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INTRODUCTION

Speech is so familiar a feature of daily life that we rarely pause to define it. It seems as

nature to man as walking, and only less so than brea血i喝, Yet it needs but moment's

reflection to convince us that this naturalness of speech is but an illusory feeling, (Sapir.

1949: 3) because rules are certain to exist in speech.

A great deal of effort has been made on language. What seems to be lacking, however,

is every person and students who have speech everyday recognize what speech is, what

language is, what their sounds are, how they別1 into patterns, and how they change in

different circumstances. The w血thinks that to deal with rhythm and intonation in

English would血ow new light upon these questions.

Before describing Rhythm and Intonation in English, I would like people to read the

following two famous quotations as human speaking language.

(1) When we study human language, we are approaching what some might

call the "human essence," the distinodye qualities of mind that are, so far as we

know, unique to man and that inseparable from any critical phase of human

existence, personal or social. (Chomsky 1972: 100)

Human language, which is the most excellent characteristic of the human being,

different丘om any other animals, is his ability to communicate to his fellow complicated

messages concerning every aspect of his activity. However, human beings don't know
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what the language is and don't打y to know it because it is too close, natural and ordinary

to them: that is, the language exists in our lives. The author血hks that it is very important

and precious for us to study what human language is and that we know language is what

is indicated, and that it is necessary for us to know it as human. We can get these

questions by血e study of human language, which is called Linguistics. Palermo (1978)

i about language as follows:

(2) As a function of knowing a language yourself, you would obviously know

that s也:ange noises the other people uttered were speech, and in that stream of

speech there would be words and sentences which have meaning, and you also

would know that the sounds people make at various times are language, that

language is composed of phonemes, that strings of phonemes make words, and

that strings of words are put together in certain way to construct

sentence.Palermo 1978: 1 80-1 8 1)

A language is a system of conventional signals used for communication by a whole

community. This pattern of conve血ons covers a system of significant sound units (i血°

phonemes), the inflexion and arrangement of `words', and the association of meaning

with words. An utterance, an act of speech, is single concrete manifestation of the system

at work. (Gimson 1970:3)

Linguistic study insists on many丘elds: Morphology, Syntax, Semantics, Phonetics

and Phonology, etc. The writer chooses Phonetics and Phonology as her research among

these fields. Then, what is Phonetics and Phonology? Crystal (199 1) defines phonetics

and phonology as follows:
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Phonetics: The science which studies the characteristics of human sound-making,

especially those sounds used in speech, and provides methods for their

DESCRIPTION , CLASSIFICATION and TRANSCRIPTION. CCrystal 1991 :259)

Phonology: A branch of linguistics which studies the sound systems of

LANGUAGES. Out of the very wide range of sounds the human vocal apparatus

qn produce, and which are studied by PHONETICS, only a relatively small

number are used distinctively in any one language... The aim of phonology

is to demonstrate the patterns of distinctive sound found in a language, and to

make as general statements as possible about the nature of sound systems in the

languages of the world. Putting血is in another way, phonology is concerned with

the range and function of sounds in specific languages (and o鮎n therefore

referred to as 'functional phonetics'), and with the rules which can be written to

show血e types of phonetic rela血mships that relate and contrast words and other

linguistic umts.(ifea p.26 1)

Following these ideas of Crystal about phonetics and phonology, I would like to

continue my own research.

There are three aims in血s paper:血st, to mention that speech sounds, intonation and

rhythm, which are unintentionally produced in languages by human beings, actually

have rules, and second, to indicate the structure of sounds: how and why they丘山into

patterns and how and why they change in di飽rent circumstances. In this respect, this

paper describes rhythm and intonation of the English language.

First of all, the author indicates that this paper deals with both tree and metrical grid

following Liberman & Prince (1977) (henceforth LP) and Hayes (1984) to show stress in
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English phrases and sentences metrically. LP describes metrical rhythm as follows:

(3) Our theory wm employ two basic ideas about the representation of

虹adinonal prosodic concepts: first, we represent血e notion relativeppominence 'm

terms of a relation dehed on constituent structure; and second, we represent

certain aspects of the notion秘録おrhythm in terms of the alignment of

linguistic material with a "metrical grid". (LP, 249)

LP theory shows that血st metrical indication is relative promhence on constituent

s打ucture, and the second is linguistic rhythm in terms of alignment of linguistic material

with a metrical grid. Namely the theory says that rhy血m should be pointed out by both

虹ees and metrical grids.

The perceived `stressing'of an utterance, LP thinks (励p249), reflects the combined

influence of a constituent-structure pattern and its grid alignment. This pattern-grid

combination is reminiscent of the traditional picture of v訂se scansion, so that the theory

as a whole deserves the name `me血caT. The writer w皿also use血e expression `metrical

theory'as convenient term for that portion of the theory which deals with the assignment

of relative prominence in terms of a relation denned on constituent structure.

What rela血昭prominence由here, is that describing the strong-weak relation is defined

as one component of being two sister-relations.

This simple principle, which LP calls (/fetfp3 1 5) the Relahe Prominence Projection

Rule, is almost all that is needed to ensure the correct `scansion'of linguistic material. A

more precious statement by LP 近 given below, phrased in terms of the representation of

relative prominence which is developed by the previous theory.
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(4) Rela如ProminenceProjection Rule (LP, p.316)

In any constituent on which the strong-weak relation is defined, the designated

紐rminal element of its strong subconstituent is metrically stronger than the

designated terminal element of its weak subconstituent.

LPb.3 16) says that a metrical grid is `aligned'with a linguistic phrase by the previously

mentioned function, which maps the grid's terminal set one-toの>ne onto the syllables of

the phrase, preserving order. The Relative Prominence Projection Rule (henceforth

RPPR) is to be interpreted as a wellformedess condition on such alignment.

Hayes (1984:34) suggests on his study like this: LP proposes a system of rules

con虹ucting metrical群ids丘om me血cal tree, along with an explicit formulation of the

Rhythm rule. LP programmatically suggests additional functions of the grid, however,

their suggestions are not precise enough for empirical testing. In this section, I will review

LP s rules, showing that, as they stand, they can't account for the full range of fact. I will

then propose a more articulated approach to the problem. Then Hayes suggests

substantial modifications of these也・ee con虹uction rules丘om tree structures by asset of

rules by which grids are derived. Hayes proposes Grid Construction as follows:

(5) GndConstruction仕Iayes, 1984: 35)

a. As a place marker, assign every syllable a mark on the lowest level of the grid.

b. Assign a mark at level two to the strongest syllable of every phonological

word.

c Assign sufficient additional marks so that the strongest syllable of every

constituent labeled S has higher群id column than the strongest syllable of its

weak sister.
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These rules are mustrated in the fl0両ng sentence, where Hayes has indicated with

le紀rs the subrules that have applied in creating each column (a-c)

(6)

level 4(by c)

level 3(by c)

level 2(by b)

level 1秒y a)

Ⅹ

　

Ⅹ

　

ⅩⅩ

X X   X X           X X

[ [Belgian farmersjNP [grow turnipsjvp ]s

∴"I
>
iiに二器国i

Accordmg to Hayes, Grid Construction is based on "assign every syllable a mark on

the lowest level of the grid" , however, in this paper the author shows the strong-weak

relation by putting on one grid on one word because this paper deals with sentences of

Rhythm and Intonation in English. Nevertheless, notice that every syllable mark would

be assigned whenever she needs it. Then, the author graphically represents the rules,

RPPR and Gnd Construction, by annotating the nodes of the syntactic tree with the

symbols w(for "weak") and s(for "strong").

