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12. Microstructures
(mostly: syllable, stress and tone)

Syllables

12.1. The sYLLABLE is a phonetic reality (both in an auditory and an articulato-
ry sense), which is present in the linguistic consciousness of all people, no matter
what language or dialect they speak, and whether they are literate or not. It is the
fundamental unit of the spoken language — the smallest one capable of constitut-
ing an utterance by itself, such as Yes or Here, &c.

A syllable is made up of one or more phonic segments, which have a good deal
of cohesion and coarticulation among one another. Syllables are also the groups
into which we instinctively separate words, when we are speaking on the phone
and the line is very bad (because of problems with static or interference).

For purposes of scientific analysis and description, it is normal to consider sin-
gle segments (ie phones) as the minimal units of phonetics, such as 7, p, b. And
it is even possible to work on the level of components (or phonetic features), such
as bilabial closure for m, p, b. However, actual speaking is carried out through full
syllables (even if the syllables are made up of only one —short— phone, as in the
Italian wordse, o, a [e, 0, a] ‘and, or, to/at’), whether these are stressed or not. The
smallest isolated forms in English can be words such as a, I, owe, awe, ah, which
are diphthongs or long vowels [E1, ‘a9, '30, 'o, 'az], but in connected speech 4 is [5].

Syllables make up in turn part of larger groups, constituted by sequences of syl-
lables linked together by phenomena of assimilation or coarticulation: RHYTHM
GROUPS (or stress groups).

In a rthythm group, one syllable has greater PROMINENCE with respect to near-
by ones. The number of syllables making up a rhythm group can vary (depending
on the speed of speaking and the particular message, as well as the language in
question) from one syllable to around ten, with an average of 3-6 syllables per
thythm group.

12.2. The syllable can be considered as the result of the coordinated movements
of the respiratory, phonatory, and articulatory mechanisms. Increases in general
muscular tension, in expiratory pressure, in phonatory energy, and in the open-
ing of the articulatory organs converge together.

These increases are followed immediately by corresponding reductions in the
various areas. This is the point of view of production (ie the speaker); while from
the point of view of perception (ie the listener), everything becomes transformed
into sound waves, which travel to the auditory mechanism of the listener.

It is important that we clear up, once and for all, that phonetically the concept
of a ‘syllable’ is rather different from that of grammar (not to mention poetic me-
ter)! It is therefore essential to distinguish between syllables in a traditional sense
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(graphic syllables) and natural phonic syllables. For this reason, it is entirely useful
to speak of phono-syllables and grapho-syllables. In Italian, we can exemplify the
difference with the word festa, with syllable division [fes-ta/ (phonic) and fe-sta
(graphic). It ought to be unnecessary to mention the absurdity of the grammati-
cal syllable division, given that the pronunciation is unmistakably [fes:ta].

However, it is very difficult to defeat noxious scholastic ‘beliefs’, since they are
inculcated at an early age. Grammarians and poets have, for centuries, convinced
people that words like Italian mai rightly have only one syllable, whereas others,
like mia, have two! Scientifically, there is nothing which is farther from the truth!
In fact, we have: mai ['mai/ ['ma-i] and mia ['mia/ ['mia] (at the end of a line of
verse, as well).

It is so simple and natural. Yet, in schools the official ‘story’ is that mia, mie,
mio have two syllables (because they are made up of mi- and -4, -e, -0 respectively),
whereas the more ‘solid’ miei has only one, because it does not alternate with oth-
er forms! In reality, there is only one PHONO-sYLLABLE in all of these cases: ['mia,
'mie, 'mio, 'mjei/ ['mi-a, 'mie, 'mi-o, 'mje-i].

Scale of syllabicity

12.3. Within each phono-syllable, there is a considerable degree of correspon-
dence between the openness or closure of the PHONOARTICULATORY ORGANS (ie
phonic production) and the scale of syllabicity of the different phones (ie auditory
perception of the sound wave). In fact, under equal conditions of stress, length, and
pitch, the more open and more voiced phones are more perceptible (in other
words, they are audible at a greater distance, % more distinctly). Clearly, in order
to test this condition, a notable distance should be considered. In fact, if the dis-
tance involved were too close, it would be possible to get the impression that [{] is
more ‘sonorous’ than [a], particularly thinking of the ‘example’ of shh!, which is
capable of getting a whole room full of people talking in groups to be quiet.

However, listening carefully (and if we look, also carefully, at a good transcrip-
tion), we can see that shh! normally corresponds to ['{{{], in short something quite
a bit different from just [{]. This last would be plain, ‘non-syllabic’, voiceless, and
short, without any particular stress —even wishing to transcribe it as [{]- and in
any case, without pitch, since the vocal folds do not vibrate. Here, however, a sim-
ple —‘egalitarian’— ['a] is definitely much more perceptible (especially at a distance
of 30-50 feet).

At this point, we need to make a brief terminological and conceptual digression,
because, as could have been expected, the worst term imaginable (namely, ‘scale
of sonority’) is also the most widely used, in the scientific literature as well. It is
true that we are speaking of more or less ‘sonorous’ sound waves, but this in the
very generic sense of phonic emissions, or in other words, actual utterances. Ut-
terances are naturally composed of voiced phones, but also of voiceless ones, so
there are a few problems here.

It would be a step in the right direction to get rid of the other expression (which
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for a while seemed to us to be reasonably appropriate), namely ‘scale of percepti-
bility’. Although this term does not have the inevitable ambiguity inherent in ‘so-
nority’, it still runs the concrete risk of provoking the misunderstanding discussed
above. In fact, it is fundamental to remember that absolutely equal conditions of
stress, length, and pitch are required.

12.4. Therefore, it is more appropriate —and even necessary— to speak of the syr-
LABICITY SCALE. Given the phones making up a particular utterance, the purpose
of this scale is to make it possible to pick out the individual syllables. The division
into syllables of an utterance is determined by the syllable nuclei (the maxima, the
heights, the peaks, the apogees), in their contrast with syllable boundaries (the min-
ima, the depths, the troughs, the perigees), where the actual division takes place.

With these considerations in mind, phones produced with greater articulatory
(mouth and jaw) opening are more ‘perceptible’ (and consequently more apt to
constitute the nucleus of a syllable) than ones with less opening. The same is true
of phones with voicing (ie vibration of the vocal folds), with respect to voiceless
ones (ie without this vibration). Along the continuum between voiced and voice-
less phones, syllabicity diminishes constantly through the intermediate phases:
voiced, voiced lenis, mixed, voiceless lenis, voiceless.

We therefore present now the syllabicity scale (going from the greatest to the
least, f fig 12.1). Every phonic syllable is, therefore, constituted by phones grouped
together according to this scale, in such a way that the most perceptible ones (ie
the syllabic NUCLEI) are in the center, while the less perceptible ones (ie the syllab-
ic MARGINS) are on the boundaries.

fig12 .1 Scale of syllabicity (with some examples).

1. First group: vOoCALIC
open vocoids: [
mid vocoids: [E, 3, 03 €, 2, 03 E, 3, 0]
close vocoids: [
intense (¢syllabic») contoids: [

2. Second group: SONANTIC

median or lateralized approximants: [j> 4> up, w3 1,
trills, taps, flaps: [r, & £, 351, 1]
laterals: [, £ LA ]
nasals: [m, o, n, n, N, 1]]

3. Third group: CONSONANTIC
peripheral approximant: B, v
constrictives: [v, 3,2, 3% ¥l
stop-strictives: [ i
stops [

4. Fourth group: NON-SONANTIC

vocoids: [ w15 ¢ 852, 4l
sonants (or sonorants): [e, B, 25 15 I, h, ], I
continuant (approximants/constrictives): [, 0, h, b s, §, x]
momentary (stops & stop-strictives): [pf, s, t, kxs p, t, 1, kI
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In most cases, there are no problems, and the syllables form units with perfect
internal coherence around the nucleus, moving from the most marginal phones
(in both directions): blank [blenk], cleft ['khleft], ground ['\gja-ond, 'g+-], final ['fas-
nt], written ['|-n, 'v]; Italian: guando ['kwan:-do], tronfio ['tromy=fjo]; German: Esel
[Rexzl], haben [ha-bm]; Czech: Petr [pe-te], krk ['kek], vik ['vik].

12.5. In all languages, however, there are cases —occurring more or less frequent-
ly— in which this order is not fully respected: splash ['splef], six ['siks], mere [mue];
Italian: sta [s'ta], sberla [2ber:la], mia ['mia]; German: Stadt [(tat]; Russian: Pétr
(ITemp) [pote]l. When [sC, zC| are preceded by [V/, they have the natural syl-
labification, which we have already shown in other transcriptions: Italian questa
[kwes:-ta], una sberla [u-naz-berrla], unless (as in English) the lexical syllabic struc-
ture does not take precedence: a splash [>-splaf], six eyes ['siks 'aaz].

From a phonic point of view, however, every part not divided by a hyphen (or
by a space) is a syllable. In fact, even though [s, z, {] are more perceptible than [p,
b, t], and [z, a, o] are more so than [i, t, u], &c, we have no division into distinct
phonetic syllables, provided that the elements in question belong to the same sub-
division, out of the four in the scale, 1e vocalic, sonantic, con-sonantic, and non-so-
nantic (note Latin consonare ‘to sound together’, since con- = ‘with’). The preced-
ing is true as long as there is no increase of stress present. In fact, in [ja, i'a], the
first sequence constitutes a single syllable, while the second sequence constitutes
two different syllables. As we have seen, there is just one syllable in Italian mai
[mai/, vuoi ['vwoif, miei ['mjeif, and even in mia ['mia/, or in British English mere
[misy/ ['mue]. This is true because, even though [i, a] have different levels of open-
ness ([i] is closer than [a], and less ‘perceptible’, but it functions as a nucleus), they
are both part of the same group: the vocalic. However, in the Italian of Naples (in
a tune), we have two or three syllables in these cases, due to stress differences: mia
['mrial, mai ['maai], vuo: [vi'osi], mier [mieEi].

12.6. Let us consider some examples from English: few [fjpru], Swiss ['sws], pia-
no [phienso, 'phjense], situation [swfu'eiln], cooperative [khso'opiafivl, co-op
[khseop]. In English as well: splashed ['spleft] and sixth ['stks6] form only one syl-
lable, because [sp, ks/ belong to the same group: the non-sonantic; all of this even
though [s] is relatively more perceptible than [p, k]. The same is true of [khsoop].

In French, words such as quatre, peuple [katr, 'poepl/ are monosyllabic, because
[x, 1] are voiceless just like [t, p]: ['caty, 'peepl]; they are therefore in the fourth
group (non-sonantic). Moreover, double ['dpbl] is monosyllabic too, because [1],
being voiceless (and non-sonantic), is less perceptible than [b] (in the third group,
con-sonantic). If voicing is preserved (as would be expected phonemically), we
have, instead, bisyllables: [catuw, 'peeple, 'dpble] (native speakers can even utter
['caty, 'poepl, 'dpbl], still as two syllables, especially in protunes), as in Russian too,
for the variant Ilemp ['po-t], even though here the voicing is only partial.

In Japanese, voiceless (lenis) vocoids are still capable of constituting the syllabic
nucleus, because the nearby contoids are completely voiceless and consonantic
(and are therefore less perceptible, even while being part of the same group, ie non-
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-sonantic): kite [ cite] [kite/ (or [kite/, of a different meaning, f § 12.2.6.2 in HPr).
The Japanese auxiliary form desu [desw/ is bisyllabic until it remains ['desw], but
it generally becomes monosyllabic [-des:, -des].

Therefore, even while whispering (ie with voiceless lenis phonation), syllables
remain intact, as is well-known. In fact, even if the message as a whole is less per-
ceptible than one in a normal voice, the same differences in the scale mentioned
above remain valid. When pronounced, a voiceless lenis, a vocoid, or an intense
contoid, is still more audible than any other (normal or ‘non-syllabic’) voiceless
contoid, whether lenis or not. The reader should try whispering, for example: Yes,
you're right — Oui, tas raison — Si, por supuesto — Si, esatto.

Syllabication (or syllabification): division into phono-syllables

12.7. In different languages, phonic syllables take more or less different forms,
because they depend upon the phonological systems present, and on the lan-
guages’ phonotactics (ie which combinations are normal or possible). Differences
involve the number, order, and type of segments allowed, as well as the way in
which syllabication is accomplished.

Within considerations of general phonetics, there are certain possibilities, which
are more frequent and ‘normal’, and therefore defined as UNMARKED. These facts
should be omitted from transcriptions, except in order to show intentionally the
differences between an unmarked syllabification and other ones. It is, instead, im-
portant to note cases of MARKED syllabifications: those which are less frequent (or
‘normal’) in the languages of the world. In ordinary transcriptions, even these syl-
labications can be possibly omitted, if they have been adequately explained.
However, it should be emphasized that correct syllable division is very important
for describing and pronouncing a given language well. Sometimes, it is neither easy
nor simple to determine and perceive where the boundary between two phonic syl-
lables is located, because of coarticulation, too, not only in unstressed syllables.

As we have mentioned, syllabic nuclei contain a notable amount of internal co-
hesion, which can also include coarticulatory transitions between the boundary
elements of the single nuclei. The reader should remember that there is no real
break between one syllable and the next (whether the boundary is marked with a
hyphen or not), but a mere lessening of energy. It is important to carefully consid-
er cases with a simple contoid (preceded by a stressed vocoid which remains pho-
netically short, and followed by vocoids, or by [central, lateral, trill, or nasal] ap-
proximants), or with a geminate or a lengthened contoid. In this last situation,
there are respectable differences between Italian, Swedish, Finnish, and Japanese.
A final point is that the hyphen is usually not used when there are prosodic sym-
bols as well (especially for stress or pitch) in the same point, because in such cir-
cumstances it would be redundant and awkward.

12.8. Let us now consider some examples: pepper ['phep-e], paper ['pher-pe],
coble ['khso-bt, khob-1], unyoke [enfjsok], anew [o'njp-ul, penknife [‘phennast],
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bookcase [bokkheis]; Italian: pepe ['‘perpel, faro [faro], acre ['arkee], conio [kornjo],
French: chapeau [Japol, passer [pa'se], étoile [e'twal], noblesse [nobles], panier
[pa'njel; Arabic: atraab [atrab], tanyiil [taniil]; Hindi: vaakya [Baak-jal, aadnaa
['aad-na]. Moreover, Italian penna [‘penrnal], motto ['mot-to]; Swedish penna
["phen ra]; Norwegian: atten [\at-tn]; Finnish #issi [tes-s:e]; in Japanese, we have
motto ['motto] (§ 12.3.2.1-4 of HPr).

Generally, those contoids, if any, which precede the nucleus of a given syllable
have a more energetic articulation than those which follow it. In many languages,
including most Germanic ones, stop and stopstrictive contoids occurring at the
beginning of stressed syllables tend to be ‘aspirated’: repeat [1Uphiit], c/ub [khleb],
chin ['dhin:]; or German Betrieb [bethsip], kaum [khaom], Pferd ['pthest].

12.9. It is advisable to use rigorous terminology when referring to the structure
of different kinds of syllables.

Thus, a sSIMPLE (or mononuclear) syllable has a single vocalic element, a com-
POUND syllable, on the other hand, has a vocalic element which is (phonemically)
long, or doubled (or geminated), or else a (true) diphthong (or triphthong): cry,
crying, layer [khyas, khjasuy, lere] ([khias, khrasty, lerr] American English);
[talian: avere [a'verre]; in neutral Italian: mai, mia ['mai, 'mia/ ['ma‘i, 'mia]; in
some regional Italian pronunciations: no, mai, mia [no, 'mai, 'mia/ ['noo, 'maai,
'miial; in German: Eis, treu, treuer [2aes, 'thyoy, 'thyovs] or [‘thyova].

An intense contoid, such as [1], or [s1], can be considered appropriate as elements
making up parts of diphthongs and triphthongs, in the real phonic sense of the
terms (f § 5.2-3), while we do not have ‘diphthongs’ in: yes, wit [jes, 'wit]; Italian:
ieri, puo [Yjexi, 'pwo], nor ‘triphthongs’ in: cube [khjprub], or in Italian: miei, vuoi
['mjei, vwoif [mjei, 'vwori]. In fact, [j, w] are actually plain (‘non-syllabic’) contoids.

Moreover, a CHECKED (‘closed’) syllable ends in one or more consonantal ele-
ments, as in: texts, glimpsed [theksts, 'glumpst]; Swedish: skilmskt [{elmskt, 's-, -st];
Italian: cantan(te), pas(ta), trop(po) [kan'tan:(te), 'pas:(ta), 'trop:(po)].

A rrek (‘open’, ‘unchecked’) syllable ends, instead, with a (simple or com-
pound) vowel element: I, me, you, potato ['a-s, 'mri, jp-u, pha'theitse]; Italian: so,
sai, sono, causa ['sd, 'sai, 'sorno, 'ka'uza].

Finally, it can be useful (especially to determine the location of stress in certain
languages, such as Arabic, Hindi, and Latin) to distinguish between LiGHT (free
simple) syllables: visi(bil)ity [viza(bd)syi], Italian rivedere [cive'derce], MIDDLE
ones (free compound, or checked simple ones): sorrow ['spy-30], solo ['s30-130];
Italian laurea [laurea], cantante [kan'tan:(te)], or HEAVY ones (checked com-
pound, or bi-checked/tri-checked ones, &c): hands, (e)xempts [hen:dz, (1g)'zempts,
(wug)-] Italian aus(pico), ins(tallo), frain(teso) ['aus:(piko), ins(tal:lo), frain(tezo)].

