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;. Iartdntroduction

It soon becomes evident to any listener that the‘syntactic and
phonetic events in spoken Italian are accompanied by a kind of mejody,
marked £y rising and falling pitches. The sequence of these bitches at
their various feve]s is ﬁsua1]y known as intoﬁation. The present study
will start with the assumption that these sequences of pitches can be
definad as separate units, pitch contours. Evidence will be presented to
substantiate the ideas that these contours are predictable in their
occurrence and hence, that-some basic patterns can be defined. DBuring the
study, the melody of the spoken data was plotted by éssigning a specific
pitch level to each syllable. There are also other criteria besides the
plotting of the melody for defining the éomp]ete contour, however, and
these will be dealt with. Defining the basic contours has to do with
examining the re]atioﬁship between intonation and the segmental material,
and determining what the contrastive functions of intonation afe.l There-
fore, both the phonetic and the phonemic nature of intonation will be
explored. The basic contours will be defined and possible variants will
be considered. The function of each contour and its eygntua] relationship
to the other contours will also be discussed. It is thus hoped faat some‘

valuable 1ight will be shed on the nature of intonation in Italian.



- I1.

Related Work on Intonation

The early work on}Ita]ian intonation done by C.E. Parmenter and
S.N. T\r‘evi'r‘io.l defines intonation in Italian mainly as a partner for stress.
They state that there will be as many iymmits in a given phonic group as
there are stressed syllables, and that‘Zhe pitch summits coincide‘with the
stress summits. A phonic group may end in a variety of ways: if it is
unfinisﬁed, it will end "high"; if it is fin{shed, they describe a "]oné;
Tow drop.“2 These ideas, though-not incorrect, cnly begin to hint at the
problems and give a rather vague idea_as to the nature of intonation.
They do not take into account “finished" segments that do end high, for

~ example, or that thevnaturé of intonation cannot be completely bound by ’
stress. ‘

A much ]éter work,“Notes on Italian ;n;ohationi by -Marguerite
Chapa'l'laz,3 describes three basic intonation patterns for given phonic
groups{ falling, falling-rising, and intermediate. She also bégins to
describe thé contexts in whigﬂwihey are found. She states, for example,
that a statement is most commonly markgd by a falling intonation, wherea;
unfinished groups of varying length will have some variety of “intermed%:
ate" intonation. In herufgrthet‘Nopgg_pn 1t§1jgn<intopatigpi4 Chapallaz
goes.on‘to describe the possible variations of what she defines as Basic
Pattern I {falling) and.Basic Pattérn II (falling-rising). Variations
include, for example, the use of Basic Pattern I for small segments in an
enumerafion, and for partiﬁu]ar non-final groups. Without completely

2
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outlining her ideas, it is never}he]ess necessary to point out that she
has crossed the threshhold andrhas begun to deal with more than just the
basic fact that spoken Italian has a melody. That is, though one can
begin to establish basic contours for questions as opposed to statements,
for example, or for.non-final groups Eslbpbosed to final ones, she has

hit upon the essential prob]em of overlapping and contrast. This means
that one contour may be seen to work for two different environments, with
resulting sémpntic difference, of course. And in termS'bf'syntactic
grouping, the expected contour for‘é nen-final group may not appear and
may even be replaced by the one expected for a final group. Finally, with
her idea that Basic Pattern II is often used to make interrogatives
(normally found with Basic Patter I) sound more "gracious," she hints at
what seems to be the extra-linguistic function of jntonation. This extra-
linguistic function involves the signalling of the‘speaker“s attitude or
emotions-concérning what he is hearing or saying. (Parmenter and Trevino

w

had also discussed this, however in a vague way.)
In an article entitled "Italian Intonation Patterns in Conversa-
tion and Reading,"5 Harold Ames brings up some essential ideas in the
consideration of Italian intonation. He points out the importance of the
pauses that accbmpany or follow given intonation contours in determining
the contour as a complete unit. He outlines the various fdnctions of
intonation, one of these functions being to determine the re]atiohship of
certain phrases to each other in sentences. As will be seen, this is a
fresh and important idea with regard to the category of non-final contours.
He stresses the importance of lexicon, syntax and context when considering

intonation. He essentially says that the distinctive function of



intonation can often be fulfilled by the elements mentioned above.

Finally, in his La Struttura del1'Italiano,® Robert Hall
distinguishes four basic possibilities for intonation contours: rising,
for non-final groups, and for final groups in the event of a yes-no
question; rising- fa]]}ng, for declarative sentences, falling for 1nforma-
tion quest1ons, and fa]]1ng rising, also for information questions. |

Stud1es in Italian intonation have resulted, therefore, in the
determining of three, sometimes four basic contours that are said to be
found regulariy in given environments: The importance.of stress in
conjunction with pitchvin determining the contour has also been shown.
And Ames is responsible for introducing the importance of the pause.

A1l of the authors cited describe various kinds of rising or
fa]]lng contours, but nowhere are these contours described in terms of
distinct pitch levels. Such a system of distinct pitch levels has been
the departure point for the present study. Bearing.in mind that relative
value ef the four pifch levels assigned, such a system seems essentfa]
for a study of intonation. Not only will the use of such a system sefve
to sharpen the idea of a rising or falling contour. It will also demon-
strate visually and precisely howndifferent'ascending contours (or des-
cending) may have a variety of shapes and even be contrastive among
themselves. It does not seem sufficient to simply describe the contours
in terms of a general upward or downward movement.7

The system of levels used in this study to define the intonation
contours is inspired by Delattre's work on French intonation.8 Being
fully aware of the relativity of his system,9 he proposes a system of four

levels, one being the lowest and four the highest. An intonation contour
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(which in French normally coincides with the syntactic divisions in the
sentence)]0 is made up of a series of pitch phonemes, or points in a
.sequence. Intonation contours have variods'types of boundaries, both
syntactic and'phonetic. For Delattre, the‘basic contours are defined in
terms of their form and thefr function. Several contours, then, having
a superficially similar falling form, from level 4 to Tevel 1, for example,
are distinguished both by their function in-a given context: imberative,
exclamation or information question, and by s]ight differences in the
.actua1 shape of the descend1ng contour. An exclamation in French, for
example, W111 take a shape ﬁﬁ\\,, 43 - 1. An interrogative question, on
the other hand, w111 Took 11ke Is 4 2 - 1. By carefully defining
basic contours, Delattre can explore the contrastive form§ and functions
of intonation patterns.

It is this §ystem of assigning precise contours with the help
of four levels, therefore, that has been applied to the data in this
study. It is by no means assumed, however, that the same criteria will be
sufficient to define contours in Italian, or that the contours discovered
will be in any way similar in form or function. The problems of the aétua]

phonetic description will be ‘handled presently.
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III..

The Phonetic Description

In the introduction, it was stated thaf basic intonation patterns
could be jdentified in Italian. The next task, then, is to determine what
basic -characteristics of an intonatfon pattefn are, and to show how a con-
“tour is defined phpnetica11y. | |

The first element to consider in an intonation contour is pitch.
‘The contrasting pitches of an utterance areproduced'by the varying
rapidity of the vibration of the vocal cords. Pitch in speaking is diff-
erent from the pitch in music, whose vibrations can be measured in terms
- of precise numbers of cycles per second. 440 cps, for example, is the
frequency with which the piano or a stringed instrqment vibrates to produce
what is known as "orchéstra A," an absolute value. The notation of music
also represents exact and fixed 1nterva1s between the tones and the half-
tones of music.! In speech, however pitch has a relative nature. Exact
intervals between pitches cannot be defined, nor are they constant. That
is, what is a high pitch for a male vofce will compare to what is a high
pitch for a female voice. If the pitch 1eveis are parallel in ény twb
given voices, however, it will be possible to defihe recognizable and

repeated patterns.

In his study ent1t1ed Entonacion H1_pan1c;-—33§é Matﬂuck states

_that
desdg el punto de vista puramente fonet1co,
podriamos distinguir un minimo de cinco o
seis niveles de tono diferentes en la voz

7
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" de un hispanohablante...Desde el punto de
vista fonematico, en cambio, son solo tres ~
jos niveles de tono (tratandose especifica-
mente del espafiol) que tienen valor signifi- -
cativo o diferencial. 2

The situation is analogous for Italian. That is, collecting the data for -
this study consisted first in assigning a raw pitch value to each syllable
in the segmental material. This is from a phonetic point of view. Ii

was also noted that various sequences have a general ascending or descend-
ing direction. What was most interesting and important, however, was the
fact that four pitch Tevels could be defined as having phonemic value.
That is, the semantic value of a given segmentaT sequence could be
completely changed by the substitution of one pitch level on a stressed
syllable for another. Four pitch levels achired central importance

_because of their contrastive functions. For examp1e,'tﬁé.sequence

1'avreste fatto can be interpreted by the listener either as a declarative

sentence or as a question requiring a yes-no answer. The difference in

the message is accomplished by the contrast betweeﬁb1eve1 3 and Tlevel 4:
2 % 3 2 2 2 1 .
L'avréste fdtto? vs. L'avréste fdtto. (F38)

(Contrast is also present here in the intonation contour of the last word, '

between Tevel 2 of the question and level 1 of the declarative.)

