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Prominence

36.1. <e degree in which a syllable stands out among adjoining syllables in an
utterance is defined prominence. It is the result of di‡erent combinations of four
fundamental elements: the timbre of the phones, which form a syllable (\ their
relative intrinsic perceptibility, determined by articulatory characteristics), stress,
or strength of realization, relative pitch, and length (or duration).

For practical purposes, it is better to analyze the four elements separately (° Ã
12 of  NPT), even if their result is just prominence. In a word such as visibility˚ the
most prominent syllable is the third one, -bil-, while the next prominent syllable
is the first, vis-˘ <e other syllables are much weaker, especially the second and
fourth ones, -i- and -i-˘ Of course, all this is better treated by using phonetic tran-
scriptions, while a phonemic transcription would only show the primary stress:

y(&v¤zÈ'b¤lÈ4i, -ti) Y(&v¤zÈ'b¤lÈ4i) ¥(&v¤zÈ'b¤lÈti) /v¤zÈ'b¤lÈùi/ visibility.

Rhythm “ rhythm groups

36.2. Every language has its own particular rhythm, deriving from the struc-
tures of its syllables and rhythm groups. rhythm is the result of regular occur-
rences of prominent syllables in the speech chain. Generally, the alternation of
stressed and unstressed syllables is fundamental. In English, stressed syllables are
longer, as well, but not necessarily on a higher pitch (as it is often said and writ-
ten).

To all this, English also adds a considerable reduction in the duration ¸ tim-
bre of the phones of unstressed syllables (indeed some of the expected phones, of-
ten, drop completely):

y(phÈ'liis÷ ph'liis) Y•¥ (phÈ'lIis÷ ph'lIis) /pÈ'liis/ police
y(&juunÈ'vÈ;qsÈ4i, -ti÷ -sti) Y(&j¯unÈ'v≥;sÈ4i÷ -sti) ¥(&j¯un¤'v‘;sÈti÷ -sti) /juun˘'vÈ:≤sÈùi/

university˘

36.3. 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, the
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36.  Prominence, rhythm “ pauses 163

rhythm groups show considerable internal cohesion, not only on the phonetic and
prosodic level, but also on the semantic one; which means that they have a precise
global meaning.

English may have quite long sequences of strong syllables, when lexical mono-
syllables occur in a sentence; while it can even have sequences of weak or weak-
ened (or reduced) syllables (with shortened phones and attenuated timbres). Here
are some examples:

y(ó∑ÈqwÇÈ'lA:q‚ 'kh<a;øD *'phiip°2\ 'w™¤4¤˙fÈq∑õ23), (-t¤˙-)
Y(ó∑≥wÇÈ'lA:<‚ 'kh<a;Öd *'phIip®2\ 'w™I4¤˙f≥∑õ23)
¥(ó∑=wÇÈ5lA:‚ 'kh>a;Öd *'phIip®2\ 'w™It¤˙fÈ∑õ3 3)
/Ènd∑È≤wÈzÈ'lA:≤G 'k<aød Èv'piip°, 'w™¤ù¤˙fÈ≤∑Èm./
And there was a large crowd of people waiting for them˘
y(a™mgÈnÈ'th™¤k 'ø;lÈ∑õ2\ tÈ∑ÈpÈq'fø;qmÈnsÈΩ23)
Y(aÙmg=nÈ'th™Ik 'O;lÈ∑õ2\ tÈ∑Èp≥'fø;<mÈnsÈΩ23)
¥(aÙmg=nÈ5th™Ik 'ø;lÈ∑õ2\ tÈ∑ÈpÈ'fø;mÈns¤Ω3 3)
/a™mgÈnÈ't™¤k 'ø:lÈv∑Èm, tÈ∑ÈpÈ≤'fø:≤mÈns˘z./
I'm gonna take all of them to the performances˘

36.4. For a useful comparison of rhythm, prominence, and segment qualities,
let us now consider these two sentences as spoken with a marked Italian accent.
<e result is quite another thing from the original model:

*(&™nDeR'wO: za'lar:G$2 'krau Døv'pi:pøl2\ 'wEiTiM foR'DEm:23)
*(ai˙'gOnna Tei'kO; lof'DEm:2\ Tu&Deper'fOr:mansis23).

Pauses

36.5. A pause is a momentary break in speech, which takes place for various
reasons: physiological (\ breathing), semantic (\ meaning), logical (\ connec-
tion), psychological (\ attitudes), and pragmatic (\ communicative strategies).

It is possible 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). <erefore, we speak of short˚ mid˚ and long pauses, of about
3, 6, and 9 syllables respectively, or rather of about 2-4, 5-7, 8-10 mean phono-sylla-
bles: (|, ||, |||).

If a short pause is not certain, or may be missing, it is indicated by (\) and is
better defined as a potential pause. Sometimes, above all for psycholinguistic or
behavioral purposes, it may be necessary to indicate pauses in a more precise way:
in hundredths of a second; especially when they di‡er from expected ‘normal'
ones.

36.6. Usually, in pause groups (\ what is included between two pauses), nor-
mal 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 di‡erent pause groups change the meaning of
similar utterances, often much more than the presence or absence of intonemes
within the utterance itself, as in:

y(jum™¤'gø;¨23 ›'na;ø23ë) Y(j¯m™I'gø;¨23 ›'na;Ö23ë) ¥(j¯m™I'g‘;¨3 3 ›'na;Ö3 3ë) /juum™¤'gø¨.
›'naø.ë/ You may go now, quite di‡erent from:

y(ju'm™;¤23| 'gø;¨ 'na;ø23) Y(j¯'m™;I23| 'gø;¨ 'na;Ö23) ¥(j¯'m™;I3 3| 5g‘;¨ 'na;Ö3 3) /juu'm™¤.|
'gø¨ 'naø./ You may: go now, again di‡erent from:

y(ju'm™;¤23| 'gø;¨23\ 'na;ø23) Y(j¯'m™;I23| 'gø;¨23\ 'na;Ö23) ¥(j¯'m™;I3 3| 'g‘;¨3 3\ 'na;Ö3 3) /juu-
'm™¤.| 'gø¨. 'naø./ You may. Go, now˘
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Pitch “ intonation groups

37.1. ˙ 37 schematically shows the relationship between the three fundamental
types of voices: male (m), female (f) and infant(ile) (i); the grey band helps to re-
alize that the same absolute pitch corresponds to quite di‡erent relative pitch lev-
els. Of course, among the three groups, 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.

„en 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. <us we get intonation

groups, which may even coincide with one rhythm group, or one word, possibly
formed by one syllable, again: Yes? or Here.

Paragraph “ text

37.2. „en one or more speakers continue on the same subject, with seman-
tic cohesion, a sequence of intonation groups is technically called a paragraph.
From a prosodic point of view, a paragraph is usually characterized by given
rhythm and intonation features, which determine their internal cohesion, in con-
trast to other paragraphs, within the same text.

Generally, a paragraph ends with a greater pitch lowering (compared to nor-
mal pitch), which is marked with (’) at the end. Likewise, a paragraph may begin
at a slightly higher pitch, marked by (») at the beginning. <is guarantees internal
unity and coherence, in contrast with other paragraphs. A simple kind of para-
graph is constituted by sayings:

37. Pitch, rate “ phono-texts
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y(»'w™n ∑È'khxTs È'w™;¤2 2 ∑È'ma™s w°'phl™;¤23 ’)
Y(»'w™n ∑='khxTs =6w™;I2 2 ∑È'maÙs w®'phl™;I23 ’)
¥(»5w™n ∑='khxTs ='w™;I32 ∑È5maÙs w®'phl™;I3 3 ’)
/»'w™n ∑È'kxts È'w™¤÷ ∑È'ma™s w¤§'pl™¤.’/
„en the cat's away, the mice will play.

37.3. A text may be constituted by a speech, a lesson, a (university or public)
lecture, a news bulletin, a sermon, a soliloquy, a joke, Æ. A paragraph may be con-
stituted by the sentences of di‡erent speakers, when the text (presenting semantic
and pragmatic cohesion) is a conversation, a phone call, an oral examination, an
interview, a quarrel, Æ.

A text is not necessarily long: even Here? –Yes may be a text, supposing that the
two speakers share certain presuppositions:

y(¿'h¤;Èq21) ('j™s23) Y(¿•hI;≥21) ('j™s23) ¥(¿'h¤;å21) ('j™s3 3) /¿'h¤È≤?/ /'j™s./
Here? – Yes.

Rate

37.4. Languages (and speakers) have di‡erent 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).

In general the number of words and syllables varies according to their struc-
tures and extensions; the number of phones varies according to their (phonetic
and phonemic) duration.

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

37.5. Pause incidence is connected with rate, too. Indeed, there is a limit be-
yond which phones cannot be shortened or lengthened without becoming in-
comprehensible, or ridiculously intolerable. <erefore, 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.
<ere 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.

On the contrary, anyone happens to know some speakers who talk very quick-
ly and, practically, make ‘no pauses' (and hardly use conclusive intonemes)…
Fairly understandably, most listeners cannot stand such speakers!
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38.1. We will now concisely introduce the bare essentials of intonation. In fact,
all languages have their own intonation system, and phonetics should therefore
not be treated without examining intonation as well, by means of tonetics.

Unfortunately, intonation is often left out entirely, even in descriptions of par-
ticular languages or in transcriptions of sentences or passages! A notably bad ex-
ample of this omission is given by the recent ‘o‚cial manual' of the International
Phonetic Association: Handbook of the International Phonetic Association: A Guide
to the Use of the International Phonetic Alphabet (found in the bibliography).

38.2. Of course, we will follow the natural tonetics method, since we find it to
be the most objective and unbiased of all, and the fittest one for actual compar-
isons between languages. It is a fair combination of auditory impressions and
acoustic analyses, expressed in a clear diagrammatic way, by means of tonograms
and signs which are derived from those of the British school.

As a matter of fact, the British approach has been among the few to have some
practical use; but sometimes its diagrams are decidedly excessive. In fact, for (2 ' 3 3)
or (2 ' 2 1) (° ̇  38.1), it gives diagrams like í or ï when there is only one short voiced
element: for example, (¤) in Dick˘ If the result were truly as extended as their dia-
grams show, it would rather sound like a police siren!