Syllables & the speech chain

12.10. There are cases of contoid sequences (in word-initial or word-final posi-
tion), which belong to the same phonic syllable. However, if the same contoid se-
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quences (or other similar ones) occur between vowels % intense contoids, then
the sequences in question generally become split up into different syllables, ac-
cording to the principles of nucleus and syllabic boundaries perceptibility. In se-
quences such as [Vsp, spV/, as in spell, wasp, or in Italian sparo, [s] and [p/ belong
to the same syllable (even though the stress mark is inserted between them in
Italian, because we have uno sparo [u-nos-‘pazco], 'S 3.3.1.3 of HPr): ['spek:, 'wosp;
spazro] (B 2 of HPr, on English, will explain our use of [/IV}/, instead of the ‘tra-
ditional’ /IVl/ [IV1]). However, in hospital, ot in Italian dispari, the phonic syllable
boundary is between the /s/ and the /p/: [hos-pt-t}; 'dis-pa-ri]. In addition, in an
Italian phrase like due strani film americani ‘two strange American films’, we have
[dues-tra-ni fil-ma me-ri-ka:ni].

The syllables of an utterance can contain variously long vocoid sequences. In fact,
sequences of phones which all belong to the first group on the syllabicity scale (ie
vocalic, 1-4, also including the more frequent intense contoids), are not uncommon:
you DO know who I am [ju'duunsoe(h)pasem]; Italian: 7 suoi autografi [iswoiau'to-
grafi] (possibly: [-ojau-]), lo direi a Eugenio [lodirei aeu'dzemnjo] (possibly: [ jaeu-]);
French: papa a a aller & Auteuil [pa'pa_aaaleao'teej] (also [-az a-, -a_ax]).

Phonetically, the English words given below are monosyllabic (whether pro-
nounced with two vocoids and one intense contoid, or with three vocoids, or else
with two, or with one only) — the American different variants are added in brack-
ets: towel [thaot, ‘thaout], hour ['aoe, ‘e, 'a-a, 'az, 'az] (Am. ['ao1]), fire [fase, fae,
fara, fa:] (Am. [fasi]), lower [13ee, 13'e, 133] (Am. [looe1]), employer [um'phlose,
-0e] (Am. [-o91]).

12.11. In languages such as Italian, Spanish, and French, the division of an ut-
terance into syllables takes no account of word boundaries. Therefore, the initial
and final contoids of certain words can become part of different, but contiguous
phonic syllables. In Italian: un'altra [u'nal-tra], non é vero [no-nev'verrol, per an-
dare a Roma [pe-ran'da-re arrormal; in French: mes amis ont été la [me-za'mi zd te-
tela, za'mid-te-]; in Spanish: los hombres iban al hospital [lo'sombre 'sipa nalospi-
'tal] (with [s] in American Spanish).

Other languages, such as English and German, preserve syllable boundaries, at
least to some extent. This occurs especially in the case of stressed syllables. Some-
times it is possible to make semantic distinctions in this way (with varying degrees
of consistency), as in these examples: an aim [on'e'1m], a name [S'ne1m]; night-rate
['nas?-qE1f, 'nast-], nitrate [nas-{1eif]; I can see the meat [askn'sri do'miit], I can see
them eat [askn'stidom 'if].

The different languages of the world not only have their own ‘sounds’ (and in-
tonations), but they can also have different phono-syllable structures. For exam-
ple, genuine Italian words (ie excluding recent or lofty borrowings, &c), do not
contain sequences of differing CC which do not include /n, 1, 1, s/. This is because
the (Italian) phonological system has assimilated the other sequences, producing
geminates: settantotto [settan'tot:to] (from se[ptlem and o[kt]o).

The Germanic languages, instead, can have a great number of heterogeneous

groups of CC (and CCC as well), especially in Swedish and Icelandic. Slavic lan-
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guages, such as Russian, also have a vast collection of consonant groups, with their
own peculiarities. In Europe, sequences such as [ji, wu/ are generally unacceptable
— in English they occur in a very small set of words, such as: yeast, yip [jiisf, jipl,
womb, wolf [wprum, ‘wol]. But in Chinese, for example, [ji, wu/ is normal, for
instance: yz, wi [ji, “wu].

12.12. We have mentioned (§ 12.1) that the syllable is the fundamental unit in
spoken language. Therefore, in phonetic trascriptions the smallest isolated se-
quence occurring is, in fact, the syllable. This means that when plain ‘non-syllabic’
contoids occur, representing particular allomorphs, they must be joined to near-
by vocoids. Cases include the article /” in Italian and French, or cogemination in
Italian (as in a cena [atf'fena], & 3 of HPr). Contoids at the beginning (or end
of words), which become part of different syllables, should also be joined in this
way.

In normal speech, Italians do not distinguish between Lavena, l'avena, la vena.
All of them are pronounced [la've:na] (the only possible difference is that the first
form has a variant in [¢/ [e]), and therefore the most ‘rigorous’ transcription
would be to use the transcription above, in all cases. Possibly, in order to provide
help for the learner, it would be possible to use a slur (symbol): [la've:na, | a'venna,
la_'verna]. However, it is advisable to limit such expedients (which are quite a bit
less useful than might seem) to a sort of explanatory experiment at the beginning
of the learning process. Let us look at a similar case in French as well: lavoir,
lavoir, la voir [1avvwana] ([la'vwana, 1 alvwan, 1a 'vwani]).

Length

12.13. The reader can compare § 6.4.1, where the basic ideas were first ex-
plained. The length in time of the articulation of a phone is measurable in hun-
dredths of a second (ie centiseconds — ¥100), or thousandths (ie milliseconds — %i000)
but it is sufficient —and more useful- to give relative indications, with respect to
an average of 9 %100 per phone, with oscillations ranging from about 6-12 %100. This
is, in fact, the necessary length required for adequate perceptibility of short phones,
those considered to be of ‘normal’ length (except for taps, which —by their nature—
cannot be longer than 3-6 %100 without becoming trills or stops). Short phones have
no associated diacritics, and are represented by the simple phonetic symbol [n],
since they are just normal. If normal phones have less duration than the short de-
gree, they are defined to be shortened and denoted by giving smaller versions of
the original symbols as superscripts: [7]. When, instead, the length is greater than
the normal amount, we have half-long, long, and extra-long phones: [n-, n:, nz].

These LENGTH diacritics are called semichrones, chrones, and superchrones, respec-
tively. On a phonemic, distinctive level, we speak of chronemes, as in German:
Stadt [\\tat], Staat ['{ta:t]. We have already seen that in (British) English, forms like
the following ones were transcribed traditionally: ship /{ip/’, sheep ‘[ip/’; look
‘luk/’, Luke ‘[luk/’; not ‘[not/’, nought ‘|no:t/’; hat ‘[hat/’, heart ‘[hat/’. Since
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then, transcriptions improved somewhat, giving: ‘/not, no:t/, [heet, ha:t/’; then an-
other step forward was made, reaching the level of: ‘/{ip, {i:p/, [luk, luk/, /not,
noit/”. However, we will never get tired of repeating that English ‘/i:, uz/” are diph-
thongs (and not long monophthongs), and therefore a transcription like [{iip,
Tpuk] is much more appropriate, together with [{tp, lok; 'nof, 'no'f; heet, hat]. In
fact, they should have the stress mark as well, even though they are monosyllabic,
since other (monosyllabic) words are not stressed in sentence context (as we have
said). It is, consequently, important to distinguish forms like 7% [in] (prep.) from
ones like inn and also iz (adv.), both ['in].

12.14. Distinctive length can also be manifested as gemination, especially for
consonants, but also for vowels (in which case, there may even be a diphthong,
whether mono-timbric or di-timbric, as has been seen in the case of English [1i,
pul): part-time ['phatthasm, 'phaftthasm], part-time job ['phafthasm 'd&ob],
that time [df'thasm] (in modern Germanic languages, consonant gemination oc-
curs only in lexical composition, or in sentence context): Italian: cade [ka:de],
cadde ['kad:de]; ero ['exco], erro ['erco]; Japanese: gaka [ geke], gakka [ gekk:e]; to-
ki [tocil, tooki [.too.cil; Tamil: padu ['padul, paadu ['paadul; kanam [kanam/,
kannam [kannam/; Hungarian: vdr [vax/, var ['vor[, varr [vorr/[; Russian: Zat’
(wcamw) ['zzats], sZat’ (cucams) [F35ats].

A large number of languages use the length of particular segments distinctive-
ly, within their particular phonological system. In Arabic, Hausa, Hindi, Tamil,
Hungarian, Finnish, and Japanese, for example, both consonant and vowel length
are distinctive. Other languages, among which Italian, Bengali, Punjabi, and Am-
haric, use only consonant length for purposes of distinction. Still other languages,
among which generally the Germanic ones, have phonemic opposition between
short and long (or diphthongized) vowels. There are also languages such as Span-
ish, Romanian, modern Greek and Hebrew, Indonesian, and (Mandarin) Chinese,
which do not use length distinctively, even though they can naturally have seg-
ments which are pronounced with a certain length for phonetic, phonostylistic (ie
expression), or paraphonic (ie emotion or health) reasons.

Two levels of (vowel or consonant) distinctive length are more than sufficient,
in the languages of the world. In fact, what are supposed to be three distinctive
levels of length in Estonian and Lapp are simply combinations of the two basic
types. Examples from Estonian include: jama [jamal, jaama [jamal, jaama [Yja:a-
ma], kabi [kapi], kapi [ka-p:l, kappi [kap-p:].

Particularly in those languages which use pitch distinctively, there is a frequent
use of morae (singular mora), which are the minimal units of length (Greek pdpa
‘division’). These units correspond to a short, or light syllable (such as /a/). A mid,
or medium, syllable has two morae (made up of two vocalic elements, or of a long
vocalic element, or of a short vocalic element followed by a consonantal one,
which in turn may be normal —voiced or voiceless— or ‘syllabic’ (intense), as for
example [aa, a;, an, an, ad, at/). A long, or heavy, syllable has two vocalic elements
and one consonantal one, or instead one vocalic and two consonantal ones (/aan,
amn, aan, am, ann, and, ant/).
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In the systematic description of a language (and, better yet, while comparing
multiple languages or regional accents), it could be useful to use a diagram which
does a better job of showing the value of every symbol of length (every chronetic
symbol). Therefore, beginning with the more specific symbols (already listed in §
11.21), we give the chronogram as well (in fig 12.2). For a level of (phonetic) length
less than those of the three fundamental degrees, [a, a, az], it is possible to use the
three supplementary levels, [, a., a:], respectively. We simply provide the diagram,
with two possible types of scales to represent facts concerning length (their use can
be easily intuited, even if they are not directly applied here).

In any case, we observe briefly that in Italian (respect to German, for example),
it might be considered desirable to use [:]|: bene, male [bene, 'male/ [bene, 'ma:le]
instead of [bemne, 'maile]. Or in Spanish protunes, one could use [.]: quiero hablar
[kjero ablar/ [kje.co a'Blac]], instead of [kjero aplac]. Finally, in American English
(especially mediatic [treated in § 2.4.2.1-5 & § 2.5.2.4 of HPr]), it could be con-
sidered desirable to transcribe heat, short as ['hiif, hiit; fo.#1]l, instead of [huif,
{o#t] (in neutral American pronunciation, we have: [hiif, (o]).

fig 12.2. Chronograms to show different degrees of length.

] — I [a] ﬂ
[a] —1 | [a] \V4 AV N
[a] ——1 | [a .

Pitch & tones

12.15. The melodic height (and movement) on a syllable is called TONE ( §
6.4.4). Pitch is primarily determined by tension and vibration of the vocal folds
and of the whole larynx. The more the folds are tightened or loosened, the more
pitch becomes higher or lower. The effect can be accentuated by increasing the
pressure of expiratory air and by raising the larynx; on the other hand, it can be
diminished by reducing the pressure and lowering the larynx.

Pitch range is individual and relative, not absolute — to see this, it is enough to
consider the notable differences between the average voices of men (low), women
(mid), and children (high). Moreover, within each of these classes, there are innu-
merable possibilities for variation, including juxtapositions and exchanges from
one class to another. See fig 6.17-18 and the tonograms from the phonosyntheses
of tone languages (ie languages with ton[em]es), as well as fig 11.10-20 & fig 12.3-6
in HPr, for Mandarin Chinese and Japanese.

The range of pitch can be usefully divided into three juxtaposed bands: high,
mid, and low. Of these three, the two bands on the ends are MArRKED, while the
central band is ‘normal’, neutral, UNMARKED. Thus in the mid band, no particu-
lar symbols for tones are required, and so ['S, 'S, S, -S, oS] indicate syllables with
mid tone and, respectively, extra-strong, strong, medium, weak, and reduced stress.
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In non-tonal languages, [-$] is not to be marked; however, in tone languages, it
is better to mark it (even though it would not be rigorously necessary), in order
to give more objective and complete descriptions. In the high and low bands, the
following are used, in order: [7$, 7S, S, S, °S] and [, S, .S, S, .S]. (Note that we
also use [,] to indicate the lack of stress —unstressed elements— and [°] for loss of
stress —destressed elements— in certain phonic formulae, especially in vocograms.)

These are the LEVEL tones, which remain within one of the three bands (even if
they are not necessarily completely horizontal — as occurs in many languages). In
order to mark clearly intermediate tones with diffrent degrees of stress, the fol-
lowing are used, respectively: [7S, °S, *S, *S] (half-high) (.S, .S, .S, .S] (half-low).

Here we have, clearly, two tones (and two different levels of pitch, in the case
of intonation), which are supplementary, added to the three fundamental types.
They are used only for level tones (or at least which tend to be level, and can also
be used for attenuated or flattened forms of the kinds of tones which we will soon
see [ie gliding tones]). But they are not necessarily to be considered as forming a
contiguity scale with the other three, enough to require modifying the subdivision
of the tonetic range into five bands.

They could be considered as ‘special’ (or specialistic) symbols to be putin [ ],
and to be used mostly when there is a desire to be more specific, avoiding limita-
tion to just the canonical types. In fact, in tonemic transcriptions, one normally
tries to use the three fundamental ones as much as possible.

12.16. The tones which within a single syllable pass from one band to another
are called GLIDING tones, and they are marked as rising or falling. They occur on
two levels: high—low, with three levels of stress: extrastrong, strong, and mid: [*S,
‘S, -S1, LS, S, S] (rising, mid-to-high and low-to-mid respectively) and [*$, S, *S],
[S, S, .S] (falling, high-to-mid and mid-to-low, respectively).

Naturally, there are also comPOUND tones, which are derived from combinations
of movements in different directions, or from wider movements. Formerly, they
used to be marked by adding a dot, or two, at the appropriate height, eg: [.$, .S,
25,78, %8,¥5,1\$, \:S]. But, especially when systematically working on the descrip-
tion of tone languages, it is decidedly more convenient to use unitary symbols,
such as, respectively: [,S, .S, ,$,7$,7$,'$, 1S, \S]. Here is a fairly complete (though
still increasable) set of symbols for the principal compound tones (presented with
general, average, values and movements): ['S, 15,75, .$,7S, 15,5, .$515,,5,%5,.$; 1S,
VS80S, 1S, 1S, 1S, 18] (f fig 12.5). Of course, it is convenient to use some of them
even in intonation, for the tonic compound syllables of certain tunes.

Many languages of the Far East, such as Chinese (ie Mandarin, Cantonese, &c),
Vietnamese, Thai (or Siamese), and Burmese, have TONEMES (ie distinctive tones)
on every syllable (or almost every syllable). These tonemes can be of various types:
compound, gliding, or level. Sometimes, they are also accompanied by particular
phonation types, such as creaky voice (or laryngealization), or breathy voice (or
lenition).

In African languages, such as Yoruba, Ewe, and Hausa, level and gliding tones
(and tonemes, of course) prevail (often the gliding ones are combinations of two
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level tonemes). In other languages, such as Swedish, Norwegian, Croatian, Ser-
bian, and Japanese, various combinations of pitch and stress on different syllables
of the word, or rthythm group, determine the marked forms in comparison with
the unmarked ones.

Normally, two different tonemes on elements which form a single syllable (with
[Vz, VV, VN/) assimilate one another. This occurs, for example, in Japanese: kondo

[.kondo] (J-..)-

fig 12.3. Principal tones: symbols and tonetic characteristics.
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Tonetic practice

12.17. In order to work with intonation (and tones), it is important to be ac-
quainted with pitch, which is simply the height and melodic variation of speech
(in one syllable at a time, stressed or unstressed). Pitch is determined by tension
and vibration of the vocal folds and of the entire larynx.

The more the folds are tightened, the higher the pitch becomes; naturally, when
they are loosened, the pitch becomes lower. The effect can be accentuated by in-
creasing the pressure of expiratory air and raising the larynx. In the same way, the
effect can be attenuated by lessening the pressure and lowering the larynx. At this
point, it is absolutely indispensable for the reader to take a bit of time and investi-
gate this mechanism.

It is necessary to become precisely aware of the correspondences between pitch
movements and glottal tension and position (in the vocal folds and larynx). It goes
without saying that the task can become appreciably easier if the reader records
the attempts and listens to them calmly and repeatedly, possibly working with very
small snatches of the recording at a time (and therefore pressing the pause button
often).

In the beginning, it will be enough to make any sort of attempt whatsoever, to
try to pass from one pitch to another, perhaps with big jumps to perceive the
differences better. Afterwards, however, it will be necessary to work more systemat-
ically, attempting to execute more gradual and planned movements, after having
accurately written them down.