(7)

Ⅹ

X        X

[田elgian farmers]np

¥v /
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It is obvious that relative prominence and Grid construction illustrates the rhythm

graphically in English.
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CHAPTER I

Rules of Stress and Rhythm

1.1　Stress

The terms `stress'and `accent'are first introduced at血e beginning of the chapterl

because we need to know a large distinction between `stress'and `accent'before studying

rhythm and intonation in English.

ne term `stress'has been used in different and confusing ways. It has sometimes been

used simply to refer to syllable (or vowel) made prominent for linguistic purpose, either in

words or sentences. The term 'accent'has also been used to refer to syllables made

prominence for linguistic purpose; it commonly implies that such prominence is

principally associated with pitch (hence the common term `pitch accent'). The term

`stress means `prominence', however such prominence is achieved. The term `accent'

will be limited to prominences where pitch is involved (hence it is equivalent to pitch

accent)(Cruttenden 1 986: 1 6).

A stress is producedby pushing more air out of the lungs. When there is an increase in

: amount of air being pushed out of the lungs, there is an inαease in the loudness of

: sound produced. A stress thus has an increase in respiratory activity. It may also have

an increase in laryngeal activity, so that there is an additional increase in pitch. And a

stress has a longer vowel. Stress can always be defined in terms of some血ng a speaker

does. (Ladefoged 1975: 97-98)

Namely, a stress is a cover term for the combined efforts of loudness, pitch,
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length-which result in vowel prominence. In general, English stressed vowels are higher

in pitch, longer, and louder than unstressed one.

The pitch of the voice is the tension of the vocal cords. If the vocal cords are stretched,

the pitch of the sound will go up. Altering血e tension of the vocal cords is the normal

way of producing most of the pitch variations that occur in speech.(/M/. p.224)

As we have seen before, the distinctive between so名山ed `stress accent'languages and

so-caUed `pitch accent'languages has never been very clearly defined. The term `stress

accent'is usually used to refer to languages, like English, using pitch primarily for

international purposes. It is, however, an unfortunate term since it implies that prominent

syllables in such languages are produced primarily by `stress'which in this usage seems to

mean breath-loudness and length. Intonation or so-called `stress accent'languages like

English are generally contrasted with `pitch accent'languages, of which the best example

is Japanese. In the standard Japanese of Tokyo words別1 into two classes: accented and

unaccented. Words with an accent realize the accent by a high pitch on the accented

syllable followed a low pitch on the following syllable, e.g. ame [・.] `ram! ; ongaku [* ‥】

music'.(Cruttenden 1986: 12-13) And also words with the accentby a low pitch on the

accent syllable followed a high pitch on the folio繭ng syllable, e.g. ame [. 】

とmdy'(large dots indicate high pitch).

The word "strike" (【straik]), for instance, has a stress on "i", so there are an increase

of amount of the air, and high pitch, and length on it. Howeve耳Hence, note that the

differences between stress accent (English) and pitch accent (Japanese) by indicating that

a paper in丘ont of our mouth will be flapping at the point of the stress when we

pronounce some English word, different丘om not being in Japanese one.
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1.2　Sentence -stress

Stresses on words sometimes become modified when the sentences are pronounced

naturally. The most frequent stress modification is the dropping changed stresses. There is

a stress on the first syllable of each of the words "I, want, to, see, the, o脚〟 'when these

words are said in isolation. However, there are normally fewer stresses when they occur

in a sentence such as, /wantto see the ocean not all words are stressed; I, to and theare

unstressed. What sorts of word are stressed, then, what sorts are unstressed? First, all

words have stressed syllables. In some circumstances English speakers don't stress each

syllable. Next, one syllable words are generally notstressed if血ey are function words

由rammatical words) like pronouns (I, me, you, he,ノ均血e, her, etc.), prepositions (to,勿

at, worn,飯in, etc.), articles {the, a, an, some, etc.), auxiliary {may, can, lvill, etc.),

conjunctions {but, and,均均耳ldのetc.), relative pronouns (l功O, lvhich,

一癖ose, etc.) and so on. Other words are stressed if they are content words; for example,

full verbs (eat,壇lo喝tell, etc.), nouns {table, dog, station, boy, etc.), adjectives (good,

雌short, warm, etc.), adverbs (well,血qum幼just, not, always, etc.), interrogatives

(l功O, what, ¥功en, ho町where,吻etc.) and like that. The following example is the

sentence stressed by metrical tree and群id:

(1)

x
 
x
　
<
y

2
*

・
Ⅹ
誓
X
I
 
W

Ⅹ
血

Ⅹ
　
Ⅹ
　
Ⅹ

ocean.

W S

∨　〉　∨

/∴〕
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The above example shows that content words such as want, see, and ocean are

stressed, then function words such as I, to and theaxe unstressed, and also shows that

ocean has primary stress by rule of "end-focus principle" in English.

However, the proceeding examples show the exception that function words have a

strong form, or are stressed:

(2) Function words with stress

a) Nega血e shortening: He didn't mean to go.

b) Auxiliary which comes at the last of a sentence:

Can you speak English? -Yes, I塾

c) Preposition which comes at the last of sentence: What are you looking轡

d) Intensive "do" in an affirmative sentence: I由remember you.

1.3　Rhythm

As the writer has mentioned before, in English sentences there are stressed and

unstressed words when the sentences are pronounced in normal speed. The fundamental

rule of English rhythm is this: each stress group within a word group is given the same

amount of tune. As O'Connor (1980:99) advanced, any unstressed syllable be/bre ihe

stressed syllable is said very quickly and do not affect the length of syllables before it. We

pronounce sentences as quickly as we can so that we can keep equal interval between the

stressed syllables. Any unstressed syllable a/ferthe sはess k of courses part of the stress

group and shares the ava止able time with the other syllables of the stress group. There is a

unit, with a stressed syllable as its core and any unstressed syllable which may come

bemだit and afterit So, "I was in London" is pronounced as follows:
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aiwazm lAndan ll

As he indicated, " ." are shared the same amount of time, hence the words "I IW,

and血1 have to be pronounced very quickly to share the same amount of

time "London",not || aj was m kndan ll. Englishhasisochronismandthe

writer can represent English Rhythm in a simple diagram as follows:

(3) English Rhythm

〇 〇〇〇〇 〇 〇 〇 〇 〇〇〇〇〇〇 〇 〇 〇 〇 〇 〇 〇

t I I I I I I I I

(S†ressed syllabーe islarge○and uns†ressed syllable issm all○′indicc州ng IsOChr○nism )

Comparing English Rhythm, note that difference from Japanese, which shares each

syllable (mora in Japanese) -with same time. Wa蝕血l昭ZU〝血m'血(I was in London),

for instance, means that l喝ta, shi, l喝to, n, do, n, nijsnd由share same time in

Japanese, then the writer can show血e Japanese Rhythm in a simple diagram as follows:

4} 」0 PC】nese Rhy†hm

〇〇〇〇〇〇〇〇〇〇〇〇○○〇〇〇〇〇〇〇〇〇〇〇〇

(○isindicc州ngOnesyllable(One m Ora)andeVery○issharing sc】m e†im einJapanese)

The w血will show English Rhythm, which is illustrated in the following sentence by

using tree and grids.
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Ⅹ
誠・
k

te

x

 

xx
 
t
O

Ⅹ

Ⅹ

X

Ⅹ　Ⅹ

airport

w w w w w s

We can see the Rhythm rule in English that a stressed syllable together with any

unstressed syllable which may follow it forms a strong group, then each strong group

wi血血 a phrase group is given the same amount of time. Hence, any unstressed words

se I, to, haぢaろand功ein the sentence above) before the stressed words (promise, meet

and a勿C殉are pronounced very quickly and do not affect the length of syllables before

it. It also shows that as long as unstressed words before and a鮎r stressed words are

increased in number these unstressed syllables have to be pronounced more quickly like

dmi:

(6)

Sharing same time (rhythm group)

room

the room

in the room

This diagram shows that even if unstressed syllables (not, in, the ZXA ne坤are much

more increased in number, time in stressed syllables is not changed, so we know
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unstressed words have to be pronounced quickly. Of course, we can hd the same thing

in sentence.

(7)

Tea血

My teacher

My teacher

answrerS

answJers me

wm answer me

questions

the quesdon

question

Rhythm group, as we have noted, with a stressed syllable as its center and any

unstressed syllables which may come before and a鮎r the stressed syllables share the

same time.