<ese are not the only di‡erences between these two methods, as it will appear
below. However, for the time being, we will deal only with British English into-
nation, because it is also the most widely described one, and because it is better
not to introduce other accents, which might complicate things.

Of course, the International and American systems will be given soon after, in
order to compare them appropriately (Ã 41).

38.3. In every language the three marked intonemes (/. ? ÷/) and the unmarked
preintoneme (the normal one, / /, without a special symbol) should be clearly in-

38. A Ÿrst approach to intonation
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˙ 38.1.  <e four neutral intonemes of British English.

conclusive 
/./ (2 ' 3 3) >6≥ 

suspensive 
/÷/ (2 ' 3 2) >¶≥ 

interrogative 
/?/ (2 ' 2 1)  >•≥ 

continuative 
/,/ (2 ' 2) §'@
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dicated with appropriate symbols (both on a phonetic, or –rather– tonetic level, and
on a phonemic, or tonemic one).

<e intoneme involves the final stressed syllable of an utterance and the sylla-
bles around it (° ˙ 38.1), while the preintoneme is what is found before the in-
toneme in the same intonation group (° ̇  38.2). In the example his cousin's name
is Bartholomew /h¤z'kåzóz 'n™¤m ¤zbA:≤'†ØlÈmjuu/, the intoneme is constituted by
the full name of Bartholomew, while the preintoneme is everything prior to it: his
cousin's name is…

38.4. <e example of Bartholomew is particularly interesting because it allows
us to consider the four ideal components of an intoneme: the pretonic syllable
(Bar-), the tonic syllable (-thol-), and the two post-tonic ones (-omew).

<e pronunciation of this example normally provides a reasonably adequate re-
alization of the schematic tonal movements shown in ̇  38.1-2 (which besides the
unmarked preintoneme and the three marked intonemes, give the important in-
terrogative preintoneme, /¿/, which is marked, and the continuative intoneme, /,/
– which is unmarked).

38.5. If the example were his cousin's name is Dick /h¤z'kåzóz 'n™¤m ¤z'D¤k/, the
intoneme would be is Dick. <e tonic and post-tonic syllables would consist of on-
ly one syllable (Dick]˘ In consequence, the ideal movement shown in the diagrams
(for the case with four syllables) would be compressed, not just horizontally, but
inevitably in terms of the vertical range as well.

„en only one syllable is present (as in the answer to a question like what is
his cousin's name? – Dick]˚ the result is a fusion of the expected pitch patterns
which maintains the characteristic movements, but in an attenuated form.

38.6. <e preintoneme and the intoneme taken together are usefully called an
intonation group. We use examples such as My favorite dictionary, or <at patient
thinks he's Giuseppe Verdi, to show that the parts of an intonation group do not
necessarily respect word boundaries. In fact, the intonemes in these utterances are,
respectively: /<Èt'd¤kSÈnR<i./ and /i'v™˘≤di./ (-rite dictionary and -pe Verdi). <e prein-
tonemes, on the other hand, are /'∑xts ma™'f™¤v/ and /∑xt'p™¤SúÈûnt '†¤˙ks úhûizGuu-
's™p/ [My favo- and <at patient thinks he's Giusep-]. <e full examples are: /'∑xts
ma™'f™¤v<Èt 'd¤kSÈnR<i./ and /∑xt'p™¤SúÈûnt '†¤˙ks úhûizGuu's™pi 'v™˘≤di./.

38.7. It will be seen that our transcriptions are not subdivided (pedantically,
or pseudo-pedagogically) along word boundaries. <at practice is still quite com-
mon (in the best case, motivated by hopes of helping the reader). It is much more
useful to subdivide transcriptions into rhythm groups, as we have done, instead of
giving things like ‘/'∑xT Iz 'maI 'feIvrÈT 'DIkSÈnúeûri/', or ‘/'∑xT 'peISnT '†I˙ks hi:z Gu:-
'sepi 'veÈúrûDi/', where the stresses and some unreduced forms (for current ‘weak forms')
are even unnatural (\ in the cases of ‘/Iz 'maI/' in the first example and ‘/hi:z/', at
least, in the second, which are weakened in normal speech, both articulatorily and
prosodically).
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38.8. ˙ 38.3 will be a useful explanatory tool in order to understand more ex-
plicitly the use of tonograms (given that we are not all musicians or singers, for
whom the analogy with a musical score is obvious). Let us observe, then, the
graphemic text, to which we have given the form of the intonation curve.
Normally this curve is shown with the lines and dots of tonograms, but here we
have used a more ‘intuitive' first approach. We show just four examples, based on
the segment see you on Saturday (in neutral British pronunciation expressly to com-
pare them with í and ï , seen above). <ese examples contrast pairwise: a conclu-
sive utterance is contrasted with an interrogative one (of a total question), and a
suspensive utterance with a continuative one.

38.9. In the case of the last two sentences, the semantic importance of what
follows (given in parentheses) is fundamental, whether it is expressed out loud, or
instead remains implicit.

In any case, the suspensive intoneme is characterized by decidedly greater and
more immediate anticipation, while this is lacking with the continuative one.

<is di‡erence, and certainly not their syntax, explains the di‡erence in into-
nation between the third and fourth examples.

38.10.1. Applying the movements of the three intonemes to a slightly different
example, we see that in neutral (better than ‘standard') British English, the conclu-
sive intoneme is falling (/./ (2 ' 3 3)), of the type shown in ˙ 38.1 (and also in three ex-
amples in ˙ 38.3):

¥('kh>¤scÈn3 3) /'k<¤scÈn./ Christian.

38.10.2. <e interrogative intoneme is rising (/?/ (2 ' 2 1)), as in the question:

¥('kh>¤scÈn21) /'k<¤scÈn?/ Christian?

38.  A first approach to intonation 169

˙ 38.2.  Two neutral preintonemes of British English.

interrogative 
/¿/ (¿) §¿@

normal 
/ / ( ) § @

˙ 38.3.  An iconic way to introduce people to intonation.

See you on S ta urday.

see you on S ta urday… 

ese[Will you onthey] S ta urday?

[If they
don't]

[it'll be a total di  et
sas r.]

see you on S ta urday… [If they
don't]

[don't
worry a

i
bout t.] 

1

3

2

4



38.10.3. <e third intoneme, the suspensive, is used to create a sort of antici-
pation, or ‘suspense'. In neutral British pronunciation, it is falling-rising, /÷/ (2 ' 3 2):

¥('kh>¤scÈn32) /'k<¤scÈn÷/ Although his name's Christian, he's no good Christian at
all.

38.11. In ˙ 38.2 (as well as in the second example of ˙ 38.3), we have the in-
terrogative preintoneme, /¿/, as well. <is preintoneme is a modification of the nor-
mal preintoneme, and it anticipates on the rhythmic-group syllables of the prein-
toneme the characteristic movement of the interrogative intoneme (although in
an attenuated form).

Obviously, in the part specifically dedicated to the topic, we will be more ex-
plicit and more exhaustive (° Ã 40-46). Here, we remark only that the interroga-
tive preintoneme is the same in all types of questions, whether these are total ques-
tions, like Is his cousin's name Christian?, or partial ones (containing a question
word, such as why, when, who, how…), such as „y is his cousin's name Christian?

38.12. <us, we must warn the reader that, contrary to what grammar books
and writing-based teaching imply, not all questions have an interrogative in-
toneme, nor should they. In fact, partial questions, in order to sound truly natural
and authentic, should be pronounced with a conclusive intoneme (or at most,
with the unmarked continuative intoneme, with pitch in the mid band, which will
be seen in greater detail later on):

¥(¿5waÙ¤z ¤z'n™;Im 'kh>¤scÈn3 3) (-Ω h-) /¿'wa™¤z úhû¤z'n™¤m 'k<¤scÈn3/ „y is his
name Christian? (or ¥('kh>¤scÈn2) /'k<¤scÈn,/, with a continuative intoneme).
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see you on

ese[Will you onthey] S ta urday?

[∑y won't the  ]y
 

2

1

S ta urday?



39.1. We already know that intonation is constituted by the relative pitch of
syllables forming (more or less long) sequences of connected speech.

<ese sequences are called intonation groups and can consist of di‡erent pause
groups (which, in turn, consist of rhythm groups); but they can even consist in a
single word – which can even be monosyllabic:

/'nø¨./ /¿'nø¨?/ /¡'nø¨./ /'nø¨,/ /'nø¨÷/
No. – No? – No! – No, – No…

39.2. „at is essential is that pitch –through given di‡erences– adds (or,
rather, gives) di‡erent pragmasemantic nuances –such as ‘statement, question,
command', Æ– to phonic sequences which could otherwise be identical.

<us the di‡erence obtained is not merely semantic, conceptual, as in the case
of tone 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 syllables of a
whole utterance.

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

39.3. <e whole pitch extension of an utterance is called an intonation group
(° ˙ 39, ˙ 43.1-2, § 40.1-2 “ ˙ 38.3 – perhaps it is better to avoid a possible uni-
tary term as ‘tuning']˘ It is divided into a preintoneme and an intoneme (again, we

39. A second step towards intonation
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˙ 39.  <e intonation group and its parts.

a-b c d-e f g-h i j å 

1 2

∫ © ∂ 

1 “ 2: intonation group 
       1: preintoneme 
       2: intoneme

å: pretonic (syll.) 
∫: tonic (syll.) 
©-∂: post-tonic group 
©: internal post-tonic 
∂: terminal post-tonic

a-b: antetonic (syllables) 
c: (first) protonic (syll.) 
d-e: (first) intertonic (s.) 
f: protonic (syll.) 
g-h: intertonic (syll.) 
i: (last) protonic (syll.) 
j: (last) intertonic (syll.)
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avoid possible –Greek and Latin– terms such as ‘protune' and {the risky} ‘tune', as
well). Here we anticipate that a general intoneme consists of three parts: a preton-
ic syllable, the tonic (\ the stressed) one, and (two) post-tonic syllables.

A preintoneme consists of one or more stressed and unstressed syllables (which
are classically 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 preintonemes.
<at is the case of British English preintonemes, which have the first protonic syl-
lable high, (5), as we have already seen in the examples in Ã 36. Currently, the first
protonic can be preceded by some ‘antetonic' (\ initial unstressed) syllables.