The attempts should be carried out (whether planned ahead or not) by saying
into a microphone what is meant to be recorded (or, more prudently, what has ac-
tually been recorded, since intentions are one thing, but actions are another). In
this way, it is possible to compare the actual execution with what was planned.
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These exercises should be organized so as to cover the full range of possibilities,
from static pitch levels to various types of different and combined movements.
Stress and length differences can be added as well.

At the beginning, it will be unquestionably necessary to plan on fairly long prac-
tice, with many repetions. After covering the various combinations of pitch level
and gradual movement which are possible, one should then move on to identify-
ing one’s own intonation characteristics.

12.18. It is clearly necessary to proceed while constantly recording oneself, and
particularly to do so without becoming overly depressed. Discouragement often
comes from hearing one’s own voice and one’s own pronunciation characteristics
(which at the beginning can be a rather unpleasant experience), as well as from the
feeling of not being able to do anything decently. We hear our voice on a cassette
recorder —or, nowadays, from a computer sound file— in a different way than we are
accustomed to hearing it. In fact, when we hear our own voice, we hear it not on-
ly from vibrations in the air, but also from vibrations which propagate through the
bones of the skull, directly from the phonatory mechanism to the auditory one.

As for the other problem —our apparent perceptual and productive limitations—
it is enough to remember that we are not at all used to efforts of this type, and
therefore they require time and personal commitment. The tonograms of 6 & &
13 (fig 6.17-21 & fig 13.1-9) will certainly be of help, as will the phonosyntheses of
(B 16-23, or those in HPr; they are not at all superfluous, nor useless, nor inacces-
sible, either. It is sufficient to work at them without superficiality and without dis-
trust — they will more than repay the effort!

The pitch range (that is, the full range from the highest pitch to the lowest pitch),
therefore, is individual and relative, not absolute. As we have pointed out in §
12.17, there are noteworthy differences between the voices of men (generally low),
of women (higher), and of children (still higher, f fig 13.1), and there is a great range
of variation even with respect to these norms. Each person must put a bit of effort
into discovering and analyzing his or her own pitch range, which is more limited
in extent than the range in singing.

Working as always with a computer sound program —or a tape recorder— the
reader should be recorded while speaking ‘spontaneously’. That is, one should not
just read a written text chosen at random, but pronounce various words and sen-
tences of different types, uttering them, however, as if they were occurring in nat-
ural conversation. For this purpose, the examples from fig 13.2.1 would work very
well (although they represent just neutral British English intonation); they will,
then, need to be listened to repeatedly, both as a whole and using the pause but-
ton to segment them. Of course, for other accents and languages, it would be a
very nice thing to be able to rely on the corresponding curves. Many such curves,
on tonograms, are already available from our books. Others can be found in some
pdf files freely downloadable from our web site. Many more are appearing either
in our site or in our books.

It will, then, be important to focus on the various details, which as the exercises
proceed, will come out more and more clearly and seem more and more obvious,
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even if they went completely unnoticed at the beginning. It is necessary to learn to
listen to every single characteristic and to every component and variation, indepen-
dently from the others, simultaneously present. The characteristics are woven to-
gether in a sort of tangled web, which is however harmonious and even melodious.

In fact, the reader must succeed in hearing, not just the entirety and not just
generalities, but also in listening to the single characteristics, perceiving as many
details as possible. Something similar occurs while listening to a full orchestra: it
is possible to hear the music as a whole, but it is also possible to learn to recognize
—and savor— every individual instrument.

All in all, the same is true of all phonetic characteristics. The only difference is
that tonetic characteristics are effectively more complex, and therefore require a
greater commitment.

12.19. After the initial experiments for discovering one’s own pitch range in
speech, the reader should choose sentences in which all the vowels are the same
(phonically as well — thus, in Italian for instance, it is important to avoid mixing
together /e, ¢/ and o, of). Possible examples for Italian include: Quindici bimbi si-
mili di Rimini, ot Per prevedere tre sere vere, or Sono molto forforoso, or possibly
Mangia la patata salata, or Sara sara andata armata da Catania a Malaga (with
[man:dza, ka'tanja]).

These sentences will not necessarily be among the most normal or probable in
conversation. However, the fact of having all of the vowels of the same quality in
all the syllables is a great help. The reason is that in this manner, we avoid the risk
of being misled by the different pitch intrinsic to the different vowels (even if
acoustically different contoids can influence vocoids to some extent).

Therefore, the reader can proceed at this point with less difficulties, modifying
the intonation (f'§ 6.4.5.1-4 & (& 13), moving from a conclusive sentence to an in-
terrogative one, or else a suspensive or a continuative one. The reader should use
recordings as always, and listening to the results with care, multiple times. It is nec-
essary to pay attention to all the differences in pitch, while leaving aside other
characteristics for the time being. In languages which differ from Italian because
they have different vocalic timbres in stressed or unstressed syllables, it could be
difficult to obtain suitable phrases and sentences. Thus the words could be changed
in order that the same vowels are used instead of the original ones, as for instance
in [av'anla 'tha: 'kats andwan'da:g], [riviinlii thri khrits rindwiin'drig], [sv'an-
I5 'tha khots andwon'do-g] (I've only seen two cats and one dog), or it could be possi-
ble to simply hum each sentence.

In any case, using our intonation system (and perhaps sentences of our own lan-
guage), we should be able to establish what our low(est) pitch is by considering
the end of a conclusive tune, such as (though here examples are still from Italian
— with the same vocoid) da Malaga ‘from Malaga’ [damailaga-], as well as the
high(est) pitch in da Malaga? ‘from Malaga?’ [sdama:laga-], which will probably
be on the last syllable, or the second or third to last, depending upon whether we
have an interrogative tune of the rising type, as in neutral Italian and British
English [-'- ], or one of the rising-falling type, asin [-*"-], [ 7", [-*"-J or [ -],
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[ =], [ -], [ -], & (here we show the ideal four-syllable pattern). Then we
should try to discover our mid pitch, by seeking a point between these approxi-
mate (and individual) extreme points.

It is very useful to add voluntary modifications, even if this makes the utterance
more forced — the important point is to explore new things constantly. The exper-
iments can involve single words, or even single syllables, with all the vowels, the
same as before (but naturally, in the future, it will be necessary to move on to more
natural words and sentences, with different kinds of vowels present at the same
time).

12.20. For tones, as well, it would be good to draw tonograms (the figures with
the three juxtaposed bands, as in fig 12.5-7), and to mark what is heard when lis-
tening to the recordings.

Another possibility is to mark a pitch beforehand, and then work at trying to
reproduce that exact pitch perfectly, listening to the recording immediately after-
wards. Syllables like /a-la-la can be used [la: la: 1az], and then the pitch can be mo-
dified while maintaining the stresses, giving, for example: [__ ], ['""', [~ [L'7],
LTl &

More syllables will be added: [_. 7], [_.'" 7], and gliding tones will be added as
well: [0, [ 1 21 [ 7)Y, &, including more complicated ones and compound
ones: [\, [/, LI, ['l, IV, ['], [] &k (better than the older analytical signs [*], [[1, [\],
[“], [-1, L] [¥], o fig 12.5, choosing between the tunings and the tones —if present—
of the phonosyntheses of () 16-23, or of HPr, and other books or pdf’s of ours.

It is also possible to use nonsense words, such as: [pha'tha'ka’], [phri'thrikii],
[phpu'thpukpu] (similar to the patterns [pa'taka], [pitiki], [pu'tuku] we have
used in the audio recordings of Phonetic Notation, given in the bibliography).

fig 12.4. Tonograms for exercises with tones.

O e O O ——m O O w—m O

It will also be useful to perform exercises on intonation as well (¢ fig 12.6), perhaps
after having seen () 13, also with [pha'thaka pa'thakatia], [phrithiikii prithrikii-
], [ppu'thpukpu ppu ‘thpukputfpu], alternatlng between funes like L1
[_.Land [ L Ll [ Land [l L 7L Bl L T L] as asstart

And it would not be a bad idea to try protunes with various pecuharltles, using

[pha'thaka pa'thaka pa‘thakal], [phritthiikii pri'thiikii prithiikii], [phpu'thpu-
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kpu pputhpukpu pputhpukpu/, as in, for example: ['--t - [ .. 1,
[mrm N R N A

As we have already said, having the same vowels and the same sequences makes
it possible to concentrate on the pitch, without distractions and without having
to worry about remembering a particular sentence. The voiceless C can be useful
to segment these strings better, especially if using some computer acoustic pro-
grams (to help beginners or less gifted readers).

fig 12.5. Further tonograms for exercises.

PPN o - o - - o
ras NS NS r g ras r g NS
- . PR . . -
7~ ~N 7~ S N — ~ 7~
AN / ,/\ N A4
N\ / N/ A N\, 7\ v /\\ yi
N 7 AV 4 A4 N\ 7 N 4
Stress

12.21. In addition to the fundamental ideas seen in § 6.4.2-3, we add here that
STRESS is the increase of muscular activity and air pressure in the lungs, larynx, and
articulatory cavities, applied to one particular syllable. Therefore, on the part of
the speaker, there is a greater general effort. That is to say, there is an increase in
expiratory energy, in laryngeal tension, and in articulatory force, with respect to
weaker syllables. In fact, even for syllables ‘without stress’, a certain amount of
both physical and mental effort is necessary. Moreover, in order to be audible, even
the weakest syllables have to have a certain length, pitch, and force, together with
a certain (intrinsic) perceptibility, provided by the phones of which it is composed.

As is well- known, these four factors (ie timbre, force, pitch, and length) combine
together differently, according to the different languages and the particular syllables
in question, to produce a sufficient amount of prominence ( § 13.1). This prom-
inence is what matters in every language, whether the location of stress is distinctive
or not. Those acoustic analyses which ‘reveal’ that one single element (out of inten-
sity, frequency, and length) is responsible for accentual prominence, are definitely
imperfect and lacking, as well as being misleading. In fact, they fail to balance and
compensate for all the components, in their actual proportions, which can change
depending on the intonation movements of sentences and on (phonetic % phone-
mic) length. Instead, the human ear of a native speaker succeeds in all of these tasks,
and often the ear of a foreign speaker can also perform well in these respects.
Machines cannot compete with human capacities, because they are too limited and
too selectively objective, and lack the indispensable quality of flexibility.
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From a perceptual point of view, listeners normally manage to distinguish
which syllables are stressed by putting together all the available elements of the ut-
terance, in order to reconstruct and deduce the way in which they would them-
selves produce those elements to obtain analogous results. For practical purpose,
we can speak of the process in simplified terms of force (production) and volume
(perception). Therefore, once the prominence of a syllable has been established,
excluding severe variations in pitch, length, and timbre (which are present, but oc-
cur in their normal, inevitable proportions), the relative differences with nearby
syllables can be analyzed, in order to gradually modify the strength of the stress.

It is not rare to find people who cannot find the location of the stress in their
own language, when vowel timbres have no significant differences between stressed
and unstressed syllables. If they are asked to indicate which syllable is stressed in
words like Italian cavallo, margherita, or even fare, farai, they may answer com-
pletely at random! They do not make mistakes, however, with fara, cosi! They are
completely deaf concerning prominence (and also concerning the other things not
shown in writing, in particular the timbres of ¢, 0, 5, z [e, €; 0, 95 s, 75 ts, dz/). There
is, however, one way (which goes back at least to certain Latin grammarians and
teachers) to learn which syllable is stressed. The person is asked to pronounce the
words in question as if shouting them to someone quite far away. Immediately, or
immediately after the first try, it will be enough to pretend to shout.

Quickly enough, anyone can learn in this way how to tell correctly which sylla-
ble is stressed: [ka'vallo, marge'rizta, farce, farati; fara, ko'zi]. In fact, in this way,
the stressed phonetic syllable is notably lengthened, and it receives a generally
high(er) prominence which is decidedly perceptible. This remains true even though
the other syllables (particularly the last one) also gain in prominence — they still
gain less prominence than the truly stressed one: [ka'vail:lor, margeriztar].

Naturally, all this is true of one’s own language and, in this case, for an Italian
native speaker. However, if this speaker, for example, pronounces ippodromo or
gratuito as [lippodrommo, l,gratu'iito], then this is the stress location that will come
out of the exercise (in this case, it is a pattern which should be decidedly avoided
[as the present author has indicated in the DZPI —Dictionary of Italian Pronuncia-
tion— marking these realizations with ‘|’]). For this reason, in order to get reliable
answers, it is necessary to consult a good dictionary, or better still, a dictionary of
pronunciation. This is true of native speakers as well, and therefore even more so
of foreigners.

In this last case, the method just indicated for finding the stress in a word, will
obviously not work. In fact, what would be determined, at most, is the position
(correct or otherwise) that the foreigners attribute to the given word, according to
their personal experiences and knowledge as non-natives.

12.22. In considering normal denotative utterances, it is important to pick out
which syllables bear the SENTENCE STRESS (ie ictus). These are syllables which have
strong, ot primary stress: ['S]. Other syllables have less strong stress: mid, medium,
ot secondary: [S], or weak (‘without stress’ and —rather— without a mark): [$]. This
last corresponds to the neutral, UNMARKED, level of force for a syllable. The sylla-
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ble remains, however, fully audible, even in cases when the nucleus is attenuated,
as with [, n], &c. It is also possible to have syllables with reduced stress, written
[0$], that is, less than the normal weak stress; this is true particularly in rapid
speech. On the other hand, there are also syllables with extra-strong stress, ['S],
which is empbhatic.

The different languages can use (the position of) stress in a word as a distinctive
element, in a more or less extensive way. From a phonemic point of view, it is ap-
propriate to try to understand the unmarked structure of every language with FREE
STRESS (ie, not automatically linked to a particular syllable, for phonological rea-
sons, or reasons of syllable length). For example: photograph [fsofagiat], photog-
raphy [fo'thogyatil, photographic [fzoro'getik], (an) increase ['\ykyiis], (I) increase
[tp'’khyiis]; in Spanish: #érmino ['tecmino], termino [tedmino], termind [termi'no];
in Italian: (i0) capito [ka:pito], (ho) capito [kapizto], capito [kapi'to], fotografo [fo'tor
grafo], fotografano [to'to:gratanol, fotografare [fotogrataie], fotografo [fotograts].

DISTINCTIVE (or phonemic) stress, as in some of the cases seen just now for
English, Spanish, or Italian, could be called a stressemne, in opposition to mere stress
(or instead, as will be seen very shortly, it would be possible to speak of the dy-
neme, in contrast to dyne, in order to use more careful and scientific terminology
in this area as well).

At times, it is important to speak of destressed syllables, [°S], not just unstressed
ones (ie [S], but [,S] in phonemic formulae). This refers to syllables which are nor-
mally stressed, but which become unstressed, or with reduced stress, in a phrase
or sentence. This typically occurs because the words in question are weak monosyl-
lables, or weak elements of lexical compounds (or else to lexemes which are weak
in sentence context, for pragmasemantic reasons). Depending upon the languages,
the words are typically grammemes and lexemes of little prosodic and pragmalin-
guistic importance, which have normal primary stress when pronounced on their
own, in isolation, or as original forms. Languages can behave differently, in terms
of both prosodic and articulatory reduction.

In Italian, for example, in cases like é vero, tre volte, poiché, benché we have tull
reduction from a prosodic point of view, but only partial reduction in terms of the
articulations; in fact, we have [ev'verro, trevivolite, poike, begke] ( & 3 of HPr).
In Spanish, prosodic reduction of lexical monosyllables is less than in Italian (f G
6 of HPr), and the same is true of northern Italian dialects. In Catalan (and in some
other Romance languages, including many northern and southern Italian dialects),
only a restricted set of phonemes generally occur in unstressed syllables of bisyl-
labic and polysyllabic words, due to the presence of extensive neutralization, even
to [a/. Often, the vowel phonemes allowed are only /i, a, u, o/ (Neapolitan), /i, a,
u/ (Sicilian), or also [i, A, u/ (neutral Catalan), or [, a/ (the Italian dialect of Bari,
Apulia).

However, in these languages as well, destressed vowels are generally not a phe-
nomenon having to do with phonic reductions of (isolated) words, but they rather
follow the different phonic laws of the utterance (of the word in context and of
connected speech), that is, of phone groups. In fact, although descriptions commonly
emphasize the idea that neutral Catalan has only three V in unstressed syllables,
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(/i, A, u/ [i, &, u]), in sentence context (and in the first elements in lexical com-
pounds), we naturally find /e, €, a, 2, o/ [e, E, a, 0, 0], as well, as in these Catalan
examples: és gros, com més, ha fet [ezyros, kom'mes, afet].

12.23. fig 12.6 gives two diagrams (for two different types of scale) which could
be useful for showing the peculiarities of stress in different languages, and thereby
in making comparisons on general interlinguistic levels easier. In fact, the dyno-
gram (or stressgram) makes it possible to observe the continuum of dynetic levels
(that is, the force of stress, aside from simply functional dynemic pecularities (of
course, the word is derived from Greek 8dvayig (dynamis) ‘power, force, strength’)
to which the normal markings can refer: weak stress, [ ], secondary (or mid) stress,
[], primary (or strong) stress, ['], and emphatic (or extra-strong) stress, ["].

In cases where intermediate gradations occur, they could be: half-mid stress, [
half-strong, [], and possibly, also half-extra-strong, [¥]. An extra syllabic nucleus
(usually epenthetic, with functions of support) can be called extra-weak. It can be
generically marked with [,] (the same symbol as for perceptible explosion of stops,
or other contoids, since the two phenomena coincide in production), or with a
superscript of the vocalic symbol, a more articulatorily appropriate method (as we
have done in Hindi, HPr, § 10.3.1.4).