What is important, then, as far és pitch is conéérned, is the
distinction between the phonetic event of pitch and its phonemic function.
The four levels used to define the basic intonation contours in this study
have key functions in determining meaning. They will be fhe means by
which intonation contours will be defined beyond the statément that there
are simply rising and falling contours in spoken Italian. |

The second element needed to define an intonation contour is

11



stress, that is‘, the significant use of intensity in speech. Pronouncing
the different sy]]ab]eé of a given word with differing intensities is a
uSda] part of the phonetic event of speaking. There are various levels

of intensity. The strongest is known as primary stress and has been
indicated in this study by an accent above the vowel. 1In Italian, the
p]acement of the primary stress is described in terms of where the
stresseﬂ syllable Ties in re]ation to the last syllable of a given word.
Monosyllabic words obviously have - the sfress on their Qn]y syllable,

while words with two or more syllables may have the primary stress on

the penultimate or next-to-]ast'SYT1ab1e; i.e. am{co or sigpor{na.
Some words receive primary stress on the last syllable and other words

on the third or the fourth from the last i.e. citté, université, Jti]e,

_dbitano. There is also a secondary stress in Italian. It has less

. intensity‘than the primary, and appears regualrly without phonological
function in words that have more than one syllable before the stressed
syllable, i.e. s%]enzidso. And in Some compound words, it Qi11~appear

in the first of the compound where the primary would normally occur,

i.e.‘pbrtabagég1i. The syllables that haye neither primary or'setondary
.stressMﬁaVe weak stress and remain unmarkéd in this study. In addition,
there -are syllables that receive what Ha11 describes as an emphatic
stress.3 This has two forms: it can be simply an expulsion of air in

a given syllable accbmp]ished with greater energy than usﬁa], that is,
greatér‘than the primary stress. It can also constitute a shifting of
the stress to anothe;'sy11ab1e, the .stressing of which will intensify the
message with no referential difference, i.e. /d$§attenfo/, DISattento,

that is, 'definitely not attentive.'

12
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There are also some instances where the occurrence of stress on
different syllables in two events having idéntjca] segmental phonemes
makes for the difference in meaning. 'ﬁsually the different placement of
stress will also be accompanied by different intonation contours. For
example, the word occugéti, with the primary stress on the penult, repre-
sents the past participle of the verb occupare, inflected for number and
gender. The word 6ccgpati, however, with the prihary stress on the third
syllable from the last, is the second pérson singular of the imperative\
of the same verb, used reflexively.

One other phonétit event will have secondary importance in the
definition of intonation contours. This event is a pause that may follow
a given sequence. As a phonetic event, pauses regularly follow all final
groups, be they questions, declarative sentences, exclamations or imper-
atives. They also occur after‘large non-final groups (and certain small
ones) in dec]afétive sentenggs.4 Large and small non-finé] groups will
be fully defined'in Chapter II1. Pauses will sometimes have phonemic
function. As we will see, in some sequences of non-final groups in
declarative sentences, the shifting of a pause from its position fo]]qwing
one non-final group tc a position following another such group in the same
sequence will cause a difference in meaning. To summarize, then, we can
say that three basic elements are needed for the phonetic description of .
intonation contours in spoken Italian: pitch, stress and the occurréﬁée
of pauses.

The next step involves relating the phonetic material to the
segmental material. In the phonemic description, the contrastive nature

of the four levels will be examined and the basic contours will be defined

13
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in terms of form and fuﬁction.

The Data: the data used for this study were samples of spoken
Italian recorded from the Italian radio. The texts include a dramatiza-
tion of Herman Melville's Billy Budd, two dramatizations of Italian
history dealing with the Goths and the "Eruli", a play called La Foresta
Petrificata (written originally in English by Robert Sherwood, with the

title The Petrified Forest), and tapes recording speeches made by high-

school teachers. The topic of these speeches concerned a comparison of
American and Italian high-school:teaching methods. The tapes were select-
ed for the variety in the speech that they offered, from the straightfor-
ward, sequential material of the speeches to the varied and often exclam-
atory material of the different plays. The sequential material was
transcribed orthographically on paper used for music notation. The pitch

4

levels and primary stress marks were then added, along with the points at

’

which pausé%toccurred. The data were_them ready to be classified and

analyzed.

14
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111. Footnotes

. Ernest F. Haden, A Syllabus for an Inservice Course in Applied
Linguistics in French (Texas Education Agency Foreign Language
Section, 1977), p.50.

. Joseph H. Matluck, "Entonacidn Hispénica;" Anuario de Letras,
(Mexico: Facultad de Filosofia y Letras de 1a Unam, Ano V, 1965)p.9.

Robert A. Hall La Struttura dell'Italiano (Roma: Armando Editore,
1971) pp.48-50. ‘

Large and small non-final groups will be fully defined in Chapter III.

A barbarian. tribe that inhabited the Italian peninsula in the 6th
century A.D.
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The Phonemic Description

Part of the process of collecting data for this study consisted
in assigning a pitch value to each syllable in the sequenéé, these pitch
values ranging from 1 to 4 as mentioned. The primary stress points were
also marked, along with the secondary ones when it was clear that their
presence would be significant. At this stage, befofe the boundaries of
a phonic group were esfab1ished, a given sequence appeared thus:

: a 2 4 4 2 2 333 t+rr 14y

Non & quésto che dobbiamo discitere, signdri. (B¥3)

The next step involved estab1ishing,‘by observing the position of stress
and the sequence of pitches, the boundaries of the individua1 phonic

groups, by which intonation contours are necessarily defined, rather

than in terms of a large sequence. In his study Entonacidn Hispdnica,

with regard to the definition of phonic groups in Spanish, Matluck gives
an example of a full phonetic description, including all the pitch levels
and stress points in a given sequence. He then says, however,

para va1oracibnes fonematicas no es menester -

el tono de todas las silabas, son.solamente

de las que estan en lugar cr%tico para la

cgmprensidn; esto es, 10s lugares del grupo

fonico en los cuales un cambio de tono pueda

revelar algun cambio significante. 2

The same idea holds true for spoken Italian. When we talk about.

intonation contours, we are dealing with pitch levels that acquire their
value mainly because they are in contrast with other pitch Tevels. In a
given segmental sequence, a change of pitch level on a stressed sy11ab1e

can result in a difference of meaning. Consider, for example, the
13

16
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sentence:
Non & iniziato i1 cons1!g11'o. ' (658)
The sentence is received by the hearer as question if it has this sequence

of pitches: . C.n Co
2 433 232 2 ;7 %
Non ¥ inizidto i1 consiglio.
and as a dec1arat1ve statement with the fo11ow1ng
2 722232 2 7
Non ¥ inizidto i1 consiglio.
In both examples, the points that will make a significant difference are

especially the first and last stressed syllable of the group, that is:
4 3 3 /

\

e vs. @ and consiglio vs. consiglio
As we will see, the difference in pitch-on these two syllables will
account partially for the difference in meaning. Also important in
determining meaning and in defining the boundary of a contour are the first
and last syllables of a given group. The intonation confours for the 2
groups described, then, are:

/2434/ for this particular question, and

/2311/ for this déc1arative sentence.
Four components make up the standard description of an intonation contour
in Italian: the first and last stressed syllable of a phonic group and
the first and last sy11ab1e of the same group. Due to the different
lengths of phonit groups and to the placement of stress, ﬁntonation con-
tours with three, two components (and rarely with one) result. The
contour for the commgnd-Asco1ta is

Ascéﬁ'll ta/ /241/ (662)

while the intonation contour for the exclamation Macchel!in one instance

was -

17
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Macché! /81/ (F45)
Though the norm says that most Italian words are stressed on the penult,
this possibi]ity of varying stress also allows for variation in the des-
cription of intonation centours.