39.4. In anticipation of what will be dealt with presently (from Ã 40 onwards),
we may say that there is a ‘normal' preintoneme, for statements, which has no par-
ticular symbol since it is the unmarked one: / /.

<ere are, then, three marked preintonemes: interrogative (/¿/), imperative (/¡/),
and emphatic (/˚/). A blank before the second slash can help realize (in such con-
cise indications) that we are dealing with pre-intonemes (/¿ /, /¡ /, /˚ /), not with into-
nemes, which will follow shortly.

We must make it clear at once that written sentences are one thing, while the
spoken language is quite another reality, often very di‡erent indeed.

Naturally, in the spoken language, intonemes are much more numerous than
‘simple sentences' of grammar and syntax, as will be seen below.

39.5. But let us consider the intonemes. As we have already said, generally, they
are formed by the tonic syllable (\ the stressed one, which is also the last strong
syllable in an utterance, in a sense), the pretonic (\ the possible unstressed sylla-
ble before it), and the post-tonic syllables (\ the possible unstressed syllables after
it).

In the tonetic diagrams (or rather tonograms), two post-tonic syllables are indi-
cated (\ internal and terminal); sometimes it is useful to refer to one of them clear-
ly, in order to highlight typical movements more clearly, above all to distinguish
interrogative intonemes of the rising type {(2 ' 2 1)}, from those of the falling type
{(2 ' 2 3)}.

In any case, the term postintoneme may be used to refer to both syllables, col-
lectively.

39.6. We will now consider, concisely (and by looking closely at ˙ 40.2), the
three marked intonemes (of neutral British English): conclusive (/./), interrogative
(/?/), suspensive (/÷/), and the unmarked: continuative (/,/):–

¥(Øn'sxtÈd™I3 3) /]n'sxùÈ≤d™I./ On Saturday˘
¥(¿Øn'sxtÈd™I21) /¿]n'sxùÈ≤d™I?/ On Saturday?
¥(Øn'sxtÈd™I32) /]n'sxùÈ≤d™I÷/ (If not) on Saturday… (then…)
¥(Øn'sxtÈd™I2) /]n'sxùÈ≤d™I,/ (Perhaps) on Saturday, (but…).
<is phonemic transcription is actually of a diaphonemic type, from which ei-

ther British or American, or International pronunciation can be obtained.



39.7. As we already know, the best way of dealing with the intonation of a lan-
guage consists in presenting its structures through appropriate and clear diagrams
(\ tonograms), with clear examples and a simple and su‚ciently complete nota-
tional system (not a cumbersome and useless one).

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

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

39.8. If, for instance, we write (and beforehand say):

¥(&aÙvb¤n5l¨k¤˙ fÈ'∑¤s3 3 fˇ'™IG¤Ω3 3)
I've been 5looking for 6this for 6ages,
the superficial formulation at hand is only the inevitable result of the mental

and linguistic processes that produce, in English, the sentence just seen, although
with slight possible variations.

In actual fact, it results from the juxtaposition of di‡erent concepts (each one
indicated by /./, or (2 ' 3 3), or >6≥) 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.

39.9. In the next chapters, we will examine the intonation structure of neutral
British English, for which we must always keep in mind the general scheme which
enables us to really see its characteristics.

<us ˙ 39 gives the diagram of intonation groups. It shows the use we make
–when speaking normally– of pitch heights of the various syllables forming the
di‡erent possible utterances in a given language.
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Intonation groups

40.1. An intonation group consists (as already seen, ° Ã 39 “ ˙ 39) of a
preintoneme (in our example I am trançscribing the &following e&xample (&aÙm˛h>xn-
5sk>aÙb¤˙ ∑È'fØl‘¨¤˙ ¤g'zA;mp®)) and an intoneme (to"netically ¥(tÈ'n™t¤kli3 3)). In
this case, we have a normal preintoneme and a conclusive intoneme (even if we
could certainly utter that sentence as I am tran'scribing the 'following e'xample
to"netically (^aÙm˛h>xn'sk>aÙb¤˙2 ∑È'fØl‘¨¤˙2 ¤g'zA;mp®2 tÈ'n™t¤kli3 3) –\ with four in-
tonemes, three of them continuative– in order to highlight each part).

<e conclusive intoneme is represented, tonemically (in a theoretic way) by /./,
and tonetically (in a more realistic way) by (2 ' 3 3), which varies according to each ac-
cent considered (or by >6≥, in a graphemic text, which must use di‡erent signs, be-
cause they follow a partially di‡erent criterion, that is more like traditional British
intonation practice).

<e 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.

40.2. Of course, in normal speech, it is unlikely to find sentences with the same
number of syllables; however, the usefulness of the tonogram is not compromised.
<e 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 intonemes,
mostly continuative):

¥(A;>5™;Im ¤ΩtÈ'phA;s 'Ø;n32 aÙ'd¤;‘Ω2 th™k'nIiks2 Èm5ph>xkt¤k® xk'th¤vÈTiz2 &w¤cwi-
5n‘;¨ 'w‘;k3 3 ›¤n∑='khlA;s&>¨m3 3ë)

Our çaim is to &pass 1on i'deas, tech'niques, and çpractical ac'tivities, which we
çknow "work in the &classroom˘

40. On preintonemes “ intonemes
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Preintonemes

40.3. ˙ 40.1 shows the four preintonemes (of neutral British English): one is
unmarked, or normal, and has no symbol; three are marked: interrogative /¿/ (¿),
imperative /¡/ (¡), for instance: Pay attention!, and emphatic /˚/ (˚): We have to check
everything very carefully!\

(¡5ph™;I È'th™nSó3 3) Pay attention! (imperative)

(˚wi5hxÑ tÈ'ch™k2 ˚'™v>i&†¤˙2 ˚'v™>i 'kh™‘fÍi3 3)
We have to check everything very carefully! (emphatic).

˙ 40.1 shows, on the left, sketchy tonograms; on the right, they are given in a
more realistic way. Actually, the schematic diagrams are su‚cient indeed, since
these tonograms necessarily generalize and normalize the data, allowing slight
di‡erences of realization as well.

For teaching and learning purposes, these schematic tonograms are decidedly
more useful, making comparisons with those of other languages possible. On the
contrary, single and peculiar acoustic tracings, or too formal and abstract nota-
tions turn out to be useless.

Intonemes

40.4. ˙ 40.2 shows the three marked intonemes (of neutral British pronunci-
ation, again both schematically and realistically) – conclusive /./ ¥(2 ' 3 3) or >6≥, should

˙ 40.1.  <e preintonemes of neutral British English.

interrogat. 
/¿ / (¿) §¿@

normal 
/ / ( ) § @

emphatic 
/̊  / (˚) §˚@

imperative 
/¡ / (¡) §¡@

˙ 40.2.  <e intonemes of neutral British English.

conclusive /./ (2 ' 3 3) >6≥ 

suspensive /÷/ (2 ' 3 2) >¶≥ 

interrogative /?/ (2 ' 2 1)  >•≥ 

continuative /,/ (2 ' 2) §'@
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we need or want to use them inserted in current orthography, instead of in tran-
scriptions, interrogative /?/ (2 ' 21) >•≥, and suspensive /÷/ (2 ' 32) >¶≥ – in addition to the
unmarked one, continuative /,/ (2 ' 2) >'≥.

<e marked intonemes have a functional charge, which is crucial for commu-
nication, as they oppose one another distinctively. <e unmarked intoneme –the
continuative one– may be considered as the neutralization of the three marked
ones (since each of them would be inappropriate in certain –less important– con-
texts, being too specific and having very definite functions).

40.5. <e aim of the continuative intoneme, above all, is to oppose a theoreti-
cal ‘zero' intoneme. It is quite di‡erent from a straightforward and progressive flow
of enunciation, without the slightest variations (or breaks), even theoretical or po-
tential. Its only purpose is to slightly highlight a word, compared to a complete
non-occurrence of intonemes (as happens within a preintoneme).

Indeed, there is a di‡erence between I çsaw &six "men /a™'sø: 's¤ks 'm™n./ ¥(aÙ5sø:
's¤ks 'm™n:3 3) and I çsaw 'six "men /a™'sø: 's¤ks, 'm™n./ ¥(aÙ5sø: 's¤ks2 'm™n:3 3); in the lat-
ter, of course, six is more prominent than in the former, since it has its own in-
toneme ('six /'s¤ks,/ ('s¤ks2)), instead of being a part of the same preintoneme ( &six
/'s¤ks/ ('s¤ks)); while I çsaw "six "men /a™'sø: 's¤ks. 'm™n./ ¥(aÙ5sø: 's¤ks3 3 'm™n:3 3), with
two conclusive intonemes, would be still more prominent.

40.6. In § 40.1-2, we have already seen that a syntactic string does not gener-
ally correspond to just one intoneme; in fact, more or less numerous continuative
intonemes occur, otherwise the sentence would not sound spontaneous and con-
vincing.

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

For instance, if 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
considerations such as the fright taken at the sight, or the delight expressed by nat-
uralists, or the satisfaction felt by hideous poachers… (all of them are rendered
with di‡erent nuances, clear and easy to interpret).

Of course, this is di‡erent from a unitary sentence such as Look at the imprints
of a bear˚ in just one intonation group:

¥(5l¨k=T ∑i'¤mp>¤nTs ÈvÈ'b™;‘3 3)
/'l¨kÈT ∑i'¤mp<¤nts ÈvÈ'b™È≤./
Look at the imprints of a bear (1). 

40.7. <us, if we go back to the original utterance, what we find is something
closer to a natural exposition:

¥('l¨k3 3 ∑i5¤mp>¤nTs ÈvÈ'b™;‘3 3)
/'l¨k. ∑i'¤mp<¤nts ÈvÈ'b™È≤./
Look: the imprints of a bear (2).
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In fact, in the same sentence, there are two pragmatic concepts: the imprints
and its sighting.

40.8. If we then divide it into three parts (of course, with three intonemes), the
nuances expressed are more detailed:

¥('l¨k3 3 ∑i'¤mp>¤nTs3 3 ÈvÈ'b™;‘3 3)
/'l¨k. ∑i'¤mp<¤nts. ÈvÈ'b™È≤./
Look: the imprints, of a bear (3).
In this way, we can manage to separate, conceptually too, imprints of di‡erent

shapes.

