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1. A good description of the intonation of any language is one of the most diffi-
cult tasks even for phoneticians (let alone general linguists, or common phoneti-
cians, who are forced to rely on acoustic analyses, owing to a clear lack of specific
preparation).

Natural phoneticians, however, have a more objective method of analyzing and
showing things as they actually are. First of all, it is obvious that not any recorded
example is surely apt for an accurate description. In fact, several examples are need-
ed to work out an average, which can really be representative. These examples must
derive from a careful selection of several sentences said by different informants,
both in spontaneous speech and in scripted texts.

Of course, sentences which result not to be really spontaneous must be discard-
ed at once, especially when elicited from reading. Unexperienced informants hap-
pen to read even partial questions using an interrogative tune. For instance,
¢ What’s your ‘name? [ wots jo'ne1m, ], is unnatural and absurd if said as s What’s
your ‘name? [¢"wots jo'neim-].

But there is another serious and subtle drawback that any analyst must neces-
sarely take into careful consideration. Even if native speakers (and, most of all,
hearers) can judge a sentence to be convincingly correct and quite suitable for a
given communicative situation, not any sentence is equally adequate to actually
be a good and surely representative example of a given intonation pattern.

2. We all know quite well that there are different kinds of questions, even with-
in the class of total questions (also known as ‘yes/no questions, or ‘polar questions,
&e). In fact, instead of the banal superficial structure determined by syntax, what
really determines how actually a sentence has to be uttered (in a given context) is
the semantic structure together with its communicative aim.

Thus, it is fundamental to distinguish plain total questions from at least two
other types, although their written form is exactly alike, since syntax is just a very
gross tool for putting words in a given order, and nothing more. These two addi-
tional kinds of total questions are: (total) questions for confirmation and (total)
questions for specification.

Indeed, the serious drawback of not considering this fact turned immediately
out, when the first analyses based on the ‘Map Task’ (in the early 1990’s) were car-
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ried out. Also their very poor notation, based on “ToBI’, inevitably involved a
number of serious problems, for its cumbersome and quaint notation, clearly in-
sufficient for distinguishing significant facts in a really useful way. In fact, it
confines several different possibilities into a scanty number of poorly fabricated
classes. A recent article, appeared in The Journal of the International Phonetic Asso-
ciation (2012), unfortunately employs these unsatisfactory procedures.

3. A confirmation question does not end with an interrogative tune, /?/. In fact,
the pattern undergoes a substantial modification, by changing [; ?/ into /; ./: in
neutral Italian, [¢-'-] and [¢-'- ()], respectively. The notation of the latter pattern
means that the final tune can be either conclusive, [-'- ], or continuative, [-'-], ac-
cording to the degree of certainty by the speaker, while the suitable protune is the
interrogative one, [¢], in both cases. For instance (as we will see later on), a ques-
tion like the following: Who wrote ‘Romeo and Juliet’? —instead of a sure answer
S/Ja/eespeare— might receive a not too sure one, or even a far less positive one, seek-
ing confirmation.

4. A specification question has a more complex structure, because it does not
only change the last tune into a continuative one. As a matter of fact, it moves the
suitable interrogative tune, [?/, to an eatlier position in the sentence. Indeed, it di-
vides a syntactic simple sentence into two smaller sentences, while keeping the
very same syntactic structure.

It is very important to pay due attention to cases where there is a ‘given’ ele-
ment, (such as book, in our next example), which is less important and thus less
stressed, being already ‘known’, since previously mentioned, or ‘expected’, as pres-
ent in a particular communicative situation, because it can be visible, or implied,
or inevitable, from social or cultural experience: Have you read this book?

5. Here, the structure is [; ?/ + [ ,/ —with attenuation of the sentence-internal
interrogative tune. Thus, strictly speaking we have: [; P/ + [;,/ (which can be clear-
ly shown in a suitable tonogram, as we will do, with some useful diagrams).
Indeed, internal attenuation is automatic, so it need not be explicitly marked. So,
it is generally sufficient to simply show [¢ -] + [¢ ], instead of [¢ 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 codings. The former is too sketchy, due
to its excessively limited graphic possibilities, but it should not, in the least, re-
strict the varied writing possibilities, which are typical of spontaneous and

qualified speech.

6. Another serious complaint concerns the choice of sources and references to
consult. This is a fundamental part of any scholar’s task. But books on the subject
have to be read thoroughly; not just through a library catalog. At least the table of
contents should be perused carefully. In this way, even a superficial reader could
discover —for instance— that our Manuale di pronuncia italiana (‘A Handbook of
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Italian Pronunciation’ 2004), even with no specific subtitle (such as Neutral &
Regional Accents), in a number of chapters, fully describes both the pronunciation
and intonation of 22 regional accents (including several local and sociophonic vari-
ants). On the contrary, too many authors —including that of the article hinted at
above- still seem happy to indicate just our first books (and often only their very
first editions of 1979 and 1980).

7. But let us stop cackle and start with a thorough —though short— introduc-
tion to intonation and how to usefully treat it (drawing on some books of ours).

8. INTONATION is constituted by the relative pitch of syllables forming more
or less long sequences of connected speech.

These sequences are called TUNINGS (or intonation groups) 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, com-
mand’, &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 syl-
lables 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. But it is fundamental
to remember that voices differ, because they belong to three main groups, at least:
male, female, infant — as in fig 1.

fig 1. The three main groups of human voices.

fig 2. The tuning and its subdivisions.

ab ¢ de f gh i ja B cb

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)
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Let us start from a close examination of the ideal tuning and its parts, as shown
in fig 2. Of course, it is an ideal diagram, because current sentences rarely have 14
syllables.

Now, we can go to fig 2, where we can see the whole pitch extension of an ut-
terance, which is called a TUNING (' fig 5-6, § 11 — perhaps it is better to avoid a
possible unitary term as ‘tuning’). 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.
Usually, the first protonic can be preceded by some ‘antetonic’ (ie initial un-
stressed) syllables.

Then, let us see (fig 3) an iconic and simple way to introduce people to intona-
tion: by carefully reading the examples given, and following the heights shown for
every written syllable of neutral British English. Neutral Italian intonation is
shown in fig 3.a.

fig 3. A first approach to British English intonation.

1
See You
" Sar
Ty,
2 >
(Wl /A tr’;ey) see_yoU on Saturamv'
3 don’t) . total i
(If they YU on Spp 1y (il be a Sag
AV urlxb te;,..)
4 don’t) See VoL worry 4
(Tf they ) on Saturday (don’t boyt i

fig 3.a. A first approach to Italian intonation.

I
C; vediamo //nmpniL

2 a?
Cl Uediﬂmo d() menl'c

3 _ . mem'c
(Senon) | ci_vediamo @0 A---| (perdiamao tut, )
0.
4
(Se non) | ci vediamo domenica...| (non impor; |
a.
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9.1. In anticipation of what will be dealt with presently, we may say that there
is a ‘normal’ protune, for statements, which has no particular symbol (at the be-
ginning of the transcription of a phrase) since it is the unmarked one: | /. There
are, then, three marked protunes: interrogative (J;/), imperative ([;/), and emphat-
ic (fi/).

For the French language (and a few more), it is necessary to add a fifth protune,
for partial questions (/3/, which contain an interrogative word), instead of the
normal one (J¢/). It is true, though, that at a greater level of formalization we could
avoid introducing this peculiar (notational and categorial) innovation, by using
extraphonic information and recognizing interrogative lexical elements (such as
qui, quand, combien, comment, pourquoi, oit) as belonging to a particular group.

Nevertheless, from a descriptive and contrastive point of view, more practical
structures seem to be preferred; thus it is sufficient to find [/ to realize we are deal-
ing with partial questions and not with total questions (/;/).

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.