Observing fig 12.6, we perceive the four fundamental categories: [a, a, 'a, "a]
(weak, mid, strong, and extra-strong), and the four supplementary ones: [, a, ‘a,
“a] (extra-weak, half-mid, half-strong, and half-extra-strong — added within ([ ])).
For each of these, the right half refers to the ‘normal’ position, with the cursor in
the middle of it, while the left half is used for levels which are weaker than nor-
mal, should these occur. These supplementary intermediate gradations, [3, s, ‘a,
“a] could be useful for explaining particular cases, as we have, for example, done
with certain compounds in English (HPr, § 2.3.4.2), German (HPr, § 5.3.3.2 &
5.3.3.5), Spanish (HPr, § 6.3.2.2), Portuguese (HPr, § 7.3.2.2), and Hindi (HPr, §
10.3.2.5). The extra gradations should also be understood as effective possibilities
for oscillation.

fig 12.6. Dynograms, for gradations in stress.

[ — - [a)
La] - [al
[a] [ la] v | oV
[#a] - [ [a] [al [a] [al [a] [al [4a]

In a systematic treatment of the pronunciation of a language, such as in a specific
monograph, it is possible to show greater detail. Just as much more space would
be given to intonation than in the chapters of HPr (where the intonation is given
‘embryonically’, but with all of its potential for applications), it would be possible
and useful to present the dynogram (and the chronogram) in their respective sec-
tions (or together with the tonograms). Here, we give in fig 12.7 a comparison be-
tween English, Italian, Hindi, and Esperanto. Several peculiarities can be noted,
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including the extra-weak level in Hindi (indicated by the white cursor, used for
very short vocoids serving only as support), and, in contrast to the others, the
canonical regularity of Esperanto.

fig 12.7. Dynetic comparisons between English, Italian, Hindi, and Esperanto.
English Italian Hindi Esperanto

1

;
ARTH

g
\
BRI

\
A

Stress (or word stress — mostly with English examples)

12.24. We know that (the position of) stress may be distinctive, in English: ['m-
po't] import (noun, adj.), [un'pho-f] import (verb); [phyeznf] present (noun, adj.),
[pytzent] present (verb).

English sentences usually keep the stresses of their words well, even in mono-
syllabic lexemes (ie lexical monosyllables), while monosyllabic grammes (ie gram-
matical monosyllables) lack any stress (as, in general, do unstressed syllables in
polysyllabic words): ['seemz bo-t 'O1ri 'njpru 'smo:t 'kheets] Sam has bought three
new small black cats; but we have: [nduwzslauds 'khya-od vphiipt] and there was
a large crowd of people, [bofitsyou'gerfist um'phortns] but it’s of the greatest impor-
tance.

However, in long words (and in sentences as well), many syllables with full vow-
els generally receive secondary stresses (especially when they occur near unstressed
and reduced syllables): [3ovayEsfumerf] overestimate, [vizobuati] visibility, [phs-
pondikjoleysfi] perpendicularity, [1ekugnasz] recognize, [meksikso] Mexico.

In compounds, the more frequent structure is ['$,$] (more rarely [$'$]: [fuf-
'‘thrin] fifteen). Sometimes, even ['$'$] occurs, as in ‘collocations’ (or occasional
—or free— compounds, which are, then, modifiable): [blekbs'd] blackbird (but
[bleek bad] black bird), [botdog] bulldog.

Of course, there are also many instances like: ['\gglithiitle] English teacher ‘a
teacher of English’ and ['wygly 'thiitfe] English teacher ‘a teacher who is English’.

Let us now consider compounds such as first class (noun and adverb) and first-
-class (adjective), and the collocation first class, in a sentence like that was the first
class to be considered. From a phonetic point of view, they are alike: [fss(k) khla's];
however, from a phonemic point of view, and for teaching and lexicographical
purposes as well, it could be very useful to distinguish them as: [fo:stklazs/ (com-
pounds: ‘/'$'$/’) and [faist klazs/ (collocation: ‘/'$ '$)).

Besides, patterns are flexibly structured. As a matter of fact, we have: [f'thrin] fif
teen and [pheidy fu'thrin] page fifteen, but [futhiim 'pheidgiz] fifteen pages;
[byen) ‘njpru] brandnew, but [obgendinjpu kum'phjpute] a brandnew computer.

Moreover: ['sekun(d) 'hend] secondhand, but ['sekunhend khls-o)z] second-
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hand clothes; and [Osy'o:t sekunhend] they're all secondband; also [.atfonprun]
afternoon and [godaffo'npun, godr, gud-] good afternoon, but ['affonpun thri]
afternoon tea.

A few cases can vary according to speech rate, but also whether they occur in
tunes or protunes, as well as according to personal choices. Here, we will make
use of different degrees of intermediate stress, too, which (without an emphatic
one, [']) are, in descending order: [], [1, [], [], [ ]. It is worthwhile observing nu-
ances carefully: [demon'siiei{n 'eksosasziz, 'qemons-, “sgyer{n'eksasasziz] demon-
stration exercises, ['ElojvEifo] 'opaqEIfe, ElovEifo] 'DpaEife, ElovErfoyppaqELfe] ele-
vator operator, [lasthaos khiipe, lasphaoskhriipe, lasthaoskhiipe] lighthouse keep-

er; let us notice and compare: [lasf haoskhiipe] light housekeeper.

12.25. To feel certain about the stress patterns of compounds, it is necessary to
look them up in reliable dictionaries. But pronunciation dictionaries are not al-
ways the best choice, for this aspect, although, of course, they have to be consult-
ed. We willingly recommend the Random House dictionaries which, for second-
ary stress, are almost perfect; of course, the stress patterns shown are American
(and, practically, International) ones, but, in general, they may hold good even
for British English, which, in the meanwhile, may have added % kept some oth-
er possible variants (mainly collocation-like, rather than compound-like, so less
useful ones: weekend, icecream, New York, New Zealand, New Hampshire...).

In addition, the Oxford ‘Advanced Learner’s’ dictionaries show the ‘marked’
cases of primary stress in several lexical collocations (which are quite unpredic-
table, syntactically, above all for foreigners).

In (dia)phonemic transcriptions such as ours, the most typical and numerous
compounds are shown with a single primary stress ['$$/; the secondary one is easi-
ly recoverable, because the second lexeme necessarily bears a secondary stress.

Vice versa, most dictionaries printed in the usa include secondary stress, ['$,$/’;
but usually the non-IPA symbols they use put stresses after stressed syllables, unfor-
tunately, not before, and simply through a difference in thickness (which, some-
times, is not evident enough, even with both of them in prasentia). As a matter of
fact, we happen to find, eg ‘in scrib” for our [wn'skyasb] inscribe and viz bils t&
for [vizabuofi] visibility. But some American dictionaries are misleading, because
they mark secondary stress for most unstressed syllables bearing full (unreduced)
vowels.

Regrettably, mainly dictionaries published in the Uk (even pronouncing dic-
tionaries) do not use secondary stress wisely enough. As a matter of fact, a collo-
cation like ['senfy} 'hiituy] central heating is, usually, represented as */sentral 'hi:-
tiy/, exactly like centralistic *|sentrolistik/, which, of course, is [sengyalisiik].

However, the more they mark the better, even when things are predictable, pro-
vided they do so in an exact and accurate way. Indeed, didactic transcriptions (es-
pecially for beginners) should show several characteristics, with no absurd and
groundless fear that they may confuse. In reality, too simple a transcription is less
useful and, sometimes, misleading, too.

As regards diaphonemic transcriptions in compounds with suffixes, it is suffi-
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cient to know which of them are always non(half)stressable (‘[,$/’) and which are
prosodically (balf)stressable (‘| ,$/’). As a matter of fact, the others, that have full
vowels, are always (half)stressable (‘/$/’). In addition to those with /s, 1/, the follow-
ing are always unstressed: [-ik, -tks, -uy, -1, -, -vv, -fd] -de, -ics, -ing, -ish, -ist, -ive,
-phil: [1efo11ik, 'pholafiks, liyguyy, jelsod, ‘novalist, do'skyipfuy, ‘englofd] rbeto-
ric, politics, lingering, yellowish, novelist, descriptive, anglophil (for -phile, we have
[-fast, - ful]).

Instead, the following are half-stressed (if preceded by an unstressed syllable),
but unstressed (if preceded by a stressed syllable): [-hod, -tzm, -ast, -asz, {ip, -juvt]
-hood, -ism, -ite, -ize (-ise), -ship, -ule: ['womoanhod] womanhood (# [fhast(dhed]
childhood), ['theqpquzm] terrorism (# [bodizm, buu-/ Buddbism), [thiptskiast]
Trotskyite (+ ['settasy] sulfite), [khyifasasz] criticize (but [baptasz] baptize, in ad-
dition to [bep'thasz]), ['skolafip] scholarship (+ [f1En)ip] friendship), ['molokjuuvt]
molecule (# ['globjuuvt] globule).

Sentence stress (mostly with English examples)

12.26. It is advisable to consider as sentence stress (or ictus), every case of word
stress which remains stressed in sentence context, and does not become reduced.
Generally, English does not reduce its ictuses; as a matter of fact, we can easily
have examples such as the following (please, note that in phonotonemic tran-
scriptions, the symbols /, ; ./ indicate intonation, not just a separation of example
words, together with [?/ and /; ; ;/, which are less ambiguous at first): [den: Oyri
'‘nass 'blek khets- “yeen 'aof-] Then three nice black cats ran out.

It is preferable to avoid using the term ‘sentence stress’ to refer to the sentence
focus; this last notion refers to the word, or words (and therefore concepts), which
in a given utterance are communicatively more prominent; in fact, they are high-
lighted by virtue of being new to the conversation (as opposed to being already
given, or known).

Sentence stress and focus are in fact two distinct attributes, although they are
not necessarily incompatible. In fact, they can both be present in the last stress
group, even though this possibility is statistically the least frequent: [asnEvs 'se-d-
deep wuz'thypu, -2, -et] I never said that was true.

In practice, it is much more probable for the sentences above to be uttered as
follows (although we leave with readers the task of making their own phonoto-
netic transcriptions): [as'neve 'se'd- 'dep wuz'thypu. ], or [as'neve 'se'd- 'dep
wuz'thyuu, ], or better [asnevo 'se'd.. 'Op wuz'thypru. ] I never said that was true.

Therefore, a concrete utterance (which is sufficiently long) will have multiple
ictuses — ie protonic syllables and one or more fonic syllables (in the rigorous sense
of stressed syllables, respectively, in the protune or in the tune).

At the same time, the utterance can even have one or more points which are
communicatively highlighted (ie the sentence foci [fsosas, -kas, -kii]), and these are
generally expressed by different proportions of stress and pitch.

The sentence These are the new co-workers of my neighbor Roberta (British spell-
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ing -our) can be variously realized, with single or multiple highlights. We can there-
fore encounter: [Jrizodo'njpru- 'khsowskwz- ovmas'neibs jobste. ], or also [drizo-
donjpru khsowskuz svmasneibe jobste. ], or else also [d1izodo'njpru- khso-
wa'kuz svmasneibe jobse..] These are the new co-workers of my neighbor Roberta.

In any case, the elements highlighted can be grammemes, as well, in case of par-
ticular contrasts. With the examples above, we can have: ['driz: odo'njpru khaows-
kuz svmas'neibs jobs-te. ], or [driz'ar do'njpru khsowskuz svmasneibs jobste. ]
(with are highlighted), or even [d1izodonjpukhsowskuzovimas 'neibs jobs-te. ]
(with new destressed, but with my highlighted, for some particular reason).

Some kind of attenuation can occur in parts of the sentence rendered ‘paren-
thetical’, as in the following example, which is spoken as a sort of afterthought:
[lovmas'neibs o'bate..|] of my neighbor Roberta.

12.27. In idiomatic use, we find that given word sequences, which can also oc-
cur in their literal sense, present outwardly ‘strange’ (or marked) stressing. In fact,
grammemes, or qualifiers, are brought out instead of the lexemes that accompany
them, because these last are destressed (here shown by means of //, which becomes
distinctive).

More often, we find the sequence grammeme + attenuated lexeme, as in: [fu'wen:
O] for one thing, [ondiedohaend] on the other hand, [basnsomiinz] by no means,
[bas'o:kmiinz] by all means, [sf'enijeif] at any rate, [nenikhes] in any case,
[itn'Eniovent] in any event, [(n'dzfovent] in that event, [pn'datsko’] on that score,
[in'nz-othasm] in no time, [indsloygen] in the long run, [(1ivon) stdabestoy-
thasmz] (even) at the best of times.

Some other times, instead, we find attenuated lexeme + accentuated grammeme,
as in: ['a's nse"wof] I know what, ['daets sbaof"t] that’s about it, [fensi "df] fancy
that!

Thus, idiomatic stressing gives a particular meaning, to certain lexical colloca-
tions, which is not literally predictable. On the contrary, in the literal sense, their
stress is the ‘normal” one, which is predictable from the syntactic order of their
words, each one bearing its usual meaning, as for: [in'daf vvenf] in that event,
[bas'o:t 'mrinz] by all means, [pndieds 'hend] on the other hand, ['dets sbaofij]
that’s about it.

o



13. Macrostructures

(mostly intonation)

Prominence

13.1. The degree in which a syllable stands out among adjoining syllables in an
utterance is defined PROMINENCE, as already mentioned.

It is the result of different combinations —depending on languages and speak-
ers— of four fundamental elements: the TIMBRE of the phones, which form a sylla-
ble (ie their relative intrinsic perceptibility, determined by articulatory characteris-
tics), STRESS, or strength of realization, relative prTcH, and LENGTH (or duration).
For practical purposes, it is better to analyze the four elements separately (f & 12).

Rhythm & rhythm groups

13.2. Every language has its own particular rhythm, deriving from the struc-
tures of its syllables and rhythm groups.

RHYTHM is the result of regular occurrences of prominent syllables in the speech
chain. Generally, the alternation of stressed and unstressed syllables is fundamen-
tal. In many languages, stressed syllables may also be long(er) % be on a marked
pitch — high or low (ie different from the mid —unmarked- value).

To all this, some languages may also add a considerable reduction in the dura-
tion % timbre of the phones of unstressed syllables (indeed some of these phones,
often, drop completely, as happens in English, for instance). In quite a large num-
ber of languages, duration % pitch do not depend on stress; consequently, they
may contribute to increase or diminish the prominence of both stressed and un-
stressed syllables. These characteristics are chronemic (ie short phones functional-
ly opposed to long ones, being phonemes) and tonemic (ie syllables with different
—functional- tones, ie tonemes).

13.3. RHYTHM GROUPS (or stress groups) are formed by —at least— one syllable
with strong stress. Usually, a stressed syllable is accompanied by other syllables,
with secondary (or mid), weak, or reduced (or weakened) stresses. Furthermore, they
show considerable internal cohesion, not only on the phonetic and prosodic lev-
el, but also on the semantic one; which means that they have a precise global
meaning.

The thythm groups of certain languages may have only few weak syllables, alter-
nated with mid ones. Other languages, instead, may have quite long sequences of
weak or weakened (or reduced) syllables (with shortened phones and attenuated
timbres).

English and the Apulian dialect of Bari and Foggia (and others in higher-south-



242 NATURAL PHONETICS & TONETICS

ern Italy) belong to the latter group of languages; on the contrary, the following
belong to the former: Italian, Spanish, French, Brazilian Portuguese, Polish, Czech,
Hungarian, Swahili, Hausa, Japanese, Vietnamese. Other languages have inter-
mediate positions: more or less near one group or the other. For instance: German,
(Lusitanian) European Portuguese, Russian, Arabic, Hindi, and Chinese are a-
mong them.

Here are some examples: And there was a large crowd of people waiting for them:
[nduwzolaxds 'khjaod v'phiipt: ‘werfigfodm. |5 I'm gonna take all of them to the
performances: [asmgunas theik 'o'lodm- fadopafomoanstz,.]. English examples will
be given only in neutral British pronunciation, to make comparisons easier and
simpler.

On the other hand, let us consider these Italian examples (which are a transla-
tion of the English ones): E cera una gran quantita di gente ad aspettarli [etffecau-
na'grar kwanti'tad didzen:te: adaspet'tar:li-|; Li portero tutti quanti agli spettacoli
[liporte'rot tuttikwan:ti-: ak Aispet'tazkoli-].

Pauses

13.4. A PAUSE is a momentary break in speech, which takes place for various
reasons: physiological (ie breathing), semantic (ie meaning), logical (ie connec-
tion), psychological (ie attitudes), and pragmatic (ie communicative strategies). It
is convenient to measure pauses in reference to the number of syllables which
could fill the time of their duration, resulting from an average of both stressed and
unstressed syllables. Therefore, we speak of short, mid, and long pauses, of about
3, 6, and 9 syllables respectively, or rather of about 2-4, 57, 8-10 mean phono-
-syllables: [|, |, [Il]-

If a short pause is not certain, or may be missing, it is indicated by [:] and is bet-
ter defined as a potential pause. Sometimes, above all for psycholinguistic or behav-
ioral purposes, it may be necessary to indicate pauses in a more precise way: in
hundredths of a second; especially when they differ from expected ‘normal’ ones.

Usually, in pause groups (ie what is included between two pauses), normal speech
uses two or more rhythm groups, which are linked to convey a fuller sense.