40.9. After all, it is possible to use some continuative intonemes (\ unmarked
/,/ as already seen in previous sections), and this will add something to elocution
(in opposition to a unitary utterance, although this is not for emphasis, of course).
It is only a way to make enunciation a little more e‡ective and natural: Look at the
imprints of a bear – Look: the imprints of a bear (and variations).

40.10. By considering an example like You must read further books on this par-
ticular subject˚ again, we can easily see that there are several ways of saying it. Apart
from a quite flat realization in a single intonation group, as:

¥(j¯umÈs5>I;ifl 'f‘;∑È 'b¨ks Øn∑¤spÈ'th¤kjÈlÈ 'såbG¤kt3 3)
/juumÈst'<iid 'fÈ:≤∑È≤ 'b¨ks ]n∑¤spÈ≤'t¤kjÈlÈ≤ 'såbG˘kt./
You must read further books on this particular subject˘

40.11. We can actually have:
¥(j¯umÈs5>I;ifl 'f‘;∑È 'b¨ks2 Øn∑¤spÈ5th¤kjÈlÈ 'såbG¤kt3 3)
/juumÈst'<iid 'fÈ:≤∑È≤ 'b¨ks, ]n∑¤spÈ≤'t¤kjÈlÈ≤ 'såbG˘kt./, or:
¥(j¯umÈs'>I;ifl2 5f‘;∑È 'b¨ks2 Øn∑¤spÈ5th¤kjÈlÈ 'såbG¤kt3 3)
/juumÈst'<iid, 'fÈ:≤∑È≤ 'b¨ks, ]n∑¤spÈ≤'t¤kjÈlÈ≤ 'såbG˘kt./, or else:
¥(j¯umÈs'>I;ifl2 5f‘;∑È 'b¨ks2 Øn∑¤spÈ'th¤kjÈlÈ2 'såbG¤kt3 3)
/juumÈst'<iid, 'fÈ:≤∑È≤ 'b¨ks, ]n∑¤spÈ≤'t¤kjÈlÈ≤, 'såbG˘kt./.

40.12. We could even have:
¥('j¯;u2 mÈs'>I;ifl2 'f‘;∑È2 'b¨ks3 3 Øn'∑¤s2 pÈ'th¤kjÈlÈ2 'såbG¤kt3 3)
/'juu, mÈst'<iid, 'fÈ:≤∑È≤, 'b¨ks. ]n'∑¤s, pÈ≤'t¤kjÈlÈ≤, 'såbG˘kt./
(with more and more numerous nuances and implications).

40.13. A conclusive intoneme is necessarily used whenever a given concept is
completed in the speaker's mind. <us, besides the words which form the sen-
tences, it concerns communicative functions as well, as if, in saying It's raining cats
and dogs˚ we added ‘I am stating' – so:

¥(¤Ts5>™In¤˙ 'khxTs Èn'dØ;gΩ3 3)
/¤ts'<™¤n¤˙ 'kxts Èn'd]gz./
It's çraining &cats and "dogs.
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40.14. Each intoneme has a specific function: the interrogative communicates
‘I am asking':

¥(¿&¤z¤˛5>™In¤˙ 'khxTs Èn'dØ;gΩ21), (-¤ö-)
/¿¤z¤t'<™¤n¤˙ 'kxts Èn'd]gz?/
¿Is it çraining &cats and (dogs? 

40.15. <e suspensive one communicates ‘I am underlining':
¥(&¤f¤Ts5>™In¤˙ 'khxTs Èn'dØ;gΩ32| {˚&¤Ts=k='lxmÈti3 3})
/¤f¤ts'<™¤n¤˙ 'kxts Èn'd]gz÷ {¤tsÈkÈ'lxmÈùi.}/
If it's çraining &cats and 1dogs… [˘it's a ca"lamity!]

40.16. <e continuative intoneme, instead, simply communicates ‘I have not
finished':

¥(¤Ts5>™In¤˙ 'khxTs Èn'dØ;gΩ2 {bÈT&aÙd‘¨˙'kh™;‘3 3})
/¤ts'<™¤n¤˙ 'kxts Èn'dØgz, {bÈùa™dø¨nt'k™È≤.}/
It's çraining &cats and 'dogs [but &I don't "care]˘

40.17. It is possible to have a series of conclusive intonemes:

¥(5j™stÈd™I ¤˛'>™;Infl3 3| thÈ5d™;I ¤Ts'>™In¤˙3 3| thÈ5mØ>‘¨ ¤t®'phø:3 3| aÙm5s¤k Èn'thaÙÈfl3 3|
aÉı5g‘;¨ ='w™;I3 3)

/'j™stÈ≤d™¤ ¤t'<™¤nd.| tÈ'd™¤ ¤ts'<™¤n¤˙.| tÈ'm]<ø¨ ¤ù°'pø:≤.| a™m's¤k Ènúdû'ta™È≤d.|
a™§'gø¨ È'w™¤./

çYesterday it "rained. Toçday it's "raining. Toçmorrow it'll "pour. I'm çsick and "tired.
I'll çgo a"way!

40.18. However, a suspensive intoneme is very likely for:

¥(thÈ5mØ>‘¨ ¤t®'phø:32)
/tÈ'm]<ø¨ ¤ù°'pø:≤÷/
Toçmorrow it'll 1pour.

40.19. 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˘

40.20. <us, with the guilty complicity of schools, one is led to a kind of ‘child-
-like' reading, which makes people utter things like:

¥(»”5j™stÈ&d™I ¤˛'>™;Infl3 3 ’» tÈ5d™;I ¤Ts'>™In¤˙3 3 ’» tÈ5mØ>‘¨ ¤t®'phø:3 3 ’»| aÙm5s¤k Èn-
'thaÙÈfl3 3 ’» aÉı5g‘;¨ ='w™;I3 3”’).

40.21. <e small rings show the additional pitch movement which is typical of
‘bookish intonation', which must be kept well apart from normal (\ conversa-
tional) intonation, and even from the typical intonation of text exposition (even
if done mentally), as we will see in Ã 45.



40.22. A further example to show that, normally, writing and punctuation are
just miserable devices with syntactical functions, and not very helpful for reading:

¥(aÙm5th™>Èbli 'b¤zi3 3 aÙ5khA;˙ 'khåm:3 3| aÉı5l™c¯ 'n‘;¨3 3 ˚5d‘¨m bi'kh>Øs3 3)
/a™m't™<Èbli 'b¤zi. a™'kXnt 'kåm.| a™§'l™tju 'nø¨. ˚'dø¨nútû bi'k<]s./
I'm terribly busy: I can't come; I'll let you know; don't be cross˘

40.23.  Even the example I've been çlooking for "this for "ages shows this charac-
teristic:

¥(&aÙvb¤n5l¨k¤˙ fÈ'∑¤s3 3 fˇ'™IG¤Ω3 3)
/a™vb¤n'l¨k¤˙ fÈ≤'∑¤s. fÈ<'™¤G˘z./
I've been looking for this for ages˘

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

However, these are the results achieved by schools, \ unhappily rigorous and mo-
notonous pauses, which are not able to convey appropriate meaning to sentences
(especially when they are read).

And all those who today abuse punctuation, by omitting it almost completely,
will they ever pause?
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41.1. As we have seen in the previous chapters (Ã 38-40), technically, we talk
about intonation groups (or tone groups, for short), which are generally composed
of a first part, the preintoneme, and a second, the intoneme. <e latter is the most
important for conveying pragmatic meanings, such as statement, question, Æ.

It is common knowledge that these structures depend on orthology (\ expres-
sive speech) and semantics; while syntax is nothing but the necessary linear dis-
position of these more important parts of language.

41.2. <ese will produce particular e‡ects, but always within usual primary in-
tonation patterns, which are flexible, though systematic.

An added ‘complication' is paraphonics (which marks attitudes, moods, feelings
and social roles, as well as physical or mental states, as we will see later on).

All this is typical of any common messages, even in every-day simple conver-
sation.

41.3. ˙ 41.1-3 show the preintonemes and intonemes of the neutral Internation-
al, American, and (again) British English accents.

<ese tonograms should be observed and compared very closely, in order to be
able to find and actually catch all their nuances, no matter how slight they can be.

Of course, bigger di‡erences are most important, although subtle ones are not
at all negligible.

41.4. Here are some simple, but important, examples, which must be seen very
carefully:

/./ y(a™v'Gåsúpû 'bø;4 È'nju;u 'd¤kSó<i23) ('bø;t)
Y(aÙv'G√súpû 'bO;4 È'nU;u 'd¤kSó&™<i23)
¥(aÙv5Gåsúpû 'bø;t È'nj¯;u 'd¤kSó>i3 3)
/a™v'Gåst 'bø:t È'nˆuu 'd¤kSóR<i./
I've just bought a new dictionary˘

/?/ y(¿djÈ'spiik '¤˙gl¤S 'w™§:21) (¿GÈ-)
Y(¿djÈ'spIik '¤˙gl¤S •wEı:21) (¿GÈ-)
¥(¿djÈ5spIik '¤˙gl¤S 'w™ı:21) (¿GÈ-)
/¿djÈ'spiik '¤˙gl¤S 'w™§?/
Do you speak English well?

41. <e intonation 
of the three neutral accents
{© Luciano Canepari, 2010, Venice University, Italy}
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/÷/ y(jukÈn'hx;Ñ 6sc<ø;bÈ<iz2 2 Èq'bluubÈ<iΩ23)
Y(j¯k=n'hx;Ñ 6st<O:&b™<iz2 2 ≥'blU;u&b™<iΩ23)
¥(j¯k=n5hx;Ñ 's˛>ø;bˇiz32 ø;'bl¯ubˇiΩ3 3)
/jukÈn'hxv 'st<ø:bR<iz÷ È≤'bluubR<iz./ /r:≤-/
You can have strawberries or blueberries˘

41.5. <ere are several and quite varied question tags (or tag questions]˚ in
English, while, other languages generally have fixed formulas.

In the English language, they are morphologically determined (by modifying
auxiliary and modal verbs and changing their positive/negative polarity).

<ey have two di‡erent functions: confirmations of somebody's suppositions
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˙ 41.1.  International English intonation.

