with its more promi-
nent first syllable, but also [.kem-pei-], seen that its difference is very slight.

9.4.5. Three-mora trisyllables are stressed on their second syllable (including
[VV$/ words), unless it contains a devoiced vowel, which makes stress shift back-
wards (‘>’), or forwards (‘<’, if an accent is there): kimono [ ci-mono-], yubiwa [ jw-
-biwe], kochira [ko-tgine ], futari [ dii-teqi-], chikara [ ©i-keqe ], arashi [e_1eéil,
kaeri [ ke-g4i], kaeru [ ke-equr], kaéru [ ke-eqw], kaeru [ke equ], taoru [te_oqu],
ueki [w-e-ci-], shikakn [ gi-kekdr], kazoku [ke zokdr].

It is also possible to have: dochira [-do€iqe], déguchi [-denw &i]); keéshiki
[-kegicll, tkutsy [-ikdn tsdv], posuto [-post to]. But: wafuku [ upe-dpti-kur], ashi-
ta [ eci-te], yakusha [ jekdi-Gje] (stressed on their last syllable).

All these can be heard with a stress on their second syllable, but with a tonetically
reinforced first syllable, ie dochira [-do_tgije]. In addition, also the other series
shown above can have a stressed fully voiced vowel, ie wafuku [ue-¢purkdr], or also
Lupe-pdr-kur].

The important and fundamental thing is that the tonetic patterns are maintained, while
the degrees of stress can vary. Native ears are, then, satisfied, in spite of these differences.
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Four-mora trisyllables are stressed on their first syllable, unless it is a light one, even
if there is an accent after the first mora: kaimono [keimo-no-], Oosaka [.oose-ke-],
saabisu [saabisw ], tenipura [tem-pur-e], zénkoku [«denko kar], shoojiki [.Gjoo-
il il

But, with a light first syllable (whether accented or not), the second syllable is cur-
rently stressed: shirooto [¢iootal, butsuzoo [bw-tswzoos], sekiniii [se-cinipr], a-
kachari [ ketSjeq, ], maeuri [ me-ewp], o-iwai [ o-iwget], uekiya [w-ecie], suises
[sw-iseq], Nibongo [ pi-hotynos], pachiniko [ pe-&ifyko-]. But we have hatsuor [ he-
tsw-gf] (and sometimes [he-tswgg], too).

Also, with an accent after the first morae: ooame [.oo-eme,], roomaji [loo-me-
211, kangofu [ken-nodurl, roosoki [loo-sokdr, —sokwr ], juugatsi [dzjurw-netsuw ],
where the accent prevails).

In compounds, usually we find a seemingly pattern, such as: baiimeshi [bem-
-me-Gi], gaikoku [.gei-kokar], yuudachi [juw-detSi-], haizara [hei-zeqe].

9.4.6. Four-mora quadrisyllables (independently from the presence or not of an
accent on any mora) tend to be stressed on the second syllable (from the beginning):
kamidama [ke-mide-me], nagagutsu [ ne-gequ-tsur], norimono [no-jimo-no-],
butaniky [bu-teni-kdr], sakanaya [ se-kene-je-], shiawase [ Gi-ewje-se-l, Amerika [e-
-meqi-ke-], urikire [w-ici-\e’], tomodachi [ to-mo-de-tgi-], uketsuke [w-ketsdrke],
chikashitsu [ &i-kegi tsdr].

More: kudamono [ kw-demo no, tebitkuro [ te-bukw 10], kanazichi [ ke-ne-
2w 1], Hiroshima [}ji-10-¢i-me-], hanashité [ he-ne-i-te ], tanoshimi | te-no-¢i-
-mi-], kanemochi [ ke-nemo-t&i], inemuri [ i-nemwr+i], Kubozono [ kw-bozo-no].

Or the last but one syllable is stressed (especially with /i, w/ in the second sylla-
ble, particularly when it is devoiced): o-fukuro [ o-ptr-kwi o>, o-purl, yakusoku | je-
kar-sokdr], kakikata [ keci-kete,, -kete ], yotsukado | jotsti-ke-do-], toshiyori | to-
Gi-041], kaminari | kemi-ne«i, i1, hachigatsi [ hetCi-ne-tsdy ], shichigatsi [ GitCi-
-netsdr], asameshi [ e-se-meGi-l, hirumeshi [ hiqyw-meci], hikidashi [ hici-de-cil,
kashidashi | ke-¢i-de¢i; also: hatamichi [ hete-mitSi].

However, in five-mora quadrisyllables, a stress generally falls on the last but one
syllable when it is a heavy one or has an accent, or else when the second one con-
tains a devoiced vowel.

9.4.7. Mainly, this also happens with final -tsu, -7i, or in obvious compounds:
asanéboo [ ese-neboo ], arubaito | eqw-beito,], getsuyoobi [ getswjoobi], moku-
yoobi [ mokw.joobi], birudingu [biyw_dingu], chokoréeto [ &jokoeeta)].

But, in addition to jiteishaya [ dzi-tep-Gje-je-], homisekichi [hgoq-seci-€i], we al-
so find: juunigatsi: [.djuweni-netsw,], onnanoko [.gnne noko], saraigetsu | seqei-
——

Or, with six morae: ongakikai [.g1)-nekw kei ], denkigaisha [.dep-ci-geigje.],
gaikokijin [.qeiko-kwzip], we also find: jiterishaya [ di-tep-Gje-je-], homsekichi
[hog-se-ci-t¢]]. Let us also consider: Chuugokugo [.Cjuwno-kwno-], but: gai-
kokugo [.gei-ko-kw o] (most frequently).



9. Japanese structures 95

9.4.8. Careful observation of many cases of gquadrisyllables, however, revealed
that the interplay of the different kinds of prominence, often, allows a sort of possi-
ble exchange between pitch and stress, so that a structure like [ $-$-$] + [$-] (or +
[$.], or + [$.]) can become [ $:$-$] (+ [$], or [$.], or [$.]), and vice versa, especial-
ly in spontaneous sentences.

And this is quite understandable, because, in actual facts, Japanese [-] is gener-
ally weaker than the symbol itself may suggest. In fact, we might use [-], which
is intermediate between [-] and [-]: 1e [-] [] [-].

On the other hand, also [-] is —so to say— ‘fuller’ than a simple plain []; again,
it is not simply the weak version of [-] (half-stressed on a mid pitch), but some-
thing intermediate between (an unstressed) [] and [-].

However, the real difference is not merely an intermediate degree of strength,
but a kind of fusion of stress and tone: a mid pitch tone with a greater strength
than []. Let us use [-], which gives the whole syllable an increased prominence,
that might even be perceived as being [-]: ie [-] [-] [].

There is a kind of overlapping of different elements for prominence. In certain
languages, even a low pitch, like [ ] [] [], often sounds as more prominent (ie as
somewhat more marked) than [-] [] [[] (though, generally, less so than [7] [] []).

Thus, it is fairly logical and quite understandable that [--] and [-] can easily be
exchanged, producing [ $-$-$$] instead of [$-$--$$], and vice versa: [$-$--$$] in-
stead of [ $--$-$$].

9.4.9. The same can often be true not only of #risyllables, but also of bisyllables
(ie banzai! [ben.deei,, ber.dzei]), depending on the heaviness of their syllables, gen-
erally determined by the presence of heavier structures or, on the contrary, of de-
voiced vocoids (' § 9.3.3). All that, again, and even more so, when such words are
put into phrases and sentences.