9.2. But let us consider tunes. Generally they are formed by the tonic syllable
(ie the stressed one, which is also the last strong syllable in an utterance, in a
sense), the pretonic (ie the possible unstressed syllable before it), and the posttonic
syllables (ie the possible unstressed syllables after it). In the tonetic diagrams (or
rather tonograms), two posttonic syllables are indicated (ie internal and terminal).
Sometimes it is useful to refer to one of them, clearly, in order to highlight typi-
cal movements more clearly, above all to distinguish interrogative tunes of the ris-
ing 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 4), the three
marked tunes (of neutral British English — although our phonemic transcription
is not simply British, but diaphonemic & interphonemic, which is suitable also for
American English (and most other native accents), without having to repeat words
for different realizations). Tunes are shown at the end of phrases: conclusive (/.]),
interrogative ([?[), suspensive ([;/), and the unmarked: continuative (/,/) — On
Saturday [on'setoidet.| [on“setader.], On Saturday? [son'setorder?/ [son sefodEr],
(If not) on Saturday... (then..,) [on'setordes/ [on~sefoder:], (Perhaps) on Saturday,
(but..,) [on'setordet,/ [onsefodEr].

Here is a set o Italian examples to match with what has just been said and
shown for English (obvoiusly, they are not necessarily mere translations):
Domenica [do'menika.| [do'memika- ], Domenica? [;do'menika?/ [¢do'memika-], (se
non) domenica... (allora...) [do'menika;/ [do"memika*], (forse) domenica, (ma...)
/do'menika,/ [do'memika].
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10. The best way of dealing with the intonation of a language consists in pre-
senting its structures through appropriate and easy diagrams (ie tonograms), with
clear examples and a simple and sufficiently complete notational system (not a
cumbersome and useless one).

First of all, we must repeat —loud and clear— that the use and choice of intona-
tion patterns do not depend on syntax at all, but on semantics and pragmatics, and
above all on communicative goals. In fact, even if the syntactic formulation is, in
the end, the most evident linguistic rendering (for those who are used to reading
and writing), in actual fact it is nothing but a faithful representation of the pragma-
-semantic way to express concepts and thoughts, peculiar to every language.

If, for instance, we write —and beforehand say— I've been “looking for ‘this for
‘ages [asvbinTlokuy fo'dts.. fi'Erdsiz. ], the superficial formulation at hand is only
the inevitable result of the mental and linguistic processes that produce, in
English, the sentence just seen, although with slight possible variations.

In actual fact, it results from the juxtaposition of different concepts (each one
indicated by /./, or [-'..], 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.

Italian example: E “voi che cer'’cavo da molto ‘tempo [evivoi, ketftferkavo-, da-
'molto 'tem:po-].

Tunings (or intonation groups)

11. Tunings consist (as already seen, f § 8-9 & fig 2) of a protune (in our exam-
ple I am tran~scribing the following example [asmtjen~skjasbuiy datfoloouy tgzam-
p}]) and a tune (pho‘netically [fo'nefikli. ]). In this case, we have a normal protune
and a conclusive tune. The latter is represented, tonemically (in a 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 activities, which we know ‘work
in the classroom. In a phono-tonetic transcription, we have: [a{ E1m wizto'phass 'on.-
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asg'drsz.  thekniiks  om phyjekpikt  aekfhweotizz  wifwinseo  ‘wsk.
indu'khlasjom. ]. Of course, the same is true of the sentence example given
above: I'm trascribing...

Italian examples: Decidiamo con quale alfabeto [detfidjamo konkwale
alfaberto] (& the tune: tras'crivere [traskrivere- ). E proprio esatta'mente come tut-
ti 'noi ce laspettavamo da ‘sempre [ep'proprjo ezattamen:te kome'tutti 'noi
tlelaspetta'vamo da'sem:pre-].

Protunes

12. Thus, fig 4 shows the four protunes (of neutral British English, while fig 3.4
shows those of neutral Italian): as we already know, one is unmarked, or normal,
and has no symbol; three are marked: interrogative [;| [¢], imperative [; [;] (for in-
stance: jPay atten'tion! [ phe1 o'then(n.]), and emphatic [;] [;] (We have to check
severything ivery carefully! [;wiheey to'tShek: jeviiOuy: j'veqi khestli, ]).

fig 4. The four protunes of neutral British English.

—lelel L 1 normal
= [111()
- 1 = - interrogative

— —] = [/ [e] &)

L SE . _ — imperative
= —11 il 1)

Attt gt - emphatic
=71 ST WRR

fig 4.a. The four protunes of neutral Italian.

normal

111 O =1 [/ 110)

o . interrogative
— =1 el el {e)

°la S imperative

o o | —| o o= \.—s\\y—\_&_{.\\‘ /i/ [i] <i)

emphatic

=1 i Q)

fig 4(a) shows, on the left, sketchy tonograms; on the right, they are given in a
more realistic way. Actually, the schematic diagrams are sufficient indeed, since
these tonograms necessarily generalize and normalize the data, allowing slight
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differences of realization as well. Rather, for teaching and learning purposes, these
schematic tonograms are decidedly more useful, making comparisons with those
of other languages possible.

Italian examples: ;Fa’ un po’ d'atten'zione! [;faumpodatten'tsjome-J; i/ [i] (;Béso-
gna sempre jcontrollare 'bene jtutto ‘quanto! [;bizoppa 'sem:pre- jkontrollare beme-
itutto 'kwan:to-].

Tunes

So, fig 5 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 transcriptions), in-
terrogative [?| [-'-] ("), and suspensive [;| [-' -] ({,)) — in addition to the unmarked
one, continuative [,[ [-'-] ((")). In addition, fig 5.A gives the corresponding Italian
tunes.

fig 5. The four tunes of neutral British English.

=1 A1 conclusive ./ [-'..] (")

. N
N — : —+4—1"1 | interrogative [?/ [-'-] (")
J—TTe] [F=1"Ts] suspensive f;/ [-'.]{)
o le] [& — | continuative [,/ [-'] (")

fig 5.. The four tunes of neutral Italian.

py p— o — conclusive [/ [-'- ] (%)
5 7
B — interrogative [?[ [-'-'] (")
AR suspensive [;/ [ "] ()
o =—T-le| [F=—FF=| continuative /,/ [-'-] ()

The marked tunes have a functional charge, which is crucial for communica-
tion, as they oppose one another distinctively. The unmarked tune —the continu-
ative one— may be considered as the neutralization of the three marked ones (since
each of them would be inappropriate in certain —less important— contexts, being
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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 enuncia-
tion, 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 Ssaw six ‘men [ag'so: 'siks 'men./ [as7so:
'stks 'menz,. ] and [ Saw 'six ymen [aE'so: 'siks, 'men./ [as7so: 'stks: 'mEen:, J; in the lat-
ter case, 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. We can also have I Saw ‘six men
[aE'so: 'siks. 'mEn./ [as7so: 'stks,, 'mEen:, ] (even with a possible short pause after six),
with a more and more evident separation between the two phrases (of course, se-
mantically, as well).

We have already seen that a syntactic string does not generally correspond 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 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 con-
siderations such as the fright taken at the sight, or the delight expressed by natu-
ralists, 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: [lokat
di'tmpiings QVQ'bES.I /[ 'lokut Bi'tmp{mts ava'bE 3 ]

Italian: [/ [-'- ] (or (), [?] [ N, [ [ (7)), and [,/ [-'] ((")). Examples:
Molta ‘gente /'molta dgsnte./ molta dgsnzte -] is dlfferent from Molta ‘gente ['mol-
ta, 'd&zente./ ['molita- '&genzte- ]. Ecco qui le impronte dell’orso ['ekko kwi leim'pronte
dellorso./.

14. Thus, if we go back to the original utterance, what we find is something
closer to a natural exposition: [lok. di'tmpiinfs ovobesr./ [lok.. di umpyints
ovobess, ]; in fact, in the same sentence, there are two pragmatic concepts: the im-
prints and its sighting.