/÷/ (2 ' 2 2) ((2 ' ( 2))

/./ (2 ' 2 3)

/,/ (2 ' 2)

/?/ (2 ' 2 1)

/ / (2 2 ' 2 2 ' 2 2 ' 2)

/¿/ (¿ 2 2 ' 2 2 ' 2 2 ' 2)

/¡/ (¡ 2 2 ' 2 2 ' 2 2 ' 2)

/̊ / (˚ 2 2 ' 2 2 ' 2 2 ' 2)

˙ 41.3.  British English intonation.

/÷/ (2 ' 3 2)

/./ (2 ' 3 3)

/?/ (2 ' 2 1)

/ / (2 2 5 1 1 ' 2 2 ' 2)

/,/ (2 ' 2)

/¿/ (¿ 2 2 5 1 1 ' 2 2 ' 2)

/¡/ (¡ 2 2 5 1 1 ' 2 2 ' 2)

/̊ / (˚ 2 2 5 1 1 ' 2 2 ' 2)

˙ 41.2.  American English intonation.

/÷/ (2 6 2 2)

/./ (2 ' 2 3)

/?/ (2 • 2 1)

/ / (2 2 ' 2 2 ' 2 2 ' 2)

/,/ (2 ' 2)

/¿/ (¿ 2 2 ' 2 2 ' 2 2 ' 2)

/¡/ (¡ 2 2 ' 2 2 ' 2 2 ' 2)

/̊ / (˚ 2 2 ' 2 2 ' 2 2 ' 2)



(by means of conclusive intonemes), or actual questions, to really ask something,
for lack of any certainty (by means of interrogative intonemes).

Let us see a few examples: It's cold today, isn't it? or You're American, aren't you?
or <ey aren't well, are they?

41.6. For confirmation, we will have:

y(¤Ts'khø;¨§fl tÈ'd™;¤23 ¿'¤zó¤ö23), (-¤t23÷ -t¤t23)
Y(¤Ts'khø;¨ıfl tÈ'd™;I23 ¿'¤zó¤ö23), (-¤t23÷ -t¤t23)
¥(¤Ts5khÖ;¨ıfl tÈ'd™;I3 3 ¿'¤zó¤ö3 3), (-¤t3 3÷ -t¤t3 3)
/¤ts'kø¨§d tÈ'd™¤. ¿'¤zóúùû¤t./
It's cold today, isn't it?

y(jÈ<È'm™<ÈkÈn23 ¿'A;q~cu23), (-cå23÷ -tju23)
Y(j=<='m™<=k=n23 ¿'A;<~c¯23), (-c√23÷ -tj¯23)
¥(jÈ>È'm™>=k=n23 ¿'A;~c¯3 3), (jø;-, -tj¯3 3)
/jÈ<È'm™<ÈkÈn. ¿'A:≤ntju./
You're American, aren't you?

y(∑™¤'A;qnt 'w™§:23 ¿'A;q∑™¤23)
Y(∑™I'A;<nt 'wEı:23 ¿'A;<∑™I23)
¥(∑™I5A;nt 'w™ı:3 3 ¿'A;∑™I3 3)
/∑™¤'A:≤nt 'w™§. ¿'A:≤∑™¤./
<ey aren't well, are they?

41.7. „ile, for information, we will have:

y(¤Ts'khø;¨§fl tÈ'd™;¤23 ¿'¤zó¤ö21), (-¤t21÷ -t¤t21)
Y(¤Ts'khø;¨ıfl tÈ'd™;I23 ¿•¤zó¤ö21), (-¤t21÷ -t¤t21)
¥(¤Ts5khÖ;¨ıfl tÈ'd™;I3 3 ¿'¤zó¤ö21), (-¤t21÷ -t¤t21)
/¤ts'kø¨§d tÈ'd™¤. ¿'¤zóúùû¤t?/
It's cold today, isn't it?

y(jÈ<È'm™<ÈkÈn23 ¿'A;q~cu21), (-cå21÷ -tju21)
Y(j=<='m™<=k=n23 ¿•A;<~c¯21), (-c√21÷ -tj¯21)
¥(jÈ>È'm™>=k=n23 ¿'A;~c¯21), (jø;-, -tj¯21)
/jÈ<È'm™<ÈkÈn. ¿'A:≤ntju?/
You're American, aren't you?

y(∑™¤'A;qnt 'w™§:23 ¿'A;q∑™¤21)
Y(∑™I'A;<nt 'wEı:23 ¿•A;<∑™I21)
¥(∑™I5A;nt 'w™ı:3 3 ¿'A;∑™I21)
/∑™¤'A:≤nt 'w™§. ¿'A:≤∑™¤?/
<ey aren't well, are they?
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42.1. An important point, to always keep in mind, is that an interrogative in-
toneme 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 di‡erent kinds of questions. Among
the more recurrent and normal types, only total questions (or ‘yes–no questions')
request interrogative intonemes. <ese questions are answered by Yes or No (or,
possibly, by Perhaps˚ I don't know˚ It depends˚ Æ); but, above all, they do not in-
clude interrogative words:

¥(¿&d¤G¯'sI;i21)
¿Did you (see?
¥(¿¤z¤t'¤N˛>¤st¤˙21)
¿Is it (interesting?
¥(¿k=~&j¯u'h¤Èmi21)
¿Can you (hear me?

42.2. It is important to pay due attention to cases where there is a ‘given' ele-
ment [book˚ music˚ John˚ here˚ hereabouts in the following examples), which is less
important and thus less stressed, being already ‘known', since previously men-
tioned, or ‘expected', as present in a particular communicative situation, because
it can be visible, or implied, or inevitable, from social or cultural experience:

¥(¿&hxvj¯'>™;D21 ›¿∑¤s'b¨k2ë)
¿Have you (read this &book?
¥(¿dúÈûj¯'laÙk21 ›¿'mj¯uz¤k2ë)
¿Do you (like &music?
¥(¿dúÈûj¯'n‘;¨21 ¿w™‘'GØ;n&¤Ω2)
¿Do you (know where 'John is?
¥(¿¤z∑È5sT™ISó 'fA:> ='w™;I21 ›¿f>Èm'h¤;å2ë)
¿Is the çstation &far a(way from &here?
¥(¿&¤z∑È>È'laÙb>È>i21 ›¿'n¤;‘ 'h¤;å2ë)
¿Is there a (library &near &here?

42. Questions
{© Luciano Canepari, 2010, Venice University, Italy}
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42.3. In the examples just seen, the structure is /¿ ?/+/¿ ,/ with attenuation of
the sentence-internal interrogative intoneme. <us, strictly speaking we have:
/¿ ?”/+/¿ ,/, as will be seen shortly, with modifications of the intonemes (° Ã 43).

Indeed, internal attenuation is automatic, so it need not be explicitly marked:
(¿ 21)+(¿ 2), for ((¿ 21”))+(¿ 2). In fact, that utterance is formed by two intonemes, not
just one; and this is significant to show the di‡erence between written and spoken
codings. <e former is too sketchy, due to its excessively limited graphic possibil-
ities, but it should not in the least restrict the varied phonic possibilities, which
are typical of spontaneous and qualified speech.

42.4. <is 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 sep-
arate a subject from its verb (and the like).

However, in Turkish, for instance, it is indeed more than ‘correct' to write:
Ahmet, Ankara'dadªr /ah'meT, 'ankaRaDaDMR./ (ö√h'm™T2 Çö√˙k√R√œD√D=§3 3) ‘Ahmet
is in Ankara'.

42.5. #th orthological structures as the following, we would have quite di‡er-
ent meanings from those given above (though pragmatically less probable indeed):

¥(¿&hxvj¯5>™;D ∑¤s'b¨k21)
¿Have you çread this (book?
¥(¿dúÈûj¯5laÙk 'm¯uz¤k21)
¿Do you çlike (music?
¥(¿dúÈûj¯5n‘;¨ w™‘'GØ;n&¤Ω21)
¿Do you çknow where (John is?
¥(¿¤z∑È5sT™ISó 'fA:> ='w™;I f>Èm'h¤;å21)
¿Is the çstation &far a&way from (here?
¥(¿&¤z∑È>È5laÙb>È>i 'n¤;‘ 'h¤;å21)
¿Is there a çlibrary &near (here?

42.6. On the contrary, partial questions (or wh-questions) include specific (in-
terrogative) 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 you:

¥(¿5haÖm™ni 'lx˙gw¤G¤z3 3 ›¿dj¯'spIik2ë)
¿çHow many "languages do you &speak? it is obvious that they know you happen

to speak some languages; and if you say:

¥(¿5h¯;u 'thÖ¨ıG¯&∑xt3 3)
¿ç„o "told you that? or:
¥(¿5ha;Ö dj¯'n‘;¨3 3)
¿çHow do you "know? that piece of information is something known, or ‘given'.
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42.7. <erefore, the voice falls at the end, as for a conclusive sentence. Indeed,
the 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 intoneme has to be used
(which is falling just as in statements), there is certainly some pitch di‡erence
(apart from an obvious syntactic one) between a question like „en will they buy
a new computer? and a statement like „en they buy a new computer̆  <e di‡er-
ence is in the preintoneme.

42.8. As a matter of fact, all kinds of questions have something in common, \
the interrogative preintoneme, /¿/ (¿), which, as can be seen in ˙ 38.2 (or ˙ 40.1,
or ˙ 41.1-3), has a partially di‡erent pitch contour from the one used in normal
preintonemes.

<is di‡erence consists in modifying the usual pitch movement, through the
anticipation of the typical interrogative curve (/?/ (2 ' 21)), which in neutral British
English pronunciation is rising – from mid to high pitch.

42.9. <is anticipation, however, does not exhibit the actual change from mid
to high, but reproduces it on a small scale, by distributing pitch heights among
the stressed and unstressed syllables. <us, it modifies the usual contour of the un-
marked preintoneme only partially.

Nevertheless, this is quite su‚cient to make the di‡erence perceptible, right
from the beginning, \ on the very first syllable(s). So, the di‡erence is surely there
already on „en˚ and increases on the auxiliar (and so on, often combined with a
di‡erent degree of stress). But the symbol /¿/ (¿) alone is su‚cient to indicate the
pitch di‡erence that the ear clearly hears:

¥(¿5w™m: w¤ı∑™I'ba;Ù3 3 ›¿È'nj¯;u k=m'phj¯uTå3 3ë)
¿ç„en will they "buy a &new com&puter? and:
¥(&w™n∑™I5ba;Ù È'nj¯;u k=m'phj¯uTå3 3)
ç„en they &buy a &new com"puter̆

42.10. Besides, as all of the partial questions, these too can be said with a con-
tinuative intoneme (which renders them less categorical), or by attenuating the
intoneme (° Ã 43).