Sometimes, a pause group coincides with one rhythm group; at other times,
combinations of rhythm groups in different pause groups change the meaning of
similar utterances, often much more than the presence or absence of tunes within
the utterance itself, as in: You may go now [jomergs-o.. 'nao.], quite different
from You may: go now [jo'me1.| “g3'o 'nao.], again different from You may. Go,
now [jo'me. | “g3e.: nao.].

Pitch & tunings (or intonation groups)

13.5. fig 13.1 schematically shows the relationship between the three funda-
mental types of voices: male (M), female (v) and infant (1); the grey band helps to
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realize that the same absolute pitch corresponds to quite different relative pitch lev-
els. Of course, among the three groups (already introduced in 12.17 & § 12.20)
there is a fairly gradual transition, since —for each one— we can easily find more or
less high/low voices, in addition to those representing the average of each group.

When two or more pause groups are linked together, their meanings are co-or-
dinated as well; therefore, they are combined into something wider and more co-
herent, thanks to a particular intonation contour. Thus we get TUNINGS, which
may even coincide with one rhythm group, or one word, possibly formed by one
syllable, again: Yes? or Here.

fig 13.1. Relationship between male, female, and infant voices.

Paragraph & text

13.6. When one or more speakers continue on the same subject, with semantic
cohesion, a sequence of tunings is technically called a PARAGRAPH. From a prosod-
ic point of view, a paragraph is usually characterized by given rhythm and in-
tonation features, which determine their internal cohesion, in contrast to other
paragraphs, within the same text.

Generally, a paragraph ends with a greater pitch lowering (compared to normal
pitch), which is marked with [,] at the end. Likewise, a paragraph may begin at a
slightly higher pitch, marked by [°] at the beginning. This guarantees internal uni-
ty and coherence, in contrast with other paragraphs.

A simple kind of paragraph is constituted by sayings: When the cat’s away, the
mice will play [“wen du'khets wwe1: 0o masst phlet.].

A TEXT may be constituted by a speech, a lesson, a (university or public) lecture,
a news bulletin, a sermon, a soliloquy, a joke, &c. A paragraph may be constituted
by the sentences of different speakers, when the text (presenting semantic and
pragmatic cohesion) is a conversation, a phone call, an oral examination, an inter-
view, a quarrel, &c.

The text is not necessarily long: even «Here? — Yes» may be a text, supposing that
the two speakers share certain presuppositions.

Rate

13.7. Languages (and speakers) have different rates of uttering. RATE can be
measured in words per minute (100-200 on average), in phono-syllables per second
(2-5), or in phones per second (6-20).



244 NATURAL PHONETICS & TONETICS

In general the number of words and syllables varies according to their structures
and extensions; the number of phones varies according to their (phonetic and pho-
nemic) duration.

Moreover, rate varies according to particular semantic, social, and pragmatic
factors. Conversation itself can be classified in at least three different types: slow,
normal, and quick. Consequently, the numbers given above tend to move towards
the limits indicated, or even to slightly exceed them.

Pause incidence is connected with rate, too. Indeed, there is a limit beyond
which phones cannot be shortened or lengthened without becoming incompre-
hensible, or ridiculously intolerable. Therefore, the quicker/slower the rate is, the
more the duration and number of pauses will be reduced/increased.

In a normal conversation, pauses take almost a quarter of the total duration of
a text. But the time taken by pauses can be longer: up to half of the total duration.
There are cases (or particular moments) where pauses can even take three quarters
of the total time (without falling into pathology); but such cases fall within the
aims of paraphonic analysis.

Intonation

13.8. INTONATION (as can already be inferred from § 6.4.5.1-4) is constituted by
the relative pitch of syllables forming more or less long sequences of connected
speech.

These sequences are called TUNINGS and can consist of pause groups (which, in
turn, consist of rhythm groups); but they can also consist 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. However, by using the same principles
and the same symbols of syllabic-tone notation, we can accurately (and without
too many problems) transcribe the characteristics of pitch and strength of the sylla-
bles of a whole utterance. In fact, stress-tonal signs show both the relative pitch

fig 13.2.1. ‘Icono-tono-graphic’ examples for intonation.

! See yo1

P om Sat
o

2 1\ spe YoU Ja)?

(WZU trrey) 7 071 Sﬂturu

3 don’t) total ;.

(If _they € VU on Spr gy (Ll be a W sqq

A\ urot? l‘er,)
4 don’t) p T —— worry—a

(If they YU on Spturday (don’t boyt i)
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and stress-degrees of the syllables before which they are put.

First, le us see (fig 13.2.1) an iconic and simple way to introduce people to into-
nation: by carefully reading the examples given, and following the hights shown
for every grapheme.

Now, we can go to fig 13.2.2, where we can see the whole pitch extension of an
utterance, which is called a TUNING (or intonation group,  fig 13.5-6, § 13.11 & fig
6.21). It is divided into a PROTUNE and a TUNE). Here we anticipate that a general
tune consists of three parts: a PRETONIC syllable, the ToNiC (ie the stressed) one,
and (two) postTONIC syllables.

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

Sometimes, it could be important to refer explicitly to the first or last ‘proton-
ic’ syllable, in the description of certain languages with particular protunes. Usual-
ly, the first protonic can be preceded by some ‘antetonic’ (ie initial unstressed) syl-

lables.

13.9. In anticipation of what will be dealt with presently (from § 13.11 on-
wards), we 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 ([;/). These symbols are

fig 13.2.2.2. Tuning.

ab ¢ de f gh i ja B cbp

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)

put at the beginning of an utterance, but not in the poor syntactical meaning of
a ‘school sentence’.

For the French language, it is necessary to add a fifth protune, for partial ques-
tions (/3/, which contain an interrogative word), instead of the normal one (/;/),
as can be seen in HPr (in fig 4.3; see § 4.3.5 as well). It is true, though, that at a
greater level of formalization we could avoid introducing this peculiar (notation-
al and categorial) innovation, by using extraphonic information and recognizing
interrogative lexical elements (such as qui, quand, combien, comment, pourquoi,
o1t) as belonging to a particular group.

Nevertheless, from a descriptive and contrastive point of view, more practical
(and less theoretical) structures seem to be preferred; thus it is sufficient to find /3|
to realize we are dealing with partial questions and not with total questions (J;/).
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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, tunes are much more numerous than ‘simple sentences’ of
grammar and syntax, as will be seen below. Indeed, plain and linear syntactic sen-
tences, from a true linguistic point of view (ie actually spoken sentences in real
and spontaneous speech, even if uttered by professional actors), very rarely coin-
cide with phonic sentences. As a matter of fact, almost any syntactic sentence is
made up of at least two or three phonic sentences, or better tunings.

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 post-tonic syllables
(ie the possible unstressed syllables after it). In the tonetic diagrams (or rather tono-
grams), two post-tonic syllables are indicated (ie internal and terminal); 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.

We will now consider, concisely (and by looking closely at fig 13.4), the three
marked tunes (of neutral British English): conclusive (|.|), interrogative ([?/), sus-
pensive ([;]), and the unmarked: continuative (|,[) — On Saturday [on'sefader. ., -odi. ],
On Saturday? [son'sefader, -odi-], (If not) on Saturday... (then...) [pn'setader., -odi ],
(Perbaps) on Saturday, (but...) [on'sefader, -adi-].

13.10. The best way of dealing with the intonation of a language consists in pre-
senting its structures through appropriate and clear diagrams (ie tonograms), with
clear examples and a simple and sufficiently complete notational system (not cum-
bersome and useless).

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 commu-
nicative goals. In fact, even if the syntactic formulation is, in the end, the most ev-
ident linguistic rendering (for those who are used to reading and writing), in ac-
tual fact, it is nothing but a faithful representation of the pragma-semantic way to
express concepts and thoughts, peculiar to every language.

I, for instance, we write —and beforehand say— I've been ~looking for ‘this for ages
[asvbunTlokuy fo'ds.. f{E1dsiz. ], the superficial formulation at hand is only the in-
evitable 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 ['..], or (*)) in a single syntactic string, seemingly simple and
straightforward, but actually very complex, as is obvious from its prosodic struc-
ture, if supported by an appropriate intonation pattern, as indicated by the small
but precious signs used.

Let us now examine the intonation structure of neutral British English. How-
ever, we must first consider a general scheme, which will enable us to really see its
characteristics. Thus fig 13.2 gives the diagram of tunings. It shows the use we make
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—when speaking normally— of pitch heights of the various syllables forming the
different possible utterences in a given language.

In order to make experiments on the pitch of different syllables, it is certainly
better to use identical vowel phones, to avoid being mistaken by articulatory tim-
bres, possibly interpreted as differences in pitch. This is easier in languages like Ital-
ian, where examples like Rimini, concorrono, Anna assaggiava quaranta ananas
[rizmini, kogkor:rono, 'anna assadgdzava kwa'ran-ta 'amnanas] are not difficult to
find (despite their meanings, ‘the name of an Italian town, they are in competi-
tion, Ann tasted 40 pineapples’). As already said, these identical vowels help not
to be biased, or misled, by different timbres; since front V seem to have a higher
pitch, compared to back ones, which give the opposite impression.

Tunings (or intonation groups)

13.11. Tunings consist (as already seen, f § 13.8-9 & fig 13.2.2) of a protune (in
our example I am tran~scribing the following example [asmtjaenskjasbuy da'ol-
souy igzampt]) and a tune (pho'netically [fo'nefikli. ]). In this case, we have a nor-
mal protune and a conclusive tune. The latter is represented, tonemically (in an
abstrac, more theoretical, way) by /./, and tonetically (in a more realistic way) by
[-'..] (or by (*), in a graphemic text).

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 on-
ly one or two, or expand it over a larger number of syllables: 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 realistically, will be divided into more
parts, with the addition of the respective tunes, mostly continuative), thus: Our
“aim is to pass ,on i'deas, tech'niques, and “practical ac'tivities, which we know ‘work
in the classroom. In a phono-tonetic transcription, we have: [a E1m zfo'phass 'on.-
as'duaz- thek'niiks: om phyekiikt ek'thwerizz witdwinse 'wsk. jindukhlas-

{Om, .J] .

Protunes

13.12. fig 13.3 shows the four protunes (of neutral British English): one is un-
marked, or normal, and has no symbol; three are marked: interrogative [;] [¢], im-
perative [i| [;] (for instance: ; Pay at'tention! [ phe1 o'then(n. ]), and emphatic [;/
[i] GWe “have to ‘check ;‘everything i very ‘carefully! [;wihaey to"tthek ;%viiOuy:
i veqi "khestli. ]).

fig 13.3 shows, on the left, sketchy tonograms; on the right, they are given in a
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more realistic way. Actually, the schematic diagrams are sufficient indeed, 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 possible.

fig 13.3. Protunes of neutral British English.

—_— ] normal
: — 11 [ [1T1()
—_o]e /e/ | — interrogative
°© ° — ° o o N o
—_ JIREIREY
—. ] B imperative
° e ) o N— | o
fil i )
] E —l emphatic
o — | © o | — e ‘—-—e\\&‘
il Gl &

Tunes

13.13. fig 13.4 shows the three marked tunes (of neutral British pronunciation,
again both schematically and realistically) — conclusive |.[ [-'..] (or (*), should we
want or need to use them inserted in current orthography, instead of in tran-
scriptions), interrogative [?[ [-'-] (), and suspensive [;| [-' -] ({,)) — in addition to
the unmarked one, continuative [,/ [-'-] ({)).

The marked tunes have a functional charge, which is crucial for communica-
tion, as they oppose one another distinctively. The unmarked tune —the continua-
tive 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-occurrence
of tunes (as happens within a protune).

Indeed, there is a difference between I Saw six ‘men [as7so: 'stks 'men:, ] and I
Saw ‘six ‘men [a97soz 'stks: 'men:, J; in the latter, of course, six is more prominent
than in the former, since it has its own tune, instead of being a part of the same
protune.

At the end of § 13.11, we have seen that a syntactic string does not generally cor-
respond 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 completely natural. Its ap-
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propriate use goes entirely unnoticed; whereas, its absence would not pass unno-
ticed at all (as happens in unprofessional reading or recitation).

For instance, if we consider an utterance such as Look! the imprints of a bear, we
realize that it can be said in many ways — apart from actual and paraphonic consid-
erations such as the fright taken at the sight, or the delight expressed by natural-
ists, or the satisfaction felt by hideous poachers... (all of them are rendered 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: [lokut
di'tmpyints avo'bes, ].

13.14. Thus, if we go back to the original utterance, what we find is something
closer to a natural exposition: [lok. . di umpyints svobe-s, ]; in fact, in the same sen-
tence, there are two pragmatic concepts: the imprints and its sighting.

If we then divide it into three parts (of course, with three tunes), the nuances
expressed are more detailed: [lok.. ditmpynts.. ovobes. ]; in this way, we can man-
age to separate, conceptually too, imprints of different 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 on-
ly a way to make enunciation a little more effective and natural: [lokut di'tmpyints-
ovo'be-3. ] (and variations).

By considering an example like You must read further books on this particular
subject, again, we can easily see that there are several ways of saying it. Apart from
a quite flat realization in a single tuning, as: [jomas™yrid f3-0s 'boks pndwspa'thik-
jolo 'sebdgikt..], we can have: [jomoasTjrid fs-ds boks: pndispathikjols 'sebdzik. ],
or: [jomoasyrid- 305 boks- pndispathikjols 'sebdzikf. ], or else: [jomoasyrid- f3-ds
boks: pndispatthikjsls- 'sebdziky..]. We could even have: [juru- mosyrid- 'fs-ds- boks..
pn'dws pa'thikjals- 'sebdgikt..] (with more and more numerous nuances and impli-
cations).

fig 13.4. Tunes of neutral British English.

T— o — conclusive [/ ['..] (")
5] \\ﬁ
° e
N —=—=1"] | interrogative [?/['-7] (")
T—11 ) »| suspensive i/ [-'.]]{,)
ol oo = =1 continuative [,/ [-'] (')

13.15. A conclusive tune is necessarily used whenever a given concept is com-
pleted in the speaker’s mind. Thus, besides the words which form the sentences, it
concerns communicative functions as well, as if, in saying I#’s raining cats and dogs,
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we added ‘T am stating’ — so: I#’s 7aining cats and ‘dogs [its yEinuy kheets on'do-gz. .

Each tune has a specific function: the interrogative communicates ‘I am asking’:
¢Is it raining cats and ‘dogs? [z Enu) 'kheets on'do-gz-1; the suspensive one com-
municates ‘1 am underlining’: If it’s raining cats and ,dogs... (iit’s a ca’lamity!) [d-
s geinu) khets on'do'gz.| (jitsukulemsyi. )]. The continuative tune, instead, sim-
ply communicates ‘I have not finished’: It’s raining cats and ‘dogs (but I don’t ‘care)
[tts"gEny 'khets on'do'gz- (bofasdsenkhes, )].

It is possible to have a series of conclusive tunes: Yesterday it ‘rained. Today it’s
Yvaining. To morrow it'll \pour. I'm ~sick and ‘tived. I'll go a'way! [jesfodEr 1{'{g'1nd. |
tha™de1 wsyenuy. | tho'moyse tpho: | asmTsik an'thasad.| aat"gse w'wer, ].
However, a suspensive tune is very likely for Tomorrow it’ll ,pour [tho mpyzo
it¥pho:.].

Too often, current writing (which is not at all sophisticated) uses only commas:
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: [*o7jesfoder tfqe'1nd...° fodET
usyemny),.” o moyse (¥pho: .’ asm stk wn'thasad..,” aat"gso wwer o,]. The small
rings show the additional pitch movement which is typical of ‘bookish intonatior’,
which must be kept well apart from normal (ie conversational) intonation, and al-
so from the typical intonation of text exposition (even done mentally), as we will
see in § 13.27.

A turther 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; I'll let you know; don’t be cross [asm thejabli bizi.. as'khay
'khem: | aztletfp 'ns-e.. j"dsom bikhjps. ]. Also the example I've been looking for
‘this for \ages [asvbunlokuy fo'dts.. f{'e1dziz..] shows this characteristic.

Contrary to what grammars keep on repeating, a comma does not necessary in-
dicate a short pause, as a semicolon does not indicate a pause which is half-way be-
tween the ‘short’ one of commas and the ‘long’ one of full stops (as it is absurdly
‘prescribed’). However, these are the results achieved by schools, ie sadly rigorous
and monotonous pauses, which are not able to convey appropriate meaning to sen-
tences (especially when they are read).

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

Questions

13.16. A further important point, to always keep in mind, is that an interroga-
tive tune need not be used whenever there is a question mark at the end of a sen-
tence! Unfortunately, this is another real mistake taught in schools.

It is important to clearly distinguish the different kinds of questions. Among
the more recurrent and normal types, only total questions (or ‘yes—no questions’)
request interrogative tunes. These questions are answered by Yes or No (or, pos-
sibly, by Perhaps, I don’t know, It depends, &c); but, above all, they do not include
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interrogative words: ¢Did you ‘see? [sdidgo'sri-], ¢Is it ‘interesting? [suzif'utystiy-],
¢Can you 'hear me? [skupjohiomi-], [ckupjpu-].

It is important to pay due attention to cases where there is a ‘given’ element
(book, music, Jobn, here, hereabouts [in the following examples]), which is less im-
portant and thus less stressed, being already ‘known’, since previously mentioned,
or ‘expected’, as present in a particular communicative situation, since it can be
visible, or implied, or inevitable, from social or cultural experience.

¢Have you ‘read this book? [shaevjo' ed cdisbok:|], ;Do you ‘like music? [:d()-
jollask: j¢'mjpuzik], ;Do you ‘know where John is? [:d(@)jo'ns o~ ¢gwes'dgonuz], ls
the “tation far a'way from pere? [:12057stEr{n faxy wwer | sfjom'hue], oIs there a
‘library near pere? [s1zda1alatbagi- ¢'nrs hre .