We must keep in mind that the tonetic indications shown —being the relevant and
distinctive trait— have to be respected much more than the intensive ones of stress, al-
though the best result is given by a fair interplay between these two elements.

Of course, Japanese native speakers, especially neutral ones, find all this quite nat-
ural. On the contrary, foreign speakers, not only those with no tonemes in their lan-
guage, have a hard time unraveling such ‘mysteries.

The important thing is that a simple example like sayonara (or its possible vari-
ant sayoonara), in addition to a more normal realization like [se-jo(o)yne qe], [se-
~jo(o)ne Je.], can be changed into [ sejo(o)-neje,], [ sesjo(o)-neje.].

9.4.10. However, we would not get real Japanese, should we say that as shown
below. Notice that, here, we use a conclusive tune. So some tonetic differences
with those languages can appear better, also adding [-] for mid-pitch unstressed syl-
lables, and [-], [-] instead of ‘normal’ [, [|] to show mid pitch, on stressed or half-
stressed syllables, respectively. Of course, the movements of the tunes partially
modify the mid pitch shown for those syllable.

Thus: [sasa'naria-, -qe.., sajo-] (English) —or [zajo'narga, ] (German), [-sajo-na-
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“ra,, -sajo-na-] (Spanish), [-sajo-narra-] (Italian), [-s3ju-nace.,, -saj6_na-] (Portu-
guese), [-sa’jo_naga., sa-jo'na A, ] (French), [-szge_nacs.] (Russian), [sa-jouna-
£a-, -saju-na-] (Arabic), [s3_joonsss.., -s3jo_ne-] (Hindi), [ sajounalla’] (Chinese).

Let us note that, in French, [] indicates a half-high pitched unstressed pretonic
syllable. As can be seen, it is different from [+], which we introduced above for Jap-
anese. In fact, ['] is a little higher, but a little weaker than [+], too.

Or also, using the very common Japanese family name Tanaka [ te-neke], we have:
[tho-naka-, -ke. ] (English) — or [-tha:na ka. ] (German), [ta-na‘ka, ] (Spanish), [ta-nax-
ka-] (Italian), [ts-na'ke.,, t8_na-] (Portuguese), [ta'na_ca,] (French), [te naks ] (Rus-
sian), [-tanaka., ta-na-] (Arabic), [ts_neks. ] (Hindi), [_thanakha’] (Chinese).

Respectively, something like: Smith, Miiller, Sdnchez, Rossi, Silva, Dupont, lva-
nov {Mearnos}, Nasr {Nasr}, Sharma {Sharmaa}, Chang {Zhang}.

9.4.11. In five-syllable words, which are generally not simple words, stress decid-
edly tends to fall on the last but one syllable, except for particular compounding
or vowel devoicing, as we will see in a while.

Thus, we find, with five morae: katazukéru [ke-tezw-keyw ], inabikari [ i-nebi-
keyi], otokonoko [ o-toko_noke)], nejimawashi [ ne-4ime_weéil, yamanobori [ je-
-meno_bo)i], okurimono [ o-kwi-mono-], o-kyaku-sama [ o-cjekdi-seme-, -me].

With six morae: Amerikajii [e-meqi-kezip,], sefitakumono [seg-tekw-mono],
ichinichijuu [}-@Gini-t¢igjwwe]; but omawarisan [ o-me_weyi seq,|, machiaishitsu
[ me-tGieidi tsd].

With seven morae: o-tétsudai-san [ o-tetsw _deiseq), otetswr], denikisutoobu [.dep-
cistwitoobwy ], Chuugokuryoori [4¢juwnokw.)jooyi], danboosétsubi [.dem-boo-se-
tsw bi, -demboo-se], nyuugakushikén [.pjurw-nekdréikeq .

With eight morae: koodanjuutaku [ koo-dendzjuwwte kdr]. Of course, even in
such cases, there is a real possibility for sequences, mostly including [-] [ ], [] [-] []

[], [1 [.] and [] [.] [], to exchange their order, using [-] [.1, [.] [.] and [-] [.] L.I.

9.4.12. Verbs in -ru generally have their stress on the preceding syllable, which has
the accent: oboéru [ o-bo-eqw], kangaéru [kegyne-eqw], atsumaru | etsw-meju],
shirabéru [ Giqe-beqw], koshikakéru [ ko-Gike-kequ ].

But, other -Cu verbs, again with accent on the last but one mora/syllable, have
their stress on the second syllable: arawasu [e-yewqesy], chikaziku [gi-kezwkdr].

Finally, here are some accentless forms: sawaru [ se-uequr], tsukaru [ tsi-ke-
qurl, ukéru [w-kejw,].

Usually, adjectives are stressed on the last syllable, with VV* as in -2i; others on
the last but one, with VV*, as in -ai. So, we have: atatakai [ e-tetekei], yakamashii
[je-kemeii], and: abunai [e-burnet], oishii [-0i¢it], kiiroi [-ciivoi], akarui [e-
-kequii-], sumetai [ tsw-me-teir], mushiatsii [ muwréietswi,].

But there are even cases like: mushiatsni [ mw-¢ietswi, ], muzukashii [ muw-zurke-
-Gib], atarashii [e-teqe-¢ii], omoshiroi [ o-mo-¢iqoi], mendookusai [.men-dookdrsei].

In iterated forms, stress and accent belong to the first syllable: mazu-muzu [-mw-
ZW MWzw,], waza-waza [-ujeze weze,].
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9.4.13. Since there are no real and simple rules for accent and stress in compounds,
especially for less long ones, we just give some examples, to rouse reflection. We are
preparing the JPD? (Japanese Pronouncing Dictionary [transliterated], with an intro-
duction on how to pass to “”[PA transcriptions, as in this book, for ‘accent’ (@kuserito),
‘stress’ (sutoresu), segments, especially nasal g, vowel devoicing, &c.

Examples: fuyugéshiki [ dwrjw-negicil, from fuyi [duw-jur] and késhiki [-kegi cil;
yunyuukudamono [ jur-njuwkw-demo no, from yunyuu [ ju-njuwr] and kudamono
[kwi-demo no; yuuyakezora | juurjeke-zoge], from yuuyake [ jurarje-ke] and sora
[-so7e.]; satogokoro [se-tono koyo], from sato [se-to>] and kokoro [ko-kojo].

Others: nigaruma [ pi-nuwyw me], from zi [-pi] and kuruma [ kw-jwrme]; asa-
kaze [e-seke zg ], from asa [-ese] and kaze [ke-ze-]; insutantokoohii [ipsdr-teqto-
koohii], from insutanto [ipsiitento] and kookii [kooQyil]; gaikokujin [.qeiko-
-kwizip,], from gaikokuy [-geiko-kar] and jizz [«dzip.]; gaikokujinitooroku [.geiko-kuw-
2intoojokdr], from gaikokaujin [.geiko-kwzip,] and tooroku [-toco-kuar].

9.4.14. Summing up the prosodic structure of Japanese stress. Unfortunately, na-
tive Japanese phoneticians simply talk (and write) about pitch-accent, as if stress-
-accent were not an important part in the pronunciation of Japanese. But, it is im-
possible not to deal with stress, because it would not be serious to do without it.

Note that even syllables with 7, » [in @] are given as present, because they may
also be uttered as [i, w], or [i, w] (especially in careful, or slow, or regional speech).
In fact, even when these two vowels are rendered exactly as [i, W], their syllabic
beat is present, although, in fast speech, resyllabification can certainly occur, with
the result that two distinct syllables actually become just one phonetic syllable.