<e question about the computer already shows that the plan of buying a new
machine (hopefully a new Mac) was ‘known', or ‘given', not a ‘new' fact. Equally,
we have a parenthesis as soon as an example like „en are you leaving? becomes a
known fact as far as the departure is concerned:

¥(¿5w™n: Èj¯'lIiv¤˙3 3)
¿„en are you leaving? (new)
¥(¿'w™n:3 3 ›¿Èj¯'lIiv¤˙2ë)
¿„en are you leaving? (known).
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42.11. Usually, this also happens –for pragmasemantic reasons– in sentences
like ¿How 'much does it &cost? whereas realizations such as ¿How çmuch does it "cost?
are to be found only in ‘teaching' recordings, and, unfortunately, what we actual-
ly hear, in too many of these recordings, is indeed as in the last example that fol-
lows:

¥(¿haÖ'måc3 3 ›¿dÈz¤k'khØst2ë)
¿How 'much does it &cost? (normal, textual, and communicative)
¥(¿haÖ5måc dÈz¤k'khØst3 3)
¿How çmuch does it "cost? (neither normal nor communicative)
¥(¿haÖ5måc dÈz¤k'khØst21)
¿How çmuch does it (cost? (unnatural and absurd).

42.12. Let us briefly move back to the kind of intonation used at school, which
makes people say *¿ç„en will they &buy a &new com(puter? whose meaning, strict-
ly speaking, would be closer to ‘Would you mind repeating that? I didn't quite
catch what you said. Did you ask about when they're going to buy a new com-
puter?':

*¥(¿5w™m w¤ı∑™I'ba;Ù È'nj¯;u k=m'phj¯;utå21)
*¿ç„en will they &buy a &new com(puter? (‘school intonation')

¥(¿5w™m w¤ı∑™I'ba;Ù È'nj¯;u k=m'phj¯;utå21 »)
¿ç„en will they &buy a &new com(puter??# (where » indicates a higher pitch rais-

ing, which is typical of questions asking for a repeat).

42.13. In actual fact, there is a big di‡erence, since the classic ‘bookish ques-
tion' (as we will see presently, in § 42.15-18 “ § 45.1-2) is:

*¥(5w™m w¤ı∑™I'ba;Ù È'nj¯;u k=m'phj¯;utå3 3”») (‘bookish question').

42.14. <at is, an interrogative intoneme is added at the end of conclusive in-
tonemes ((3 3)+(”»)), 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 expected (according to the ‘rules', \ with an interrogative
intoneme).

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 *ç„at's your 2name”»? is a classic example, instead of
ç„at's your "name?:

*¥(¿5wØTs jø;"n™;Im3 3”»)
*ç„at's your 2name”»? (‘bookish question')
¥(¿5wØTs jø;'n™;Im3 3)
ç„at's your "name? (correct question).

42.15. <ere is even a di‡erence between ¿çHow many 'times shall I "say that? –
a normal partial question, and ¿5How many 3times shall I 2say that? –a rhetorical



(partial) question, which certainly does not ask for information about the num-
ber of times, but instead communicates a meaning like ‘#ll you obey me at last?'
(please, note the emphatic stresses):

¥(¿5haÖ&m™ni 'tha;ÙmΩ2 ¿SÈlaÙ's™;I&∑xt3 3)
¿çHow many 'times shall I "say that? (normal partial question)
¥(¿8haÖ&m™ni "tha;ÙmΩ2 ¿SÈlaÙ"s™;I&∑xt3 3)
¿5How many 3times shall I 2say that?! (rhetorical partial question).

42.16. In addition, there can even be a polite partial question ¿çHow many
'times shall I 'say that? – which uses the unmarked continuative intoneme (after say
that) in order to make the question less brusque, as in ¿ç„at's the 'time? – decid-
edly more suitable, above all with strangers, than ¿ç„at's the "time? or ¿ç„o "is
it?:

¥(¿5haÖ&m™ni 'tha;ÙmΩ2 ¿SÈlaÙ's™;I&∑xt2)
¿çHow many 'times shall I 'say that? (polite question)
¥(¿5wØTs ∑È'tha;Ùm2)
¿ç„at's the 'time? (polite question)

¥(¿5h¯;u '¤z¤t2) (-¤ö2)
¿ç„o 'is it? (polite question)

¥(¿5wØTs ∑È'tha;Ùm3 3)
¿ç„at's the "time? (normal partial question)

¥(¿5h¯;u '¤z¤t3 3) (-¤ö3 3)
¿ç„o "is it? (normal partial question).

42.17. All this demonstrates that syntactical punctuation and word order are
not at all su‚cient to determine which kind of intonation is the most appropri-
ate for a given sentence. Besides, if people ask ¿Can you "hear me? – their intention
is certainly not to check whether their listener's hearing is (still) good, but rather
whether it is possible or not to ask them for something, talking normally:

¥(¿k=~j¯'h¤Èmi3 3)
¿Can you "hear me?

42.18. Obviously, there are many nuances which can be detected in the vari-
ous kinds of questions that –every day– we can produce or hear. <ese questions
may be participating, polite, inquisitive, formal, detached, ironic, sarcastic, and
so on.

In all these cases, the paraphonic component, with its varied facets, highly mo-
difies canonical intonation patterns, which are –so to say– ‘expected', producing
mixtures of preintonemes and intonemes, too.
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43.1. Even a sentence like Put it on the table can be said with di‡erent intentions.
In fact, with the conclusive intoneme, it can sound too brusque and impolite, or
too familiar and friendly; these nuances are not explained by syntax, but rather by
pragmasemantics˘

<erefore, often attenuation may be introduced, which can be shown by plac-
ing an empty dot at mid height (”):

¥(5ph¨t¤t Øn∑È'th™Ib®3 3), (-t¤4, -4¤t) çPut it on the "table
¥(5ph¨t¤t Øn∑È'th™Ib®3 3”), (-t¤4, -4¤t) çPut it on the "tableˇ

43.2. We have seen above that, for repetition (or incredulity) questions, the in-
toneme 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 intoneme, too:

¥(Èn5∑¤s '™n:Dz A;'ph>‘¨g>xmΩ3 3 ’) And çthis &ends our "programs@

43.3. 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 pre-
viously presented questions. For instance we find a ‘normal' intonation group ex-
pected according to the tonogram:

¥(aÙv5bø;T ∑È'th¤k¤Ts fÈ∑='khØnsÈt3 3) I've çbought the &tickets for the "concert˘

43.4.  However, one may have to say (possibly even with some emphasis) as an
answer to a rather doubtful question about somebody's e‚ciency or memory:

¥(aÙv'bø;T3 3 ›∑È'th¤k¤Ts fÈ∑='khØnsÈt3 3ë)
I've "bought the &tickets for the &concert

¥(aÙv"bø;T3 3 ›∑È'th¤k¤Ts fÈ∑='khØnsÈt3 3ë)
I've 2bought the &tickets for the &concert˘

43.5. From a pragmasemantic point of view –for a question like Have you
bought the tickets for the concert?– the most likely intonation pattern is:

¥(¿&hxvj¯'bø;T21 ›¿∑È'th¤k¤Ts fÈ∑='khØnsÈt2ë)
¿Have you (bought the &tickets for the &concert?

43. Intoneme modiŸcations
{© Luciano Canepari, 2010, Venice University, Italy}
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<is is contrary to school performances and, unfortunately, to most recordings
in various teaching courses too, which instead foist absurdities such as:

*¥(¿&hxvj¯5bø;T ∑È'th¤k¤Ts fÈ∑='khØnsÈt21)
*¿Have you çbought the &tickets for the (concert?

Strictly speaking, a sentence pronounced like that would really mean some-
thing like ‘„y did you buy the tickets for the concert, you silly idiot!'.

43.6. <e best way to attract (much) attention to what somebody is going to
say is to use a suspensive intoneme:

¥(&¤f∑™I5hxvót&åndÈ'st¨;fl32| aÙ5>¤Èli d‘¨n'n‘;¨ 'wØt tÈ'd¯;u3 3 ›È'baÖt¤t3 3ë), (-4¤ö3 3ë)
If they çhaven't under1stood, I çreally don't &know &what to "do a&bout it!
¥(Èm5w™n: Èt'lA;st aÙ'kh™;Im '>aÖnD ∑='khø;nå32| &∑™Iw‘;>ø;ı5>™di '∑™;‘3 3), (Èö'lA;st)
And çwhen at &last I çcame &round the 1corner, they were alçready "there˘

43.7. Or else to clearly separate the parts of an utterance:

¥(¿5A;j¯ 'g‘¨¤˙ baÙ'bås32 ¿ø;'wø;k¤˙3 3)
¿çAre you &going by 1bus, or "walking?

Or to announce in advance the end of a complete list of items:

¥(5xp®Ω2 'ph™;‘Ω2 's˛>ø;b>iΩ32 'ch™>iΩ3 3)
'Apples˚ 'pears˚ 1strawberries, "cherries˘

43.8. A suspensive intoneme can even occur at the end of particular incomplete
utterances:

¥(aÙ5d¤;® '˛h>a;Ù32) I çdid 1try…
¥(juUı5sI;i wån'd™;I ø;>È'nå∑å32) You'll çsee one &day or a1nother…

43.9. Of course, ‘intermediate' degrees are possible:

¥(aÙ5d¤;® '˛h>a;Ù32”) I çdid 1try…ˇ
¥(juUı5sI;i wån'd™;I ø;>È'nå∑å32”) You'll çsee one &day or a1nother…ˇ
(with attenuated suspensive intonemes),
¥(aÙ5d¤;® '˛h>a;Ù2) I çdid 'try
¥(juUı5sI;i wån'd™;I ø;>È'nå∑å2) You'll çsee one &day or a'nother…
(with continuative intonemes), or:
¥(aÙ5d¤;® '˛h>a;Ù3 3”) I çdid "tryˇ
¥(juUı5sI;i wån'd™;I ø;>È'nå∑å3 3”) You'll çsee one &day or a"notherˇ
(with attenuated conclusive intonemes), and:
¥(aÙ5d¤;® '˛h>a;Ù3 3) I çdid "try
¥(juUı5sI;i wån'd™;I ø;>È'nå∑å3 3) You'll çsee one &day or a"nother
(with no attenuation of conclusive intonemes).
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43.10. Obviously, these examples present di‡erent communicative nuances,
which are fairly easy to imagine. In addition, some particular words can receive
emphasis. Here we will not enter the field of paraphonics, which adds further nu-
ances, \ emotional (Õ sadness, shyness, threat…), and social as well (Õ skill, su-
premacy, arrogance…).