13.17. In the examples just seen, the structure is [; ?/+/s ,| with attenuation of
the sentence-internal interrogative tune. Thus, strictly speaking: /s ?o/+/s ,/, as will
be seen shortly, with modifications of the tunes (§ 13.21-3).

Indeed, internal attenuation is automatic, so it need not be explicitly marked:
[¢ “1+[¢ -], for [ “o]+[¢ -]. In fact, that utterance is formed by two tunes, not just
one; and this is significant to show the difference between written and spoken cod-
ings. The former is too sketchy, due to its excessively limited graphic possibilities,
but it should not in the least restrict the varied phonic possibilities, which are typ-
ical of spontaneous and qualified speech.

This is the reason why punctuation should be more careful and accurate, still
without introducing new —though desirable— signs, as for instance ‘-’ (no longer
as an ‘epigraphic dot’, but as an ‘orthological [raised] dot’, followed by a space), in
particular, in those cases where Western Grammar is not allowed to separate a sub-
ject from its verb (and the like). However, in Turkish, for instance, it is indeed
more than ‘correct’ to write: Abmet, Ankara'dadir [2Ah'met- 2ankaca dadure..] ‘Ah-
met is in Ankara’.

With orthological structures as the following, we would have quite different
meanings from those given above (though pragmatically less probable indeed):
¢Have you “read this ‘book? [shavjo™jed disbok-1, :Do you Tike ‘music? [;d@)jo lask
'mpuzik-], ;Do you know where John is? [;d(@)jo nz0 wesdgonuz-1, ¢Is the station
far away from ‘here? [ 1209 ster{n faxy wwet famhue], ¢Is there a Tibrary near
‘here? [s1zd019 latbyayi 'nus hre-].

13.18. On the contrary, partial questions (or wh-questions, ot yes/no questions)
include specific (interrogative) words, such as who, what, which, when, where, why,
whose, how, how much, how long... Clearly enough, the answers regard the part of
the questions where the interrogative word occurs, since the rest of the questions
themselves is already known, or shared, or implicit.

If somebody asks us: s How many ‘languages do you speak? [;"haomeni lenggwt-
dsz.. ¢djo'sprik-], it is obvious that they know we happen to speak some langua-
ges; and if we say ¢ "Who “told you that? [s"hpru ‘thooldzodet. ], or s How do you
‘know? [s"haro djo'ns-o. ], that piece of information is something known, or ‘given’.

Therefore, the voice falls at the end, as for a conclusive sentence. Indeed, the
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questions just seen could even be formulated as: I'd like to know how many lan-
guages you speak, and You must say who told you that, and Tell me how you know.

However, even if in partial questions the conclusive tune has to be used (which
is falling just as in statements), there is certainly some pitch difference (apart from
an obvious syntactic one) between a question like When will they buy a new com-
puter? and a statement like When they buy a new computer. This also occurs in lan-
guages with identical syntactic patterns, as in Italian Quando comprano il nuovo
computer? “When will they buy a new computer?’ and (Lo copiano) quando com-
prano il nuovo computer ‘(They will copy it) when they buy a new computer’.

The difference is in the protune. As a matter of fact, all kinds of questions have
something in common, ie the interrogative protune, s/ [¢], which, as can be seen
in fig 13.3, has a partially different pitch contour from the one used in normal pro-
tunes. This difference consists in modifying the usual pitch movement, through
the anticipation of the typical interrogative curve (/?/ [-'-]), which in neutral Brit-
ish English pronunciation is rising — from mid to high pitch.

The anticipation in question, however, does not exhibit the actual change from
mid to high, but reproduces it on a small scale, by distributing pitch heights a-
mong the stressed and unstressed syllables. Thus, it modifies the usual contour of
the unmarked protune only partially.

Nevertheless, this is quite sufficient to make the difference perceptible right
from the beginning, ie on the very first syllable(s). So, in the Italian examples too,
the difference is surely there already on Quan-, and increases on -do (and so on —
often together with a different degree of stress). But the symbol /;/ [¢] alone is sufh-
cient to indicate the pitch difference that the ear clearly hears: s Quando ‘compra-
no il nuovo computer? [skwando kom:prano-, ;sil'nwovo kom'pjuiter], in com-
parison with Quando ‘comprano il nuovo computer [kwandokom:prano- ilnwo-vo
kom'pjuter-]. Going back to the English example, we have: s "When will they ‘buy
a new computer? [;"went derbas , |go'njpru kum'phjpufe,] and “When they buy a
new com’puter [wender bas snjpru kum'phjpute..].

Besides, as all of the partial questions, these too can be said with a continuative
tune (which renders them less categorical), or by attenuating the tune (f'§ 13.21-3).

The question about the computer already shows that the plan of buying a new ma-
chine (hopefully a new Mac) was ‘known’, or ‘given’, not a ‘new’ fact. Equally, we
have a parenthesis as soon as an example like :When are you leaving? [;"wen: sjo-
Trivuy..] becomes a known fact as far as the departure is concerned: :When are you
leaving? [s'wen:, . |gojoltiviyy]. Usually, this also happens —for pragmasemantic rea-
sons— in sentences like: sHow Ymuch does it cost? [shao'met].. | :dozik’khos-]; where-
as realizations such as ;How much does it ‘cost? [shao met| dozikkhost..]; are to be
found only in ‘teaching’ recordings (and, unfortunately, what we actually hear, in
too many recordings, is ;How “much does it ‘cost? [chao met] dozikkhosf-], indeed!).

13.19. Let us briefly move back to the kind of intonation used at school, which
makes people say *[;"went derbas o'njpru kum'phjpruge-] s When will they buy
a new com’puter? whose meaning, strictly speaking, would be closer to “Would you
mind repeating that? I didn’t quite catch what you said. Did you ask about when
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they’re going to buy a new computer?’, ie s "When will they buy a new com'puter??°
[c"wen?t Oerbas o'njpru kum'phjprufe®] (where ° indicates a higher pitch raising).

In actual fact, there is a big difference, since the classic ‘bookish question’ (as we
will see presently, in § 13.20 & 13.25) is: ['wen?t derbas o'njpru kum'phjprute. »°.
That is, an interrogative tune is added at the end of conclusive tunes ([..]+[°]), as
if it were not real communication, but rather a kind of drill in order to ‘identify’
a question, and by ‘concluding’ it —only at the end— with what is thought to be ex-
pected (according to the ‘rules’, ie with an interrogative tune).

However, this operation goes against the rules of real communication com-
pletely; and practically without distinguishing between total and partial questions.
Indeed, even a question like ["wots jo'ne1m, o°] “What's your “name? is a classic
example, instead of [¢"wots jo'netm, ] “What’s your ‘name?

13.20. There is also a difference between: : How many ‘times shall I “say that?
[ haomeni thasmz- s{las'serdef..] —a normal partial question— and : How many
‘times shall I “say that?! [“haomeni "thasmz- ;(las'se1def..] —a (partial) rhetorical
question, which certainly does not ask for information about the number of times,
but instead communicates a meaning like “Will you obey me at last?’ (please, note
the emphatic stresses).

In addition, there can also be a polite partial question: : How many ‘times shall 1
say that? [ haomeni 'thasmz- s{las'serrdeet], which uses the unmarked continuative
tune in order to make the question less brusque, as in :"What’s the time? [;“wots
do'thasm], ¢ Who s it? [hpru 'tzy], decidedly more suitable, above all with
strangers, than ¢ "What's the ‘time? [ wots do'thasm, ], s Who Vis it? ["hpru waf..].

All this demonstrates that syntactical punctuation and word order are not at all
sufficient to determine which kind of intonation is the most appropriate for a giv-
en sentence.

Besides, if people ask sCan you ‘hear me? [ skupjohiomi. ], their intention is cer-
tainly not to check whether their listener’s hearing is (still) good, but rather wheth-
er it is possible or not to ask them for something, talking normally.

Obviously, there are many nuances which can be detected in the various kinds
of questions that —every day— we can produce or hear. These questions may be par-
ticipating, polite, inquisitive, formal, detached, ironic, sarcastic, and so on. In all
these cases, the paraphonic component, with its varied facets, highly modifies ca-
nonical intonation patterns, which are so to say ‘expected’, producing mixtures of
protunes and tunes, too.

Tune modifications

13.21. Even a sentence like Put it on the table [ phottf ondo'theibt, ] can be said
with different intentions. In fact, Put it on the ‘table ["phoyif pndstheibt, ] can
sound too brusque and impolite, or too familiar and friendly; these nuances are
not explained by syntax, but rather by pragmasemantics. Therefore, often ATTENU-
ATION may be introduced, which can be shown by placing an empty dot at mid
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height [o]: Put it on the ‘tableo ['phofit pnda'theibt, o].

We have seen above that, for repetition (or incredulity) questions, the tune is
ACCENTUATED. At the end of a conclusive utterance, and especially at the end of a
text paragraph, it is frequent and normal to use the accentuation of the conclusive
tune too: And this ends our ‘programs, [on dts 'en:dz a'physegiemsz. ., ].

13.22. Often, again for pragmasemantic reasons, utterances are specified, when
their communicative highlighting —or sentence highlighting— is not on the final
part of an utterance (as generally happens), as we have already seen in some previ-
ously presented questions.

For instance, I've “bought the tickets for the ‘concert [asv'bot da'thikits fodu-
'khonsaf,.] we find a ‘normal’ tuning expected according to the tonogram. Howev-
er, one may have to say: I've ‘bought the tickets for the concert [asvbort,. 0o'thikits
fodu'khonssf, )] — possibly even with some emphasis: I've “bought the tickets for the
concert [asv'bort,, | 0a'thikits fodu'khonssy. ], as an answer to a rather doubtful
question about somebody’s efficiency or memory.

From a pragmasemantic point of view, the most likely intonation pattern, for
a question like Have you bought the tickets for the concert?, is ;Have you ‘bought the
tickets for the concert? [ shevjpbot s0o'thikits fadwkhonsaf], contrary to school
performances and, unfortunately, to most recordings in various teaching courses
too, which instead foist absurdities such as *:Have you “bought the tickets for the
‘concert? *[shevjpbort dathikits fadukhonssf-]. Strictly speaking, a sentence pro-
nounced like that would really mean something like “Why did you buy the tick-
ets for the concert, you silly idiot!).

13.23.1. The best way to attract (much) attention to what somebody is going
to say is to use a suspensive tune: If they “haven’t under,stood I “really don’t know
what to “do about it! [UOer hevnfends'stord.| as qwli dsen'nso 'wof fo'dpru.. ;9bao-
fi..l, And “when at last I “came round the ,corner, they were al‘ready \there [om ™WEn:
oPlast as’kheim jaond dukhone.| derws o1 1edi 'Ok, ], or to clearly separate
the parts of an utterance: ¢ Are you going by ,bus, or wal/emg [¢"@ju 'gsouy basbes.
¢o"wokuy, ], or to announce in advance the end of a complete list of items: Apples,
\pears, strawberries, ‘cherries ["@plz- 'phesz 'syo-byiz. '$heyiz. ].

A suspensive tune can also occur at the end of particular incomplete utterances:
I did ,try... [as™duvq 'thyas.], You'll see one day or amnother... [jtsri WBndE I
oo'nede.]. ‘Intermediate’ degrees are possible: I did ,try...o [as™dvd 'thias. o]
You'll “see one day or a,nother...o [j¥sri wen'det ogo'nede.o] (with attenuated sus-
pensive tunes); I did ‘trye [as duvq 'thya9. o], Yoi’'ll see one day or a*nother.. .o [j¥sri
wen'det oga'nede. o] (with attenuated conclusive tunes); and I did ‘try [as™duvq
'‘thyas. o], You'll see one day or a*nother [j¥ sri wen'de1 ovjo'nede..] (with no atten-
uation of conclusive tunes). Obviously, they present different communicative nu-
ances, which are fairly easy to imagine.

In addition, some particular words can receive emphasis. Here we will not en-
ter the field of paraphonics, which adds further nuances, ie emotional (eg sadness,
shyness, threat...), and social as well (eg skill, supremacy, arrogance...). Certainly,
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these characteristics are real and present, in actual communication, but they are
even more complex to analyze, describe, and transcribe. Unfortunately, too many
intonation analyses and notations are still unable to adequately separate these two
quite different fields of intonation, although, obviously, in speech they are insep-
arable, but... distinct! This means that it is important both to develop full aware-
ness and to succeed in using a notation system which is fairly appropriate, but ob-
viously not too simple. However, see ¢ 14.

13.23.2. In some languages, such as English and French, but also Italian and
others, according to communicative aims, when there are some implications, quite
frequently, a suspensive tune may be used (with or without attenuation, or possibly
accentuation), or a continuative one.

This use is more likely to be found in phrases like the following, in place of the
tune one might infer from writing and syntax: Hi!, I'd like a pizza, Go straight a-
head, Make yourself at home, Can I have that chair? or in French: Bonjour!, [aime-
rais bien une pizza, Allez tout droit, Asseyez-vous, Ce n'est pas possible! or in Italian:
Ciaol, Vorrei una pizza, Vada sempre diritto, Saccomodi, Posso prendere una sedia?

Quite often, these two tunes are used —instead of conclusive (or attenuated con-
clusive) ones— when there is no real planning of what is being said, differently from
what actors do with a text they already know and have ‘studied’, just to render it
in the best possible way (and there is a difference — which is quite easily noticed!).

When people talk with no previous planning, in addition to the task of putting
together the things to say, another problem arises: trying to avoid being interrup-
ted by their interlocutors, while trying to manage to collect the ideas they want
to present. Thus, using different tunes from the conclusive one, obviously, also has
the aim to try to achieve this very result, and at the same time communicating that
the speakers have not finished their exposition yet.

13.23.3. Another frequent use of non-conclusive tunes derives from the insecu-
rity —or weak conviction— of the speakers about what they are saying, or towards
their interlocutors felt to be ‘dominant’, by superiority of prestige, role, age...

Often, it is a real behavioral implication —of the speaker, not about the message—
which conveys ‘non-invasiveness’, in different mixtures of friendliness, deference,
hesitation (precisely with [;/, or even simply /,/).

However, sometimes it is actual invasiveness indeed —although not really aggres-
siveness— due to an excess of liveliness or talkativeness, which prevent the speaker
from taking pauses and almost breathing, with the result that normal conclusive
tunes are practically missing (or are very much attenuated). On the contrary, more
pauses and more conclusive tunes would give the listener relief.

Indeed, this use of non-conclusive —ie continuative or suspensive— tunes in-
cludes reported cases of ‘rising tunes’ above all for variants of English (firstly from
New Zealand, Australia, and North of England, but now even for the rest of Great
Britain, and for Ireland and North America, too), instead of the expected or pre-
dictable conclusive tunes.

Although this phenomenon has been detected and described in the areas just
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mentioned, it is nevertheless not absent elsewhere, and for other languages. Nei-
ther is it something absolutely new, but simply something which can show itself
more freely —alas!— without real drawbacks or excessive social stigma.

However, the problem of these reports (even of ‘high rises’, as in [total] ques-
tions) arises from the fact that, still too often, intonation is dealt with according
to the old method of the British school of phonetics, which is mainly based on two
opposing types: falling and rising (although the British method of intonation had
been really innovative and praiseworthy, in the first half of the twentieth century
[even compared to other schools and methods, even currently followed by some,
as the so-called ToBI, which tries to do tonetics by using computers, ie using one’s
eyes instead of one’s ears).

Unfortunately, the ‘rising’ type included both interrogative tunes (usually: [-'-],
but also [- -], &) and suspensive tunes (generally: [-' -], or [ *-] [-* -], or [-'+]
[-*--1, and [- 7 --]), which really have rising movements on the post-tonic sylla-
bles; but on (quite) different levels. In fact, for [?/ the terminal post-tonic syllable
is high indeed, whereas for [; it remains within the mid band, as can be clearly
seen in our tonograms, including the ‘Oceanian’ ones of Australia and New Zea-
land. Therefore, they must absolutely not be combined in descriptions (although
this is just what is still done, too often, indeed).

The solution to this problem is to adequately separate the ‘linguistic’ level of in-
tonation (ie the linguistic system) from the ‘paralinguistic’ one (ie paraphonics).
Of course, machines cannot do that, since even environment noises ‘are a part’ of
a sound message for a machine. Rightly, it is up to ‘natural’ phoneticians to define
in advance an inventory of tunes and protunes, with their actual realizations, in
order to be able to separate them from paraphonic superstructures, which are ad-
ditional. No doubt, the latter belong to language usage, but not to intonation prop-
er (or linguistic intonation). Instead they belong to paralinguistic intonation. It is
quite obvious that rising post-tonic syllables, if modified by an equally rising su-
perstructure, produces the global, ‘raw’, result consisting in an even more rising
movement. However, the analyst’s experience and skill could avoid gross errors
such as those of interpreting the pitch movements as if they really belonged to the
intonation system of a given language. On the contrary, they are the (natural and
inevitable) result of the combined actions of (true) intonation and paraphonics
(according to pragmatic, geographic, and sociolinguistic characteristics).

A similar case of communication % description misunderstanding occurs when
some northern Italians (in particular from the northeastern region of Veneto) use
suspensive tunes with post-tonic syllables of the [ ] kind, or similar continuative
tunes (with a limited rising movement, ie within the mid band, but still of a ris-
ing kind). Indeed, people from other regions often interpret such post-tunes as if
they were [-], ie interrogative, whereas they are nothing of the kind (neither phys-
ically, nor intentionally).

fig 13.5 shows the attenuation mechanism of marked tunes (we briefly men-
tioned above), whereas fig 13.6 shows the accentuation mechanism of the two tunes
which are functionally the most opposing (conclusive and interrogative — already
mentioned too).
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fig 13.5. Attenuation of tunes.