9.4.15. In bisyllables, the unmarked stress pattern is final [$'$"] — note that in these
formulae we indicate intensity, independently from fonality, which depends on
the accent of each word. But, if the first syllable is ‘heavier’ (according to the scale
given in § 9.3.3), the pattern is marked, and prefinal [$$"].

Examples: hashi [he-¢i-], hashi [he-¢il, hashi [-hegi]; esa [g-se-], oto [o-ta], ka-
ki [ke-ci], kita [ci-ta], kesu [ke-swr], kega [ke-ne]; but: késa [-kese ], kimo [-kw-

mo,|, ido [-ido], néko [-neko]

9.4.16. In trisyllables, the unmarked stress pattern is prefinal [$'$$”]. But, if the
other syllables are ‘heavier’ (§ 9.3.3), the pattern is marked, and either final [$$'$"],
or initial ['$$$%].

Examples (prefinal [$$$]): musume [ mw-swrme], tatami [ te-temi], kusuri [kdr
-swrb], ushiro [w-¢ino-], kodomo [ko-do-mo], atama [e-teme], shikaku [ Gi-ke-
kdr], araky [e-ywkdy ], mégane [me_ne ne ], nimotsu [ni_motsdr], depaato [de-
-paata].

But (final [$$'$"]): zashiki [ dee-¢i-civ], rekishi [ Jeci-¢iv], ashita | e-ci-te], wafu-
ku [ upe-ddi-kur]; or (initial [$$,$"]): tekubi [-tekw bi)], dochira [-do (i qe.], zénko-
fu [ o e .
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9.4.17. In quadrisyllables, there are two unmarked stress patterns: postinitial
([$$$$) and prefinal (1$$557)).

Examples of [$'$$$"]: yorokobi® | jo-1oko bi,, -bi, ~bi], detarame [ de-teqe-me],
wakamono [ we-kemo-no-], nomimono [ no-mimo no), gomibako [ go-mibe ka],
sakanaya [ se-kene-je], Amerika [ e-mei-ke], kagakusha [ke-nekai ¢je ], ehagaki [ e-
-hene ¢il, o-yago-saii [ o-jeno-seq], o-imooto-sani [.oi-moo-to-sef], otooto-saii [o-too-
-tO--SgI'y].

Examples of the other unmarked pattern, prefinal [$$'$$"]: kashidashi [ ke-ci-
-de¢i], yakusoku [ jekdi-sokar], yotsukado | jotsti-ke-do-], kakikata [ ke-ci-kete],
mysaujikaru [ mjuwdzi kejw,], kaminari | ke-mi-neqi-], onnanoko [.gn-ne_noka],
shokudoosha | ¢jokw-doogje ], senitakuya [.sea-te-kurje].

Others: saraigetsu [ se-ei-netsur], toshokanin | to-Gjokeqipl, kootoogakkoo
[kootoo-gekkioo], denwabangoo [.degugebenynoacl], kankoobasu [ ketykoo-be-
surl, koohiijawan [ kooljii-dzjewen,], kootsuukoosha [ kootswwkoogje ], Nihoii-
nifigyoo [nithgn-pipgjoo].

Also: birudingu [-biqjw_dinnuw ], haiidobaggu [headobeggu ], chokoréeto | £jo-
kovEEta], taipuraitaa [teipw-eitaa].

These two structures can easily be exchanged, especially in non-derived words, pro-
ducing possible [$$'$$"] - [$'$$,$7], and [$'$$,$"] > [$$'$$"]. But, let us notice that
we have a marked, initial pattern ([$$$$"]), in words like: waza-waza [-ujeze weze ],
gomi-gomi [-gomigomi].

9.4.18. Let us add some examples with five syllables (more or less clearly com-
pounds): Chuugokuryoori [ Cjuwwnokwjooyi], denkisutoobu [.depeisiitoobw ],
hakaseronbun [ he-kesejombarq ], o-tétsudai-san [ o-tetsw_deiseq),]; danboosétsubi
[[demboo-setsw bi], otokonoko [ o-toko_noke]; ookésutora .oo-kestito je].

Japanese sentences

9.5.1. In forming Japanese sentences, some modifications are introduced regard-
ing accent (and somehow for rhythm-group stress, too). Let us consider the fol-
lowing examples, in order to see how they work, by carefully observing the pitch
of the syllables in the second rhythm groups. In fact, normally, the rhythm groups
that are not separated by pauses, after a rhythm group with accent, remain
mid-pitched as the preceding one.

Here are some phrases: watakushi-no namae [uje-tekdr¢i-no -ne-mee-] (in [ne-
-mee-], na- becomes [-ne], by pitch assimilation to the preceding syllable); boku-
no seniséi [-bokw no .seq sei] (in seiséi [.seq-sEi], séf becomes low, [- ski]); Nibo7-
chizu [pi-hon -€izw ] (without modifications).

More phrases: asaban [%_sebeq] (from [-ese] and ba7 [beg], by unifying everything
into one rhythm group and lowering ban); yasashii horn [ je-seéii -hgq,] (without mo-
difications); 7 jibiki [i 2ibici] (from jibiki [dzi-bici], with lowering of -biki, which
becomes something like jibiki); suzushii heya [sw-zwéii he je] (in beya [he-je], -ya is
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lowered); se7iséi désu [seq-sei desdy, i, 5] (with stress reduction on désu [-desd, i, s ]
and lowering of de-).

9.5.2. More: totemo omoshiroi hori [ to-temo -0-mo-¢iqoi _hgq,] (from omoshiroi
[0-mo-¢ivjoi], with raising of o- and lowering of 4072, and stress shift); hijoo-ni fu-
kuzatsu-na mondai [ hi-3jooni -pur-kwze-tswrne -mgn-dei] (with raising of fu- and
mon-); motto yasui honi [\motto jeswi_horq] (with lowering of -sii and horn); obayoo
gozaimasu [ 0-hejoo -go-zeime s, s, -s] (with raising of go- in gozaimasu [ go-zei-
‘me_sur, -SI,, -S| ).

Some others: arigatoo gozaimasu [ e-|ige too go_zeime sui, -si, -s,] (with lower-
ing of -zaima-: everything is low, except -7i-); doomo arigatoo gozaimasu [\doomo
e_ligetoo go zeimesdr, -, -s,] (with lowering of -7i- and -zaima-: everything is
low, except doo-, which is half-low falling).

In addition: uchi-kara éki-made arukimasu [ w¢i -ke-e -eci_meds| e-qurci-me-
s, sy, s ] (in the case of fast speech with no breaks: [ wrtgi -ke-e -ci_mede e qw-
cimesuy, s, s.]. But, separately, word by word (notice the stress change in the first
thythm groups, mainly due to /i/ devoicing): [w-ti-, ke-1e, -gci,, -mede,, p-qw-
-ci-mesur, -si,, s, .

Also: niji-kara sanji-made jimisho-ni imasu [-pizikeje! sendzi_mede| dzi-muwr-
&jonii i mesdr, -s:, -s]; possibly with fewer breaks, in less slow speech: [-nizi keje
sendzi _mede| dZi-mwéjoni imesdr, s, -s]. On the other hand, in separate
thythm groups, we have: [-nizi, ke-je,, sendzi, -mede,, dzi-mwgéjoni, i-mesdy,,
sz, -s,] (with modifications on kara).