Certainly, these characteristics are real and present, in actual communication, but
they are even more complex to analyze, describe, and transcribe. <is means that it
is important both to develop full awareness and to succeed in using a notation sys-
tem which is fairly appropriate, but obviously not too simple. However, see Part 5
(Ã 47-49, on Superstructures).

43.11. In English (and, of course, in other languages, as well), according to com-
municative aims, when there are some implications, quite frequently, a suspensive
intoneme may be used (with or without attenuation, or possibly accentuation), or
a continuative one.

<is use is more likely to be found in phrases like the following, in place of the
intoneme that one might infer from writing and syntax:

Hi!
I'd like a pizza
Go straight ahead
Make yourself at home
Can I have that chair?

43.12. Quite often, the suspensive or continuative intonemes are used –instead
of conclusive (or attenuated conclusive) ones– when there is no real planning of
what is being said, di‡erently 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 di‡er-
ence – which is quite easily noticed!).

„en 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 inter-
rupted by their interlocutors, while trying to manage to collect the ideas they want
to present.

<us, using di‡erent intonemes 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.

43.13. Another frequent use of non-conclusive intonemes derives from the in-
security –or weak conviction– of the speakers about what they are saying, or to-
wards 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 di‡erent mixtures of friendliness, deference,
hesitation (precisely with /÷/, or even simply /,/).
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43.14. However, sometimes it is actual invasiveness indeed –although not re-
ally aggressiveness– due to an excess of liveliness or talkativeness, which prevent
the speaker from taking pauses (and almost breathing), with the result that nor-
mal conclusive intonemes are practically missing (or are very much attenuated).

On the contrary, more pauses and more conclusive intonemes would give the
listener relief.

43.15. Indeed, this use of non-conclusive –\ continuative or suspensive– into-
nemes includes reported cases of ‘rising intonemes' above all for variants of English
(firstly from New Zealand, Australia, and the North of England, but now even for
the rest of Great Britain, and for Ireland and North America, too), instead of the
expected or predictable conclusive intonemes.

Although this phenomenon has been detected and described in the areas just
mentioned, it is nevertheless not absent elsewhere, and for other languages, too.
Neither is it something absolutely new, but simply something which can show it-
self more freely, without real drawbacks or excessive social stigma.

43.16. However, the problem of these reports (even of ‘high rises', as in total
questions!) arises from the fact that, still too often, intonation is dealt with ac-
cording to the old method of the British school of phonetics, which is mainly
based on two opposing types: falling and rising.

However, the British method of intonation had been really innovative and
praiseworthy, especially in the first half of the twentieth century, even compared
to other schools and methods, still currently followed by some, as the so-called
ToBI, which tries to do tonetics by using computers, \ mostly using one's eyes in-
stead of one's ears.

43.17. Unfortunately, the British ‘rising' type included both interrogative in-
tonemes (usually: ¥(2 ' 2 1), but also Y(2 • 2 1), Æ) and suspensive intonemes (generally:
¥(2 ' 3 2), or Y(2 6 2 2) ((2 6 iI)), or y(2 ' 2 2) ((2 ' iI)), and ((2 Ì iI)) Æ), which really have rising
movements on the post-tonic syllables; but clearly on di‡erent 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 the tonograms of ˙ 38.1,
˙ 38.3, ˙ 40.1 and ˙ 41.1-3 (including the ‘Oceanian' ones of Australia and New
Zealand, as we will see in the chapters of Parts 23-24).

<erefore, these characteristics must absolutely not be combined in descrip-
tions (although this is just what is done, too often).

43.18. <e solution to this problem is to adequately separate the ‘linguistic'
level of intonation (\ the linguistic system proper) from the ‘paralinguistic' one
(\ 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 Tonetics to define in
advance an inventory of intonemes and preintonemes, with their actual realiza-
tions, in order to be able to separate them from paraphonic superstructures, which
are (inevitable, but just) additional.



No doubt, the latter belong to language usage, but not to intonation proper (or
linguistic intonation).

43.19. Instead, they belong to paralinguistic intonation. It is quite obvious that
rising post-tonic syllables, if modified by an equally rising superstructure, 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 any pitch movements as if they really belonged to the into-
nation 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, geograph-
ic, and sociolinguistic characteristics).

43.20. For neutral British English, ˙ 43.1 shows the attenuation mechanism
of the three marked intonemes, whereas ˙ 43.2 shows the accentuation mecha-
nism of the two intonemes which are functionally the most opposing (conclusive
and interrogative).

Of course, the same kind of modifications is valid for any other accents of En-
glish (and, indeed, for any other languages), even for rising-falling interrogative
intonemes, Æ.
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˙ 43.1. Attenuation of intonemes.

attenuated conclusive /.”/ (2 ' 3 3 ”)

attenuated suspensive /÷”/ (2 ' 3 2 ”)

attenuated interrogative /?”/ (2 ' 2 1 ”)

˙ 43.2. Accentuation of intonemes.

accentuated interrogative /¿ ?»/ (¿ 2 ' 2 1 »)

accentuated conclusive /.’/ (2 ' 3 3 ’)



44.1. Let us consider ˙ 44 which shows the diagram of parenthetic phrases
(which can be low or mid, as we will see presently) and of quotations. Here we will
illustrate parentheses and quotations:

¥(5f‘;st Èv'ø:ı2 6hi's™;d2• 5l™Ts k=n's¤dÈ 5'nxc>®3 3Ì fÈ'n™t¤ks3 3 ›Èz¤Ts5ph>ØpÈli 'khø:ıfl3 3ë)
«rst of all –he said– let's consider ‘natural' phonetics˚ as it's properly called.

44.2. 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). <ere-
fore, quotations 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, (")). <e symbols (› ë), (6 •),
(5 Ì) are more than su‚cient to bear in mind all these di‡erences, with respect to
‘normal' utterances.

44.3. Obviously, quotations must not be confused with ‘direct speech' – since,
in «rst 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, indeed.

44. Parentheses “ quotations
{© Luciano Canepari, 2010, Venice University, Italy}

˙ 44.  Diagrams of parentheses and quotations.

low parenthesis: (ì œ) /ì œ/ mid parenthesis: (‘ ’) /‘ ’/ quotation: (^ Œ) /^ Œ/
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45.1. We have already talked about ‘bookish intonation' (see § 40.21, as well).
We will now study in depth even ‘bookish questions' (mentioned in § 42.9-14).
Considering things from the outside, some typical and recognizable superstruc-
tures are fairly easy to find.

As a matter of fact, a bookish question is the sum of a (substantially a‚rmative)
sentence and a (substantially interrogative) communicative function.

<ey use a conclusive intonation group –\ a normal preintoneme followed by
a conclusive intoneme– modified by a role interrogative intoneme: /./+‘/?/' (3 3)+(”»),
without even distinguishing between the two fundamental types of questions – to-
tal (/¿ ?/ (¿ 21)) and partial (/¿ ./ (¿ 3 3)).

45.2. 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 di‡erent types of question as in actual speech: it is only a ‘task' to perform! (…
nothing more.)

<us, instead of using an interrogative preintoneme and other intonemes fit
for conversation, the structure indicated above is provided: /./+/?/ (23)+(”»).

45.3. 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 „at's the time? or Is it raining? even the most attentive stu-
dents, at least for a short while, will feel obliged to answer:

¥(¿5wØTs ∑È'tha;Ùm3 3), (-T sÈ-)
ç„at's the "time? or:
¥(¿&¤z¤˛'>™In¤˙21), (-¤ö'>-)
Is it (raining?

45.4. However, the situation of a lecture is exactly one of an ‘implicative' su-
perstructure 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:

45. Considerations 
on communicative ‘roles'
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¥(l™Ts5g¤;v Èn¤g'zA;mp®3 3 fÈ>¤g'zA;mp®32 5'™ks2 'wa;Ù2 'z™;fl3 3Ì)
‘Let's give an example˚ for example\ x, y, z'.

45.5. It goes without saying, of course, that the intonation examples given dur-
ing a lecture (or a lesson, or used as a drill) must –or should– aim at spontaneous
conversation as far as possible, getting rid of the typical superstructure of the
teaching situation.

45.6. Actually, even bookish intonation is a prosodic superstructure, which is
added to a whole text presented to someone.

<e function of all those monotonous sudden rises within a text (also corre-
sponding 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 ref-
erence to the temporary incompleteness of the text is added; whereas its comple-
tion is implied by the final pitch lowering, which opposes the (higher than usual)
pitch of the beginning.

45.7. <ere is even an ‘acceptable' version of bookish intonation, which con-
sists of the typical pattern of an exposed text (\ mental, not a read one).

<erefore, it is not a conversation –nor is it a soliloquy– because a superstruc-
ture 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 intonemes, but, most of all, they
are ‘completed' by slight sudden rises from low to mid pitch, which are indicated
by adding (’”) after an intoneme.

45.8. We will now give an example and compare it with real bookish intonation:

conversation\ ¥('∑ås2 ¤n5såc 'kh™Is¤z32 5wåm mÈs'khIip 'khA:m3 3 5fØl‘¨ ∑i¤n's˛>åk-
Sóz3 3| Èn5†¤˙k 'lØ;˙ Èn'hA:d3 3 b¤&fø;>'xkt¤˙3 3)

exposition\ ¥('∑ås2 ¤n5såc 'kh™Is¤z32’” 5wåm mÈs'khIip 'khA:m3 3 ’” 5fØl‘¨ ∑i¤n's˛>åk-
Sóz3 3 ’”| Èn5†¤˙k 'lØ;˙ Èn'hA:d3 3 ’” b¤&fø;>'xkt¤˙3 3”’)

bookish reading\ ¥(»”'∑ås2 ¤n5såc 'kh™Is¤z32’» 5wåm mÈs'khIip 'khA:m3 3’» 5fØl‘¨ ∑i¤n-
's˛>åkSóz3 3 ’»| Èn5†¤˙k 'lØ;˙ Èn'hA:d3 3 ’» b¤&fø;>'xkt¤˙»’)

<us, in such cases, one must keep calm, follow the instructions, and think long
and hard before acting.