1.4　RhythmRule

1.4.1. Stress Clash

When looking at "thirteen men", however, stressed syllables occur one after another.

We are going to see what will happen to rhythm in English. Hayes defines a stress clash

as丘)皿ows:

(8) Stress Cla,由仕Iayes, 1983: 366)

A stress dash occurs when two marks are adjacent on their grid level, with no

mark intervening on the immediately lower level.

This condition distinguishes the relevant cases. In the examples that follow, the stress

dash is marked with asterisks.
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The w血r illustrates how Rhythm Rule in English is applied to a phrase with the stress

dash by using the following rule by Hayes.

(10) The crucial additional condition on the Rhythm Rule is based on the grid:

the rule applies preferentially when alleviates a stress clash, defined as two marks

adjacent on their row, with no intervening mark on the immediately lower row

(Hayes, 1984:36)

Following Hayes (1984:36) stress clashes are marked with asterisks, and relabeled

nodes are italicized.

Ⅹ

★Ⅹ　　　㌔

Ⅹ　　　　Ⅹ

X X X X

Mississippi
sw sw

N V
Ir　　　∫

Ⅹ　　　Ⅹ

XX X X

legislature　う
sws w

V ＼、J

苛　　　　Bfl

＼/　＼/
W S

＼〉/

X

X X

Ⅹ　　　X

X X X X

Mississippi
sw sw

V N
S Il′

Ⅹ　　Ⅹ

xx x x

legislature

sw sw

二　二

＼/　＼ノ
W S

〉
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b.

Ⅹ

Ⅹ　　　　　　　　　　　Ⅹ

X X

X  X X X

Mississippi
s ws w

¥/　/

＼＼∠

Ⅹ　　　X

XX X X

legislation　(noclash)

sw sw

tt＼言

>
iiZg

a.

X

X X

X X  X XX

Corndl a血Ietics (no clash)

w s w sw

-r r-

The nodon of stress clash also correctly predicts that words with the stress pattern of

Montana vfm not ordinarily undergo relabeling {ibid, p.37):

(12)

Ⅹ

Ⅹ　Ⅹ　Ⅹ XX

X

 

X

 

X

Montana governor　(no clash)

…_こ∴ニ‥
＼〉/

In addition, the stress clash theory provides motivation (beyond mere rhythmic

intuitions) for rule (5b) of the grid cons打uction algorithm, as shown by examples like

good-lookinglifeguard. In (10), the extra mark that rule (5b) places on the syllable good
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causes rule (5c) to promote the column of lookinto a position that dashes with life. The

Rhythm Rule accordingly applies, even though good-looking has the same tree shape as

MoM細. under (12)仕王ayes 1984:37).

(13)

ⅩⅩ

XX

XXXXX

XXXXX

good-lookinglifeguard⇒good-lookinglifeguard

wsww∫ww

vvwv

¥ss¥-s

-/-/

Al血ough the author follows Hayes's rules about stress clash, she puts only one群id on

unstressed words.

(14)

Ⅹ

Ⅹ　　Ⅹ

a hundred

rx
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According to the rule by Hayes, a stress clash occurs when two marks are adjacent on

their grid level, with no mark intervening on the immediately lower level like thirteen and

m朗. Hence, the Rhythm Rule applies when it alleviates a sはess clash.

(14) a.

X

X X

There are a hundred

Ⅹ

　

Ⅹ

★

,
ォ
サ

Ⅹ
触

Ⅹ
　
Ⅹ
　
ⅩⅩⅩⅩ

men　->　Thereareahundred thirteen

x

 

x

 

x

　

*

fi^K9山

(14) shows that removing the stress clash forms a good rhythm in En曲sh.

1.4.2. BeatAddition

LP s work contains a second rule of rhythmic adjustment, although they do not state it

explicitly. This rule is based on the fact that in right-branching structures that are labeled

wws, an a胞rna叫g prominence pattern usually develops that cannot be derived by

relabeled the tree. For example, the stress pattern ofFatrah Fawcett-Majois, under (1 5),

displays the same sort of rhythmic alternation found in the left-branching form

Mary-Ellen Mathers, under (1 6). But it is only in the left-branching case that alternation

can be achieved by Rhyi血m Rule. The rules stated so far provide no way of converting

血e predicted form (15a) into the correct output, (15b)仕王ayes 1984:37).
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(15) a.

X

X X X

x X x X x x　　??

Farrah Fawcett　-　Majors

V v V

＼＼ys

(16) a.

Ⅹ

★Ⅹ　　　　★Ⅹ

Ⅹ　　　　　　X X

X X    X X

Mary　-　Ellen Mathers　一一　5>

S＼グ　V V

二: I

Ⅹ

ⅩⅩ

ⅩⅩⅩ

XXXX
FarrahFawcett-Majors

＼t:5ヾ-ミV"

¥

E^^^^^Htf^^^^^Hi

Ⅹ　　　　　　Ⅹ　　　　　　　　Ⅹ

X X             X X

Mary　-　Ellen Mathers

V V v

二-〕_　=

An additional rule is thus needed to induce rhythmic alternadon in the right-branching

cases. LP do not formalize this rule, but their article implies something like (1 7), which

Hayes calls BeatAddition (ibid.p3S), adopting a term丘om Selkirk (1984: 1 85)

(17)　BeatAddition仕王ayes 1984:38)

Freely add additional marks to the grid columns, provided the rela血e

prominence reladons specified in the tree are preserved.

By virtue of this rule, grid (15a) may be amplified to produce (15b), since the

additional marks that (15b) contains do not violate any of the tree labeling. Notice that

the rule achieves "prosodic homophony" with Mary-Ellen Mathers.仕Iayes 1984:38)
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The rule, Selkirk suggests BeatA(触; does apply to the tree (15a). Beat Addition is

called Rhythmic Adjustmeniby Hayes :

(18) RhythmicAdjustment田ayes 1984: 64)

In the configuration… X Y...DIE..., adjoin Y to X.

In the case of Farrach Fawcett-Majors, the rule would take X to be the constituent

Farrah, Y to be Fawcett, and DTE to be Majors. When the rule is applied, the grid

construction procedure automatically adds marks to conform to the new tree, thus

duplicating血e effects Beat Addition仕Iayes 1 984:64).

(19)

X

X X X

X X               XX

Farrah Fawcett-Majors　　　>　Farrah Fawcett-Majors

㌔/W　＼!w W

^r^^wiHn顎

Ⅹ

Ⅹ　　　　　　　　　　　　　　　　　　　　Ⅹ

Ⅹ　　　　　　　　Ⅹ　　　　　　　　　　Ⅹ

X X      X X       XX

-⇒　Farrah Fawcett　-Majors

V V T

二一一、-_　t

V V n
蝣&^^BQ^^^H曜

Since there is no difference between Beat Addition by Selkirk and Rhythmic
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Adjustment by Hayes, the author uses Beat Addition because血st we don't have to

change the tree and second, we can figure out which node 近 stronger than other from the

tree.

1.4.3. Phrasal Stress and Compound Stress Rules

As we have see before English has many rules in Rhythm. However, we have to allow

for the exception of compounds. It is commonplace observation that the typical stress

pattern of phrasal collocations in English (e.g. redcows, Scan left) differs systematically

from that of lexical compounds (e.g. keel-haul, stress-shift, blackboard). Of course, these

typical patterns are often overwhelmed by the chiaroscuro of highlight and background

in discou柑e, but they retain the status of null-hypothesis patterns that emerge when there

is no good reason to take some other option.