This, then, is how the phonicZgroups were”détérmihed whose
intonation contours will be described. With particular regérd to declar-
ative sentences, we will see how phonic groups also coincide very regular-
1y with syntactic divisions. |

After the data had been collected, the phonif groups were deter-
mined and a system for classifying the contours was devised. The first
part of this system, I, is made up of 2 main categories: A)overall
falling intoration contours; and B)overall rising intonation contours.
Under each one of these headings, the non-final groups of declarative
sentences will be considered, along with all the manifestations of final
contours, including: final groups in declarative sentences, questions
requiring a yes/no answer, questions eliciting information, forms of the
imperative (commands) and exclamation. The placement of stress will be
referred to in terms of the classification A1, A2, A3 or B1, B2, B3, a
c]assificatibn which reflects the stress system in Italian. The A refers
to the fact that the stress is found in a falling contoufi the 1, 2, or
3 refers to the syllable (1 being the penult) on which a giveh word is
stressed. We will say, for example, that the previously seen command
:scg;tgl has an Al stress, while the exclamation ﬁggizgi has an A2 stress.
A second category, II, will Be reserved for parenthetical utterances

dependent on the main utterance. To summarize, then, we have:

I. A. Falling B. Rising

18
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1. non-final . 1. non-final
- 2. declarative °* 2. declarative
3. yes/no question 3. yes/no question
4. information 4. information ‘
question ‘question
5. imperative 5. 1imperative
6. ‘exclamation

6. exclamation

II. Parenfhetiﬁa] Utterances

1. Adverbs and Conjunctions
2. Vocatives .

Incorporated with the description of the contours, will be a discussion
of how the contours function contrastively to determine meaning. The
'ﬁexamp]es cited are all selected for the texts to be found in the appendix.

Each example may be referred to in context by means of the following

system:
G - I Goti
E - Gli Eruli
B - Billy Budd
F - La Foresta Petrificata
C - Convegno Insegnanti

After each example, there will be.a reference to the text and to the page
on which the example may be found, i.e. G 58 or C 90, “ A
B.1. Let us begin with the rising non-final groups found within
declarative sentences. Consider, for example, éhe sentence:
2 332 3 3 2 3 3 3 3

I cort1g1én1/atténdono/d1 dssere amméssi/al
3 4 3 2 3 3 2

cospétto de] ré//per dec1dere/su]]a sérte/del
3 ¥ 2 3 5,
cénte d' A]b1no//accuséto di trad1ménto # (656 )
In his study entitled "La ]egon d'intonation de Simone de Beauvoir, étude
d'irtonation déclarative comparé'e,"3 Delattre divides the intonation
contours of non-final groups into 2 categories:

A) The contour ending small groups with partial
meaning, and
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B) The contour ehding a larger group (not a final
group) with a larger meaning.

A similar criterion has been applied here for Italian. The small non-
final groups have been separated here by a single line following their
last syllable. The large non-final groups are indicated by a double line
following the last syllable. Final groups are indicated by # following
the last syllable.

Small non-final groups go together in a declarative sentence to
form large non-final groups, which in turn, along with a final contour,
formldelcarative sentences. The pause mentioned in Chapter III acquires
importénce here as a criterion mainly for defining the large non-final
groups in declarative sentences aévsuch, and hence‘distinguishiqg them
frOm small non-final groups. Large non-final groups with either risiﬁg
or fé]]ing intonation are regularly followed by a pause.. This, along
~ with intonation, substantiates the idea that one major groﬁp of megping
is finished and thathé continuation can be expected. There are a feﬁf
small non-final groups with rising intonation that are followed by a
pause. We will examine them later.

The small non-final group with rising intonation and without a
pause following, is most often characteriied by what: consists in a rise
from level 2 to 1ével 3. Due to stress p]acemént and the‘lehgth of the
given phonic group, this rise may be represented by several variants. The
sentences 1 - 4 are all examp]eﬁﬁ&iﬂthis intonation contour:

iy

1. Ma questo stesso passato//visto nella sua totalith
P - X 3 3 ‘
rivela anchg/jl&movénte/di tutti i suoi atteggia-

menti.# contour /233/ (657)

v 20

et bt e ety e Y

RN
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2 3
2. Non mi preoccupa tanti/il ré/quanto i suoi
consilieri// contour /23/ (65%)
2 7 ‘ 33
3. 1 cort1g1an1/attendono/d1 éssere ammessi/
contour /2333/ , o (656 )
2 2 72
4., Comunque/io sono del parere/che e meglio...
contour /2233/ ‘ (6G5F)

There is also an intonation contour in this category of small non-final
rising without pause that takes the form /3233/.
A S
Non mi preoccupa tanto/
This can be considered a variant on the 2-3 type, despite the initial
level 3. This group of contours characterized any small non-final rising
group,"and has no one specific environment. On .the other hand, the small
non-final rising contours that are accompanied by a pause constitute a
special group with few representatives. They are found, for the most
- part, in initial positions, again having the basic contour 2-3. For
example, o '
2 ;33
1. Fino ad oggi/Teodorico ha difeso 1'Italia.

contour /233/ | (65%)
2 o 2 3
2. Ma questo stésso passdto/visto nella sua totalitd
contour /2423/ ~ (GSE)
2

3. Ma ne] c1nque cento vent1 quattro/guando 1'imper-

atdre d'Oriénte G1ust1n_/

contour /2233/ (656)
a2 2 3 3

4. /che tornava alla sua corte/e da gyéi Romdni /

che restarono ciecamente attaccati a Jui.#

contour /2233/ ‘ (656 )

21



Two other initial occurrences of this group, having different intonation

contours, are: 4

3 2 3
5. Secdndo téYfig]io mio/allora/non ci resterebbe
nessuna speranza.# contour /323/ (697F)
still having a final rise /23/ and -
¥ 2 3
6. Quantunque/debbo basare le mie deduzioni...
contour /423/T o (65%)

With the exception of examples 3 and 4, it is easy to see how a pause,
usually reserved for a large non-final group, would fit in an initial
position, even though small. Examples 5 and 6 of this category of small
non-final groups accompanied by a pause are closely related-to thé
parenthetical utterances that we will consider iater, and in fact, may be
mofe accurately C]A;sified as such. |

The moét common shape for a large non-final contour followed by
a pause is either a rise from level 2 to level 4 or from level 3 to level

4. For example:

2 3 ¢ o
1. Tornd ad essere/il feroce cogguistatére//
contour /2344/ _ (65¢6)
2. conquistatore/stimolato in questo/anche dall'ele-
. 3 R ¢ « '
mento ostrogoto/che torndva alla sua cérte//
contour /3344/ : (656) .

Variants on these two basic types include:
. a; 2 4 o

3. Favorendolo/nei confl{tti di natdra religidsa//

tra Roma e Costantinopoli.#

contour ./2244/ (656 )
2 ¢ H

&, divisi com'erano/i due pépoli//
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20

contour /244/ - (G56)
3 o 2R ‘
con i1l pontefice//cbmincié a persecutére gli
’ !
Aridni// contour /3244/ (65¢)
R 4 :
Ariani//Teodor{co keag¥7/attaccandpvi Cattolici.#
contéur /324/ . ‘ “ G5¢
r/./ 3 4« ¢¢.( )
perche & stato/]'Imperatdre d'Oridnte//a negargli
contour /3444/ o (65F)

I cortigiani/attquono/di essere ammessi/
3 3

al cospétto del ré//

contour /334/ | ‘ (656 )

> 7 ' g
Non vedo come Teodorico/potrebbe addossdre a noi//
contour /344/ (657F)
J 4 ‘ 3

Ma nel cinque cénto venti gudttro/ -

contoubr /3434/ - (656)

There are a few isolated occurrences of large rising non-final groups

without pauses. It is important to note that all of these examples pre-

cede the final group, which may account for their lack of pause. That

is, since they occur just before the final group, there may be a natural

tendency to omit the pause. There are large non-final groups followed

by pauses that precede the‘fina] group, so this remains speculative. _They

are:

Ndn dimentichiamo che Teodorico//ha sempre

3 & o
desiderato/di diventdre//1'Imperatore d'Occidente.#

contour /344/ (657%)
perche & stato/1'Imperatore d'Oriente//a negargli
3 4 4 .

sempre/]‘investitﬁral/da Tui tanto desiderata.#
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contour /344/ ' (65F)

- ' _ 2z 3

/non pgfso capire/questa sua svolta/cosi ..
y

regent{na//nei nostri confronti.#

contour‘/2344/ ' : (65%)

A.1. For the small non-final groups with a falling contour and

no pause, the most common occurrence is a descent from level 3 to level 2.