If we then divide it into three parts (of course, with three separate tunes), the
nuances expressed are more detailed: [lok. di'tmpiings. avobear./ [lok,. di'um-
pqints.. ovobe's, ]; in this way, we can manage to separate, conceptually too, im-
prints 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: [loksf di'tmpiings,
ovobeor./ [lokut di'tmpyints avobe-s,.] (and variations).
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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: [juumastiiid fo:1021 'boks pndispas-
'‘tikjolox 'sebdgoky./ [jpumoasTirid f3:ds boks pndispa'thikjsls 'sebdziky..], we can
have: [juumoastiiid fo:1021 'boks, pndispartikjolos 'sebdzoky./ [jpumoasTyrid fa-ds
boks- pndispathikjols 'sebdzikt. ], or: [juumostiiid, fo:1do1 boks, pndisparyikjslos
'sebdgokf./ [jpumoas qrid- fs:ds boks: pndispathikjsls 'sebdsiky..], or else: [juu-
mosfhiid, fo:1d01 boks, ondisparfikjslas, 'sebdgokt./ [jpumas yrid- fs-ds beks: pn-
Jispathikjolo- 'sebdgiky..]. We could even have: [juu, moasfiiid, fa:1d51, boks. pn-
'dis, partikjolos, 'sebdgokt./ [Fjpru- mosyrid- fs-ds- boks.. pn'dis pa'thikjslo- 'seb-
dzikf..] (with more and more numerous nuances and implications).

Italian (subdivided): /'ckko 'kwi. leim'pronte dellorso./ ['ckko kwi-, leim'pronte
dellor:so-]; ['ekko kwi. leim'pronte. dellorso./ ['ekko kwi-, leim'pron:te-, dellor:
so-]; ['ekko. 'kwi. leim'pronte. dellorso./ ['ekiko-, kwi-, leim'pron:te-, dellor:so- ].

Devi consultare un nuovo dizionario d’inglese [devi konsultare un'nwovo dits-
tsjo'narjo din'gleze./ ['devi konsul'tare un'nwovo ditstsjo'narjo din'gleze-]; ['devi
konsul'tare, un'nwovo ditstsjo'narjo din'gleze./ [devi konsul'taxre- un'nwovo dits-
tsjo'nacjo din'gleze-]; ['devi konsul'tare, un'nwovo, ditstsjo'narjo din'gleze./ ['devi
konsul'ta:re- un'nworvo- ditstsjo'nartjo din'glezze- ]; 'devi konsul'tare, un'nwovo dits-
tsjo'narjo, din'gleze./ ['devi konsultare- unnwovo ditstsjo'najo- din'glexze-];
['devi, konsultare, un'nwovo, ditstsjo'narjo din'gleze./ ['dewvi- konsul'ta:ce un'nwo:-
vo- ditstsjo'narrjo din'glexze ]; ['devi, konsul'tare. un'nwovo, ditstsjo'narjo, din'gle-
ze.[ ['dewvi- konsul'taxre:, un'nworvo- ditstsjo'nazcjo- dig'glezze- ].

15. A conclusive tune is necessarily used whenever a given concept is complet-
ed in the speaker’s mind. Thus, besides the words which form the sentences, it con-
cerns communicative functions as well, as if, in saying I£’s raining cats and dogs,
we added ‘I am stating’ — so: I£’s 7aining cats and ‘dogs [its jeinuy 'khets on-
Jogz..].

Each tune has a specific function: the interrogative communicates ‘I am ask-
ing’: s it raining cats and ‘dogs? [ sz 2 E1nuy 'kheets on'do-gz-1; the suspensive one
communicates ‘I am underlining’: If it’s raining cats and dogs... (iit’s a calami-
ty!) [Utts"yeiny kheets on'do'gz.| (jitsukwlemsyi.)]. The continuative tune, in-
stead, simply communicates ‘I'm not finished’: It’s raining cats and ‘dogs (but I
don’t “care) [tts"jEinuy kheets on'do-gz- (bsfasdsenkhes.)].

It is possible to have a series of conclusive tunes: Yesterday it ‘rained. To™day it’s
Yraining. Tomorrow it'll \pour. 'm ~sick and ‘tived. I'll "go a‘way! [jesfodEr @e'1nd. |
tho™de1 wsyemnuy. | tho'mogse t¥pho: | asm7sik an'thassd.| aat"gso wwer .
However, a suspensive tune is very likely for Tomorrow it’ll pour [fho"mpjze
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: *[*c7jesfoder (?E1nd...° fo"dET
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usyEinuy..,” fomoy3e ftphor | asm7sik an'thasad..,” aat"gso wwere,]. The
small rings show the additional pitch movement which is typical of ‘bookish into-
nation’, which must be kept well apart from normal (ie conversational) intona-
tion, and also from the typical intonation of text exposition (even done mentally),
as we will see.

A turther example to show that, normally, writing and punctuation are just
miserable devices with syntactical functions, and not at all helpful for reading: I'm
terribly busy: I can’t come; I'll let you know; don’t be cross [asm™thejabli buzi,. as-
“kha khem: | aatletfp 'ns-o.. ;"dsom bikhjps..]. Also the example I've been Took-
ing for ‘this for ‘ages [asvbun"lokuy fo'dts,, f{E1dzz..] 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?

Italian: Oggi ‘piove [2dzdsi 'pjorve-]; ¢0ggi ‘piove? [¢odzdsi pjove-T; (Se) oggi
Ppiove... (é una scia’gura) [(se)odzdsi “pjorve’| (Eunaffaquira-)]; Oggi ‘piove, (ma non
im‘porta) [2dzdsi 'pjorver| (manonim'por:ta-)].

leri pioveva. Oggi ‘piove. Domani diluvie‘ra. Sono s‘tufo. Vado “via ['jeri pjo'ver
va-, oz dsi pjorve., do'marni diluvje'ra-| sonos'tuto-, 'vardo 'vi-a-] (or Domani dilu-
viera [do'mani diluvjera™]). leri pioveva, oggi piove, domani diluviera, sono stufo,
vado via *[*djeri pjo'verva.,’ odzdsi 'pjorve-,° do'mrani diluvje'ra-,® sonostu:fo-,,’
vardo 'vira-o,].

Sono molto occu'pato: non posso ve'nire; ti faccio sa'pere, non te la ‘prendere [so-
no'molto okku'pa:to-, nompossovenicce-| tifatftfosa'perre-. jnontelapren:dere- ].

Questions

16. A further important point, to always keep in mind, is that an interrogative
tune need not be used whenever there is a question mark at the end of a sentence!
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 fotal questions (or ‘yes—no questions’)
request interrogative tunes. These questions are answered by Yes or No (or, possi-
bly, by Perhaps, I don’t know, It depends, &c); but, above all, they do not include
interrogative words: :Did you ‘see? [squdgp'sri-], ¢Is it ‘interesting? [swzif sty
¢Can you ‘hear me? [skunjpuhiomi-.

It is important to pay due attention to cases where there is a ‘given’ element
(book, music, John, 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
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visible, or implied, or inevitable, from social or cultural experience.

¢Have you ‘read this book? [;hevijpied- :disbok:], ;Do you like music? [ :d@)jp-
lask:" \¢'mjpuzik|], ;Do you ‘know where John is? [sd@)jp'nso” swesdonuz], s the
Station far a'way from pere? [s12857stEi{n fary wwer ¢fomhue ], ¢Is there a ‘li-
brary mear pere? [s1zday0latbagi (¢'nvs hre].

Italian examples: sHai ‘visto? [sai'visito-], ¢Le ‘piace? [¢le'pjartie-], ¢E lon'tano?
[¢ellon'tano-].

¢Hai ‘letto questo libro? [sailetito” | gkwestolitbeo-|], sLe ‘piace la ymusica? [sle-
pjartle lamuzika-|], :Sa se é a’perta la farmacia? [s'sas seeaperita: clafarma'tfi-al,
¢E lon'tana la stazione? [¢ellontama glastats'tsjome], cCé un'e'dicola da queste par-
ti? [¢feune'dizkola | ;dakweste'par:ti-].