A second important observation about phrasal stress patterns is that relative

prominence tends to be preserved under embedding. Thus the compound whale-oil'(said

in isolation) has its main stress on the word whale, with oiftiaving some lesser degree of

stress, and this inequality is felt to be preserved in the phrase whale-oillamp, although

main stress of the phrase as a whole now falls on the word lamp.駐P 1977:251)

We return this section's beginning, to血e observation that rela血e prominence tends to

be assigned one way in lexical compounds, and another way in phrases. Traditional

theories represented this relative prominence in terms of some feature of the vowel or

syllable whαe its perceived effect will ultimately lodge. Suppose instead we allow reladve

prominence to defined on constituents. We may represent this rela血e prominence

graphically, by annotating the nodes of the syntactic tree (此p.256).
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」
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red cows
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CHAPTER H

Patterns °f lnt°mti°れ

We have seen the rides of stress and rhythm and relationship between血emin

chapter 1. When these rules are adopted in sentences, intonation is produced. However,

not all rules, which we have seen before, are applied, because intonation reflects people's

feelings and meanings.

For instance, if we describe and analyze the sentence, There血a boxαi the由・Me,

under the rules of stress and rhythm by chapter 1, the intonation will be as follows:

According to血e rules of Chapter 1, the sentence (1) shows that content words (like

bw,由vie) have usually stress and function words (like thatぢ為a, on,血e.) don't have

stress. However, stress often changes when a speaker wants to emphasize some words,

or when a speaker expresses his emotion:
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( not underme table)

This speech shows that content words are not always stressed, and function words

are not always unstressed. Thus intonation does not always follow the stress rules.

What 近 "intonation", then? Fht, I would like to talk about intonation.

2.1. Whatis 〃Intonation"?

Frankly speaking, intonation means pitch movement in spoken utterances that is not

related to difference in sentence. O'Connor (1980: 108) says as follows:

Every language has melody in it; no language is spoken on the same musical

note all the time. The voice goes up and down and the different notes of the

voice combine to make tunes. In some languages the tune mainly belongs to the

Tml頑being part of its shape, and if the tune of the word is wrong its shape is

spoiled. The Chinese languages are like血is and so many others in south-east

Asia, A血ca and America. In these languages the same sounds said with
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different tunes may make quite different words: in Mandarin Chinese ma: said

with a level tune means motherbnt ma: with a rising tune means horse, an

important difference! In many other languages, of which English is one, the

tune belongs not to the word but to the word group. If you say the English word

No with different tunes it is still the same word, but nevertheless tune plays an

important part in English. We can say a word group definitely or we can say it

hesitantly, we can say it angrily or kindly, we can say it with interest or without

interest, and these differences are largely made by the tunes we use: the words

do not change their meaning but the tune we use adds something to the words,

and what it adds is the speaker's feelings at that moment; this way of using

tunes k called血tonation.

Some people ima由Ie that intonation is the same for all languages, but this is

not打ue. You must learn the軸of the English tunes, and these may be quite

different from the normal tunes of your own language; and you must learn the

meaningof the English tunes too, because they are important. For example,

thankyoumay be said in two ways: in the first the voice starts high and ends

low, and this shows real gratitude: in the second the voice starts low and ends

high, and this shows a rath訂casual acknowledgement of something not very

important.

2.2 Transcription of Intonation

Many scholars show intonation by using some kinds of transcription. Cruttenden

(1986) in his writing uses a narrow transcription, which is some sort of continuously

varying line or series of dots to represent the continuously varying pitch of the speaker.
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The type of narrow transcription preferred in his book is o:飴n referred to as `interlinear

tonetic and looks like this:

(3)

.-●二
Where are you going?

In this type of transcription the top and bottom line represent the top and bottom of

speaker's pitch range and each dot corresponds to a syllable, the larger dot's indicating

stressed and/or accented syllables. And also O'Connor (1980) in his writing, uses the

same transcription as Cruttenedn's. In contrast, Bolinger (1986) in his writing, states that:

The notion of target pitches is inviting not only to血e music-analogist but to anyone

who would like to make the moving scene stand still long enough to take its measure,

and above all to linguists who want to digitize the elements of language. It would be

simpler to analyze a stream of melody if what we needed to account for were not a

continuously varying curve butjust an array of x number of pitch levels. The gain for

notation would be tremendous; instead of the typographical swoops used in the

examples of this book [Intonation and Its Part] , it would su缶ce to make the numbers of

the pitches in the proper places. (Bolingerl986: 28-29). And he transcribes a sentence as

follows:

(4)

Do you

like

if?

As the writer had mentioned before, not all the pattern of intonation follows群id
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construction rules because speaker's feeling exists there and stress is not always put on a

content word in intonation. Hence, the w血uses the proper transcriptions of both

O Connor s (and Cruttendn's) and Bolinger's when describing intonation and when

indicating a contour line of intonation. Intonation, which is血e melody spoken by the

speaker, expresses his mood or emotion. The w血would like to describe the most

natural intonation spoken by the speaker in this thesis.

2.3. Type ofIntonadon

Intonation consists of four patterns largely. (泡da, Noda l996)

(5) a. Rising intonation

b. Falling-intonation

c. Falling-rising intonadon

d. R血ing-plus-falling intonation

a. Rising intonadon

This ends with a rise in the voice, but any words and syllables before the rise is low

Usually, a general question, a sentence with kindness, a question with an a氏rma血e

form, a sentence of request and a so氏command, etc have a rising tone in the end. That

is, rising intonation is used when a speaker does not finish the statement or does not

have con丘dence. Examples are:

(6)

●　●ノ

Are you married?
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b. Falling intonadon

A別Iing intonation consists of a鮎1 in the voice from a high pitch to a low pitch. The

伝tiling intonation appears in declarative sentence (affirmative sentence and negative

sentence), command, exclamation and Wh-question, etc. This intonation appears when

a speaker concludes血e statement. Examples are:

(7)

＼　●＼ ‥＼
No What's that?　　　I was glad

c. Faung-nsing intonation

This consists of a鮎1 from a high pitch to low pitch and then rises around the middle

of the voice. This intonation is used when a speaker expresses a strong doubt. Example

are

(8)

象も二　二　二.ォー
Five Why?　　　Soon

This fall-rise is connected with a stressed syllable of the last important word. But it is

only completed on one syllable. If there are several syllables as Mows in the phrases, the

別1 and rise are separated (O'Connor 1980: 1 18):
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(9)

●＼了

Twenty

●●　●　■(

S叫　Or　血em

There are stressed words following the fan, in that case the rise at the end oc<ユ耶On

the丘nal consonants of the stressed syllable Words or syllables before the fall are

pronounced in the same way as for血e rising-intonation and別的g intonation.

Examples:

(10)

●

●　　●
し

She was quite kind.

d. Rising-plus-falling intonation

The following rising intonation is used when more than three words are presented in

the row. Every word has rising intonation but the last one.

3那E

㌧・^　^　+^　+^　fT. ^　　V-

Sunday, Monday, Tuesday, Wednesday, Thursday, Friday and Saturday
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2.4　Howtousetones

A. Statements

A statement usually has a falling intonation, but it has a risi喝intonation when it

requires the response. I wmgive丘ve examples as follows, which O'Connor

(1980: 120-2 1) gives:

(12) We use the別】血g intonation for statements which are complete and definite.

. . ●し
It was quite good

・一・

・・・^ー

I gotup atsix

(13) If the statement is intended to be soothingox enco癖we use the rising

intonation.

.●　‥.ノ
I won't drive too fast (so don'tworry)

(14) If the statement is grumble, we use the rising intonation.

I didn't hurt you (so why do you make all that fuss?)

(15) If the statement is not completebut leading to the following words, we use the

fall-rising intonadon.

●　●　●t、:

She tookthe car (and drove to London)

(16) If the statement is intended as a question, we use the rising intonation.

You can go? You like it?
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B. Wh-questions

Wh-question means that it starts from血e interrogative words like what, l功O, l功ose,

l功om,雌whαぢl吻′and how, etc. Wh-quesdon has usually a別Iing intonation.

However, under some conditions, it has a rising intonation. I wm give three examples as

follows, which O'Connor {ibid. p. 122) gives:

(1 7) We use the rising intonation if we want to show as much血terestin the other person

as in the subject:

●　　　●

How s your daughter?

(1 8) We use the falling intonation if we want the question to sound more business-like

and are interested in血e subject.