. o attenuated conclusive [.of [, o]
~ =1
. [
1 —F A=t "1 | attenuated interrogative [Pof [-'-" o]
d—=11- o - | attenuated suspensive [of [-'. - o]
N1 |1 —

_——
EaNE o accentuated conclusive [,/ [-'.. ]
- o
]
i I— I accentuated interrogative [ 2%/ [¢+'-°]
///

Parentheses & quotations

13.24. Lastly, again in a concise way, let us consider fig 13.7 which shows the di-
agram of parenthetic phrases (which can be low or mid, as we will see presently) and
of quotations. Here we will illustrate parentheses and quotations: First of all —he said—
let’s consider ‘natural’ phonetics, as it’s properly called [f3'sf oviort- thiserd+ lets kun-
'stdo "neetfyt. ! fo'nefiks,. jozits phyopsli khottd. . ]

Parentheses are characterized by a reduction of stress, an increase in the rate of
speech, and low or mid compression; whereas quotations have an increase in stress,
a reduction of rate and a raising of pitch (without compression). Therefore, quota-
tions are —practically— the opposite of parentheses.

In transcriptions, it is neither necessary nor recommendable to try to show these
prosodic peculiarities, not even with regard to stress, which remains marked as usu-
al (without notational reductions, [], or accentuations, [']). The symbols [| ], [+ ],
["1] are more than sufficient to bear in mind all these differences, with respect to
‘normal’ utterances.

Obviously, quotations must not be confused with ‘direct speech’ — since, in First
of all —he said— let’s consider ‘natural’ phonetics, as it’s properly called, only he said
would be excluded, because all the rest (and what may follow) is direct speech, in-

deed.

fig 13.7. Diagrams of parentheses and quotations.

low parenthesis: [| ] /i )/ mid parenthesis: [+ 1] [t 4/ quotation: [7] [T/
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Considerations on communicative ‘roles’

13.25. We have already talked about ‘bookish intonation” (§ 13.15). We will
now study in depth ‘bookish questions” as well (mentioned in § 13.19-20). Con-
sidering things from the outside, some typical and recognizable superstructures
are fairly easy to find. As a matter of fact, a bookish question is the sum of a (sub-
stantially affirmative) sentence and a (substantially interrogative) communicative
function. They use a conclusive tuning —ie a normal protune followed by a conclu-
sive tune— modified by a role interrogative tune: [.[+°[?[ [. ]+[°], without even dis-
tinguishing between the two fundamental types of questions — total (/; ?/ [¢ -]) and
partial (s ./ [¢..]).

Contrary to the rules of actual communication, in bookish questions something
is stated (which is the literal content of an utterance), and only at the end something
else is added like there is a question too (but with no real fusion of the elements).

For that particular task, then, it is not at all important (to try) to realize the two
different types of question as in actual speech: it is only a ‘task’ to perform! (... noth-
ing more.) Thus, instead of using an interrogative protune and other tunes fit for
conversation, the structure indicated above is provided: [.[+/?] []+[°].

13.26. During a lecture on Phonetics, if we give the example of a (partial or to-
tal) question without introducing it —as usual— by stating first for instance’, but
saying it exactly as: “What’s the ‘time? [¢wots do'thasm. ], or Is it ‘raining? [s1z12-
4EInu)-], even the most attentive students, at least for a short while, will feel
obliged to answer.

However, the situation of a lecture is exactly one of an ‘implicative’ superstruc-
ture or a ‘role’ superstructure, which makes what is being said clear, so much so
that it is often not easy to avoid the tautology that makes one say: ‘let’s give an ex-
ample, for example: X, v, Z’ [lets"quv anigzampt.. foyigzampt. "eks- ‘was- 'ze-d. 1].

It goes without saying, of course, that the intonation examples given during a
lecture (or a lesson, or used as a drill) must —or should— aim at spontaneous con-
versation as far as possible, getting rid of the typical —frankly unbearable- super-
structure of the teaching situation.

13.27. Actually, even bookish intonation is a prosodic superstructure, which is
added to a whole text presented to someone. The function of all those monoto-
nous sudden rises within a text (also corresponding to the end of a concept, or a
categorical statement, even an emphatic one) is that of communicating that the
speaker has not yet finished talking and does not want to be interrupted.

In the case of someone who is reporting something (rather than expressing one’s
thoughts), like a story or the subject of an oral examination, even an implicit refer-
ence to the temporary incompleteness of the fext is added; whereas its completion
is implied by the final pitch lowering, which opposes the (higher than usual) pitch
of the beginning.

There is also an ‘acceptable’ version of bookish intonation, which consists of the
typical pattern of an exposed text (ie mental, not a read one). Therefore, it is not a
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conversation —nor is it a soliloquy— because a superstructure is added which gives
the characteristic of a text exposition. It is recognized by the fact that it presents
mechanical and ‘regular’ pauses (which are never too long), and quite attenuated
tunes, but most of all they are ‘completed’ by slight sudden rises from low to mid
pitch, which are indicated by adding [,o] after a tune.

We will now give an example and compare it with real bookish intonation —
Thus, in such cases, one must keep calm, follow the instructions, and think long and
hard before acting: (CONVERSATION) [‘des: in"set] 'khersiz: "wem moskhiip khamm, .,
“folso dimn'styekinz.. on Ok lo-y wnhaxd.. buforyekuy. ]; (ExrosiTiON) [des tn-
“set] kheisiz o "wem moaskhiip kha:m. .o folse diwn'siyek(nz. .o on"Oipk loy wn-
'ha:d...o bufoyekfiy. o,]; (BOOKISH READING) [*odes in“set| 'kheisiz:,” "wem mos-
'khiip kha:m. .’ “folse din'sgyekinz...° oan"Ougk 1oy wnhad..,” buforyekiy. %]
Notice, for exposition, the difference in the relative height reached by [,°] (ie low-
er than [,°]), and the quite normal pitch at the beginning (in comparison with []
of bookish intonation).

Furthermore, in bookish intonation, besitations can be frequent, generally real-
ized as longer than usual unfilled pauses (' § 13.4), but often they may become
filled pauses, with autonomous ‘syllables’: [e, e, 3, 31, m, hm], or with (paraphon-
ic) drawls (not regional ones such as those typical of the American ‘Deep South’):
but the-en you'll ha-ave to wai-it... [botdeen justheaey fuweerf]. A well-done expo-
sition will limit hesitations to the most, unless they are ‘intended’ to reach two
aims: to draw somebody’s attention to certain points, or to fake spontaneous
speech, as when improvising, in order to be more welcome and seem smarter.

13.28. TV news presents a [°o jo ;0 j0 j0 o] superstructure, which permits one to
identify the beginning and the end of every piece of news. Good newsreaders re-
strict themselves to this superstructure, which is necessary and crucial, while accu-
rately avoiding introducing the excessive internal (sudden) rises, which are typi-
cal of bookish intonation. But, too often, the news is unduly and arbitrarily seg-
mented so that its utterances are even distorted, to the point that they can commu-
nicate different —or even opposite— senses, as regards the actual meanings of the
information intentions.

Furthermore, these pauses are quite mechanical and short (but, above all, differ-
ent from those of ordinary conversation), whereas, near the end of a piece of news,
there is frequently an interruption between the last stress (ie the one on the tonic
syllable) and the preceding one. All this happens independently from internal co-
hesion (which would be necessary among the elements), so much so that even a
first name is separated from its family name, a verb from its direct object or ad-

verb, and an adjective from its noun, &c: *...the Jamous opera by Giu'seppe| ‘Ver-
die,; *the “efforts to accelerate the structural reforms| of the e‘conomye,; *...with 'new|
pro‘posalsey; ...

The last examples show that often the normal structure is irrationally distorted;
whereas, in previous points of a piece of news, more often distortions regard cases
such as: *...the 'Cannes| \Film Festivalo, — instead of ...the \Cannes Film Festivalo,.

Often, within a piece of news, newsreaders do not keep the end of a sentence
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separated from the beginning of the next one: *...they decided to ‘meet| in London
they ‘also ‘promised... — instead of ...they decided to meet in London| they ~also ‘prom-
ised... (ie ...they decided to meet in "London. They ~also ‘promised...).

13.29. Obviously, there are many other commuNICATIVE ROLES, which must al-
low people to realize that spoken words are not to be interpreted in a personal way,
as among friends or acquaintances. On the contrary, it must be clear that they are
to be interpreted as a part of a role, thus in an absolutely impersonal way, as oper-
ator and client. For instance, a ticket collector (fares, please), a postal worker (good
morning), a switchboard operator (bello, we-are-the-best-in-the-world), a shop assis-
tant (good afternoon, Sir, can I help you?), a stewardess (flying with us is a pleasure
and a guarantee), a FarWest sheriff (howdy, stranger!).

fig 13.8. Paraphonic structures of: conversation (a), exposition (B), TV news (c), and bookish
Intonation (D).

Their messages (beyond the expected meaning, which is practically superfluous)
want to communicate, above all, ‘we are just doing our job, and we want you to
know’. Therefore, the (ticket) collector, the (postal) worker, and the (switchboard)
operator will use paraphonic pitch compression: (o [ ,[) (o [ ]), avoiding using a con-
clusive tune. Whereas, the (shop) assistant, the stewardess, and the sheriff will make
use of paraphonic raising, emphatic protunes, and again continuative tunes: (° [; ,/)
C ;1) (f fig 14.0).

After all, even every-day greetings among people known by sight, who are not
on intimate terms, are just kindnesses, which simply show peaceful coexistence (in
comparison to cutting somebody dead); thus greetings can not be either omitted,
or too friendly: good 'morning (o [gob'monuy]), good ‘evening (> [godiivnuy]); in
fact, generally, they are reduced to: morning (° [monuy]), evening: (o [1ivauy]),
or even to (o [mown]), and (o [iun]).

13.30. Let us now also consider ‘child-like’ reading. Everybody can easily recall
it and recognize it at once (rather annoyingly). However, this is a ‘role’ again with
its conditions. In fact, child-like reading has the typical ‘textual superstructure [
o° o° o° %], with the addition of emphatic stress (but without using an emphatic pro-
tune) on each expected rhythm group (but also with more subdivisions that often
produce two tunes instead of only one).
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Obviously, even bookish questions (or child-like questions) are included in this pat-
tern. Again they are parts of an utterance which are artificially separated and main-
tained together only by fextual superstructures (not by real conversational strategies).

Let us give an example, by comparing the structures of conversations with the
superstructures of expositions and child-like readings — To prepare a tasty vegetable
soup, the ingredients must be chosen very carefully. What do we need?: (CONVERSATION)
[thopytphesy othessti 'vedsfoblspup.- ditggyridionts mosbi tfhsozn veyikhesfsli, |
¢ wot dquwinrid..]; (ExposiTION) [thopitphes-e o thesti 'vedstobtspup...e dity'gyai-
dionts-,e masbi tthsezn vejikhesfsli, of| ¢wof Juwinrid. o,]; (CHILD-LIKE READING)
[*ethopyt'phEs-e o7thersfi "vEdstabtspup...o dity'gyridionts-e masbi“tfhsezn- vEgi-
"khesfali, o, o wof Juwi'nrid. o°].

The (alleged) ‘remedy’ prescribed by schools, in order to avoid the dullness of
child-like reading, leads to flattening (with pitch compression of the internal
parts), to increasing rate (with the reduction of many stresses), and to hypo-segment-
ing utterances (with the suppression of many tunes), with a loss of the wished ex-
pressiveness: *[*othopyt'phes o7thessti 'vedgfoblspup..e diuy'gqridiants masbitthsoe-

zn ,VE{i"a%kj apﬂi, 00| %o WDT dwwi”nl'igl. 2.

Considerations on intonation

13.31. The fundamental criterion for ‘choosing’ the appropriate tunes, for each
sentence, consists in the communicative intention of every single sentence, or some-
times of a part of a sentence, which thus receives a certain tune, often without an
actual pause. But the absence of pauses must not make people think that the
stream of syllables and words is constant and homogeneous: intonation differences
are there (indeed!) in spite of the connection among syllables. Rightly these pitch
differences, which are included in the typology of linguistic intonation, convey the
nuances of meaning that native speakers instinctively recognize, and thus (re)act
accordingly.

Therefore, it is not sufficient to have a continuative tune, which is used mainly
for subdividing the speech chain into pragmasemantic sequences. These are of fun-
damental importance to communicate what people think, in order to interact
with others. Thus one of the three marked tunes is chosen.

A conclusive tune, as we have already seen, adds to the concept being expressed
the communicative function of completeness. An interrogative one adds the func-
tion of request, generally with total questions and, occasionally, with clarifying
questions, when people have not (fully) understood or think they can not believe
an interlocutor or their own ears.

Lastly, a suspensive tune is used to draw attention to what somebody is going to
say (or not to say), or to some more or less relevant alternatives.

When people are not slave to syntactic punctuation (if any — or at least syntacti-
cally appropriate), in order to obtain satisfactory results, it is sufficient to apply
the right communicative aim to one’s thoughts. However, it is quite obvious that,
if people do not really know the intonation patterns of their own language (ie in



262 NATURAL PHONETICS & TONETICS

a perceptive and productive way as well — not only theoretically), the result will be
a performance which is either regional (for native speakers with no falterings or
hesitations), or decidedly foreign (if they try to use the patterns of their own lan-
guage while speaking another one).

13.32. Since some tunes (and protunes) of certain languages may be very differ-
ent from those of others, or even opposite (or can remind some opposite func-
tions), it is important to consider the provided tonograms very carefully, to com-
pare them with those of one’s own mother tongue (or a regional variant of it), if
they are available.

Otherwise, it is highly advisable to endeavor to get them, and try to grasp the
differences of the tonograms of other languages or those of the neutral (or ‘stan-
dard’) accent of one’s own tongue. If one is able to sing in tune, the operation
proves to be better, but this is not at all indispensable: what is essential is to have
the will to make this comparison (if one is convinced).

Certainly, a significant number of speakers of tone languages are ‘out of tune’,
and yet they all use their ton(em)es adequately, as for instance Chinese men and
women do (and, of course, children as well, if not too young).

Obviously, even less clearcut behavior is to be expected. For instance, a ques-
tion like s "Who wrote “Romeo and \Juliet’? —instead of the answer ‘Shakespeare
[{erkspte. ]— might receive a not too sure one, like s‘Shakespeare [\eikspte..], or
even a far less positive one, like :*Shakespeare... [\eikspte], where the interroga-
tive protune seeks confirmation.

More convinced answers like ;\Shakespeare! [;'{ertkspte..] (ie emphatic) or ;\Shake-
speare! ['{etkspte. ] (ie imperative) would still be different from ‘Shakespeare ['{eik-
spte..], in the opposite direction.

These principles hold for all languages, but —obviously— they have to be realized
with the actual tonetic characteristics (typical of every single language).

The treatment of the intonation of the various languages (in HPr) might seem
to be too sketchy (especially to a hurried reviewer); indeed, it contains all the in-
dispensable elements for the 12 languages dealt with (and their numerous variants
too). Instead, in the second part of NPT, the Phonosyntheses contain only the un-
marked protune and the three marked tunes; however, even from these more ba-
sic elements, it is quite easy to obtain both the marked protunes and the unmarked
tune. This is true both as a general expectation and as an actual work of elicitation.

The three marked protunes are influenced by the three marked tunes, especially
on their intertonic syllables. While, the unmarked continuative tune is influenced
both by the conclusive and suspensive tunes, being a kind of average between them.

What is important, for intonation, is to bear well in mind all that has been said
in this chapter, of course, after having internalized all the motivations and mecha-
nisms.
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Structures & generalizations

13.33. The experience obtained with the intonation systems of hundreds of lan-
guages allows us to state that the normal, or basic, intonation structures are the
unmarked protune (/ /) and the three marked tunes (/./ with [?/ and [;/). In addi-
tion, we also speak of fundamental protunes and tunes: they include the interroga-
tive (/z/), imperative (/;/), and emphatic ([;/) protunes.

The three marked protunes announce in advance, in a compressed form (although
not necessarily within the mid band, depending on the language), the typical pitch
movement of the interrogative (/?/), conclusive (/./) and suspensive (/;/) tunes —re-
spectively— differentiating them from the unmarked, normal one (/ /).

On the other hand, the unmarked, continuative tune (/,/) neutralizes the func-
tions —and the tonetic substances, as well— of the three marked ones, producing a
compressed movement within the mid band. This movement represents their fu-
sion, by flattening the differences, even though given proportions typical of the
original marked tunes are maintained, which contribute towards the differenti-
ation of languages. This remains within the mid band (as can be seen in fig 6.19,
fig 6.21, fig 13.4 and fig 13.10 [and in those of the 12 languages of HPr]).

Therefore, the necessary and sufficient notation is simply [-'-], with a single post-
-tonic dot, in order to distinguish it —fairly easily— even from suspensive tunes of a
mid type, [-'--], which is normally used in certain languages.

Only occasionly, it may be necessary to exceed an inventory of four protunes
and four tunes, as happens in neutral French and certain similar accents ('$§ 13.9
and, in HPr, @ 4). For some other languages, the interrogative protune —although
remaining only one— is slightly different from the normal type, as happens in Ga-
lician, Greek, and Rumanian (f their phonosyntheses, § 17.1, § 17.53 & § 17.62).