45.9. Notice, for exposition, the di‡erence in the relative height reached by (’”)
(\ lower than (’»)), and the quite normal pitch at the beginning (in comparison
with (»”) of bookish intonation).

Furthermore, in bookish intonation, hesitations can be frequent, generally re-
alized as longer than usual unfilled pauses (° § 36.5-6), but often they may become
filled pauses, with autonomous ‘syllables': (å, å:, √, √:, ‘, ‘:, õ, hõ) Æ, or with
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(paraphonic) drawls (not regional ones, such as those typical of the American
‘Deep South'):

¥(bÈT'∑™™n j¨ı'hxxÑ t='w™™It)
but the-en you'll ha-ave to wai-it…

45.10. A well-done exposition 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.

45.11. TV news presents a (»” ’” ’” ’” ’” ”’) superstructure, which permits one to
identify the beginning and the end of every piece of news.

Good newsreaders restrict themselves to this superstructure, which is necessary
and crucial, while accurately avoiding introducing the excessive internal (sudden)
rises, which are typical of bookish intonation.

45.12. But, too often, the news is unduly and arbitrarily segmented so that its
utterances are even distorted, to the point that they can communicate di‡erent
–or even opposite– senses, as regards the actual meanings of the information in-
tentions.

Furthermore, these pauses are quite mechanical and short (but, above all,
di‡erent from those of ordinary conversation), whereas, near the end of a piece of
news, there is frequently an interruption between the last stress (\ the one on the
tonic syllable) and the preceding one.

All this happens independently from internal cohesion (which would be nec-
essary among the elements), so much so that even a first name is separated from
its family name, a verb from its direct object or adverb, and an adjective from its
noun, Æ:

*…the çfamous &opera by Giu'seppe\ "Verdiˇ@
*the çe‡orts to ac&celerate the &structural re'forms\ of the e"conomyˇ@
*…with 'new\ pro"posalsˇ@
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˙ 45.  Paraphonic structures of: conversation (a), exposition (b), tv news (c), and bookish in-
tonation (d).

a

b

c

d
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45.13. <e 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\ "«lm &Festivalˇ@ – instead of:
…the "Cannes '«lm &Festivalˇ@.

45.14. Often, within a piece of news, newsreaders do not keep the end of a sen-
tence separated from the beginning of the next one:

*…they de&cided to "meet\ in çLondon they 'also 'promised… – instead of
…they de&cided to &meet in "London\ they çalso 'promised…
(\ …they de&cided to &meet in "London. <ey çalso 'promised…).

45.15. Obviously, there are many other communicative roles, which must allow
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 operator and client. For instance:

a ticket collector: Fares, please!
a postal worker: Good morning!
a switchboard operator: Hello, we-are-the-best-in-the-world!
a shop assistant: Good afternoon, Sir, can I help you?
a stewardess: ‰ying with us is a pleasure and a guarantee!
a Far-West sheri‡: Howdy, stranger!

45.16. <eir messages (beyond the expected meaning, which is practically su-
perfluous) want to communicate, above all, ‘we are just doing our job, and we
want you to know'.

<erefore, the (ticket) collector, the (postal) worker, and the (switchboard) op-
erator will use paraphonic pitch compression\ §” /,/@ §” (2)@, avoiding using a con-
clusive intoneme.

„ereas, the (shop) assistant, the stewardess, and the sheri‡ will make use of
paraphonic raising, emphatic preintonemes, and again continuative intonemes:
§» /˚ ,/@ §» (˚ 2)@ (° ˙ 48).

45.17. After all, even every-day greetings among people known by sight, who
are not on intimate terms, are just kindnesses, which simply show peaceful coex-
istence (in comparison to cutting somebody dead). <us greetings cannot be either
omitted, or too friendly:

¥§” (g¨b'mø;n¤˙2)@ good 'morning 
¥§” (g¨d'Iivn¤˙2)@ good 'evening˘

45.18. In fact, generally, they are reduced to:

¥§” ('mø;n¤˙2)@ 'morning 
¥§” ('Iivn¤˙2)@ 'evening – or even to:
¥§” (&mø=«2)@, and ¥§” (&i=«2)@.



45.19. 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 (»” ’” ’” ’” ”’),
with the addition of emphatic stress (but without using an emphatic preintoneme)
on each expected rhythm group (but also with more subdivisions that often pro-
duce two intonemes instead of only one).

Obviously, even bookish questions (or child-like questions) are included in this
pattern. Again they are parts of an utterance which are artificially separated and
maintained together only by textual superstructures (not by real conversational strat-
egies).

45.20. Let us give an example, by comparing the structures of conversations
with the superstructures of expositions and child-like readings\

conversation\ ¥(thÈp>¤'ph™;‘>2 È5th™Isti 'v™‚tÈb®&s¯up32 ∑i¤˙'g>IidiÈnTs2 mÈsbi5ch‘¨-
zó &v™>i'kh™‘fÈli3 3| ¿5wØt d=wi'nI;ifl3 3)

exposition\¥(thÈp>¤'ph™;‘>2’” È5th™Isti 'v™‚tÈb®&s¯up32’” ∑i¤ '̇g>IidiÈnTs2’” mÈsbi5ch‘¨-
zó &v™>i'kh™‘fÈli3 3”’| ¿5wØt d=wi'nI;ifl3 3”’)

child-like reading\ ¥(»”thÈp>¤"ph™;‘>2’” È8th™Isti "v™‚tÈb®&s¯up32’” ∑i¤˙"g>IidiÈnTs2’”
mÈsbi8ch‘¨zó2’” &v™>i"kh™‘fÈli3 3”’| »”¿5wØt d=wi"nI;ifl3 3”»)

To prepare a tasty vegetable soup, the ingredients must be chosen very carefully.
„at do we need?

45.21. <e (alleged) ‘remedy' prescribed by schools, in order to avoid the dull-
ness of child-like reading, leads to flattening (with pitch compression of the inter-
nal parts), to increasing rate (with the reduction of many stresses), and to hypo-seg-
menting utterances (with the suppression of many intonemes, by producing longer
stretches), with a loss of the wished expressiveness:

*¥(»”thÈp>¤"ph™;‘> È8th™Isti "v™‚tÈb®&s¯up32’” ∑i¤˙"g>IidiÈnTs mÈsbi8ch‘¨zó &v™>i-
"xkjÈ>Ètli3 3”’| »”¿5wØt d=wi"nI;ifl3 3”»).

To prepare a tasty vegetable soup, the ingredients must be chosen very carefully.
„at do we need?
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46.1. <e fundamental criterion for ‘choosing' the appropriate intonemes, for
each sentence, consists in the communicative intention of every single sentence,
or sometimes of a part of a sentence, which thus receives a certain intoneme, of-
ten without an actual pause.

But the absence of pauses must not make people think that the stream of syl-
lables and words is constant and homogeneous: intonation di‡erences are there
(indeed!) in spite of the connection among syllables.

Rightly these pitch di‡erences, which are included in the typology of linguis-
tic intonation, convey the nuances of meaning that native speakers instinctively
recognize, and thus (re)act accordingly.

46.2. <erefore, it is not su‚cient to have a continuative intoneme, which is
used mainly for subdividing the speech chain into pragmasemantic sequences.
<ese are of fundamental importance to communicate what people think, in or-
der to interact with others. <us, one of the three marked intonemes has to be cho-
sen.

46.3. A conclusive intoneme, as we have already seen, adds to the concept be-
ing expressed the communicative function of completeness.

An interrogative intoneme adds the function of request, generally with total
questions and, occasionally, with clarifying questions, when people have not (ful-
ly) understood, or think they cannot believe an interlocutor or their own ears.

Lastly, a suspensive intoneme is used to draw attention to what somebody is go-
ing to say (or not to say), or to some more or less relevant alternatives.

46.4. „en people are not slave to syntactic punctuation (if any – or at least
syntactically appropriate), in order to obtain satisfactory results, it is su‚cient 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 (\ in a perceptive and productive way as well – not
only theoretically), the result will be a performance which is either regional (for na-
tive speakers with no falterings or hesitations), or decidedly foreign (if they try to
use the patterns of their own language while speaking another language).

46. Considerations on intonation
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46.5. Since some intonemes (and preintonemes) of certain languages may be
very di‡erent from those of others, or even opposite (or can remind some oppo-
site functions), it is important to consider the provided tonograms very carefully,
to compare 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
di‡erences of the tonograms of other languages or those of the neutral (or ‘stan-
dard') accent of one's own tongue.

46.6. 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 com-
parison (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 very young).

46.7. Obviously, even less clearcut behavior is to be expected. For instance, a
question like ¿ç„o &wrote ‘çRomeo and "Juliet'? –instead of the answer "Shake-
speare– might receive a not too sure one, like ¿"Shakespeare, or even a far less posi-
tive one, like ¿"Shakespeare… – where the interrogative preintoneme seeks confir-
mation:

¥(¿5h¯;u '>‘¨t2 5¿5>‘¨mi‘¨ È~'G¯uliÈt3 3Ì)
¿ç„o &wrote ‘‘çRomeo and "Juliet''?
¥('S™Ik&sp¤å3 3) "Shakespeare.
¥(¿'S™Ik&sp¤å3 3) ¿"Shakespeare.
¥(¿'S™Ik&sp¤å2) ¿"Shakespeare…

46.8. More convinced answers like ̆ 2Shakespeare! (\ emphatic) or ¡2Shakespeare!
(\ imperative) would still be di‡erent from "Shakespeare, in the opposite direction:

¥(˚"S™Ik&sp¤å3 3) ˘2Shakespeare!
¥(¡"S™Ik&sp¤å3 3) ¡2Shakespeare!
¥('S™Ik&sp¤å3 3) "Shakespeare˘
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