●　　●　　●

Why did you change your mind?

(1 9) For repe血on-question, when we are repeating someone else's question or when we

want the o血er person to repeat some information, we use the rising intonation:

ノ　　　　..・
Why? ( Because I wantedto)　When did I go? (orWhere?)

C. Yes-No questions

ln Yes-No question, we usually use a rising intonation, but sometimes we use a姐ng

intonation. I will give four examples of standard rising intonations ( ibid. p. 123) and
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other kinds of intonation in (23):

(20) For血ortquestionsused as responses, like Didyou?, Has she?, etc. , use the falling

intonation:

(John is a doctor) Is he?　　(You met Nancy last night) Did you?

(2 1) For all other Yes-No questions use the rising intonation:

ォs

Have you seen him yet?　　　Can you swim?

(22) Rising intonation is also used for repetition-questions of this type:

田ave you seen himyet?) Have you seenhimyet?

(23) When we put a point on a word in a sentence, all words a飴r the word have rising

intonation (nda, Noda 1996: 187):

Mr. Johnson at the a止port tomorrow? (Mr. Johnson not Smi血)
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D. Tag-questions

Tag-question consists of a simple question which is produced by adding some

statement. Fundamentally, when a speaker needs confirmation or reminds to someone,

the intonation of tag-question will be falling intonation. If it needs listener's question, it

wm be血i喝intonation. I will show its intonation in detail as follows, which O'Connor

(1980: 123) gives:

(24) For tag-questions after commands, use血e rising intonation

.‥ ＼.メ
Let's have some music, shall we?

(25) If neither the statement nor the tag-quesdon have the word net in them, use the

rising intonation :

You liked it, did you?

(26) Where the word notoccurs in either血e statement or the tag-question use the falling

intonation to force the other person to agreewith you:

. *¥

It's cold today, isn't it? (物the answer Yes)

.V
It s not cold today, is it? (物theanswerNd)

(27) When we don't want the other person to agree with you, but to give血opinion, we

use the rising intonation:
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.. .＼J
He didn't look ill, did he?

E Commands

Usually we use a別1i喝intonation when the sen紐nee indicates commands. However,

the following examples show that there are a rising intonation and falling-rising

intonation besides a伝Iling intonation {ibid 1980: 124)

(28) If we want the command to soundpleading, more a request than an order, we use

the伝Iling-nsing intonation, with the fall on Do or, Don'tif they occur, or on the main

verb if not, and the rise at the end:

＼‥ノ
Shut the window Don't make me angry

(29) No血e commands with only one important word, then use falling-rising intonation

＼ノ　`＼ノ

Try Take it

(30) For鹿町commandゐuse the別1hg intonation:

●. .＼
Don t be a stupid idiot
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F. Exclamations

An exclamation sentence expresses a strong feeling: happiness, sadness, surprising,

anguish, and su飽ring, etc. We will look at a proper usage of a raising or falling

intonation in the fono崩ng examples. Notice that I use the transcription used by

Bolinger (1 986:5) for indicating血e best contour line of intonation for exclamations as

follows, which O'Connor (1980: 124) gives:

(3 1) For strong exdamationsuse the鮎Iing intonation:

m

auuuuuuuu ti

f

u

l mm

Or

How ex胞　　di

na

ry!!!

(32) Thankyou comes in this class when it expresses real gratitude, then use the鮎1i喝

intonation:

TTl

ank

y

O

u

(33) For greeting and for saying good-bye use the rising intonation:

(34) If the exclamations refer to something not l菅野′吻or unexpected, we use the

rising intonation:

Than
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oooooooooood! !

oooo

Goo

(35) If the exclamation is questioning, we use the rising intonation:

1γ7

1

1

1

1

1

1

Rea

G, Alternative question

A胞mative question is used when we ask a few things among some selections.

Fundamentally, this type of question is concluded by鮎Iing intonation. However, we

wn look at other cases as follows:

(36) Alterna血e question which is A, B, C, or D a鮎r Wh-question or YesJNo question,

we use every word rising intonation but別[ling about last one:

S+'二
Who did you see, Tom , Jack or Bill?

(37) If we indicate that alterna血昭things still go on, we由e rising intonation about every

Lun氏

ノノ　ノ　ノ
Who didyou see, Tom, Jack, Bm, Mary. -?
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H. Series

Series means countering or enumerating, and basically has a rising intonation but has

a別Iing intonadon at the end.

(38) When counting number, enumerating or series, we use rising intonation about every

word but falling about last one:

ノ　ノ　　＼
I speak English, German, and Japanese

I. Vocative

Voca血e shows a familiarity and warmth by adding at the beginning or the end of a

sentence, and has a rising intonation:

(39) Use the rising intonadon.

＼し。詛-"**-

Thank you, Mr. Johnson.

J. Emphasis

Emphasis is created when a speaker puts a stress on the word.

(40) Use the strong別Iing intonation.

日間脈member yo刑
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I wasthere

K. Contrast

Two contrast words have stress and nucleus.

(41)) Use the two strong faffing intonations:

2.5. Intonation in a discourse

I w皿discuss about the intonation which can't be explained by looking at the tree and

grid, because血ere is an emotion in the speech. I used the movie film, "THE SKTR

SENSE" , to demonstrate the s打ucture of the intonation, and search for the reason it

doesn't follow the rules. We can say that the structure of intonations 近 sometimes

explained by mentioning in the above section; 2.4. How to use tones.

The first example shows Yes-No question, when we put a point on a word in a

sentence, all words a鮎r血e word have rising intonation by (23):

Malcolm: Cole, have you ever heard of some血ing called, free-writing?

Or free-association writing? It's when you put a pencil in your hand and put the

pencil to a paper and youjust start writing... You don't think about what you're

writing-. You don t read over what you're writing- Youjust keep your hand

moving.
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Malcolm: Have you ever done any free-association writing Cole?

(Shyamalan 1999: 78)

A speaker puts intonation on the sentence underlined in 42. The following intonation

is heard in the 丘im:

I a Have you ever

b-> rrm

X

X X X X X X

X   X  X   X   X    X       X      X    X

Have you ever done any丘ee- association writing Cole?

From血e pattern of (23), this intonation shows the contour line of intonation. We

don't e坤ress the intonation from the tree and grid construction. In (42), Malcolm asked

if Cole had ever heard of丘ee-association writing, and he also asked if Cole had done it.

What he wanted to ask is whether Cole did free-association writing or not. According to

the definition of (23), when a speaker puts a point (dond) on a word in a sentence, all

words (ゐ喝any, Gee-association, writing, and Cole) a鮎r the word have rising

intonation.

However, the following intonation can't be explained丘om the four types (rising,

falling, falling-rising and rising-plus一別Iing intonadon) and from the section 2.4, either.

The following intonation pa胞ns (47)-(48) can't be derived丘om description by Yada

and Noda (1 996). The writer will pick up some examples form the conversations in血e

丘1m:

39



(44)戯画′ Cunningham (aぬ犯らer ofelemen血γSdool), moves between

two curtains, andcomes to aproproom血r血the back. Hepaかan earわ血ヲ

ゐ喝血細andthen血ock. Altera second, he en加地Cunningham血ゐ

Cole stan,軸血ap〟r物costume as a月M刀乙ACHER伸eお

gb叫nobody can sだherbut Cole)血eelsnext to him andmakesfinal

adjustmenな

MェCunningham: They're calling for the stable bov.

地Cunningham looks around功e月Iom and功eTZ血砂at Cole.

M上Cunningham: Who were youは駈喝tO?

Cole: Justpractice my line. OM/. p.202)

INT. AUDITORIUM

Theplay血M∫崩ig... Cole and血苫egroup ofcostumed肋are on the

stage.  。放物′血d徴が血a癖's costume. He血Merlin. He steps

血1vard

Merlin: Only he who is pure of heart can take the sword from the stone.

肋Iooks to thegroup on彪酢Lookr^妙tat Cole.

Merlin: L虎the boy try.