This basic descent, however, has several curious variants. One whole

group of contours in this category has its starting point at level 2,

ascends to 3 and then descends to 2:

1.

dk\i X 2 S 2
Mai avrei creduto.che/]'améto/veneréto/Teodorico//

contour /232/ ) (656)
2 ‘? L ? 2 \
//e 1'elemeénto romano/si schiero/in favore del'

1'Imperatore d'Oriente.# contour /2322/ (G56 )
3 g 2 ' -

//e ci darg//]a chidra visidne/de]]a situazione.#

contour /2332/ : (G5F)

_ The other contours in this group start on level 3 direct]y.‘ For example:

1.

Gli riusc} impossibi]e//divisi‘com'erano/i due
3 ‘% 2
popoli//nei costumi/e nella civiltd//

contour /322/ | (656)
e da quei Romani//che restarono/ciecamente . -~*
2.2 ... . ‘ LT
attaccdti/a lui.#
contour /3222/ (656)
3 3 2 ‘ :

//sd]]e cause/del1'imprigionamento/d'Albino//

contour /332/ 7 (ast)

Still descending from 3 to 2, three othér variants rise to 4 before

~descending to 2:
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: 3 .lz 4 2
1. La reazione di Teodorico/tornd ad dssere/

contour /3242/ - (656 )
3 4 2 ' =

2. per noi Romani//la v{ta/non sara facile/da

questo momento.# contour /342/ (GHé )
3 4 2 2

3. e qué]]a sessidne/che egli cercava/di effettuare

contour /3422/ - (656)
It would appear that the presence of level 4 in these-contours is for
stylistic reasons. It is there to emphasize even more the stressed
syliable of the most important word in the group. The same criterion
~seems to apply to three other contours that occur in the small non-final.
falling groups: |

3 4 3 : . ‘
1. 16 non crédo/che Ta colpa/sia tutta di Teodorico.

contour /343/ | (656)
4, I 2

2. E giusto/che sconti/la sua pena.#

contour /432/ ' -‘ (657 )
4 3 3

3. //debbo basare/]e'mie deduzioni//sdlo su quénto/

si supponga. contour /433/ e (657F)
There are also some small non-final falling groups that have a pause
following them. As with the rising contours of the same type, the presence
of the pause seems to'be justified by the fact that most of these grodps

are found in initial positions.
2 43

1. Quantdngue/]a seduta/dovrebbe gid essere/stata . |

~ aperta.# contour /243/ (658)
2 3 2

2. Cominque/cid non toglie
contour/ 232/ (656)

4 z
3. A:propositdiSeverinofhotterminatoideri
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contour /422/ {658)
Large non-final groups with falling intonation and a pause following can
take their departure from level 2 or from level 3. It is important to
note that those that startaat'Jeve]ZZ,ﬁbowever,wwi]]uuniversa1]yrr§5e;tp
-3 or 4 before ending. For example: A J

2 4 3
1. debbo basare/&emm{éﬁdéduiiéni/xsm&ozSUfquanto

si supponga contour /2243/ (65%)
2 3 2 2
2. se un giorno/ce 1'avéssero détto//
contour /2322/ _ (656 )
2 12
3. ci impone/un'unica decisione//
contour /2442/ ' (873 )

Considering that the first syllable of each example is unstressed, these
contours can almost be considered as descending from 3 or 4. There are

4 variants, however, that do begin on level 3:

| 2 2
1. ormai pacificatosi/con il pontéfice//
contour /332/ , (656)
3 7
2.  Comunque/io sono del parere/che é~meg]i¢3
3 2 :
atténdere// contour /3432/ (657)

In number 2, as in the following one, the presence of level 4 is for

.stronger emphasis on the affected syllable. '
‘ 3 ¥ ¥ 3
Sembra che voi senatori/abbiéte dimenticéto//

contour /3443/ - (658 )
The last example is‘bérficu]ar]y indicative of the function of level 4,
since the'htterance occurs in a highly oratoricai situation. 'In a less
dramatic situation, the contour for this segment wbu]d be something more

conservative, perhaps /3232/.
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f”““““w”“m““““’”““”“'”WThere“areoon?y*three“examp1es-of~descéndingwlarge~non-f4nal--»-
‘groups that occur without a bause. Again, as with the examples with

rising contours, one of these directly precedes a final group:
‘ 2

1. E sopratutﬁg a noi senatori//ai quali egli
2

riconobbe sémpre//antica autoritd.#

tour /2432 G5
iOpo;*‘/ I B (65¢)

2. e ho visto il per{colo/che una sedizione/[&@i

rappresentare/per la flotta.#
contour /2432/ and /243/ . (B72)

This concludes the description of the large and small non-final
groups that occur within declarative sentences. The déscription by itself
is useful as a representation of fintonation activity in declarative
sentences. This is not all, however. There are several contours that
ahve been descrihed that belong both to small non-final groups and to
large non-final groups. It was mentioned before that the pause following
the large non-final groups (with the exception of those special situations
described for small non-finai gfoubs accompanied by a pause) would some¢
times be instrumental in determining meaning. Let us consider the example:

Ma nel cinque cento venti quattro//
quando 1'imperatore d'Oriente Giustino//

ormai nac1f1cato¢_/con il pontef144//
3

com1nc15 a persecu1tare gli Ar1an~//

Teodorico reag1/attaccando i Cattolici.# (656)
what is interesting is the difference in meaning that results from shift-
ing the location of the pause: when it occurs, as in the original, after

pontefice, as recorded here, it conveys the idea that Giustino had made
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" peace with the pope”When; however; it shifts to follow the word

pacificatosi:
| < 3 s 2 3 g 2

ormdi pacificdtosi//cdn i1 pontéfice/

comincib a persecutare

it has the idea that together, Giustino and the pope persecuted the Aryans.

The point lies partly in the shifting of the pause, and in.the fact that

the contour of con il pontefice, that is, /332/, can occur both in large

non-final groups and in small ones. Another example occurs in. the

sequence: :
~ 33 a &~ 2

. /. .
e da quei Romani//che restdvano/
3 2 2 22 /

ciecaménte attaccati/a 1&1.// (G56)

The group e da quei Romani, even though being a small non-final, is

accompanied by a péuse. If the pause is shifted, however, to after o
‘ e

Py

restavano, da quei Romani will behave like a normal small non-final groub‘

without pause, /233/. The result will be a change in meaning. In the
first instance, the jdea is that the Romans had stayed'b1ind1y attached

to Teodorico. With the shift in stress, however, Romani is qualified by

restavano implying that only a few stayed and they were blindly attached.

The point is that though a Tong non-final group and a short non-final

may have the same intonation contour, confusion is avoided by means of the
pause. It generally characterizes large nen-final groups, but can result
in a difference in meaning when appiied to small non-final ones having

the same shape as the large ones. Some contrast between the two non-final
groups, of‘course, is also created by pitch levels. Small non#final groups
with a rising contour never attain level 4 and rarely depart from level 4

with a Tfalling contour. Their domain, with the exception of an occasional
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S yllable particularly. stressed, is.in between. levels 2 and 3. _The_large _

non-final groups, on the other hand, rarely étop at Tevel 3 when ascending,
usually reaching 4. Because of initial unstressed syllables, as in 72442/,
it could be said that they sometimes start from 4 when descending, but
usually from 3.

A.2. The most common form that the final group of a dec]arativg
sentence takes, that is, when it is descending, is a fall froh level 2 to
level 1, on successive stressed syllables. That is, partly due to the
fact that very few Italian words receive that primary stress on the initial
syllable of a group, very often the first pitch level in a group may be on
Jevel 1. The first stressed syllable will be on Tevel 2, however, and it

is from that point that the contour begins. Examples of this contour are:

1. /in quali condizioni/ho trovato/]'ftg?fa/# |
contour /(1)21/ 2 2 / (9‘58)
2. ce 1'avessero detto//non 1'avremmo credito . #
contour /2211/ ) (656 )
3. ciecamente attaccati/éilﬁi:#
contour /21/ (656 )

Another similar contour that occurs in final groups of declarative
sentences is /221/:
a2 20/
4. per riaccendere/il focoldio #-
contour /221/ (BF3)
It will be noticed that the following four examples reach level 3 before
descending to level 1. In all of these cases, the initial syllable on

level 2 is again unstressed, so that these examples may be more justly

related to the contours that start on level 3.