17. In the examples just seen, the structure is [; ?/+/; ,/ with attenuation of the
sentence-internal interrogative tune. Thus, strictly speaking: [; Po[+/s ,/, as will be
seen shortly, with modifications of the tunes.

Indeed, internal attenuation is automatic, so it need not be explicitly marked:
[¢ “T+[¢ -], for [¢ “o]l+[¢ -]. 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 [ah'met, 'ankaradaduwr./ [2ah-
'met- .2ankaca daduz,.] ‘Ahmet 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? [ shaevjp 1e-d disbok-1, sDo you Tike ‘music? [:dojulask
'mpuzik-1, ;Do you know where John is? [sdojp nzo wes'dgpnnz1, ¢Is the station
far away from ‘here? ;12057 stEin faxy wwet fyomhve-], oIs there a library near
‘here? [s1z019 latbyagi 'nus hre-].

Italian: 'Sa se la farma'cia é a’perta? [;'sas: ¢selafarmatiia ea'perita-], sLa stazio-
ne & lon'tana? [;lastats'tsjone- ¢ellon'tana-], ;Da queste ‘parti c'é un'e'dicola? [;da-
kweste'par:ti- s tleune'dickola-].

18. On the contrary, partial questions (or wh-questions) include specific (inter-
rogative) 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 me: : How many \languages do you speak? [ haomeni leggwt-
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dsiz.. 1o djp'sprik- ], it is obvious that they know I happen to speak some languages;
and if I say ¢ " Who ‘told you that? [ hpru thootdspder. ], or : How do you “know?
[¢hao dju'ns-e..], that piece of information is something known, or ‘given’.

Therefore, 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 langua-
ges you speak, and Please, tell me 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 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 (/?/ [-' 1), which in neutral
British 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
among 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
sufficient to indicate the pitch difference that the ear clearly hears: ; Quando ‘com-
prano il nuovo computer? [skwando kom:prano-, | silnwovo kom'pju:ter], in com-
parison with Quando ‘comprano il nuovo com'puter [ kwandokom:prano- il'nwo-vo
kom'pjuzter- ]. Going back to the English example, we have: ;" When will they “buy
a new computer? [wem: witderbas, . | so'njpru kum'phjpute-] and “When they buy
a mew com'puter [Wender bas a'njpru 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 § 21-23).

The question about the computer already shows that the plan of buying a new ma-
chine (hopefully a new Mac) was ‘knowr?, or ‘given’, not a ‘new’ fact. Equally, we
have a parenthesis as soon as an example like sWhen are you leaving? [ wen: ojp-
Triviy..] becomes a known fact as far as the departure is concerned: :When are you
leaving? [swen:,, |gojpliivuy-]. Usually, this also happens —for pragmasemantic rea-
sons— in sentences like: sHow ymuch does it cost? [chao'met]. . |sdozikkhosf |; where-
as realizations such as sHow much does it ‘cost? [ shao met] dozikkhost. ]; are to be
found only in ‘teaching’ recordings (but, unfortunately, what we actually hear, in
too many recordings, is sHow much does it ‘cost? [shao met| dozikkhost], indeed!).
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Italian: s Quante ‘corse ci ‘sono all’ora? [skwante kore- ;tlisomo-, |sallora-];
&Chi te Uha detto? [ kit telad'det:to-]. Vorrei sapere quante corse ci sono all’ora e Mi
devi dire chi te I'ha detto. ;Come sac‘cende questo computer? [;kome satf'tfen:de-,
ckwestokom'pjuzter]; Mi servirebbe il tuo aiuto, ché non so come saccende questo
computer.

&Quando ‘tornano? [¢kwando 'tor:nano-]; Quando “tornano [kwando'tor:na-
no-]. :\Quando tornano? [ skwan:do-, 'tormano- ).

c"Qmmto ‘costano? [d'kwanto kos:tano- ], or é'Quando ‘partono? [e‘kwando 'par:-
tono-]; \Quanto costano? [ ‘kwan:to-, |kositano- ], or :*Quando partono? [ kwan:-
do-, 'par:tono-,].

19. Let us briefly move back to the kind of intonation used at school, which
makes people say *[;"wem witderbas o'njpru kum'phjprute] *: 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 they’re going to buy a new computer?’, ie s When will they buy a new com-
‘puter??® [¢"wem wutderbas 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 § 20 & 25) is: ["'wem wutderbars o'njp-u kum'phjprute. o°].
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, °] "What’s your “name? is a classic
example, instead of ["wots jo'ne1m. ] "What’s your ‘name?

[talian: *[¢kwando 'tornano-] *:Quando ‘tornano? — [;kwando'tormano-]
¢Quando ‘tornano??° or [kometi'kjami-o°] Come ti “chiami?, instead of [s’ko'me
tikjami-] Come ti ‘chiami?

20. There is also a difference between: ; How many ‘times shall I “say that?
[ haomeni thasmz- s{slas'se'1def..] —a normal partial question— and : How many
‘times shall I “say that?! [;“haomeni "thasmz- s(olas'ser1def,.] —a (partial) rbetorical
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
I say that? [;"haomeni 'thasmz- s[slas'serrdeef], which uses the unmarked contin-
uative tune in order to make the question less brusque, as in ;" What’s the ‘time?
[c"wots do'thasm'], " Who 'is it? [ hpru 'wzif], decidedly more suitable, above all
with strangers, than ¢ "What’s the ‘time? ["wots do'thasm..], s Who ‘s it? ["hpru
"zt
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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
given sentence.

Besides, if people ask :Can you hear me? [ :kupjphiomi, ], 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
canonical intonation patterns, which are so to say ‘expected’, producing mixtures
of protunes and tunes too.

Italian: ;Quante wolte lo devo ‘fare? [ skwante 'volite: clodevotfaice-]; s Quante
olte lo devo Mare?! [¢kwante "volite- slodevo'taxce-]. s Quante wolte lo devo ‘fare?
[¢kwante 'vol:te- lodevo'faxe].

¢Che ore sono? [ske'ore 'somo-], ;Che ora €? [ske'ora 'e], sChi ? [ski'er]; :Che ore
Sono? [ske'ore 'somno-], sChe ora *é? [ske'ora 'e-.], ;Chi é? [ski'e-.].

¢'Sai Lora? [ssai- (glowa]; ¢Sai Tora? [¢sailowa-]; Sai ora? [sai'lora-o°].

Tune modifications

21. Even a sentence like Put it on the table ["phofif ondatheibt, ] can be said
with different intentions. In fact, Put it on the ‘table ["phoftt ondo'theibt. ] can
sound too brusque and impolite, or too familiar and friendly; these nuances are
not explained by syntax, but rather by pragmasemantics. Therefore, often ATTEN-
UATION may be introduced, which can be shown by placing an empty dot (or ring)
at mid height [o]: "Put it on the ‘tableo ["photif 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 conclu-
sive tune too: And this ends our programs, [on dts 'en:dz a’phyzegiemz. ,].

Italian: Mettilo sul tavolo ['mettilo sul'tarvolo-]; Mettilo sul ‘tavolo ['mettilo sul-
tarvolo- |3 Mettilo sul tavoloo ['mettilo sul'tarvolo-o].

¢Che ore 'sono?® [ske'orre 'somo-°]; sChe ore sono? [:ke'ore 'sono-; ;Che ore 'so-
no? [cke'ore 'somo-]. E con 'questo abbiamo fi'nito, [ekkonkwes:to- abbjamofi'nix-
to-,].

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 pre-
viously presented questions.

For instance, in 've “bought the tickets for the ‘concert [asv bo-t do'thikuts fodu-
'khonsof,.] we find a ‘normal’ tuning expected according to the tonogram. How-
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ever, one may have to say: I've \bought the tickets for the concert [asvbort.. da'thikits
fodu'khonsat. ] — possibly even with some emphasis: 've “bought the tickets for the
concert [asv'bot,, |0o'thikits fadu'khonsaf, ], 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? [shaevipbo-t ;0o thikits fadukhonsat], 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 da'thikits fadu'khonsot-]. 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?’).