Tommy: (halfheartedly) But he's the stable boy. He cleans a鮎r血e horse.

Merlin: Silence village idiot! Lettheboy step forward.

Tommy tw刀g a (垣,血(おofredandhobbles offthe聯Mjt血Iooks at

Cble

Cole steps血Ⅷ訂d.

(46) Cole: Tellyoumysecrets
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Lynn(his mother): What is it?

Cole: You know that accident up there?

Lynn: (confused)胤

Cole: Son妃one gothurt.

Lynn: Theydid?

Cole: Alady. Shedied.

Lynn: OhmyGod. Youcanseeher?

Cole: Yes.

Lynn: Where is she?

Cole: Standi喝next to my whdow.

Lynn: Cole, you're scaring me.

Cole: Thev scare me too some血n朗.

Lynn: They?

Cole: Ghosts.

Bed

Lynn: You see ghosts Cole? (ibid p.216)

A speaker put intonation on the sentences underlined in (44)-(46) as follows:

(48) a

boy step forward.



These intonations (4749.a) above, are defined neither rising-intonation nor

falling-intonation. A丘m血肥sentences (statements) have rising or免1軸g intonation at

the end. However, these intonations keep the same tone till the end of the sentences. The

end of the intonation in (47a)-(49a) keeps the same height. If these intonations would

show by contour line of intonation according to the rule,(47)b, (48)band (49)b are

indicated.

There is something in common with the intonation of (47a)-(49a). The intonation is

蛎in our ears to stimulate our imaginations. The sentence indicates nei血er

complete statement nor command.

First, talking about (47a), the intonation indicates that血e teacher's speech is not direct

and positive, either. This intonation means "Cole, I血ink it's your turn… ", and not "It's

your turn, Cole!!" The teacher is wondering why Cole is talking to himself when he is

talking to the dead. The teacher is looking around the room to see someone whom Cole

is talking with, and whom the teacher can't see. That is, intonation (47a) is fuU of

imagination. It shows that the teacher is wondering at his strange attitude which renects

as if there were a person besides Cole, and leads the teacher's speech, "Who were you

talking to?"

Next, in case of (48a),血e intona血)n is full of suggesdon. Imagine that you have a

seat in the auditonum to see a drama as an audience, and也e drama鵜going to start

with a narration, and the narrator's speech is going to lead a hero to the middle of the

stage to keep the attention丘om the narrator to the hero. Intonation (48a) shows the

narrator's speech which leads a hero, Cole to the middle of the stage without pause.

Third, in case of (49a), the intonadon shows that Cole tries to make血e clue when he

tells her mother the虹u血of seeing dead people. The lingerer of the intonation shows
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that he leads his mother's speech "( who is) they?" a鮎r he says"theyscare me too

sometimes. Cole wants his mother to ask him "who is they?" and want to let her know

he can see the dead. Hence, this intonation is full of these suggestions, then the

intonadon is not rising and falling, either.

Fourth, let's see the intonation of Yes-No question. As we have seen before the

intonations of Yes-No question have four types; and every type has either: rising or

別1hg intonation at the end. The following type of intonadon, however, is neither鮎1i喝

nor rising at the end. This intonadon keeps the same tone at the end. Example is:

(50) Lynn: Colewhat'shappeningtoyou?

Lynn: Issomeonehurtingyou? …　(ibid-p. m)

Lynn puts intonation on the sentence unde血ned in (50) as follows:

(5la) Is someone hurting you?　(52b) Is someone hurting you?

Intonation (5 la) shows that it keeps the same tone at the end. We normally have a

rising intonation like (5 1b) for yes-no question.

The reason to have intonation (5la) is that Lyim (Cole's mother) has a quite

confidence that his classmates bullied Cole. I will show the evidence that Lynn knows

his classmates bullied him:

(53) Lynn emerges from Cole'sroom. S漁e turns αi thehall妙tas血emo聯

血to her own room and closes the door.
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WehearLynnpickup aphone anddial. Beat.

Lynn: Hi, this is Lynn Sear, Cole's mother. I wonder if we could talk about

your son and his mends keeping their goddamn hands off my boy?　{ibid.

p.128)

Hence, his mother knows that his classmates bullied him, then her intonadon is not

rising and伝Iling, either to leave the lingerer.

Finally, we will see sentences, where every word has a sはong stress of the sentences. It

is hard to describe the intonation contour line by adopting the grid construction by

Hayes. Let s look at the speech by the film, again:

(54) Malcolm: Do you thinkwhat `Yo no quiero morir'is?

Cb血shakesAおh頑`'No. "

Malcolm: It's Spanish, (beat) Itmeans... `I don'twantto die.'

Mdcolm: What do血ose ghosts wantwhenthey talkto you? I want to

think about really carefully Cole...

Cole: hstheb

Mdcolm: Yes! Th甜sright! That'swhatIthink,too! (此p. 172)

(55) INT. AUDITORIUM

Theplayis血〟swing. - Cole andlargegroup ofcostumed地ue o〟 the

秘.. BobbyA dressed血a magicians costume. He血Ma血. Hesteps

forward.

Merlin: Only he who is pure of heart can take the sword丘om the stone.

Merlin looks to thegroup αi stage. Looklightat Cole.
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Me仙: Lettheboytry.

Tommy: (halfheartedly) But he's the stable boy. He cleans a飴r the horse.

Me仙: S止encevillage idiot! Let血eboystep forward, {ibid. p. 206)

The speakers put intonations on the sentences underlined in (54) and (55) as follows.

Intonation (56.a) follows Bolinger's transcription and (56.c) follows Hayes's

transcription:

(56)

That what think too!!!

I

d --->?刀
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Silence village idiot!!

b.　>rm

X X X

X     X    X

Silence village idiot!!

＼シS
The best description of intonation contour line, in these cases, is the仕anscnpdon by

Bolinger, and we can't indicate these intonations by usingはees and grid con虹uctions

from Hayes because this intonation includes speaker's strong emotion and every word

has a strong stress for emphasis. Speakers pronounce every word with a clear voice.

Thus, there are many kinds of intonation here to indicate speaker's emodon, and

there are also some kinds of intonadon different from those of 2.4 A-K.
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CHAPTER m

Denvati°ns °f lnt°nation

It is gradually getting close to the aim of this paper. Sapir (1949:3) mentions as

follows:

Speech is so familiar a feature of daily life that we rarely pause to de丘ne it. It

seems as nature to man as walking, and only less so than breathing. Yes it needs

but moment's reflection to convince us that naturalness of speech is but an

illusory feeling.

Although Sapir mentioned the naturalness of speech as above, we have to know that

rules are certain to exist. The w血will make speech intonation clear by using some

rules and descriptions done in chapter 1 -2.

In chapter 2, 1 have described the structures of speech sound. The w血didn't w血

clearly the way to derive those intonations and the meaning differences.

In this chapter, the writer would like to mention hαe that a speech sound has a rule

although there are exceptions as the writer showed in chapter 2. However, what we

should know is that our language (血e w血restrict study of sound: Phone血s and

Phonology) actually has rules when we unconsciously use it, and the work the w血訂

has to do is to demonstrate the rules.

To demonstrate the sound system (structure) and rules by which we speak our
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language in our daily life, the w血use the film, "THE SIXTH SENSE", again, and

she classify the speech sはuctures of sentences by stress rules.

3.1　Gridconstruction

The w血will present the structures of intonadon which are made by adopting the

grid construction rule (Chapter 1. (5)) by using血e mm. The following dialogues are

丘om M.Night Shyamalan (1 999):

(1) Cole: Theyusedto hangpのpiehere.

Mr. Cunningham: Thがs not correct. Where'd you hear血af7

Mr. Cunningham: Cole,出is was a legal courthou肥Laws were passed here.

Some of the血st laws of 血s coun打y. This building was鮎Il of lawvi83.

Lawmarkers.

Cole: Thews肥陀the one who hanged everybody.　　　{ibid, p.88)

(2) Girl: I'mfeelingmuchbetternow.