Or: yoji-madeni koko-ni kite kudasai [-jo2i me_depi! ko-ko-ni -¢i-te kurdesei ]
(slower: [-jo2i me_depi} ko-kowni! ci-te kwrdesei]. Or: [-jozi,, me_deni, ko-ko-
i, ci-te,, kurdesei ], still with stress modifications on madeni, in comparison
with made).

9.5.3. Here are further examples illustrating stress modifications, in forming
rthythm groups: made-ni-wa [me_depi wpe ], Okinawa [ o-ci-newe], Okinawa-wa...
[ o-ci-newge-uge-], but sometimes also [o-cine-ueye].

Obviously, it is not always easy to readily distinguish between the effect of pitch
prominence and stress prominence. On the contrary, when mid pitch coincides
with stress, prominence is quite clear.

If all this combines with a fairly heavy syllable, prominence is even more evi-
dent. In any case, if several nearby syllables share the same characteristics, it be-
comes less easy to distinguish them clearly.

However, pitch remains the most important element, being the distinctive one,
though undoubtedly stress has a considerable role, too. It is important to find an
appropriate balance between these elements, although oscillations are quite possi-
ble and normal, indeed.

In an example like tabemashita ka? [; tebe-megite ke], the low pitch and second-
ary stress on the syllable ta- and the mid pitch and weak stress on -be- may give a simi-
lar prominence effect. But, of course, it is less than that on -74-, and decidedly lesser
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than that on -4, and even less so than on -shi-, with devoicing up to the loss of its
syllabicity: [¢i, &, &].

In the case of loanwords (or gairaigo), the interplay of pitch and stress (as well as
of syllabic weight and accent placing) can undergo some hierarchic reversal, by mov-
ing closer to the original (stress) pattern: ‘hotel’ (hoteru) [ho_tequ ], and ‘coffee’ (koo-

hii) [kooJyii], but also [koo}ii] is possible (and even [koo.pupii]).

9.5.4. Obviously, in current speech, some reduction phenomena occur in Japa-
nese, too. Here we will consider some of the most ‘normal’ ones. The particles 7o
and #i, in particular, are often reduced to [q/: kiru-no nara [-kwj@in -neje,, -kw-
quno -neje ], kimi-no uchi [ cimig w-tSi, cimino w-tSi], génki-ni naru [gep-cin
-nejur, ~gE[-ci-ni -neju].

In the negative, forms with -»Vnai, generally, change /|V/ into [4/: shiranai [Gin-net;
Gie-neb], okurenai [ o-k@in-nei-; o-kwe-nei].

More frequently, there can even be contractions such as: mite shimau [mi_Gjeu;
-mite Gi-mewr], yonde shimau [jon_dzjew; jonde gi-meur].

Let us also consider: watashi [uje-te¢j, e-te-i, -we-éi] (instead of its refined
form watakushi [ we-tekwr¢i, -¢i], déwa [-dewe,, -dzje-] (also lexicalized as ja), da-
yo [de-jo>, de-o] (even [da-o-, di-0, dzi-o°], with two exceptional phones: [a] and
[d] followed by [i]), haiiro [-heiiqo>, he-iiqo-, -heiqo-], ichinichi [i-tgini-t€i, i-t¢ip-
t¢1,], araumi [e-pewmi, eqe-wmi, e-ywmi], ume [w-me-,, W-me-, @-me,
Mm-me-].



10.
Intonation

10.1. For a complete treatment of intonation and prosodic & paraphonic features
in language, the readers are invited to see @ 12-14 of Natural Phonetics & Tonetics, ot
the correspondent updated sections in the “”[PA website.

INTONATION is constituted by the relative pitch of syllables forming more or less
long sequences of connected speech. These sequences are called TUNINGS and can con-
sist of pause groups (which, in turn, consist of rhythm groups); but they can also con-
sist in a single word — which can even be monosyllabic: No. — No? — No! — No...

What is essential is that pitch —through given differences— adds (or, rather, gives)
different pragmasemantic nuances —such as ‘statement, question, command’ &c— to
phonic sequences which could otherwise be identical.

Thus the difference obtained is not merely semantic, conceptual, as in the case
of ton(em)e languages, such as Chinese or Vietnamese.

However, by using the same principles and the same symbols of syllabic-tone
notation, one can accurately (and without too many problems) transcribe the
characteristics of pitch and strength of the syllables of a whole utterance.

In fact, stress-tonal signs show both the relative pitch and degrees of stress on
the syllables before which they are put.

First, let us see (fig 10.1) an iconic and simple way to introduce people to intona-
tion (applied to neutral British English, as recordings are easy to be found): by care-
fully reading the examples given, and following the heights shown for every grapheme.

After, we can go to fig 10.2, where one can see the whole pitch extension of an ut-
terance, which is called a TUNING (or intonation group). It is divided into a PROTUNE

fig 10.1. ‘Icono-tono-graphic’ representation of neutral British-English intonation.

1
See you
J

on Sﬂfu/d
ay.

\ see you y?

(Wl 17 tilff:_)/}

/)
on gutur*

3 don’t) eV total 4
(If_they YU on Spy gy | (it'll be @ sas
N\ u;/vl/l« ter-)
4 don’t) See VOl worry 4
(Tf they JO% on Saturday (don’t boyt 57
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and a TUNE. Here, let us anticipate that a general fune consists of three parts: a PRE-
TONIC syllable, the TonIC (ie the stressed) one, and (two) posTTONIC syllables.

A protune consists of one or more stressed syllables and some unstressed ones
(which are called ‘protonic’ and ‘intertonic’ syllables, respectively).

Sometimes, it might be important to refer explicitly to the first or last ‘protonic’
syllable, in the description of certain languages with particular protunes. Usually, the
first protonic can be preceded by some ANTETONIC (ie initial unstressed) syllables.

fig 10.2. The structure of tunings.

1 2

ab ¢ de f gh i ja B cp

1+2: tuning a-b: antetonic (syllables) A: pretonic (syllables)
1: protune c: (first) protonic (syllables) B: tonic (syllables)
2: tune d-e: (first) intertonic (sables) C-D: post-tune
f: protonic (syllables) c: internal post-tonic
g-h: intertonic (syllables) D: terminal post-tonic

i: (last) protonic (syllables)
j: (last) intertonic (syllables)

10.2. In anticipation of what will be dealt with presently, one may say that
there is a ‘normal’ protune, for statements, which has no particular symbol since
it is the unmarked one: [ /. There are, then, three marked protunes: interrogative
(/¢]), imperative ([;]), and emphatic ([;)).

We must make it clear at once that written sentences are one thing, while the
spoken language is quite another reality, often very different, indeed. Naturally, in
the spoken language, tunings are much more numerous than ‘simple sentences’ of
grammar and syntax, as will be seen below.

But let us consider tunes. Generally they are formed by the tonic syllable (ie the
stressed one, which is also the last strong syllable in an utterance, in a sense).

The pretonic (ie the possible unstressed syllable before it), and the posttonic sylla-
bles (ie the possible unstressed syllables after it).

In the tonetic diagrams (or rather tonograms), two posttonic syllables are indi-
cated (ie the internal and terminal ones). Sometimes it is useful to refer to one of
them, clearly, in order to highlight typical movements more clearly, above all to
distinguish interrogative tunes of the rising type ([-'-]), from those of the falling
type ([-'~]). In any case, the term POST-TUNE may be used to refer to both syllables,
collectively.