Italian: Ho comprato i bi'glietti per il te'atro [ ckkom'prato ibik4et:ti- perilte'a:
teo-]; Ho com'prato i biglietti per il teatro [jokkom'prazto-, |ibikAetti peilte'a:tro- J;
Ho com*prato i biglietti per il teatro [okkom"praito-, |ibik'ketti pecilte'aztro-,].

¢Hai com’prato i biglietti per il teatro? [;aikom'praito” | sibik'ketti pecilte'aitro-];
¢Hai com'prato i biglietti per il te'atro? [saikom'prazto- ¢sibikAetti perilte'artro-].

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! [UJer hevnfendo'sio-d.| asqwli dson'ns-o ‘wof fo'dpru.. ;9baoftt. |,
And “when at last I “came round the ,corner, they were al‘;’eady \there [om WEnN: 2r-
larsf as’khetm ja-ond du'khone.| detws ot 1edi ‘O3, ], or to clearly separate the
parts of an utterance: ; Are you going by ,bus, or wal/emg [¢"ajp 'gsouy basbes:
¢o"workuy, ], or to announce in advance the end of a complete list of items: Apples,
\pears, strawberries, ‘cherries ["eplz- 'phe-sz- 'st1o-byiz. 'theyiz. ].

A suspensive tune can also occur at the end of particular incomplete utterances:
I did ,try... [as™du( 'thyas.], You'll ~see one day or another... [qu}‘SI i wen qE I
oe'nede]. ‘Intermediate’ degrees are possible: I “did ,try...o [as~dvd 'thyas.°]
You’'ll “see one day or a,nother...o [just'sri wen'det ovjo'nede. o] (with attenuated
suspensive tunes); I did ‘trye [as dud 'thias..c], You'll see one day or a*‘nother...o
[justsri wen'det o-ja'nede. o] (with attenuated conclusive tunes); and I did ‘try
[as™dvd 'thya9. o], You'll see one day or a*nother [just sri wen'det ovyo'nede. ] (with
no attenuation of conclusive tunes). Obviously, they present different commu-
nicative 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 nuances, ie emotional (eg sadness, shy-
ness, threat...), and social as well (eg skill, supremacy, arrogance...). Certainly,
these characteristics are real and present, in actual communication, but they are
even more complex to analyze, describe, and transcribe. This means that it is im-
portant both to develop full awareness and to succeed in using a notation system
which is fairly appropriate, but obviously not too simple.

Italian: Se non hanno ca’pito, non so cosa farci! [se(n)nonannoka pi:to™ nonsok-
kozatar:tli- |; Quando sono entrato, era tutto bru'ciato [kwandosonoen tra:to era-
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‘tutto bru'tfazto-]; ¢ Prendi Tautobus, o vai a ‘piedi? [;'prendi “la-utobus sovvajap-
‘pjexdi-]; Ciliegie, 'fragole, “pere e ‘mele [tilje:dze- fragole: pewre em'meile- .

Ci ho provato... [(opprovaito]; Te waccorgerai... [tenakkordzerai-]. Ci ho
provato...o [foppro vaito™o], Te waccorgerai.. .o [tenakkordzeraito]; Ci ho pro‘va-
too [foppro'varto-o]; Te waccorge'raio [tenakkocdzerai-o]; Ci ho pro‘vato [foppro-
varto-]; Te waccorge'rai [tenakkordzerai-].

23.2. In some languages, such as English and French, but also Italian and oth-
ers, according to communicative aims, when there are some implications, quite
frequently, a suspensive tune may be used (with or without attenuation, or possibly
with 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 abead,
Make yourself at home, Can I have that chair? or in French: Bonjour!, [aimerais bien
une pizza, Allez tout droit, Asseyez-vous, Ce n'est pas possible! or in Italian: Ciao!, Vorrei
una pizza, Vada sempre diritto, Saccomodi, Posso prendere una sedia?

Quite often, these two tunes ate 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 7s 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 inter-
rupted 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.

23.3. Another frequent use of non-conclusive tunes derives from the insecurity
—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 mes-
sage— which conveys ‘non-invasiveness’, in different mixtures of friendliness, def-
erence, hesitation (precisely with [;/, or even simply /,/).

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

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.
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Although this phenomenon has been detected and described in the areas just
mentioned, it is nevertheless not absent elsewhere, and for other languages.
Neither is it something absolutely new, but simply something which can show it-
self more freely, 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 posttonic syllables;
but on different levels. In fact, for [?/ the terminal posttonic syllable is high indeed,
whereas for [;/ it remains within the mid band, as can be clearly seen in the tono-
grams of & 2 in our Handbook of Pronunciation, including the ‘Oceanian’ ones of
Australia and New Zealand. Therefore, they must absolutely not be combined in
descriptions (although this is just what is done too often).

The solution to this problem is to adequately separate the ‘linguistic’ level of
intonation (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 posttonic 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 6(a) shows the attenuation mechanism of marked tunes (we briefly men-
tioned above), whereas fig 7(a) shows the accentuation mechanism of the two tunes
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which are functionally the most opposing (conclusive and interrogative — already
mentioned too).

fig 6. Attenuation of English tunes.

— — attenuated conclusive [.of [-', o]
~J N~
= ]
% — T . : :
J —— ——"+-1 | attenuated interrogative [?of [-'- o]
= B B attenuated suspensive [;of [-' .- o]
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fig 6.A. Attenuation of Italian tunes.
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i S— attenuated conclusive [.of [-'- o]
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7 ~ 7 ~| attenuated suspensive [;of [ 7"+ o]

fig 7. Accentuation of English tunes.
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fig 7.A. Accentuation of Italian tunes.
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Tuning (horizontal) extention & contraction — and (vertical) compression

23.4. As we have already said, the number of syllables in a tuning (as well as
in a protune and tune, of course), normally, varies according to the words chosen
for each sentence. Thus, these tonetic parts are subject either to extension or to
contraction.
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In fig 8, the example Di domenica sera non danno spettacoli [dido'me-nika 'se'ra
non'dannos pet'tatkoli] corresponds to an ideal tuning, with 14 syllables: 10 in the
protune and 4 in the tune. Of course, this is true provided the sentence is not said
as two tunings, which is most probable, indeed, either with [;/ or /,/ after sera.

On the left, fig 8 shows our example with different protunes and tunes, in this case,
combined as follows: [ [ + [,/ (both unmarked), /;/ + [?/ (both interrogative), [i/ + /.|
(imperative & conclusive), [i/ + [;/ (emphatic & suspensive). On the right side of fig 8,
we can see the example Di domenica no [dido'me nika 'no], with only 6 syllables for
the whole tuning. Thus we have 4 syllables in the protune and 2 in the tune. It is ob-
vious, then, that 14 (ideal) syllables are contracted into just 6 ones, horizontally. But
there is also a vertical compression, which is more apparent in the cotracted tunes, as
fig 8 clearly shows (again with the protunes and tunes combined as before).

fig 8. Examples of extention & contraction for different numbers of syllables.

di domenica sera non danno spettacoli di domenica no

[] e | [ —e——e—
2l le-] [T N —— ,/ ) S
fi-f ;-] \&\Mm&\ N\e_*\
hil G [ R e S

[dido'menika 'se'ra non'dannos pet'takoli]  [dido'menika 'no]

fig 9 shows the four Italian tunes with a different number of syllables, to illus-
trate a tonetic extension (in the same order as above). Of course, the gemination
of [f] is due to the fact that, in neutral (and central-southern) Italian, e causes co-
-gemination, as in io e te [jioet'te].

fig 9. Examples of extention & contraction for different numbers of syllables.

e fabbricatelo e fabbricalo e fabbrica e fabbro efar efa fa

ML =T [ N == | Py | Py

———
/:)/[|] o — 1o —— o w/ — 7 |[— ===

/;/[.".]o o [« N[ N[ ~ | >l ||

/,/[-'-]0—00 e ———— o || — e | | o | | —

[effab:brikatelo effab:brikalo effab:brika effab:bro effar effa 'fa]
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fig 10 shows a few contrastive examples with conclusive and interrogative pro-
tunes and tunes.

fig 10. Some useful examples showing the fundamental difference between statements and
(total & partial) questions.