Cole: Do you want to tell me some血inが (ifcaZ p. 184)

(3) Cole: You ever丘elttfiddv血hgs on the back ofvour neck?

Malcolm: Yes?

Cole: (whisper) When they get mad,止gets cold.

Malcolm: I don't see anything. Are vou su陀肘re there? {ibid. p.136)

The writer will put the intonations on the sentences underlined in (1)-(3) in order,

where she adopts the grid construction rules. The following intonations are heard in the
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film, "THE SIXTH SENSE."

X    X       X   X   X   X

This building was full of lawyers.

w w w w

I- _+L

Ⅹ　　Ⅹ　　　Ⅹ

That's not correct.

∵　--I



(8)

X           X    X     X

I'm feeling much better now

~~ ~~ /-----:- :=- -I I--

X    X     X    X    X       X  X    X

feel prickly things on the back of your neck?

w w w w w w w

::-:I----I-=l I-

XXXX

Idon'tseeany血i喝.

wwws

¥¥V
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Are you sure they're there?
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3.2. Compound細rules

Next, we will see the intonation, which adopts compound stress rule. As the w血r

have mentioned before (Chapterl , 1.4.3), we have to differ the typical stress pattern of

phrases in English {red cow, Sam leff) from that of lexical compounds {black board).

The intonation of the following sentence is derived by compound stress rule. The

intonation of sentence (1 3.b) is not correct because the phrasal rule is applied.

(12) Cole: She says she's sorry for taking the bumble bee p飢dent.

(13.a)

She says she sorry fortakingthe [bumble bee pendant]

W   W

-、=-

Ⅹ　　　Ⅹ　Ⅹ

[bumble bee pendant]

二

W S

(2&tfp.2 1 8)

Hence, we can see the compound stress rule works well on the sentence (12).
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3.3. FocusedElement触血enceRule

Intonation in discourse is decided by the context. Selkirk suggests that intonation has

differences according to the contexts even if the sentences have the same constructions

as follows:

(14)

H H

a. Truman died b. Johnson died

・.. , the normal way of uttering Truman died'would be as in (14.a) if Turanian,

aged and forgotten, were not part of the previous discourse, either explicitly or

implicitly. (14.b) would be natural if uttered during a period in which Johnson

was widely known to be ill. Thus the presence of a pitch accent reflects in some

way the "salience" of the accented element in the discourse. (SelHrirk, 1984: 153)

Following the above passage by Selkirk, Kobayashi (1 996) suggests the Focused

ElementProminence Rule as follows :

(1 5) Focused Element Pwminence Rule(FEPR) Q^obayasU, 1996:52)

Relabeling takes place between the focused element and也e strongest

constituent of the phrase.

Kobayashi (ibidp.52) shows the tree s打uctures where FEPR is applied, and the W-S

relation changes after FEPR is applied as follows:
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(16)

H Ⅹ

ⅩⅩ

ⅩⅩⅩ
a.Turmandied.>b.Turumandied.

SW∫SW〟
v**/

wv＼-5

V

Now, I would like to demonstrate an actual intonation recorded in the丘1m where

FEPR is applied. The sentences I choose here are underlined in (17)-(19).

(17) Malcolm: Cole, have you ever heard of something called, free-writing?

Or鮎e-association wn血がIt's when you put a pencil in your hand and put the

pencil to a paper and youju虹start writing- You don't think about what you'柁

Ⅶi血g- You don't read over what you're wri血g...You ju;虹keep your hand

moving.

Malcolm: Have you ever done any鮎e-association writing Cole?

(MNight Shyamaian: 1999: 1 74)

(18) Cole: Youbeenrunningaround?

Malcolmnods, `'Yes, '

Cole: Itmake you feelbetter?

Malcolm nods, "】蝕"聯血

Cole: I can run around. It's good exercise. (jfctf p. 170)

(19) Cole: ...Maybewe canpretendwe're goingto see eachother

tomorrow?
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Cole:血stforpretend.

Malcolm: Okay, Cole. See you tomorrow, Cole.　　励p. 210)

The intonation of the sentences underlined will be shown like (20)-(22) below

(20)

You just keep your hand moving
jt^^H^^^wn ini

普xw
⊂==E You just keep your hand moving
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o

 

X

P

can run around　⊂==二〇,

-:-i_:-: I I- -;

(22)

K^^^Ev^^^Ev^^^^K^

- -:--=

(22 ')

子xL・-′て-Ⅹ　Ⅹ

Just for pretend

∫　　　W S

、二5
Next, the writer has to mention some血血g important. The intonation after Focused

Element Prominence Rule is applied has down drift phenomenon. Selkirk (1984: 16 1-62)

suggests血e difference between S-structure and Phonetic Form. It is necessary for

S-structure to change to Phone血Form under the different discourse as follows:

N

(23) a. (The mayor of Chicago won their support)
N              N

b. (The mayor of Chicago) ( won their support)
N         N

c. (The mayor of Ct止cago won) ( their support)

Such facts show that Liberman and Prince's contention that the syntac血

structure of a sentence血its phonological structure is simply wrong, and that if

a metrical tree theory of prominence relations is to be maintained, the me由Cal

tree must bee seen as independent of, though denned in relation to, the syntactic
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structure of a sentence. Given this, the metrical tree血eory enjoys no particular

advantage over血e metrical gird theory in terms of simplicity or res血血eness.

1984: 16 1-62)

The intonations of (23a:b) wm be as follows:

X   X   X      X     X    X      X

(The mayor of Chicago won their support)

w w w w w w

X     X      X     X     X

(The mayor of Chicago) (won their support)

w w w w w

56



Following Selkirk's indication in (23), Kobayashi (1996:62-63) mentions a down drift

phenomenon as (24c): In a sentence The mayorreluctantlyplayed the画O, if we put a

prominence on the血¢′as (24.b), then the画ohas a week stress with血e

symbol (」), and the actual intonation will be as (24.c).

(24 a)

(24 b)

The mayor reluctantly playedthe piano
w s w ws ww w w wsw

二二∴
H

i i

The mayor reluctantly playedthe piano

w s w ws ww w w wsw

～ -I +:-.I:-;-I
57
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X   XX   XX X X  X    X  XXX

The mayor reluctantly played the piano

w sw ws ww　　∫　　　　w wsw

= 〕!∴二…

Now, the w血would like to demonstrate the actual intonations recorded in the film

where the down drift is applied. The sentences she choose here are underlined in (25)

and (26) as fonows:

(25) Cole: Don'tlookatme.匝t) Idon'tlike耽orlelookingatmelike

血at.

Malcolmぬ血Cole 's e旧γ押and癖.

Cole: Stop looking atme.

Malcolm look down. (M. Night Shyamalan: 1999: 58)

(26) INT. AUDITORIUM

Theplay血fullswing... Cole andlaigegroup costumα7肋aだon the

stage.　Bobby血血d血smagicコa〟'scostume. HeisMerlin. Hesteps

forward.
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Merlin: Only he who is pu陀ofheart can take the sword from the stone.

Mj血Iooksわthegroup on彪酢Look丞妙tat Co.血

Merlin: Letdieboytry. (/&<2 p.206)

The intonation of the sentences unde血ed will be shown like (27) and (28).

BEg

x
 
x
∞
l

H2

Ⅹ

Ⅹ　　　Ⅹ

at me

-
Ⅹ
触

Ⅹ
胞

主上 FEPR, Down drift
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X     X   X

looking at me like that

U・W
In this speech, a speaker, Cole has a secret that he can see dead people, and nobody

knows about that. Whenever he丘ankly speaks about the actual state of things he saw or

he says something strange, he is bullied by classmates, and they look at him as if he was

a丘eak. He hates people looking at him like that. Hence, when Malcolm looks at Cole,

Cole is afraid of Malcolm's eyes and becomes sensi血e to people's behavior. The

intonation reflects that Cole really hates people looking at血b as if he was a丘eak.