13.34. In tone languages (though, more strictly, they should be called toneme
languages) as Chinese and also Japanese ( & 11-12 of HPr, and the phonosynthe-
ses of other tone languages, in 3 17-22 of NPT'), protunes and tunes are subject to
modifications with regard to the extent of their pitch range.

As a matter of fact, in general (f fig 13.9), a normal protune is slightly compressed
towards the middle part, [ [ [o], whereas an interrogative protune is compressed
upwards, /; [ [°]l. An imperative protune undergoes a certain compression, which
starts high, then gradually goes down to end in a low position, [; [ [°]. Finally, an
emphatic protune does not usually present any compression, remaining com-

pletely expanded, [; [ [2].

fig 13.9. Protunes for tone languages.
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With regard to the tunes of the various tone languages (d fig 13.10), the con-
clusive one compresses pitch downwards, gradually, from its beginning (or, as in
Japanese, in a more sudden way, at its end).

More often, an interrogative tune is risingfalling, /?/ [."]; or else rising, [?/ [']. The
suspensive tune is the most varied one: more often it is expanded (with no particu-
lar pitch movements and without compressions), [;/ [[]; or else it is rising, [;/ [T;
sometimes it is falling-rising, [;/ [']; or more rarely it is risingfalling, /;/ [].

As happens with the other languages as well, certain different tonemic functions
can have similar tonetic realization, and vice versa.

fig 13.10. Tunes for tone languages.
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14. Superstructures

(with ‘paraphonic intonation’, as well)

14.0. ‘Rol€’ superstructures, or task superstructures, have been introduced, with
some examples and classifications, in the sections about intonation, since they are
strictly connected with intonation structures (§ 13.25-30). More properly, we might
define them as ‘co-structures’; but —to avoid complicating things too much- al-
though maintaining the definition ‘superstructures’ (which are the subject of this
chapter), we leave them in the relevant chapter about structures. These co-struc-
tures will be presented in a chapter of their own, when they can be studied in great-
er depth and classified thoroughly. Equally, the chapter on super-structures will
(and shall have to) be expanded considerably and more systematically.

Paraphonics

14.1. When the vocal folds (¢ fig 14.2) are vibrating along their whole surface,
the result is the so-called cHEST voICE (with actual vibration of the thorax as well);
whereas, we get HEAD vOICE if the folds are vibrating only at their sides (thus the
thorax has reduced vibration). There are two further quite important positions of
the glottis: those which produce falsetto and creaky voice.

Falsetto, or false voice, is an artificially higher than normal tone of voice, which
can be used for expressive, phonostylistic, paraphonic purposes; it is achieved by
lengthening the vocal folds more than usual and making them thinner, while they
are kept ajar and only the arytenoid cartilages are firmly closed together; therefore
they vibrate in a different manner than usual. The larynx itself is deformed a lit-
tle, and lengthened forwards, as can be seen in fig 14.3. There is little air expendi-
ture, and a general impression of higher pitch and effort than normal. In Hindi,
for instance, falsetto is connected with the higher parts of its tunes.

For creaky voice, or laryngealization, instead, the vocal folds are less tense and
less thin than usual, whereas the arytenoids remain firmly closed, so that only the
part of the folds not in contact with them are free to vibrate. The folds are com-
pletely lax, and produce a series of quick glottal taps and a pitch impression which
is lower than usual (fig 14.3).

We can find creaky voice in some languages, in conjunction with low pitch, as
at the end of certain conclusive tunes, which are falling, or, as in Mandarin Chi-
nese, in conjunction with the low parts of tunes. In British English, creaky voice
on a conclusive tune is considered as upper-class: Yes, indeed [jes in'drid..]. Or, in
American English, creaky voice is often connected with female speech.

Two other particular phonation types, with paraphonic importance, are tense
voice and harsh voice (fig 14.3).
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14.2. By the term rARAPHONICS we mean the particular % additional use of
phonic (ie articulatory and phonatory) and prosodic elements in current speech.
This use is spontaneous (but it can also be fictitious, as good actors demonstrate),
and it helps to indicate the speakers’ attitudes (towards topics or listeners), emo-
tions or states of mind (which can be transitory, in a particular moment, or con-
stant|[steady, habitual), and persons’ social role (in certain different communicative
situations).

Generally, paraphonic elements seem to be universal, ie used in every language.
Indeed, even without understanding a given foreign language, we can usually intu-
it, or deduce, the speakers’ attitudes, feelings, and social roles. Instead, the social
rules —more or less unconscious and governing the use of paraphonic elements—
are generally very different.

In some cultures, for instance, certain ‘negative’ feelings must not be expressed,
whereas others may be, and ‘positive’ ones must even be heightened. In other cul-
tures, though, the opposite may be true. Moreover, there are upper and lower lim-
its, changing according to the speakers’ age % sex, their social roles, and other
more or less complex variables.

Here, we shall just explain the characteristics which —alone or combined- con-
tribute to give paraphonic information, when they are superimposed on, or insert-
ed in, the speech chain.

In transcriptions, paraphonic elements are usefully indicated in angled brack-
ets, ), in order to identify them clearly and to distinguish them better from pro-
sodic elements, which are more typically linguistic. In fact, the phonic and para-
phonic levels should never be mingled, even if, in actual language, they are inex-
tricable.

If one does not do so, the description of intonation characteristics becomes not
only too heavy, but above all impracticable, and decidedly too subjective. As a mat-
ter of fact, even using the same recorded corpus, different phoneticians would in-
evitably produce different ‘data’ and descriptions (even if they used computers and
acoustic phonetics programs).

Pitch

14.3. Of course, the first paraphonic characteristic to consider is the one that
uses pitch in a different way with respect to how intonation uses it. Paraphonically
differences can be greater and —what is more— of a fairly different quality, since feel-
ings, moods, and states of mind make use of different pitch extensions.

Usually, in fact, they do not regard every single syllable of an utterance, as in
tunings, where pitch is determined by linguistically codified structures (seen in G
13). Although with possible variations, caused by changes in the factors determin-
ing 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.

With respect to the habitual pitch extent of a given speaker (within the three
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categories of voices, ie male, female, and infant), it will be sufficient to get accus-
tomed to recognizing, first of all, the raising of general pitch (indicated by (°), be-
tween angled paraphonic brackets), visually and mnemonically helped by fig 14.1.
There the two white lines show the relation with the normal (pitch) extent, which
is then remarkably modified depending on the paraphonic use of pitch. We can
see that the pitch extent is really ‘raised’ indeed, in comparison with the one con-
sidered ‘normal’.

Now, it is sufficient to think of a label such as ‘astonishment’ or ‘aggessiveness’
and say something fitting, like: And what’s this? with astonished wonder, or Don’t
be a pain in the neck! with arrogant aggressiveness. Often, we simply use raising,
(°), when we are talking to children, too: Hello, pretty child, what’s your name?

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!

We can have simultaneously raising and lowering, too, which leads to expansion
both upwards and downwards, (3), by broadening the three pitch bands, as in
cheerfulness: Here come our dear friends! Practically the opposite of expansion is

compression, (o), which is typical of labels like sleepiness: I could sleep like a log!

fig 14.1. Paraphonic characteristics of pitch.
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fig 14.2. Normal and paraphonic characteristics of phonation types.
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fig 14.3. Some voice qualities, frequent in paraphonic use.
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Paraphonic articulatory tongue settings

14.4. Asfig 14.4 shows, by reference to the vocoid space in the mouth, in addi-
tion to a normal (or laminal) tongue setting, a few others which are possible, and
more or less frequent, in languages or accents. Let us carefully notice the defor-
mations undergone by the vowel space, when one of such settings is activated.

fig 14.4. Five frequent paraphonic articulatory tongue settings.
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We show these changes especially for the vocoids, because the mechanism is eas-
ier to explain, making a constant reference to that restricted area in the mouth
space. But, of course, contoids are also involved in each of these settings, accord-
ing to their articulatory nature.

Other paraphonic elements

14.4. Itis important to take into consideration the rate of speech tied to partic-
ular paraphonic labels, by comparing what can be considered as ‘normal’ to the
two logical deviations, ie slowness () as in boredom: What a bore he is! and quick-
ness (»), which is typical of hurriedness: Quickly now, you two, daddy’s waiting in
the car!

Even the rhythm of speech is paraphonically relevant. Therefore, we have to pay
attention to whether utterances are said more rhythmically than usual, (=), as for
sarcasm: Oh, you're very smart indeed! Besides, rhythmicity is still more evident in
childish singsongs: You're such an idiot! The opposite element, a-rhythmicity, (=),
may occur in shyness: I'm terribly sorry...could you be so kind as to tell me... where
the station is?

The paraphonic use of phono-articulatory force, of course, is extremely impor-
tant; most of all strength ("), as in aggressiveness: I'll bash your face in!, but in liveli-
ness as well: Come on, let’s go dancing! The opposite is weakness (), for fondness:
He’s a wonderful person indeed!

In addition to all this, it may be important to notice whether utterances are
fluent or broken up by frequent hesitation pauses, which —as we saw at the end of
§ 13.27— may be ‘silent’ (or unfilled) (|), or ‘voiced’ (and filled) (m). The latter are
by far the most annoying ones, and may be rendered with other more realistic lan-
guage-specific symbols: (3, e, A), as for: Er, well — he’s got er..., even in phonetic
transcriptions: [s3'weet hiz'gofas].

Even particular types of articulatory quality can be added, such as labialization
(c) in pouting: No, I won’t go any more!, or nasalization (~) which is possible in
boldness: I won't speak even if you kill me!, or the backing of the body of the tongue
(+), frequent in disgust: This coffee is undrinkable!

Other settings, which can be useful for regional descriptions, are: pharyngeali-
zation, (<) (typical, for instance, of the broad speech of Rome), faucalization, ()
(typical of Liverpool English, or again of the broad speech of Catania, in eastern
Sicily, o fig 14.5), and stiff jaw, (x) (of so many English accents), and stiff lips, (x)
(again, of some English accents).

Lastly, when we have a cold, our voice is chilly with denasalized nasal (and nas-
alized) segments; this is marked by (#): I won’t come tonight. The paraphonic no-
tation is much more convenient than trying to adequately represent the affected
segments as in [as w3og khem [o'rast], since we should not ignore (both phonet-
ic and phonemic) vowel denasalization either, as in French. If we do a simple test,
we can ascertain that it is nothing like ‘[as™wsog 'kheb fa'dast]’, or in French ‘[ebo
'va 'bln]’, instead of {(# [&b6 & blR]) un bon vin blanc. These articulations are ac-
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fig 14.5. Other paraphonic articulatory settings.

Front view of the open mouth: 3 side view for a raised larynx (..)

1 normal 4 side view for a lowered larynx (-.:).
2 faucalization ().

31'( 41| \-

tually nasal or nasalized, the velum being lowered; but, the air does not manage
to pass through the nostrils (either completely or in part), but it goes just to the
back part of the nasal cavity, if not slightly further.

Let us note that a nasal voice (~) is quite another thing from a denasalized voice
(or cold voice, in spite of common belief and terminology). As a matter of fact, a
nasal voice can be produced by a certain lowering of the velum, but it can also be
produced by some particular resonance in the nasal cavities (with no lowering of
the velum), which causes a kind of local vibration. This is typical of a number of
accents, also English accents; or it may be an individual characteristic.

14.5. With reference to phonatory quality, it is useful to notice whether particu-
lar types of voice occur (and to try to detect them). This also goes for articulatory
quality, through adequate observations and kinesthetic considerations on one’s
own articulatory and phonatory movements.

It could be possible to find murmur voice (--) in sadness: [£’s a shame it’s all over!,
or whisper voice () for conspiracy: We have to act with utmost secrecy!, or trembling
voice (2) of old age: I remember little Joe perfectly well, that rascall, or tense voice
(+) of worry: Yes, but what are we going to do?, or harsh voice (x) of fatigue: I real-
ly can’t cope any more! (f fig 14.2-3).

Besides, laryngealized voice (or creaky voice) (°) of sleepiness (seen above I could
sleep like a log!), or false voice (or falsetto) () when men put on women’s voices:
These high heels are going to kill me!, or raised-larynx voice (..) as in arrogance: You
obviously don’t know who I am!, or lowered-larynx voice (') as in laziness: I may do
it tomorrow.

14.6. In addition, the shape and dimensions of Morgagni’s ventricle (ie the
space between the true and false vocal folds, f fig 14.6) determines a good part of
the individual characteristics of the voice; these characteristics are then accentu-
ated % modified by the supra-laryngeal cavities.
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fig 4.6. Vocal folds (or, less well, ‘vocal cords’, 3) and “false vocal cords’ (1). The space in be-
tween is called Morgagni’s ventricle (2).
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A typical black voice ((+), either African or Black American), makes a particu-
lar use of tonality, as fig 14.7 shows. In fact, the three typical intonation bands (of
our tonograms) undergo a deformation. Thus, the middle band is expanded ver-
tically, so that the other two bands are, by consequence, restricted. In fig 14.7 this
process is indicated as a tranformation with ‘re-normalization’.

fig 14.7. ‘Black voice’ paraphonic use of tonality, («).
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A classification of individual voices

14.7. Individual voices can be classified according to two parameters: register
and resonance. For any given voice, these parameters respectively refer to an aver-
age of their height and vibration, obtained by taking into account the intermedi-
ate excursion point of each parameter, according to statistical frequencies of oc-
currence. They range on a five-degree (though continuous) scale, departing from
a middle —un-marked— value; and extending to the cells on the border of the dia-
gram (or idiophonogram, marked with ‘+” or ‘-

Further important information about the speakers’ (or, rather, in this particular
case, the singers’) sex and age can be supplied in a simple way, as we shall see in a
moment. Of course, we must keep in mind that sex and age characteristics form

fig 14.8.a. Idiophonogram for the classification of individual voices.
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fig 14.8.8. Idiophonograms with 33 voices.

— RESONANCE +

1@ Z@L
+
R 3
E @ ®4 ()s
G 6 []7
I (]
S Os
T
E IOO 11
R o
2] 13[]

— RESONANCE +
+ 314 @15
R 16|:| :)17
E
G
I
S [ |18 () 19
T
ﬁ []=20 21
- ‘Fzz

— RESONANCE +
+

24

% '—23?| ] []2s
G [~] )
é 26 2w ]| 28G) 20
T
E |£| 31 MO ;5
R 32

O NV oo AN\t W N

14
15
16
17
18
19
20
21
22

23
24
25
26
27
28
29
30
31
32
33

NATURAL PHONETICS & TONETICS

Bee Gees

Treble voices

Kim Carnes
Marianne Faithful
Maria Callas
Bob Matley

Paul McCartney
Ella Fitzgerald
Louis Armstrong
Grace Jones
Amanda Lear
Barry White
Bing Crosby

Lio

Nikka Costa

Demis Roussos
Olivia Newton John
John Lennon
Dionne Warwick
Frank Sinatra

Elvis Presley
Waylon Jennings

Neil Young

David Bowie
Julio Iglesias

Bob Dylan
Luciano Pavarotti
Marilyn Monroe
Barbara Streisand
Charles Aznavour
Yves Montand
Edith Piaf

Liza Minnelli

social stereotypes, which depend —at least— on three factors: physiological (such as
anatomical dimension), cultural (such as social and ethnic habits), and individual
(such as states of health). But, thanks to our own experience, we can generally
manage fairly well to make our judgements about the speakers sex and age (except
for really ambiguous cases). All this happens in spite of the (sometimes great)
differences in the use of paraphonic features made by the various cultures all over

the world.

It is not so hard, however, even to determine whether a newborn baby is male
or female from its first wailings. As a matter of fact, generally, a newborn-male
voice has intense resonance and stronger strength, and a relatively lower register,
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fig 14.8.c. Idiophonograms with 32 further voices.
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though only a little, and still (very) high, even in comparison with child voices,
not to mention (both female and male) adult voices. A newborn female voice, in-
stead, generally has reduced resonance and weaker strength, and a relatively higher
register: very high, then.

Sex can be indicated by means of a dot for female, or a square for male; when
no distinction is needed or possible, as for particular groups, we use a thomb. Age
can be indicated according to four general classes: childhood, youth, adulthood, and
old age. They could be shown by attaching a little bar to their symbol of sex, respec-
tively: under it, on its left-hand side, upon it, or on its right-hand side.

Of course, the two five-degree continuous parameters of register and resonance,
and the sex and age classifications are only a rough approximation to a full iden-
tification of individual voices. As a matter of fact, each voice shows —in different
ways— particular mixtures of individual paraphonic characteristics, together with
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more or less remarkable idiophonic, social, and geographical features. All of them
could be singled out and quantified, and then indicated by means of the appro-
priate phonetic, prosodic, and paraphonic signs. Of course, the last-mentioned
ones are those for pitch, strength, duration, emission, and articulatory and phona-
tory qualities, plus —at least— two further ones: brightness, when a voice (not: pro-
nunciation) is distinct and clear (*); or, on the contrary, harsh voice (x), or even
‘falsetto’, or false voice (£); and, lastly, nasal voice (-). So, a few voices, although lo-
cated nearby in the diagram, may still be different enough, because they have —or
lack— (more or less frequently) certain paraphonic features.

Some illustrative examples —mostly singing in English— are shown in fig 14.8-c.
They have been chosen among (rather) well-known entertainment people, whose
actual voices can be heard quite easily on the radio and from recordings practically
all over the world, although most of them are no longer performing, or living.

Let us simply add that the paraphonic symbol for singing is (J) (' § 11.20).
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