O w— )

Q

E semplice. [essemzplitfe- ]

E semplice? [:essemzplitfe-]

e}

O O

Q

E vero. [Evivero-]

E vero? [¢EV'vero-]

)
-

o e}
S
—

Si puo. [sipwo-] Si puo? [¢sipwo-]

o
S S
— — “—y

Chi puo. [kip'pwo-] Chi puo? [skippwo-]

o o
— o]

Chi puo? [skippwo-]

= O O e—mm - O
9]

Q

Non lo verificano.

Non lo verificano?
[nonlove'rifikano- ]

[¢nonlove'rifikano-]

0 O —— —

Q

Quando ritornano.

Q

Q

Q

Quando ritornano?

[kwandori'tor:nano- ] [¢kwando ri'tormano- ]

fig 11 shows a frequent variant of the continuative tune occurring after an in-
terrogative protune.

fig 11. Two variants of /,/.

bl L] -

Italian continuative tune

Jeof [e-] [I—t=1=

Variant of the continuative tune (after an interrogative protune)

Parentheses & quotations

24. Lastly, again in a concise way, let us consider fig 12 which shows the dia-
gram of parenthetic phrases (which can be low or mid, as we will see presently) and
of quotations. Here we illustrate parentheses and quotations: First of all —he said—
let’s consider ‘natural’ phonetics, as it’s properly called ["fs-sf ov'o:t- thi'se-d-+ Tets kun-
'stdo "neet{yt. ! fo'nefiks.. jozits phyopsli khottd. ]
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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, quo-
tations are —practically— the opposite of parentheses.

fig 12. Diagrams of parentheses and quotations.

low parenthesis [, ] /, )/ mid parenthesis [+ 1] [+ 4/ quotation [T 7] /'Y

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 usual (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) 7s direct speech, indeed.

Italian: Prima di tutto —disse— consideriamo chi sono ‘gli amici’ veri [primadi‘tut-
to, 'disse,; konsiderjamo, kissonoA"Aa'mitfi."veri./ [primadi‘tut:to- \'disse: konsi-
derjamo kissonoA'{a'mi:tfi-! 'veuri- ].

Considerations on communicative ‘roles’

25. We have already talked about ‘bookish intonation’ (§ 15). We will now
study in depth ‘bookish questions’ as well (mentioned in § 19-20). Considering
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 (substantially
affirmative) sentence and a (substantially interrogative) communicative function.
They use a conclusive tuning —ie a normal protune followed by a conclusive tune—
modified by a role interrogative tune: [.[+‘[?[" [..]+[°°], without even distinguish-
ing between the two fundamental types of questions — total (/; ?/ [¢ -]1) and partial
(e[ le.D).

Contrary to the rules of actual communication, in bookish questions some-
thing 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! (...
nothing more.) Thus, instead of using an interrogative protune and other tunes
suitable for conversation, the structure indicated above is provided: [./+/?/ []+[°].
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26. During a lecture on Phonetics, if we give the example of a (partial or total)
question without introducing it —as usual— by stating first for instance’, but say-
ing it exactly as: “What’s the ‘time? [¢"wots 0o'thasm, ], or Is it ‘raining? [z 2 E1-
nuy’], 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 example,
for example: x, v, z [lets"guv onigzampt.. foqigzampt. "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 superstructure of a teaching
situation.

Italian: Che ora *é? [ske'ora 'e.| [ske'ora ‘e ], oppure Piove? [s'pjove?/ [s'pjove-].
Facciamo un esempio, per esempio: X, Y, z [fatftfamo unezempjo. perezempjo; "ik,
sipsilon, 'dzeta.]/ [fatftfamo unezem:pjo-, perezemrpjo™ k= 'sipisilon- 'dzexta-].

27. Actually, even bookish intonation is a prosodic superstructure, which is
added to a whole fext 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
reference to the temporary incompleteness of the text is added; whereas its com-
pletion is implied by the final pitch lowering, which opposes the (higher than usu-
al) 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 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 pres-
ents mechanical and ‘regular’ pauses (which are never too long), and quite atten-
uated 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) ['Jes- tn"set| 'khersiz: "wem moskhrip kham..
“folse diwn'strekinz.. on Ok To'y snhaxd.. bufo:yekfiy..]; (ExposiTiON) [des: wn-
“set] 'khesiz .o "wem moskhiip khaim. o “folse diwn'stiekinz. o an"0igk 1o g on-
'haxd...c buforgekfiy. o,]; (BOOKISH READING) [°o'Jes: in“set] kherstz-,° "wem mos-
khiip kha:m..,° “folse diwn'styekinz. > onOwgk o'y anhad...° biforyaekiy. %, ]. No-
tice, for exposition, the difference in the relative height reached by [ o] (ie lower
than [,°]), and the quite normal pitch at the beginning (in comparison with [%]
of bookish intonation).
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Furthermore, in bookish intonation, besitations can be frequent, generally re-
alized as longer than usual unfilled pauses, but often they may become filled paus-
es, with autonomous ‘syllables’: [e, e, 3, 35, m, hm], or with (paraphonic) drawls
(not regional ones such as those typical of the American ‘Deep South’): but the-en
you'll ha-ave to wai-it... [botdeen jotheey fu'weerf]. 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 im-
provising, in order to be more welcome and seem smarter.

Italian: Percio, in casi del genere, si deve procedere mantenendo la calma, sequendo
le istruzioni e riflettendo molto bene: (CONVERSATION) [per'tfo- inkazi de] dzemnere’|
sidevepro'tfe:dere: mante'nendo lakalima-| segwendo leistrutstsjomi* egciflet'ten:-
do- 'molto beme-]; (ExposiTiON) [per'to- inkazi de] dzemnere ot sidevepro'tfe:dere-
mantenendo lakalima- o se'gwendo leistrutsTtsjomni*yo! erciflet'ten:do- 'molto bex
ne-o,]; (BOOKISH READING) [®oper'tfo- inkazi de] dzemere’,” sidevepro'tfe:dere: man-
tenendo lakalima- ° selgwendo leistrutstsjorni,” ercifletten:do- 'molto beme-°].

Ah, ham, abm, eh, hem, ehm ['a, 'a:, 'ah, 'a?, ha, ?a, 'ha?, Pah'am, ham, ?am, 'm,
'hrp, 'ahrp, 'Pahrp, Pamh, ‘e, 'e, 'eh, 'eh, 2¢, e, ?ch, ?eh, he?, he?, 'em, 'hem, Pem,
'ehm, ehm]; ee allooraaa si dovraa aspettaree...

28. TV news presents a [ ,o j0 0 o0 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 ac-
curately avoiding introducing the excessive internal (sudden) rises, which are typ-
ical 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 com-
municate 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,
frequently, there is 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 adverb, and
an adjective from its noun, &e: *...the Jamous opera by Giu'seppe| Verdio,; *the “efforts
to accelerate the structural reforms| of the e‘conomye,; *.. . with new| pro‘posalse,.

The last examples show that often the normal structure is irrationally distort-
ed; 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 Fes-
tivalo,.

Often, within a piece of news, newsreaders do not keep the end of a sentence
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 jmeet in London. They ~also ‘promised...).

Italian: ...la famosa ‘opera di Giu'seppe| Verdio,; ...le intenzioni del Presi'dente|
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del Consiglios, ; ...per prepa‘rare| le ri‘formee,; ...per lavo'rare| seria‘menteo,; ...delle
ultime| ele'zionioy; ...con pro‘poste| ‘nuovee,.