Let us now consider —concisely (and by looking closely at fig 10.3)— the three
marked tunes (of neutral British English): conclusive (|.|), interrogative ([?]), suspen-
sive ([;[), and the unmarked: continuative (|,/): On Saturday |.| [on'sef-oder.], On
Saturday? |; ?| [son'set-oder], (If not) on Saturday... (then..) [;| [on'sef-odEr:], (Per-
haps) on Saturday, (but...) |,| [on'sef-ader].
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10.3. The best way of dealing with the intonation of a language consists in present-
ing its structures through appropriate and clear diagrams (ie tonograms), with
clear examples and a simple and sufficiently complete notational system (not a
cumbersome and useless one).

First of all, we must repeat that the use and choice of intonation patterns do
not depend on syntax at all, but on semantics and pragmatics, and above all on
communicative goals.

In fact, even if the syntactic formulation is, in the end, the most evident lin-
guistic rendering (for those who are used to reading and writing), in actual fact it
is nothing but a faithful representation of the pragma-semantic way to express con-
cepts and thoughts, peculiar to every language.

If, for instance, one writes —and beforehand says— I've been looking for this for
ages [asvbunlok- fo'0s.. fj'Exdsiz. ], the superficial formulation at hand is only the
inevitable result of the mental and linguistic processes that produce, in English, the
sentence just seen, although with slight possible variations.

In actual fact, it results from the juxtaposition of different concepts (each one
indicated by /., or [-'..]) in a single syntactic string, seemingly simple and straight-
forward, but actually very complex, as is obvious from its prosodic structure, if
supported by an appropriate intonation pattern, as indicated by the small but pre-
cious signs used.

Let us now examine the intonation structure of neutral British English. How-
ever, one must first consider a general scheme which will enable people to really see
its characteristics.

Thus fig 10.2 gives the diagram of tunings (or intonation groups). It shows the
use one makes —when speaking normally— of pitch heights on the various syllables
forming the different possible utterances in a given language.

Tunings

10.4. Tunings consist (as already seen) of a protune (in our example I am transcri-
bing the following example [asmtjaenskjasbuy dafoloou) igzampt]) and a tune (pho-
netically [fonef-kli, ]). In this case, one has a normal protune and a conclusive tune.

The latter is represented, tonemically (in a theoretical way) by /./, and toneti-
cally (in a more realistic way) by [-'. ].

The number of syllables in the example has been calculated on purpose in or-
der to have full correspondence between the tonogram and the syllables of the sen-
tence, to be able to show the characteristics more clearly.

Of course, in normal speech, it is unlikely to find sentences with the same num-
ber of syllables; however, the usefulness of the diagram is not compromised, since
the actual syllables available (whether more or less than 14) share pitch heights in a
fair way.

So they may either compress the movement of several syllables into only one or
two, or expand it over a larger number of syllables ((f fig 10.5 for the tunes).
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For instance: Yes, we do or Our aim is to pass on ideas, techniques, and practical
activities, which we know work in the classroom (even if this last example, more real-
istically, will be divided into more parts, with the addition of the respective tunes,
mostly continuative).

Thus: Our aim is to pass on ideas, techniques, and practical activities, which we
know work in the classroom. In a phono-tonetic transcription, you have: [a E1m tz-
fo'phass 'on.- as'duaz: thek'niiks: om phyekiikt ekthivofiz witfwins-o 'ws'k.. indu-
'khlarsqom. ..

Protunes

10.5. fig 10.3 shows the four protunes (of neutral British English): one is un-
marked, or normal, and has no symbol; three are marked: interrogative [;| [:], imper-
ative [;[ [;] (for instance: Pay attention! [ phe1 othen(n. ]), and emphatic [;] [;] (We
have to check everything very carefully! [;wi haey ro'tthek: yev-1i0uy- j'veyi khesili, ]).

fig 10.3 shows, on the right, sketchy tonograms; on the left, they are given in a
more realistic way. Actually, the schematic diagrams are sufficient indeed (as will
be done for Japanese), since these tonograms necessarily generalize and normalize
the data, allowing slight differences of realization, as well.

On the contrary, for teaching and learning purposes, these schematic tono-
grams are decidedly more useful, making comparisons with those of other lan-
guages not only possible, but even easier. Furthrmore, the schematic tonograms
are less distracting, ultimately, than the realistic ones.

fig 10.3. The four protunes of neutral British English.

— -] normal
] [e] — [c] // []
- i B interrogative

+ — 1Tl T =T K
. A=l imperative
o \‘_9__@_‘ o —) ] o — | // [.]

il Li
B N BN emphatic
o ‘-—e\\e_ | ° el B 0 | m— ] o /./ []

M LA

Tunes

10.6. fig 10.4 shows the three marked tunes (of neutral British pronunciation, a-
gain both realistically and schematically) — conclusive || [-'..], interrogative [?] [-'-],
and suspensive [;/ [-' -] — in addition to the unmarked one, continuative |,| [-'-].

The marked tunes have a functional charge, which is crucial for communica-
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fig 10.4. The four tunes of neutral British English.

j — = conclusive [/ [-'. ]

— | — interrogative [/ [-'-]

suspensive [;/ [-'. ]

|
}

o

continuative /,/ [-'-]

tion, as they oppose one another distinctively. The unmarked tune —the continu-
ative one— may be considered as the neutralization of the three marked ones (since
each of them would be inappropriate in certain —less important— contexts, being
too specific and having very definite functions).

The aim of the continuative tune is, above all, to oppose a theoretical zero’ tune.
It is quite different from a straightforward and progressive flow of enunciation,
without the slightest variations (or breaks), even theoretical or potential.

Its only purpose is to slightly highlight a word, compared to a complete non-oc-
currence of tunes (as happens within a protune).

Indeed, there is a difference between I saw six men [as7so: 'siks 'men:, | and I saw
six men [as7sox 'stks: 'men:, J; in the latter, of course, six is more prominent than in
the former, since it has its own tune (although no pause follows it), instead of be-
ing a part of the same protune.

At the end of § 10.4, we have seen that a syntactic string does not generally corre-
spond to just one tune; in fact, more or less numerous continuative tunes occur,
otherwise the sentence would not sound spontaneous and convincing.

At first, one does not fully realize this internal subdivision, which is complete-
ly natural. Its appropriate use goes entirely unnoticed; whereas, its absence would
not pass unnoticed at all (as happens in unprofessional reading or recitation).

For instance, if one considers an utterance such as Look! the imprints of a bear,
it is soon realized that it can be said in many ways — apart from actual and para-
phonic considerations such as the fright taken at the sight, or the delight expressed
by naturalists, or the satisfaction felt by hideous poachers... (all of them are ren-
dered with different nuances, clear and easy to interpret).

Of course, this is different from a unitary sentence such as Look at the imprints
of a bear, in just one tuning: [lok-ut di'tmpyints svobess. ].

10.7. Thus, if you go back to the original utterance, what you finds is something
closer to a natural exposition, as Look: the imprints of a bear [lok.. di umpyints sve-
bEs..]; in fact, in the same sentence, there are two pragmatic concepts: the imprints
and the sighting of them.

If one then divides it into three parts (of course, with three tunes), the nuances
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expressed are more detailed: Look at the imprints of a bear [lok.. ditmpynts,. ave-
bes..]; in this way, one can manage to separate, conceptually too, imprints of differ-
ent shapes.

After all, it is possible to use some continuative tunes (ie unmarked /,/ as already
seen in the previous section), and this will add something to elocution (in oppo-
sition to a unitary utterance, although this is not for emphasis, of course).