29



27

2 j? /7
o s——di diventare/1" Imperatore d'Occiddntes T
contour /2311/ (65%)
2 3 :
6. per i1 benessere/dell'Italia#
contour /231/ ' (658)
7. i1 tuo ultimo scritto//e ti debbo dire/ '
2 3 <z 7
che mi E;piac{uto# '
contour /2321/ (G58)
2 73 3 \/7 /
8. alle materie artistiche/nel curriculum educativo//
contour /2331/ (C100)

It is clear, for example, how a level 3 may be used in this last example,
on the penult of educativo to oppose that word and the word artistiche
which precedes. This contour might otherwise simply descend from the
first stressed syllable on level 3 to level 1, with no change in meaning.
Another good example of this is:
- f 4\/3 ;% /
dell'arte/dell'artigianato/e della nusica.#

contour /2341/ | (c100)

There are several final confours in declarative sentences that
start immediately on level 3. It is important to seé that again, the
presence of levé] 3 in these examples serves to heighten the importance
of the syllable in question. The placement of stress already does part
of the job and the addition of a level 3‘pitch on é syllable that could
just as easily take level 2 without a semantic difference draws the
desired attention. Examples of ;hisgcateggry are:

1. % veramente/Incredfbile#

contour /311/ (656 ) -
2. /1'atteggiamento di Teodorico//
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| 3 2 3 1
e 1dscia md1to perpléssif = .. R
contour /3231/ 3 2 4 (657)
3. //Teodorico/ha difeso/1'Italia# ‘
contour /321/ ' (65%)
3 = )
4. /ad un mestiere//o ad una professione#
contour /3211/ (c )
3 7? /
5. Ha amato/la giustizia#
- contour /331/ (657 )
3 3 2/

6. Quel delitto di Albino/perd/e di d1tra natdra#

contour /3321/ : (6G57)
Because of the presence of level 1, instrumental in determining the nature
of final contours {n declarative sentences, these final contours are in
no contrast with the falling non-final groups.

A.3. The next category of utterances whose intonation patterns
are to be described is that of the questions requiring a yes or a no
answer. This category is distinct from another one made up of the questions
that elicit information. It is essential to podint out that the majority
of yes/no questions have rising intonation. Those that have falling
intonation can more accurately be described as postulates eliciting
corroboration. Hence, it will soon be noticed that a question requiring
yes/no answer will very often have segmental material identical to that
of a declarative statement. For example, consider the sentence:

Posso far firma.
As a declarative statement, this example might have the intonation contour
/311/:

‘? /I 7
Posso far f{rma.
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~-As awquestionr;équiring—a~yes/n0»answen,mhoweven, ..... the contour-has the . -
following shape: 7 f ,
Posso far firma? contour /441/ (F92)

It is clear, then, that the task now is not only to describe the basic
intonation contours and their variants, but also in what way intonation
works to heip avoid ambiguity between 2 events, a question and a declara-
tive sentence, that have identical segmental material. Th7s was discussed
earlier in the case of potentia1_§9p;rast between small non-final groups
and large non-finai groups in dec1aré§ive sentences. Now along with the
pure description of the contours belonging not only to questions, but also
to imperative forms and exclamations, it will acquire evén greater impor-
tance.

The first basic contour that characterizes &eé/no questions with.
descending intonation consists of a fall from level 2 to level 1. Again,
however, with the initial syllable on level 2 being unstressed and with a
consistent rise after that to either a level 3 or 4, it can be more pre-

cisely said that the actual descent is from 3 or 4 to 1. Examples of

this category are:

2 3 3/

1. Vi dispigce se parlo {0,/cara?
contour /2331/ (F95)
20 4y

2. Avéte 41tro? contour /2341/ (F40)
ol ;V / /

3. an jﬁi dove sei ndto? contour /2411/ (B¥5)

/

4. 1 fdtti si sono svolti veramente cosf?
contour /241/ ' (B72)
Contours that have their first syllable, be it stressed or unstressed,

on level 3, also characterize yes/no questions:
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3 3 3 {
e et it _5:, Mem_] a~ réstitu eréte ? e e AL L o e

contour /3331/ | (F90)

And two other contours stq;t on ]evg} 4;

6. Pdsso far firma? contour /441/ (F92)
¥ I 3 7/
7. Non vedéte che faccio sul sério?'
contour /4331/ (Fq1)

It will have been noticed that all of ‘the examples cited could be declara-
tive sentences as far as the segmental material is concerned. What is
essential to notice is the central role of level 4. Even thnugh'the
final group of a declarative sentence may have a contour beginning at
level 2, rising to level 3 and then descending to 1, there are no finals
in dec]nrative sentézceﬁythat ever reach ]ene] 4. Comparf, for examp]e,‘
1 f{tti si sono svolti veramente cosi?

contour /241/ ' ) (BT2)
with the corresponding'q§c]arative: ,
I £4tti si sono svolti veramente cosf.

contour /231/

Or, compare the question:

23 4 |

Avéte {1tro? Eontour /2341/ (F90 )
with the statement:

3 2 ? /

Avéte dltro. contour /3231/
There are also several contours in the category of yes/no

questions that do not descend to level 1:

2 3 2 f / ‘ :
1. Non & véro, Allan? contour /232/ (Fg6)
L 3 £ 2.

/ ‘ /
2. E adesso potremmo andarcene?

contour /2342/ (Fal )
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2 3 ‘ £33 3 4
g 3. Cred€te che io abbia scherzdto, fdrse? -
contour /2343/ (Fa4 )
. 2 4 92
“4, 1'avreste fdtto? contour /2432/ (F8e)
3 / ¥ 2

6. Me la restituerete? E i1 mio bagé@]io?

contour /3142/ (F90)

£ 3 3 3

6. Pensdte ancora che faccio per ridere?
contour /4333/ _ (F97)

Still of Eentral importance is level 4.

| A.4. The first basic contour for information questions with
falling infonation is a descent from level 2 to level 1. As seen before,
most of thé initial syllables on level 2 are unstressed. The various

manifestations of this basic contour are:

v 1. Che cdsa c'&? contour /231/ - (F8%)
2 3 ‘o
2. E céme potrei farlo altriménti?
contour /2311/ (F92.)
2 3 2/
3. Ma che cdsa impdrta? contour /2321/ (F9Z)
2 g #7 .
4. E ché ne dite? contour /2341/ (B¥8)
2 4 ‘7 , |
5. Ma qué]e tradimento mai comp{uto?
~ contour /2441/ S - (658)
. 2 4 ! ‘
6. E ché cos'd? contour /241/ (F43)
2 4 I

7. E déve sono le ragdzze? contour /2411/ (B9 )
It is with this group of examples that potential contrast with declarative
finals again arises, in terms of two groups of segmentais sharing identi-
cal.intonation contours, namely: ‘/231/, /2311/, and /2321/. It is im-
portant to point briefly that the distinctive criterion in these cases

is not so much intonation as the presence of an interrogative word or
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_construction_which_universally characterizes information questions_with __.

falling intonation. The other contours in this category start on level

3 or level 4. They, however, will bé in potential conflict Wifh impera-
tive forms and exclamations with which they may share identical segmenta’
material. Examples of inigrmatjon‘guestions with basic contour /31/ are:

/
1. Che vubi/Tdttila?

contour /31/ ‘ (Ge2)
J 3 A,

2. Che ne vo1éte fgre?
contour /3311/ (F90)

And examples representing gpe basic contour 441/ are:
/

1. Quénto potrdste ddre?

contour /411/ - (F90)
AN !
2. Cdme fdi a star qu{? )
cor;toﬁr 1921/ (B18)
3. ch{ 1o sd? contour /41/ | (65¢)
4 U / _
4. E pérche nd? contour /431/ (Fa7)

It is very important to note that in all of the examples save number 4,

" the interrogative word, essentially the most important word in the sequence,
has the highest pitch and is in the initdal position. Also, in the |
examples where the first syliable is unstressed, the interrogative word

will be found later in the sentence, still, however, with the highest

pitch. The function of level 3 or 4 in infdrmation questions is therefore
clearly demonstratedg they have the function of giving prominence to'the

word upon which the question hinges.