...le wittime accer'tate sono| ‘treo,; ...col sindaco 'di| ‘Romacy; ...il dieci ‘per| ‘cen-
too, — ...il Presi'dente| della Repubblica *Ciampioy; *...al Festival| del cinema di Ve-
‘neziao, — instead of: ...il Presidente della Repubblica| *Ciampio,; ...al Festival del
cinemal di Ve'neziao, (as a matter of fact, there is no la repubblica Ciampi, nor il
cinema di Venezia).

*...sostenendo che non cera piti miente da dire a nessuno| era sembrato possibile...
— instead of: ...sostenendo che non c'era piti niente da “dire| a nessuno era sembrato pos-
sibile...(ie: ...da dire. A nessuno...); or: *...i rappresen'tanti si sono incon'trati a Mi-
\lano| é continuata la riunione... — instead of: ...7 rappresen'tanti si sono incon'trati| a
Milano é continuata la riunione... (ie: .. .si sono incontrati. A Milano é continuata...).

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 opet-
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 sherift (howdy, stranger!).

Their messages (beyond the expected meaning, which is practically super-
fluous) 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 [,/) (> []), avoid-
ing using a conclusive tune. Whereas, the (shop) assistant, the stewardess, and the
sheriff will make use of paraphonic raising, emphatic protunes, and again contin-
uative tunes: (° [; ,/) ° [; -])-

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'mo nuy]), good ‘evening (o [godiivniy]); in
fact, generally, they are reduced to: morning (o ['monuy]), evening: (o [1ivniy]),
or even to (o [mour]), and (e [iug]).

Italian: ticket collector (biglietti prego), postal worker (buongiorno, dica),
switchboard operator (Siamo-i-migliori-di-tutti, buongiorno), shop assistant (buon
giorno, posso aiutarLa?), stewardess (volare con noi é un piacere e una garanzia), Far-
West sherift (salve, straniero!).

Buongiorno (o [bwon'dgorno,/) (o [bwon'dgor:no-]), buona'sera (o [bwona'sera,/)
(o [bwona'sexra:]); generally reduced to: 'giorno (o [dorno,[) (c ['dzormo-]), sera: (o

['sera,[) {0 ['sexrar]).

30. Let us now also consider child-like’ reading. Everybody can easily recall and
recognize it at once (rather annoyingly). However, this is a ‘role’ again with its con-
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ditions. In fact, child-like reading has the typical ‘textual superstructure [®o jo jo j0
o], with the addition of emphatic stress (but without using an emphatic protune)
on each expected rhythm group (but also with more subdivisions that often pro-
duce two tunes 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
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?: (CONVERSA-
TION) [thopytphesy: otheisti 'vedstoblspup.- diuy'gyridionts: mosbi tthsezn veyi-
khesfsli, | s wot duwilnrid..]; (expositioN) [thopytphes.,e o theisti 'vedztoblspup...o
diy'gyridionts,ec mosbitthsezn vegikhesfsli. o | s"wop duwinrid.e.]; (CHILD-LIKE
READING) [°othopit"phes-,e o7thersti "vedztobtspup...o diuy'gyridionts,e masbi-tfthso-
21,0 vEi'khEsfoli, o | ®os wot 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-segmenting ut-
terances (with the suppression of many tunes), with a loss of the wished expres-
siveness: *[°othopyt"phe's o7theisti "vedsfoblspup.-.e diuy'gyridiants masbitthsezn
vEJi"ekjogatli..o0| ®oc wot Juwi'nrid. o°].

Italian: Per preparare una saporita zuppa di verdure miste, bisogna fare molta at-
tenzione alla scelta degl’ingredienti. Cosa si deve prendere?: (CONVERSATION) [per-
prepa'rare unasapo'ritadz 'dzup:pa- diverdu-re "misite’| bizoppa fare'mol:ta- atten-
‘tsjomne-, allaffelta deAAingre'djen:ti-| ¢koza sideve'pren:dere- ]; (ExPOSITION) [per-
prepa'raire- o unasapo'ritadz 'dzuprpa- o diver'du-re "misite™ 0| bizoppa fare'mol:ta- o
atten'tsjome- o allaf'{elta deAAingre'djen:ti- 0| skoza sideve'pren:dere-o,]; (CHILD-
-LIKE READING) [®operprepa'raie-,o unasapo'ritadz "dzup:pa-,e diver'dure “misite™ |
bi"zoppa "faxce o "mol:ta- 0 atten"tsjomne- o allaf'{elta ded Liggre'djen:ti-o | ®o'koza si-
'deve "pren:dere-o°].

With loss of expressiveness: *[®operpreparare unasapo'ritadz 'dzuppa diverdu-re
“misite"o| bizoppa fare'molta atten'tsjorne allaffelta dekAingre'djenti-o | “okozasi-
devepren:dere-°].

Considerations on intonation

31. The fundamental criterion for ‘choosing’ the appropriate tunes, for each
sentence, consists in the communicative intention of every single sentence, or
sometimes of a part of a sentence, such as a single phrase, 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 homo-
geneous: intonation differences are there (indeed!) in spite of the connection
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among syllables. Rightly these pitch differences, which are included in the typol-
ogy 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 syntac-
tically 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
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).

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 in 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 still too young).

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

More convinced answers like ;'Shakespeare! [;'{eikspte..] (ie emphatic) or
i“Shakespeare! [{etkspte..] (ie imperative) would still be different from ‘Shakespeare
[ferkspte..], in the opposite direction.
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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 our HPr: A Hand-
book of Pronunciation) might seem to be too sketchy (especially to a hurried re-
viewer); indeed, it contains all the indispensable elements for the 12 languages
dealt with (and their numerous variants too). Instead, in the second part of our
NPT Natural Phonetics & Tonetics, the Phonosyntheses contain only the unmarked
protune and the three marked tunes; however, even from these more basic ele-
ments, 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.

What is important, for intonation, is to bear well in mind all that has been said
here, of course, after having internalized all the motivations and mechanisms.

Italian: 4Chi ha s'critto la Diwina Com'media? —instead of ‘Dante ['dante./ ['dan:
te-]— or less surely: s*Dante [/dante.| [s'dan:te-], far less sure: s'Dante... [s'dante,/
[s'dan:te].

And: “Dante! ['dante.| [;'dan:te-] (emphatic), o ‘Dante! [{'dante.| [;'dan:te-]
(imperative).

Structures & generalizations

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 interrog-
ative (/;/), imperative (/;/), and emphatic ([;/) protunes, and the continuative tune
(/,/, which is unmarked).

The three marked protunes announce in advance, in a compressed form (al-
though not necessarily within the mid band, depending on the language), the typi-
cal pitch movement of the interrogative (/?/), conclusive (/./) and suspensive (/;/)
tunes —respectively— 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 differentia-
tion of languages. This remains within the mid band.

Therefore, the necessary and sufficient notation is simply [-'-], with a single
posttonic 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. For some
other languages, the interrogative protune —although remaining only one- is
slightly different from the normal type, as happens in Galician, Greek, and
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Rumanian (ff their phonosyntheses in our Natural Phonetics & Tonetics, § 17.1, §
17.53 & § 17.62).
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Italian regional intonation patterns

34. Now, we will show in a concise way (through tonograms) the real intona-
tion of Italian, with regional, subregional, and even some local differences. They
should be compared with neutral Italian intonation, shown above.