It is only a way to make enunciation a little more effective and natural: [lok-
wt- dil'tmpyints- ovobes. ] (and variations).

By considering an example like You must read further books on this particular
subject, again, one can easily see that there are several ways of saying it.

Apart from a quite flat realization in a single tuning, as: [jpumas™jrid f3-ds boks
ondispa‘thikjols 'sebdsikt. ], one can have: [jpumas™yrid 30 boks: pndispsthik-jo-
Is 'sebdzikf. ], or: [jpumasyrid- fs:ds boks ondispathik-jsls 'sebdzikf. ], or else:
[jpumoasyrid- f3-ds boks pndispa'thik-jols- 'sebdzikf. .].

One could also have [juu-], or even: [jpu- mosyrid- f3:0a- boks.. on'dis- pa'thik-
jolo- 'sebdgikf..] (with more and more numerous nuances and implications).

fig 10.5.1. The four tunes of neutral British English, expanded or contracted according to the
number of their syllables (here with no pretonic one).

excellently happily happy four six

o] =111 [— — | [~ [— =

Ao = ===

/;/ [(')I..] — ° — 21 | 21 = 2] =>4 =1

[eksolonfli 'hep-sli hepi for ‘siks]

10.8. A conclusive tune is necessarily used whenever a given concept is complet-
ed in the speaker’s mind. Thus, in addition to the words which form the sentences,
it concerns communicative functions as well, as if, in saying I£’s raining cats and dogs,
you added ‘T am stating’ — so: I£’s raining cats and dogs [its ey kheets on'do-gz. .

Each tune has a specific function: the interrogative communicates ‘I am asking’: Is
it raining cats and dogs? [ 1zt ey 'khets on'do-gz-]; the suspensive one communi-
cates ‘I am underlining’: If it’s raining cats and dogs... (it’s a calamity!) [fits jenuy
kheets on'do-gz.| (jttsukulemsyi.)].

The continuative tune, instead, simply communicates ‘I’'m not finished’: I£’s rain-
ing cats and dogs (but I don’t care) [its jEinu) khets on'dogz- (bsfasdsonkhess )].

It is possible to have a series of conclusive tunes: Yesterday it rained. Today it’s rain-
ing. Tomorrow it’ll pour. I'm sick and tired. I'll go away! [jestader tteind. | tha™det
usyenu. | tho'moy-se (¥pho: | asm™sik an'thasad. | aat"gs-o wwer ]. However, a
suspensive tune is very likely for Tomorrow it’ll pour [thompy-30 titpho:.].

Too often, current writing (which is not at all sophisticated) uses only commas:
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Yesterday it rained, today it is raining, tomorrow it’ll pour, I am sick and tired, I'll go
away.

Thus, with the guilty complicity of schools, one is led to a kind of ‘child-like’
reading, which makes people utter things like: [*7jesfader tfe'ind...” fo"dET tts'{EL-
nu)...” (o moy30 ftpho: .| asm7sik an'thasad..” aat"gso wwer - ].

The small rings show the additional pitch movement which is typical of ‘bookish
intonation’, which must be kept well apart from normal (ie conversational) intonation,
and also from the typical intonation of text exposition (even if simply done mentally).

A further example to show that, normally, writing and punctuation are just mis-
erable devices with syntactical functions, and not at all helpful for reading: I'm ter-
ribly busy: I can’t come; Tll let you know; don’t be cross [asm theg-obli buzi,. as'khay
‘khem:, | aatletl-p 'nz-o.. ;7 dsom bikhjps. ].

Also the example I've been looking for this for ages [asvbinlok-u) fo'0ts.. fjErdstz. ]
shows this characteristic.

Contrary to what grammars keep on repeating, a comma does not necessarily
indicate a short pause, as a semicolon does not indicate a pause which is half-way
between the ‘short’ one of commas and the ‘long’ one of full stops (as it is absurd-
ly ‘prescribed’).

However, these are the results achieved by schools, ie sadly rigorous and monot-
onous pauses, which are not able to convey appropriate meaning to sentences (es-
pecially when they are read).

And all those who today abuse punctuation, by omitting it almost completely,
will they ever pause?

fig 10.5.2. Difference between total questions (1) and partial questions (2).
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Parentheses & quotations

10.9. Lastly, fig 10.6 shows the diagram of parenthetic phrases, or simply paren-
theses (either low, [, |]; or mid, [+ 1]), and of quotations, ['"] (bigh). In the following
sentence, each of them occurs once:

First of all —he said— let’s consider ‘Natural’ Phonetics, as it’s properly called.
[ta'sp oviort thise'd- Tets kun'sid-o 'netf-11.  fo'net-tks, | jozitsphypp-oli khottd. ]

Parentheses typically feature an overall reduction of their stress and an increase
in the rate of speech, while the pitch is compressed in the low —or mid- range of
the tonogram.
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Quotations, instead, are quite the opposite, as their role is —precisely— to put one
or more words in full evidence, by means of a slightly louder and distinct enuncia-
tion: thus, their stress is increased, their speech rate is reduced, and their pitch is
raised (without compression).

Marking such prosodic subtleties in phonetic —let alone phonemic— detailed
transcriptions is neither necessary nor recommendable. The symbols [, ], [+ 1], [ ]
are more than sufficient to bear in mind all these differences, with respect to ‘nor-
mal’ utterances.

Thus, even with regard to stress (and taxotones, as far as tone languages are con-
cerned) there is no need to deviate from the usual notation.

Quotations must not be confused with direct speech. Let us go back to First of
all —he said— let’s consider ‘Natural’ Phonetics, as it’s properly called.

In that sentence, only be said should be excluded, because all the rest —and what
may follow— s direct speech, indeed.

]apanese parentheses are lovv, [L J] , but mid, [’ *], after non-conclusive tunes; quo-
tations, as said, are high, ['1].

Such intonational superstructures are quite useful in tone languages, thanks to
small variations in pitch (small, yet perceptible by native speakers, but not so
much —at the very beginning— by foreign learners, who have already a hard time
struggling with tones and taxotones in ‘normal’ utterances), or in the Japanese
tone-patterns.

fig 10.6. Tonograms of parentheses and quotations.

low parenthesis [| ] /1)) mid parenthesis [+ 4] [+ 4/ quotation [] /1)

Japanese intonation

10.10. As far as intonation is concerned, fig 10.7 shows the four protunes and tunes ot
Japanese. Any combination of two of them is called a tuning, as we know.

Of course, their ‘stritch’ patterns (ie the stress & pitch patterns) of the rhythm groups,
that form the phrases and sentences of Japanese texts, are the basic material on which in-
tonation is added.

Thus, there is a complete interaction between these two partially different prosod-
ic elements, in order to produce the natural results that we can hear.

Foreign learners are advised to listen to high-quality recordings of reliably ‘neu-
tral speakers), in particular the professionally-trained ones.

Therefore, we cannot help recommending our readers, especially those whose
native language works differently from English, to study Japanese intonation just
like beginners learn how to play the piano.
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That is to say, by starting from practicing single keys, even if they are already
proficient at another keyboard instrument, and then move on to more compli-
cated sequences.

Aural imitation —but not prone aping!- plays an important role in acquiring lin-
guistic intonation (and even more so, paraphonic intonation).