There are three examples of information questions with contours

that descend only to level 2. Their not descending to level 1 does not
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s @AV o,,have..s1‘gn:_1 f1i car:ie:. g VAR R
1. Ma che cgsa vi s§1ta in ménte, eh?
~contour /2442 “(Fs
optour /2842 o (Fe8)

2. Céme avete détto? contour /242/ (F97)
S : 7z
3. Come puo essere accusato di tradimento?
contour 7432/ . “(658 )
A.5. The next group of falling intonation contours to examine
are those characterizing the imperative forms in spoken Italian. It is
with this group and with the exclamations that we wii1 see the central
- importance of level 4 in distinguishing the contours. The first basic
contour for an imperative“form again starts on Tevel 2 but quickly rises

to the first stressed syllable which is on‘1eve1 3 or 4, to then descend

to 1: L 3 VAN
1. Anddte in Frdncia! contour /2341/ (F9¢6)
2 4 /!
2. Tornidmo al nostro caso!
contour /2411/ (B#4)
2 4 f- / :
3. Parlate pure! contour /2421/ (B 8)
oo ;¢ 7 /
4. Trovate voi stessa! contour /2441/ (F96)

There are several other examples that start on level 2, rise to 3 or 4,

but then only descend to 2:

= 7 =

1. Salviamoci di qua! contour /242/ (F92)
2 ;¥ ¥ 2 . ‘

2. Raccdgli i guerridril contour /2442/ (663)
273 T4

3. In alto le mdni! contour /2342/ (Fge)
2 3 I3 2

4. Ascdlta il piénto del mio esército. ‘
contour /2332/ (662)

‘The last example is probably explained by the fact that the sentence was
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_.spoken very softly.. The presence. of level 4 rather than.3 on the.stressed..... ...
syllables of contours whose first syllable s 6n level 2 (unstressed) is
for emphatic purposes.

The majority of the imperative tontours start on 3 “or 4, the
basic contour being /31/ or /81/. As for those that start on 3, examples

are:

3 4 7
1. Stiamo atténti! contour /341/ (E€8)

3 /’-— /
2. Speriamolo! contour /321/ (E¥0)

Examples that begin at 'le\ﬁe'l 4 are: , |
1. Dzﬁ:em} una préva! contour /411/ | (882) )
2. -Sentite un pol'/amico mio.#
contour /441/ o (Fe0)

A / :
3. Po;tate]i qu1\!3con/tour /431/ - (Fq0)
4. Ndn fraintendétemi! contour /431/ (B82)

There seems to be no phonemic difference between the descending intonation
contours of imperativeé that start on 3 and on 4.

Desﬁending imperatives and yes/no questions can sometimes have
the same segmental material, with’ only the intonation contours to differ-
entiate between them. Before giving examples, it is necessary to po‘int
out that, due to peculiarities in Itaian inflection, ‘what in one instance
is an imperative form, may be an indicative form in another. The forn'1
prepara, for example, represents the third person singu'lér of. the present
indicative, as well as the second person singular imperative form. |
Intonation obviously has a central role in distingUishipg the two. For
éxamp'le, 2 6‘

“+ f :
Prepdra i1 tuo séccp! (BF5)
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-wWith-the contour—/2441/ represents an informal, singular command.- This - - -

same sentence becomes a yes/no question with the contour /3233/:
3 "2 3 3
.Prepéra i1 tuo sdcco?
The central means of distinction here is that this yes/no question belong:
to the category with overall rising intonation, to be dealt with presently.
It is clear that the contrast in pitchilevels, either individually or in
an overall manner, is instrumental in detérmining meaning. This example
could also easily be a declarative sentence:
l-j? f’ /
Prepara il tuo sacco.
with the contour /2321/. Again the presence of level 4 helps make the
difference between an\;mperative q&d a 9ec]arative. Another example is:
Cérca di rispdndere! (Bg2?)
which with the contour /341/ is a command, with the contour /321/ it

becomes a dec]arative\gentence: ;

Cérca di rispéndere.
and with the contour 4244/ becomegya ye:/no question:
Cérca di rispdhdere?

A.6. The last group in the general category of descending
contours concerns exclamation. The exclamations raise some special pro-
blems, for various reasons. We will see, for example, that though there
are some exclamations that are segmentally unique, i.e. Mgggﬂé!, for the
most part, they are segmenta]]y identical to declarative sentenceg,
commands and queétions that have been encountered. ‘The role of intonation
is essential in distinguishing exclamations from these other events, and
Tevel 4 will be of centra]'importance.’ In many cases, were‘it not for |

level 4, the contours would be no different from others already described.
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-7 "The first group includes contours'_‘;'that‘sta‘rt‘,;on;‘l'eve] 2, rise

to 4 and then descend to 1 or 2. By far the most common is the contour

1241/ .

2. 4 / i
1. Maledétti! contour /241/ . (F89)
2 4y

2. Siléhziol contour /241/ ~ (B5)
Other variants of this type include: |
' CE ;ﬁ St
3. Santo Iddfo, & ubridco! contour /2411/ (F9!)
< 3 4 .
4. 1d sto béne dappertdtto! contour /2341/ (B¥8)
Examp]e;s with the first syllable on level 3 include: |
AN -
1. E vai 3‘1 diavolo,/tu! contour /3241/ (B¥9)
3 /
2. Incredibile! contour /341/ (E69 )
There are some examples of exclamations that begin on level 2 or 3, but
after a rise to 4, only descend to devel 2, with no apparent phonemic

difference:

23 4 2
1. 1In 41to Te mdni! contour /2342/  (F88)
2 4 ;;‘ 2 :
2. Al didvolo la Francia! contour /2442/  (F45)
2 %2 | |
3. % Chegorrore! contour /242/ (EF0)
4 Dsgrazia/to! contour /342/ ~ -(B.83).

The basic contour most represented in this category ks byrfar the one

which begins on level 4 and descends to 1eve] 1. Examples of the variants

are: 6/, y
1. Ecco! contour /41/ (E68)
A
2. Musica! Musica! contour /41/ (B39)
4 g £ 7
3. Sta. sorpassando tutti gli altril ...~
contour /4341/ ‘ (E&T)
A ~
4. Whisky per tutti! contour /441/ (Fa3)
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- As-mentioned; ‘many exclamations resemble-declarative sehtences segmentally. -
Consider the sentence:
Io sto bene 'dappertutto.
The contour of this igntence;gg‘a dec]arftiye would be /3211/:
16 sto béne dappertﬁtto.
Compare this to the exclamatory intonation /2341/.. We see that level 4
emphasizes the stressed syllable of the‘most important word in the sequence,
in this interpretation of it. Another interpretation might kingle out the
Io with a level 4,
_A sfmiTar:examp]e is found with the information question having
the contour /234/: 2 3 : .
' Qudhto vorréste per lasciarci uscire di qu{? (F90)
This same sentence will be understood as an exclamation, however, if
the ;ontour is /431/: 4 3 y
Quénto vorréste per lasciarci uscire di qu{!
It is necessary to avoid confusion between exclamations, and declarative
sentences, questions, commands or imperatives that by means of an emphatic
stress and the presence of level 4 on the moét important syllable of the

group, have simply an exclamatory quality. Examples of theﬁ1atter are,

for a declarative sentence:

3 7 2
1. Non penso a mé. contour /342/ (F95)
for an information question: | ‘
f / o
2. Ché hai fatto? = contour /411/ (BB3)

and for a command: y u I |
3. E stdte z{tti. contour /441/ (BF%)

B.2. The intonation contours of the non-final groups in
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declarative sentences were described fn an earlier discussion. We are now
concerned w th the rising contours of final groups, that is, of declaraz /
tive sentences, yes/no questions, information questions, imperatives and
exclamations.

There are Very few:examplés~oéxdeclaratfvézséntences wdth
risling finals. It is not all coincidental that all of the examples end
with a word that is necessarily stressed on the last syllable, a word
that is usually the most important in the group, which accounts for its

higher pitch level. For example, ) a2 a2

1. in buona fede/e in mala fede/dei néstri marindi.#

contour /122/ (8¥3)
/oL
2. dell"imprigionanento/di Albino//non sfa
1 it4. tour /1 |
a veritd.# contour /122/ , 2 (655/‘3)
3. //ai quali riconobbe sempre/]'aht{ca autorita.#
contour /123/\5 N 5 (GST)
4. e di fatto//veraménte ré# |
contour /323/ (657)

These contours are saved from potential conflict with rising non-final
contours by a more prolonged pause following them than that which follows
any non-final group.

B.3. The largest group of rising final contours is composed
of yes/no questions. The basic contours involve a rise from 2 to 3 or
from 2 to 4. As was mentipned before, many yes/no quéstions ghare
identical segmental material with declarative sentences. In th%s category
of rising contours, confusion is easily avoided by the simple fact of a

rise at the end of the sequence, a rise which is seen to be fairly rare
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in declarative sentence finals. In yes/no questions, it has several

manifestations. For the contour /23/ or /33/, we find:
2 3 3

3
1. Vi pdre che 1a pdlizza sia in rdgola?
contour /2333/ (F93)
which might be contrasted with the declarative sentence:
2 4 2 /

Vi pa{re che 1a po’h‘zza sia in re/go1a.
contour /2321/
2 3 2

2. Non avete piﬁ vd§1ia?

cgntour 42323/ 23 (B'?q )
3. Si feste'ggia qualche cdsa?
contour /2423/ (8319)

In some examples of the rise from 2 to 4, the presence of level 4 serves

to further emphasize the message, as in the answer to the statement

Vorrei parlare col vecchio:

2 ff
1. Con mé? contour /24/ (F8E)
or in the question: " 3 “

/
2. Lo sapéte che cos'é? contour /234/ (F93)
In another example, it does not seem to have this emphatic value, however:
2 3 4
1. Non @& iniziato i1 cons{glio?
contour /2434/ (658)"
Rising intonation in the general category of yes/no questions also
occurred in a sub-group of choice questions, i.e.:
2 \7? “# o
1. Volevate colpirlo alla mano/
¢ avete sbagliato i1 colpo?

contour /2344/ (F89)

For examples that begin on level 3, werfind:
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3 2 3 4
1. Ei cacc1ator1 si convert{;ono?