Of course, speakers can have a mixed accent, or the intonation of the regional
capital or that of the general territory. All names are left in Italian.

fig 13 (below) shows a geophonic map of Italy, with koines (and administrative
boundaries), including Ticino and San Marino. We group intonation structures
by regions, although, as fig 13 shows, linguistic and geographical borders rarely co-
incide perfectly. However, regions with pronunciations belonging to different
koines, a shown by dots (...). Let us have a look, for instance, especially at Piemon-
te, Liguria, Lombardia, Emilia-Romagna, Toscana, Umbria, Marche, Lazio, Abruz-
z0, Molise, Calabria. fig 14 shows a geo-tonetic map of Italy, for the interrogative
tune [;/, with different realizations.
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fig 13. Geo-phonic map of Italy.
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fig 14. Geo-tonic map of Italy for the interrogative tune [?/. The dark areas have a (rising-)falling

type (not a rising one [-'- ], as in neutral Italian pronunciation). In the three less dark areas, the
two types alternate.
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_ _ —_ —_ — — [ [°] Val d’Aosta
[ererel] o Y B B B T R

5 2 — L7 Val dA. (east)
T HE-0 AT fE.-

I = N S | A | —| [Cl[.=—1.]°| Piemonte
[t N1 R [
I Yl O O 3 o B — : 17| Torino (broad)
e HL-1 AL HL
of — Biella (& possible variant in Alessandria and Asti)
2l L]

S . — — — [.[°] Novara & Verbania
[ HE1 PE-T  HE-

~ [ I~[LPI=LIF~=T]T — — I71°] Liguria
T 1 A HE

e T 21T Genova (broad)
o HT.1 BT, T HE-

— el o — ol Lombardia
] N0 RE.1 HE.
i P e B | B N 1~ e~ 5| Milano (broad)
[y HT) PITeT H )

j— J— —_— ol =1 o —1° - __ Pavia
R HE ) FTT i)
Tl —_ —leffet —1 —_— oo_ooBergamo
[ N1 PIET i

— ol 7 |[o] =1.[<| Cremona -] | [7] Bormio
Hr0 RIT-T HI- BT

— | [7| Varese [ —=T1.[°]| Sondrio [o |~ =1 Brescia

BT

[ [ IET B
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— - — —_ — — Mantova
['.l. l..l.] //[I ] O/'.J/[/] /;/[.\ ]

— e — o =— Ticino
o] -1 PRIt K.

—.]. -1 0| |0 = ||| Trentino
[-reeeeld] [ 2l 7] L]

— —_— —_— —_ ol == [°lc[=—1,1°] Trentino (east)
[[oreoreon] //[' ] /D/[l] /,/[I]

— Trentino (south)
N0 HL-T R
— o] e —~[.1°] Alto Adige (Germ.)

[l Y Y I £ L B A B
N —_— —_o | o] — o] —— — | [°] Alto Adige (Ladin)
N 01 BT HL

=l — —_ 1= 5] Friuli
] I NI
Tol— — — = 5 7| Friuli (north: Carnia)
[l [ 2l [ [
- | = Friuli (sw: Pordenone

= — =T ST - & coast)
[eree o] Lol RIET L]

=111 Venezia Giulia

— — — - (& Trieste)

(ool [ L] LT ) E]

ML)

PIE

°] Gorizia
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ML

N

L]

ol ] | S — i I o Veneto
[ 7 G R 2 CR) B R
_OO_ — =1 o Venezia
BEENERN

M T

T P

ISP Chioggia [l o] fen e 5 pesiiri)
PR R 7 B G B A T /A
| TR o e e B 1 Belluno [of=
U1 L LT PRI [?/ [-'*] Cadore
U treviso [ 11 freviso |- | Greyiso — 1| Rovigo

[l L] 2/ PLE.-T MG T*

== — = | 2 e =1 [ | Emilia
] U1 FIET HE]

— — — [=]"| Piacenza [o[—1] [ — [.[°] Parma
HE-1 BT HE e R F

—I —1 1| Reggio || — T=T =177 Modena
HT 1 BT HE) N1 R T HE-

olo -~ o= °] Modena (south)

[ N1 Pl

S S S e Y Y | R O P 12T Bologna
[ ] T BT KL
o=l — -~ 1 — =~ l.[°]| Ferrara
[ N1 BT HE
I 1 R N S P N — — —_[°[-] Comacchio
[ [ T-] - PRI L L,
= =] o= — B — —[°[°] Romagna
['.I..I I] //[I] /D/[I] /,/[‘]

— — o [— — — 1-1°] Ravenna
[ HU) PE1 [
= o= o= — 1T =TT Imola
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N I 5 P I — | T —=1=] Forli
1T 2] HE D P HE-

= = e = =T =1"-] Cesena
[T HU0 BT HL

T === T -I"| Rimini
[[L-rerer] P Y 7 B P B R AR
el e e S —= e =1 1[=[=1=17] San Marino

== =T =T — | I"| Toscana (x Firenze)

S R A

=17 T[] Siena  ["T—=1 T |F[—=TF T 11 Prato
N R HET Ne o RETF HET
TP Pistoia [T T—=1FT | Arezzo
N R [T HEd P HE T

T = R P =L FE P Livorno
N P d T JE1 BT T

=L T=T"T [ [T5| Grosseto [Zl—= 11 ]["T"1I7| Piombino
HE-F PET HE T -1 HI

=T == =L =T =] Lucca
[lll] //[l] - /D/[l] /’/[_]

N ey ey | Y et D | Y e I | G “T°] Lunigiana
[oreereet] RN AR Y A O

o [==—o]o [==—]0]0o [m=—|o —_— o | — o]l o[°| Massa
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=l l— e — T el — : Umbria (& Perugia)
N1 HT1 P
_ _ o Foligno =T Perugia (broader)
oI M EA ]
Terni & Orvieto "I~ [[°| Terni (& Umbria & Perugia lighter)

p— I | Y P | Y e B | B 7I5] Marche
o B & B e B A B
) I I Y I G =11 — [°I°| Ancona
7 R b e IR A IR
0’00’30/0 u'l o|ff=—-1{—— Pesaro
A1 L1 FIL
— = =T “Io|[c=—1 "] Urbino
EY L
T
f— J— o —1. - -_— HO o|°| Lazio (& Roma)
L e Y 7 G I /A G
o=t Roma |+t Roma |4={—-—-{ Roma
“— (east) “—{ (broad) “— (outskirts)
5] ] f5 [-7 -] f5f [-7+]
— = =T 1= 1-[5| Viterbo
IR ERNEIEN T
Il =l = =111 o[°] Rieti
HE) B FE)
o—oo—oo— 1= T "] Frosinone
[T-1 PR FT
— °| Latina T M-T=| Latina (broad)

R iR
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— — [ — — - ~~T1-7-| Abruzzo
[..' I .'.] // ['] /?/ [.' ] /,/ [\]
P — [ [— _ — —[°°| LAquila
[-reeteerd] [ PR B &7 B B f5f L-1+]
— — =< =~<T°[-| Molise
[-7ee7e7 ] [ L] 7 C I /A CAR
~ Campania & Cilento
— — — o~ — =~ (& Napcfliloitski)rts
Napoli lighter
L] U1 Bl e & MNapolt lig
N —~ =~ 1IN — S~NT1o= Napoli
[ T Rl
p— — N p— p— ~~|-[°| Lucania
[oreeteery] [ /B ) Y A
—_— N . — Puglia (north) &
° B— - °| Bari (oultsliirtsg
& Bari (lighter
AT ] F T (e
5 P I T~ Bari (broad)
[~ /A R I - N N B VA N
— [ o[ — fr— — °| Taranto
SRR HT EE T H
p— p— — T — =1=] Salento (& Lecce)
[oteteer] Y R R 7 B C) B B CR
— 1| Lecce (light) — — [o[°| Brindisi
2l ] /A G B B B
olo]==]olo|==]o]c|== —_— — — [°[°] Calabria
) 00 AT [0
= Cosenza — ——o]e Reggio

TiEeE

T




38

Italian intonation: neutral & regional accents

[

cl-] Palermo & Trapani (broad)

[t [T ] - I

55| Sicilia

°[5| Catania

[ ] N1 R e
o] — 1 [ | Siracusa & Gela — [ Ragusa & Enna

L

FIET

el N | — -1 GalloItalic colonies
RN T ATl T
olo ™ — o[ o]— —| - o °| San Fratello
] HE 1 Rt HE -
—]o|— — N o[ —1 [7| Sardegna (& Cagliari)
] HE_0 B T-T [
—_ — — || °] Sassari - —_

LT P B 7 B ]
N — N | — — [.1| Alghero
T o1 BT [