So, we are confident that a good number of examples accurately annotated with
our intonational symbols will greatly help learners get the most out of their listen-
ing practice.

fig 10.7. The four protunes & tunes of Japanese.
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fig 10.8. The pitch patterns of the four tunes of Japanese combined with a tonic syllable.
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10.11. Now, let us provide some sufficient examples to practice the intonation
patterns of Japanese. Let us start from the conclusive tune, [/ ['], in the following
examples (further examples of it are to be found when dealing with the other
tunes):

Nihongo-ga joozi-ni hanasetara ii-no-ni na(a).
[ni-hofgo-ne.l .dzjoo-zw pi he-nese teje Riinopi -naay, («ne’)]

(I'd like to speak Japanese well)

Anata-no iitai koto-wa wakaru kédo-ne.
[e-nete no i-tei ko-touge (ko-) we-kejw -kedo_ne’]
(I know what you mean)
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Hontoo-ni arigatoo.
[hoa-tooni e-)ige too’, ()]
(Thank you so much)

10.12. The conclusive tune is used in partial questions, as well, but in that case it
follows an interrogative protune, [; .| [ "].

Depending on the relevant paraphonic settings used, and the very issue referred
to in the conversation, such combination may sound like anything ranging from a
neutral question without any particular undertone, down to a cold-hearted, even
hostile, police-style interrogation.

In order to avoid misunderstandings, all languages feature a somewhat milder ver-
sion of asking partial questions, in general with a continuative tune instead of a con-
clusive one: s ,/ [¢ -] (in order to sound gentler, especially talking to strangers).

By keeping the post-tonic coda in the mid tonal band, instead of letting it fall brus-
quely, the hearer perceives that the question is posed with discretion, almost with a
corteous hesitation.

It is not rare, however, that foreigners lacking politeness % education use the con-
clusive tune, often, making them sound rude and impolite...

So, [; ,/ should be regarded as the first and primary pattern to be chosen, and taught
to foreigners, as far as partial questions are considered.

Thus, /; ./ should be reserved to informal and casual conversation, not talking to
strangers, or if one really wants to convey indifference, impatience, dissatisfaction,
suspicion, hostility...

Regardless of how gentle a speaker aims to sound, let us make it quite clear,
though, that it is completely wrong to conclude a partial question with a full inter-
rogative pattern, [¢ ?/.

However, that is quite typical and frequent on the part of many who passively
interpret a question mark at the end of a sentence as a peremptory call for rising
their voice pitch, to signal that they are putting a question.

Indeed, this will only produce incredibly annoying results (and possible mis-
understanding, as well).

Therefore, let us examine the following examples:

Kore, doo omou?

[¢ko-1E. s.doo oumour’]

(What do you think about this one?)
Kyoo, chooshi doo?

[-«cjoo| ¢-tgjooéi ¢doo’]

(How are you feeling today?)

Doko iku?

[c-doko i-kwr]

(Where are we going?)
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10.13. A question requiring an overall answer, such as yes ot no (or maybe, dun-
no, &), is called a total question, and requires an interrogative tune on the word,
or group of words, which the question is focused on: [ 7.

That implies that the interrogative tune may not necessarily occur at the end
of the sentence, as the graphemic question mark, once more, leads many to think.

Secondly, more than one interrogative tune (and possibly as many interroga-
tive protunes) may occur in a row, in longer and more articulated questions, even
though only one ‘total’ answer is expected, anyway.

Let us examine the following examples:

Nihonigo shaberéru?

[cni-hgrnoi ¢ Gjebe-e ]

(Can you speak Japanese?)
Otootosaii-wa wakaru?
[¢.o-too-tosequpe we-kejur]
(Does your brother understand it?)

Kare, ashita, karu?
[¢-keqe| L egi-te; ¢-kurjur]
(Is he coming, tomorrow? / [Speaking of him,] tomorrow, is he coming?)

10.14. In most languages, alternative questions, like the following ones, are said
with (s ,/ +) ¢ 3] + J¢ ./ — that is they end with a conclusive tune, /; ./, which is pre-
ceded by a suspensive one, [; ;/.

In case of more than two parts, all the others occurring before [; 5/ + [; ./ are
generally said with a continuative tune, J; ,/.

But, in Japanese, this kind of questions is conceived differently. In fact, it be-
comes a series of two (or more) total questions: (s ?/ +) [ 2 + /s ?/.

It is true that only the last one is treated as a full total question, while the oth-
ers can be attenuated, [; P/ ('S 10.19), though not necessarily.

Basu-de iku? (Sore-ka) arnite iku?
[¢-besw dE i-kw| (so-1eke:) sequite i-kur]
(Shall we go by bus, or on foot?)

Basu-de iku, deiisha-de iku, (sore-tomo) kuruma-de iku?
[¢-besw de j-kur] ¢-degéje-de i-kwi (4)] ¢(so-1eto.mo) kw+yw-mede j-kar (4-)]
(Are you going by bus, by train, (or) by car?)

10.15. The suspensive tune is used to create... ‘suspense’, with very different im-
plications depending on whether the sentence is a question or a statement and, as
usual, the nuances provided by paraphonics.

As a general rule, [;/ [[] calls for the hearer’s attention on a part of the sentence,
or simply adds vividness to long sentences made of multiple clauses, which would
otherwise sound flat and inexpressive, or even hard to parse into meaningful units.
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In some languages, like neutral (and regional) Italian, the suspensive tune is tonet-
ically more conspicuous than in others (as, for instance, modern Arabic, where it
is only minimally higher than the unmarked continuative tune).

In Japanese, it is generally accompanied by a perceptible pause, before complet-
ing the sentence. Carefully, let us examine the following examples:

Anata-ga doyoobi-ni korarenakattara, watashitachi (watashitachi) komaru-yo.

[e-nete ge dojoobini koqe-jene kette)e| we-tegitegi (-¢i-) ko-meju jo']

(If you can’t come on Saturday, we’ll be in trouble!)

Eki-ni tsiita toki-ni-wa, deisha-wa shuppatsu shitétanda.

[-Ecini tswite (tsw_ite) to-cipi ye| -deg-¢je-we gjdip-pre-tsir Site-tea.de’
(6ir)]

(When I arrived at the station, the train had gone!)

Lkko, niko, siiiko, yoriko, goko.

[ikk:o- niko- senko- jonko! .goko']

(One, two, three, four, five) — complete list ( § 10.16).

10.16. The continuative tune, [,| [-], can be seen as the terminal part of an unmarked
protune bearing a full stress, with two functions: to attract less attention than a suspen-
sive tune, or to underline a word, or concept, without resorting to emphasis.

The following examples will be helpful (especially when compared with some
of the similar ones given in § 10.14):

Ikko, niko, siiiko, yoriko, goko...

[.ikkio- .niko- senko- jonko- goko]

(One, two, three, four, five...) — incomplete list, with all |,/ (and no [;/ ,  § 10.14)

Doyoobi-ni korenakutemo daijoobu da-yo.

[do\joobi pi koje-nekdrte mo- .deizjoobw de-jo’] (colloguial [da-o°, de-o',
di-o’], also in other sentences)

(If you can’t come on Saturday, there’s no problem) — only /,/ (no [;/, 'S 10.14).

10.17. The last example comes at hand to show how emphasis can affect the gen-
eral sense of a sentence (without actually changing its structure) by assigning more
prominence to certain words.

Refer to the following examples, which also feature the emphatic protune [;] [;]:

Kore-wa totemo bénri-na jisho désu.

[ko-1ewje- to-temo <bef line -dzigjo desdr’]

(This is a very useful dictionary)

Kono jisho, sigoku bénri da-yo.

[ko-no=dZio- sw_nokw (sw-nokur) beqli de-jo’]

(This is a very useful dictionary | This dictionary is very useful)
Kore, siigoku béniri-na jisho-yo.