Contour_/3233/ (8¥8)
2. Aspettate forse di mor{ref-

‘&pntour /3224/ | o (F90)
3. Fun segreto7 contour /344/. . (B ?7) |

As mentioned before, ves/no questions can have identical segmental
material as imperatives, but any potential ambiguity can be resolved by
means of intonation. The imperative form

a 37 & [

vdi con 1dro, Jdackie | (FE9)

with the contour /231/ and a high p1tch on the most 1mportant sy]]ab]e,

becomes a question w1th the contgyr /344/:

Va1 con ¥dro?

40

There are two examples of contours belonging to yes/no questions

that are identical to contours previously described as final ones: /2331/

and /2311/. Actually, the element of question is constituted by the
intonation on words that foT]ow the main body of the utterance:
‘ a3 ‘/ /2
1. Voléte diventdre una grande pittrice/no? (F45)
2 3 3 / ‘:? 2
2. Vi dispiéce se parlo {o,/cdra? © (F95)

B.4. Information questions do not provide many examples that

“have rising contours. The basic contours are, however, /23/, /24/, and

/34/. 2 3 3 3
/
1. Che cos'® che ve 1o fa pensare? ,
t 2333 ‘ 86
contour / ~3/ | (ﬁ¥ )
2. Quéhto vorrdste per 1asciafci uscire di qu{§
~contour /234 F9o
2 {33 / 4 4 (Fdo)

3. in che cdsa posso servirvi?
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contour /2344/ (874)

2. A& A

4. Ma qugndo arrivera?
244 G632
contour, /244/ 4 4 (G62)

5.'.E che disse ancora?
contour /3344/ (B #%)

The high pitch levels attained in these examples dd-seem to have some |
emphatic value. It is interesting to note that falling intonation
previously described for information questions could be effectively
applied to any one of these e#amp]es. Doing this would shift the emphasis
from the syllables hay}pg ]eve]\g pitch to other syllables. Foy example,

Quénto vorréste per lasciarci uscire di qu{?‘

contour /431/

or: '
3 “®“ / 7/

E che dfsse ancdra? contour /3411/
With low pitch on late syllables, the emphasis is removed. In the first

example, the important word is either qui or quanto, depending on the

position of level 4, and the same applies to the second example. Though
the segmental information is identical, the meaning is slightly different.

B.5. Imperative forms are chiefly characterized by falling
intonation. There are some examples of imperative forms with rising
intonations. They seem to appear in particular environments. The follow-
ing two examples have rising intonation because there is more than one
command in the sequen‘c‘e: 3 a2 4 ¢ 3 e y

1. Raccéﬁ]i gli uémini/e accompgénali verso il sdd. #

s b

2. Pdrtati dietro quella cdrda//1égalo ben béne//

contours /3244...341/
3 S 3
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2 4 /
/. Y,
poi lascialo la#

contours /3344...344...241/ (F89)

" It is obvious that the last is really the command. The other two are.

quite similar to large non-final groups in declarative sentenfes. Another
example of a rising intng?;on iqLan¢imp$rative also functions this waxihm~
3. E dra, credétemi/. contour /244/ (BF6)
I fact, this instance is almost more like an initial parénthetica1
utterance than a command YEjQQ might have the contour:
Credétemi! contour /241/
Bu6. Falling intonation is also tﬁe hallmark of exclamations.
Only one example of an exg}amag;on with a rising intonation was found;
Macché! contour /24/ (F45 )
‘which in the context might be easily taken for a question spoken with
some volume. It fo]]ows the yes/no questioﬁ "Avresti sempre in mente
quel certo viaggio in Francia?" and is followed by the exclamation "Al
diavolo la Francial!" and is therefore modified much 1ike the non-final
"commands" above.

11. Parenthetical Utterances

The last group of utterances whose intonation contours we will
examineﬂand describe is that of parenthetical utterances. Basically,
these are the sequences which follow, precede or interrupt the main body
of a given utterance. We will find that, though the role of these events
is generally to reinforce the main quy of the_sentence, only occasionally
are they indispensable. The examples found in the data for this study Ean
be divided into two main categories: vocatives, of which there were a

great number, and a group madnly composed of adverbs and conjunctions,

45



43

represented by such words as comunque, quantunque, anzi, pera. We will

consider the latter category first.

Adverbs and Conjuctions

1. Examples in this category were found; for the most part, in
positions preceding declarative sentences. They occur both with rising
and falling intonation contours. The basic rising contour for those
preceding declarative seg}queg was /23/ or /24/:

1. Eggdre/se un giorno ce 1'avessero detto,

non 1'avremmd creduto. (656)
3 2 3 | :
2. guantJngue/debbo basare le mie opinioni (G5%)
2 2 S 4

3. In questo cééo/]'operato di Teodorico non

sarebbe ' (65%)

The basic falling contour for those preceding declarative sentences was

/32/ or /42/: _? 2

1. Anzi/ad essere sinceri, Cipriano & pib
pericoloso. (656 )

s E 2 \

2. Comunque/io sono del parere che e meglio
attendere (65%)
23 2

3. Comdnque/cid non toglie che la situazione
non $ia (656)
4 2 2 v

4. A Qrogdsito/Severino, ho terminato ieri
di leggere ' (G58)

There seems to be a slight difference between a rising er falling contour

in these situations. It was noticed, that in those having a rising

contour the adverbial seemed to prepare the listener for a change or

_ disagreement in the topic of conversation. With those having a falling
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intonation, on the other hand, the adverbial séems to reinforce and
strengthen what precedes and certainly what f011ows.

Declarative sentences provided %he most examples of preceding
parenthetjca1futterances that are not vocatives. —Yes/no questions offered
a few examples, i.e. , 5 ,

1. A11éra/posso far firma? _ (FG2)

Parenthetical utterances in this group were also commonly found
following declarative sentences and yes/no and information questions.

When following declarative sentences, they tended to remain on the level
to which the decalrative contoﬁr had descendegf‘ P
1. //e successivanente/la véstra/gréégﬁ (B¥o)

Most of the utterances that preceded declarative sentences had
some emphatic value in terms of indicating what followed in the main
part of the sentence; Those that follow also tend to repeat and reinférce
what has already been said. |

Parenthetical utterances following yes/no questions often have
a central phonemic ro]e; It was pointed out earlier that yes/no questions
often share identical segmeﬁta] material with dec1arative sentences. It
was also seen that yes/no questions with descending intonation are more
postulates than questions. The following examples show that, without
rising parenthetical utterances following the maiﬁ body bf the sentence,
they would be heard as declarative sentences. Every example has descend-

ing intonation in the main part of the sentence:
L 3 3

/I 2 .
1. Ti hanno arruolato di fdrza/nd? (B 80 )
3 [N
2. Anche me,/sai? ' (B8o)
: 2L 3 4% 2 2 3

3. Creddte che jo abbia scherzdto,/fdorse? (Fqu )
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The utterances following the main body of the sentence in these examples
are usualyy known as tag-questions. They are not really parenthetica],4
as such, since they have the duty of determining the interrogative natare
of the sentence. It is interesting to compare these'examp]es to one
where the intonation contour of the main body is rising, and the

y
Non & mica pdzzo,/per cdso? (F92)

parenthetical utterance has falling intonation:
Z 4 4

In this case, since the intonation in the~main body of the sentence
established it as a QUestion;‘the parentheticé] utteranée has no place
in defining the nature of the sentence.

Few examples of parenthetical utterances following information
questions were found in the data. The example cited resembles the last
one given, in that the contour of the main part of the utterance estabs:
lishes the interrogati;e nature of thelssnﬁspc?: , | |

Dove volete arrivare,/insdémma.? (Fg1)
The only examples of parenthetical utterances that interrupted the main
body of the seftence in the middle, were found in declarative sentences.
They had the contour /23/, or /11/:

2 3
1. ...i1 patriarca Antino ha/secdndo ndi/

perfettamente ragicne.# T (aél)
3 a3
2. Non tutti g1i Italidni,7perd (660)
',2‘ 3 3 71
3. Anche la popolazione romana,/perd/ (6 60)

There does not appear to be any phonemic difference between these examples.