[ko=1E]| sw_nokw (sw-nokw) begline -dzigjo-jo’]

(This is a very useful dictionary)
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Sugoku bénri da-yo, kono jisho.
[isw@)gokw (sw=nokw) -beqli de-jo- ko-no-dzigjo’]
(This is a very useful dictionary | Very very useful, this dictionary).

10.18. Finally, we provide a few examples of parentheses, [, |] & [+ 1], and quota-
tions, ["1] (see fig 10.8):

Ii-yo. Taroo. Ii-yo, Taroo.
[\io", |-tejoo’] [\io-t-tejoo’]
(Of course. Taroo) (Of course, Taroo)

Mochiron da-yo, Taroo. Ashita purézefito ageru-yo.
[mo-tgijgn de jo'-tejoo’| e¢i-te- purje-zeqto e-nEqurjo’. (e-nequ-jo’) (e-)]
(Of course, Taroo. Tomorrow I'll give you a present)

Mochiron da-yo, Taroo, ashita purézeiito ageru-yo.
[mo-t¢ijoa de jo' |-tejoo: eci-te: pwrE-zEQ-to e-neEqur-jo’, ()]
(Of course, Taroo, tomorrow I'll give you a present)

Hontoo-no koto iu-to, annmari tashikajanainda.
[thga-toono ko-to j-wrto: (4-)| .em-me-i -teéi ke dzje_neiade’]
(As a matter of fact, it’s not so sure)

Taroo, sefishuu kono éiga (leiga) mita no, oboetenai no?
[-tegoo- -seq-¢juw ko-no<eine (Eine) -mite no| ¢ o-bo-Ete neino’]
(Taroo, you saw this movie last week, don’t you remember?)

Uun, ‘watashi-ga yaranikatta-tte’, ittéta-yo.
[@rdrg "wye-te-Gige je-qene kettet te! (je)i Lit-tiete-jo’)] (colloquial [-te-o",])
(No, ‘T haven’t done it’, he said)

Naride ‘i yo’ nafite itta-no, hovito-wa yokunainjanai no?
[¢i-neade i-o™m neate) it-tte-no| -hooto-we jokw.neindzjenei no’ (jo-)]
(I wonder, why did you say ‘It’s ok’, when it’s not ok?).

Some general paratonetic considerations

10.19. Let us also consider the use of pitch in a partially different situation in com-
parison with how intonation uses it. Paraphonically, differences can be greater and
—what is more— of a fairly different quality, since feelings, moods, and states of mind
make use of different —usually more ‘exaggerated’- pitch and length extensions.

Usually, in fact, they do not regard every single syllable of an utterance, as in
tunes, where pitch is determined by linguistically codified structures. Although
with possible variations, caused by changes in the factors determining their origin
(ie moods, feelings, states of mind, attitudes, and physiological, psychological, and
pathological conditions), paraphonic stretches mostly regard whole utterances of
different lengths, even from minutes to hours.
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With respect to the habitual pitch extent of a given speaker (within the three cat-
egories of voices, ie male, female, and infant), it will be sufficient to get accustomed
to recognizing, first of all, the raising of general pitch (indicated by (*), between angled
paraphonic brackets), visually and mnemonically helped by fig 10.9. There, the two
white lines show the relation with the normal (pitch) extent, which is, then, remark-
ably modified indeed, in comparison with the one considered ‘normal’.

Now, for raising (°), it is sufficient to think of a label such as ‘astonishment’ or
‘aggressiveness’ and say something fitting, like: And, what’s this? (with astonished
wonder) — De, kore-tte, nani? (°)[-de| ¢ ko-1ett:e -nepir]. Or else: Hey, you! Don’t
make me angry! (with arrogant aggressiveness) — Dakara, iraira saseru-na yo, omae!
(")j-deke e i_jeije se-sequrne -jo o-me-kr]. Let us note that sentences like those
dealt with in this section on paraphonic characteristics often have a continuative
tune, [,/ [], instead of a more expected conclusive one, /./ ['].

Often, we simply use raising when we are talking to children, too: Hello, little boy.
What'’s your name? — Koninichi wa. Boku-no namae-wa nani? ()| -kopnitsi -wje| ¢-bo-
kw no ne-mee -nepix] (with boku as a second-person pronoun towards children).

With other labels, we can identify the opposite movement to raising, ie lower-
ing (), as can happen for sadness: Ob, that’s such a pity! — Aa, sore-wa zannén da
née (,)[-aa| jso-1Ewe zen.n:ga de-nee’].

We can have simultaneously raising and lowering, too, which leads to expan-
sion (both upwards and downwards), (0), by broadening the three pitch bands, as
in cheerfulness: You're all welcome guests, folks! — Saa mina-san, irasshai! ()[~saa mi-
ne-seq| ; ineé-gijei].

Practically the opposite of expansion is compression, {-), which is typical of labels
like sleepiness: I'm feeling extremely sleepy — Meccha nemui naa (-)[-metg-:je -ne-
-muwi <naa’].

Notice that naa can have a further paraphonic peculiarity added, rise-falling
(»), which is the last pattern shown in fig 10.9: (+)[na:a’]. .

The same pattern is very frequently, and typically, used with exclamations like A4/,
Ee!, Hoo!, Iyal, Yaa! (»)[<aa,, -€E, -hoo, i-e, jaa], also with a more or less evident
lengthening, sometimes reaching even [V:V'], although, in the conversations of (11,
we will just show them as phonotonetic elements.

fig 10.9. Paraphonic characteristics of pitch.

—

Normal Raising Lowering Expansion Compression Rise-falling

() () () {0 (- ()

It is interesting to note that a similar (intonation) pattern is often used, in medi-
atic (and even colloquial) pronunciation, for the suspensive tune [;/ [], instead of
neutral [].

.
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fig 10.10. Suspensive tune variant, frequent I
in mediatic and colloquial pronunciation.

Some kindlier tune usages

10.20. It is well known that Japanese people are very kind and polite towards
other people (even if they would prefer not to do so, sometimes).

Well, this attitude can certainly lead to use (in addition to specific paraphonic
peculiarities) different tunes than the more normal ones used in colloquial or fa-
miliar speech.

So, very often, instead of the conclusive tune, /./ ['], we hear the continuative
one, /,/ [] (which sounds less peremptory), or, at least, an attenuated /./ —ie [ [].
This is the case of the examples in § 10.10-11 (and others, of course).

Also a number of the sentences shown for paraphonic reasons in § 10.18 pres-
ent this change.

We must know for certain that, for the same reason, partial questions (f'§ 10.11),
in addition to this change, can frequently present the following one: [; ./ > /5 .o >
[s5] = [z 5| > [z P ie the use of some attenuated tunes, including an attenuated in-
ter rogative one.

However, this last can sound too kind, if not falsely kind, and little sponta-
neous. fig 10.11 shows the general tonogram for attenuated tunes, which are par-
tially modified when forced into that path.

Unfortunately, even in the recordings of teaching courses, too often we happen
to find the very use of [; ?/ also in partial questions (as untrained people general-
ly do, as well, when asked to read some examples).

Let us conclude by saying that total questions without k2? must necessarily use
[s ?/, while —with ka?— we have many possibilities: [; 2/, [z ?¢/, [¢ /> also [¢ .o/, up to
[s .|, most typical of familiar speech.

fig 10.11. Tune attenuation, including possible /s [-] (¢ fig 10.7).
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