Vocatives

2. The second group of examples included in the category of

parenthetical utterances are the vocatives. Due to the fact that a large
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percentage of the texts from which the ‘examples were taken were dia]ogqgg,
vocatives were abundant. They did not occur frequently in the middle ofmw
an utterance, the largest number being found after the main sentence. A
few examples were found to precede. The majority of vocatives also had

falling contours.

When following a declarative sentence, the basic contour is /21/:

!l /
1. E quFEF,gioia poi paga con la morte/Patrid@ca
Antino.#  (660)

N .L‘.Z. / /
2. E tutt'opera mia,/signora Chisholm.# (F94)

It will benoticed that these vocatives have contours similar or identical
to those described for deciarative finals, or they coutinue on the level
reached by that final, i.e.
27 /f ’
3. Voi siete un galantuomo,/amico.
The vocatives following yes/no questibns raise some interesting questions
in this respect. ‘As we saw previously, often yes/no questions will share
identical segmental material with declarative sentences. The potential
conflict with a declarative setnence is avoided by using intonation in
the body of the quest1on{2anq3re1nforced in the vocat1vs; 4 /3
1. Vi pére che la polizza sia in rébo]é,/nonn{ho? ‘
tour /2
ct_)Ln:3 r /213/ (F93)

| < 323
2. Faré%e quel che vi chiéﬂo,/DJke?

LB

contour /23/ ‘ (F42)

0ften, the intonation contour of the yes/no question will fall, and the

vocative will follow suit:

2 4 2 3 .2 ,
. séi fer{to,Bozi? contour /21/ - (F88)
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2 3 3/ 32
2. Vi dispid@e se parlo {o, cdra?
contour /32/ . (F95)

Vocatives also. follow information questions, with the basic

- contours /31/ or /21/. Again, it is interesting to see how they reinforce

! 3 4/
-/
1. Che vuoi, Tottila?

Sgﬁtog; /31/ Lo (662)

the ‘contour of the quééti?g:

2. Ma chi pué d{}1o./n6hno?

contour /21/ (F95)
3 2 2 3 3

3. E pérche no/signdra mia?
contour /2331/ \ (F96)

There are a few examples in this group of contours on one pitch Tevel; with

By

no apparent phonemic difference f;om 9ther%L;
1. Chi 1o sa/,/ls{ma}cco?l contour /111/  (656)
2. Che dici mai,/Patridrca? contour /111/ (G40)
Imperative forms may also be followéd by vocatives again-with

the basic contour /31/ or /21/. Even though they do not usually start on

the same level as the command itself, their falling nature reinforces the

command.
;:‘ SRS S
1. NSP affati;érti,/TottiTa contour /31/ (G&2)
£ 7/

2. Dite un po',/padrone. contour /211/ (F8T )
3 22T
3. Semtite,/ragdzzi. = contour /121/  (B¥8)
There are some examples of contours on one pitch level, apparently only '

W1th phonetic difference:.4 ; /‘ . |
1. pite unlpé;./gadrdhe. contour /111/ (F42 )
4 ! /

2. sentfte,/Allan contour /11/ - (F93)
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Few vocatives were fqund before questions, those few having
falling intonation, either /31/ or /21/:
3
1. emg1{E1o /vedi tu qualcosa?

contour /321/ : (E70)
S A ‘
2. Tendnte/avete riflettuto alle conseguenze
contour /211/ (B84)

It is possible to imagine-others with this form. It could also
probably occur with a r1s1ng intonation contour ‘

Some of these vocatives occurred in the middle of a dec1arat1ve
sentence. They largely resemb1e'sma11 non-finaj groups accompanjgd by

pauses; and are confined principally to rise from 2 to 3, or a des;ent

from 3 to 2.
23 2
1. Se quanto tu dici/Bodzio/e vero//
: (G5T
contour /232/ 4 3 (65%)

2. Non vi dev'essere,/Maesta/pace alcuna’
contour /23/ (66l)
Vocatives also occurrinternally both in.yes/no questions and in

information questions, but with few examp1es-

/ —L— /

1. 1In base a qua]1 colpe/C 1Er1ano/cred1 tu

contour /121/ 2 5 s (Q56)
2. Ma perche mai/Giunio Basso/n€ Oreste

contour /233/ . (E65 )

2/ .

3. Ma capisci/ciro/che stiamo per assistere

contour /21/ | (F4)

o1

’
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VecConclusion

The contours have‘been described in terms of their basic shapes
Qnd variants and in reference to the environments ih which they occur.
The contrastive function of the pitch levels has.also been described,
insofar as a different pitch level in the same segmental énvirqnment -
corresponds to a difference in meaning. Phonetic and phoneh{c invenfories
of‘the baéit intonation contours in Ita]fan follow. "It is clear that
other basic céntours and variants may be present in the 1anguége.‘ The
spoken Ita]iaﬁ;that formed the data for this study were characterized
by these‘contoﬁrs. It is necessary to bear in mind that the data were
rather sﬁecia], coming frem prebared scripts énd speeches for public
consumption. There may be evenfs that take place in ordinary conversation
that were not described here.

The fo]]owfng list summarizes the basic intonation contours in
Italian. There are some contours that have been included in the phonemic
inventory on account of their frequent occurrence. They do not have a
phonemic function, rather an emphatic one, but they aré often as commonfy
found as the basic contour deséribed for a given category. The basic con-
tours with phonemic function will be distinguished by / /. The bhonetic
.variants will be enclosed by [ 1.

Large and small non-final groups in declarative sentences are
characterized both by rising and falling variants which are not in contrast
with each other. Dec]arétive sentencé finals are characterized by falling
intonation. Rising intonatdion was ehcountered in rare circumStances, for
emphatic purposes. As mentioned before, yes/nro questions with falling

o i e s oameeotate do3BBT - 0 sosr ToTiomlaoL
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intonatiqn”téﬁ:be more acéurété]y described as postulates eliciting
corroboration. Their intént is therefore different from yes/no QUestions
with rising intonation. Information quéstibns are characterized by
falling intonation and have rising intonation for emphatic purposes.
Commands are also charactefized by falling intonation, the basic contoﬁf
being /41/. /31/ is also a very common variant which is not in phonémic

contrast with /41/. The situation is analogous for exclamation.
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Small non-final groups: (in declarative sentences)
Rising: 7€8/
Falling: /32/, [43]

Large non-final groups: (in dec15;étive sentences)
Rising: /24/, /34/ -
Falling: /32/,[42]

. Declarative sentence finals:

Falling: /21/,[31]

Yes/no questions:
Rising: /23/,[24]
Falling: /31/, #41/ -

Information questions:
Rising: [23], [24]
Falling: /31/, /41/

Commands :

Falling: /41/

Exclamations:

Falling: /41/



A. Phonetic Inventory of Falling Intonation Contours in Italian

small large daclarative yes/no information
non-findl1rs’ non-final final question question imperative exclamation
/32/ /32/ 121/ /31/,/41/ /31/,/41/ 141/ av
232 2243 1211 ' 132 231 2441 2341
2322 2322 121 1331 2311 2411 2411
2332 2442 1221 2311 2321 2421 : 241
2432 2432 1231 2331 2341 2341 ‘
. 2341 2641 . 2342
322 3243 2211 2342 ' 241 242 2442
3222 3443 : 211 2432 2411 2442 242
3242 332 21 2343 242 2332
332 3432 221 ‘ 2342 3241
342 2311 3331 i1 3411
3422 - 231 3441 3311 3241 341
with pause: 2321 3142 3211 342
343 2331 411 342
3433 2341 441 . 4221 41
432 4331 421 411 411
433 311 4333 ‘ 431 41 421
3231 441 4341
with pause: 3 ' ‘ 431 441
31 4311 4411
243 331
232 3321
2432
422

€§

5"7 |



small
non-final

123/

223
233
2423
2233
323
423

without pause:

233
23
2333
2233
3233

B. Phonetic Inventory of Riding Intonation Contours in Italian

- large declarative
non-final final

1241,/34/

2344 122

2244 123
244 323

3244
324
3344
334
3444
3434

without
pause:

2344
344
3433

yes/no
question

123/

2333
2323
2423

2224
2344
234
2434
24

3233
3224
344

information
question

2333
234
2344
244
3344

imperatives exclamation

2 24
34

vS
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