Intonation contour line (27') which is derived FEPR indicates how much he hates

people looking at him like a丘eak. However, as the writer have introduced血e Down

dri丘phenomenon, the intonation shows that after a high prominence the pitch is getting

down.
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(28)

x

 

O

　

^

-

　

　

　

　

　

　

e

H

H

 

X

 

X

 

X

 

班

 

〟

p

x
・
娼
　
W

x
霊

地
　
x
 
x
 
x
 
a
ォ
,

Ⅹ
Ⅹ
叫
W

凸

Ⅹ　　　　　　　Ⅹ

Ⅹ　　　X X

heartcan take

苛　　u^^Ka

FEPR and Down dn丘
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Ⅹ

X

血e sword　丘om血e stone

w w w w

＼ ＼　＼ ＼、/



(28')

-了÷
X X          X

Only hewho is pure of heartcan

>S
W W　　　∫　　W S W

Ⅹ　　　Ⅹ　　Ⅹ

丘om血e stone

As we can see丘om the tree and grid construction in (28'), heandpuwhave

pronunenα, what由called, FEPR. In this血m, a hero, Cole has been bullied by his

classmates, and has been looked down from his teacher, too. Every one looks at Cole

丘eak although he is a kind, warm, innocent and brave person. This intonation

shows how Cole is very kind to every one. This is why he puts血e prominence on he

and pure.

At last, notice国marks in both grid constructions of (27) and( 28) which show the
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Down Drift caused by FEPR. Notice the additional grids to stressed words by FEPR

and reduction of grids because of Down D曲.

3.4. Stress Pattern in Phrase

We have seen a phrasal rule in chapter 1 (1.4.3). We have known that there 近 a

difference between a phrasal stress rule and a compound rule, and that a phrasal rule

αeates rhythmical stress pattern and the rhythmical stress reflects s-w-s stress pattern.

Here, we will see stress patterns in phrases more precisely chapter 1, 1.4.3. Kobayashi

(1996) shows four types of stress patterns. We w.孤 see the four types in order.

3.4.1　2341 stresspattern

The血st pattern, is 2 3 4 1 stress pattern. The phrase, nineteen twenty-four Chevy, is

applied to the rhythm rule three times as follows (Kobayashi 1996: 34):

(29) a.

X

vx

X X X

X X X X X

X X X XX X X

nineteentwenty-fourChevynineteentwenty-fourChevy

wsswsswwsw∫SW
vvv¥y¥/av

ww/ssws

¥s/¥wl

w/w/

b.

X

X X

Kx　　　*x

X  X      X  X

→　　X x xx x x→
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C.

Ⅹ

Ⅹ　　　　　　　　　　　　　　　Ⅹ

類　　　火Ⅹ　　　　　　Ⅹ

X X X X X

X X     X XX      XX

nineteen twenty-four Chevy

二;三二

w w s　¥S W

＼/

Ⅹ

Ⅹ　　　　　　　　　　　　　　　　　Ⅹ

Ⅹ　　　　　　　　Ⅹ　　　　　　　　Ⅹ

X X X X

X X      XX X    X X

nineteen twenty-four Chevy

w sw w s w

二二
Kobayashi (1996: 35) also mentioned that Hayes (1984), Selkirk (1984), and Prince

(1983) give the examples of the 2 3 4 1 stress pattern as follows:

2　　　3　　4　　　1

(30)a. [【loving [over-baked]] bread]

2　　　　　3　4　　　　1

b. [ [remarkably [well-buttered] ] toast]

2　　3　　4　　1

C. Hrather [lily-white]] hands]

2　　3　4　1

d. [[one thirteen]JayStreet]

2　　3　4　　1

e. [ [Maine-NewYork] Ra血oad]

3.4.2　　2 3 3 1 stress pattern

The second stress pattern, which is 2 3 3 1 stress pattern mentioned by Hayes (1984),

is shown as second type by Kobayashi as fo皿ows (ibid p. 36):
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(31)

☆Ⅹ

X X X

X X X   X X    X  XX  X

Benjamh Franklin Road exit ramp

ww s w　　　　∫　　WS W

二二
Ⅹ

Ⅹ　　　　　　　　　　　　　　　　　　　　　　　　Ⅹ

X X X

X X X    X X     X   XX  X

Benjamin Franklin Road exit ramp

s ww s w w ws w

二　　　　二一

The phrases of this type are as follows {ibid. p. 36):

k.w-

2　　　　3　　　3　　1

(32) a. [[[nineteen twenty] Ford]shopmanual]

2　　　　3　　3　　1

b. [ [ [Washington-grown] apple] shippingcarton]

2　　　3　　3　　　1

C.日[Alewife Brook] Parkway] subway station】
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2　　3　3　　1

d. [ [ [thirty-two] twenty] blues]

3.4.3　234 1 stresspattern

The third stress pattern, which Hayes indicates as 2 3 4 1 stress pattern a鮎r applying

the rhythm rule is shown by Kobayashi {ibid, p.4344) as follows:

(33)

Ⅹ

Ⅹ　　　　　　　　　　　　　　　　　　　Ⅹ　　　　　　　　　Ⅹ

X X X X X X X X

XXXXXXXXXXXN血XXX

t'stwenty。Id孟畑-N。bert'stwentyold

s w s w w

＼/　＼/　＼/

＼)/ S

Ⅹ

Ⅹ　　　　　　　Ⅹ

Ⅹ　　　　　　　　Ⅹ

XX      XX

Nobert's twenty old
s w sw w

XXXxx㌻

㌔//

x

shirts-

s w s w w

二-

The examples of 血s type are shown below {ibid. p. 44) :
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2　　　3　　4  1

(34) a. [Benjamin[didn't【seeAbe] ] ]

2　　　3　4　1

b. [Oliver's !ten [littlekids] ] ]

2　　3　　　4　　　1

C. [血i地en [Japanese [bamboo tables]日

3.4.4　423 1 stresspattern

Finaly, we see 4 2 3 I s打ess pattern, which is derived丘0m 3 2 3 1 stress pattern.

Kobayashi {ibid. p. 45) writes the derivation as follows:

(35) a.

X

X X

x　　　★Ⅹ　　　★Ⅹ　　　Ⅹ

X X X

Tom Paine Street Blues

二=-一十二
1 langirra闇昭

C.

X

X X

X X X

X X

? Tom Paine Street Bules

-: -;-i-- _-:I -I
The examples are {ibid p. 45):

+

一望聖ゝ
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Ⅹ

Ⅹ　　　　　　　　　　Ⅹ

Ⅹ　　　　P x

X X X

X X X

Tom Pame Street

min監

Ⅹ

Ⅹ　　　　　　　　　　　　　　　　Ⅹ

Ⅹ　　　　　　　　　　　Ⅹ　　　Ⅹ

X X

X X X X

?Tom Paine Street Bules

二"二



4　　　2　3　　1

(36)a. [ [ [antique shop] zoning]board]

4　2　3　　1

b. 【 Hkangaroo】 rider's] saddle]

4　　2　　3　1

C. 【Hfree verse] club] artfes血al】

Now, we will confirm the sは・ess patterns mentioned above from the丘1m, where the

actual speech is recorded. Let's look at the dialogues (37-40 in the丘1m:

(37) INT. ANTIQUE STORE-DAY

We are血an antique store. Filledfloor細物Ivith地and

血地d笠AnnろMalcolm 's l通sbnゐwith a young couple. All thtだIean

overandpeer血わa glass cabinet An antique engagementrit.好血on a velvet

励d.

Anna: It's Edwardian. Beautifullywo血ed. Withamine cutdiamond

and an actual color Burmese Sapphire …

Young man: You got any血ing a little plainer?

Young woman: Plainer? You wa山a plain ring to go w血your plain血n鑑Is

血加how it is?　　　　　　　　　(M. N妙t Shyamalan 1999: 150)

(38) Malcolm: Have you ever done any free-association wri血g Cole?

Coleheadnods, "Yes. "

Malcolm: What'd you write?

Cole: Upsetword.

Malcolm: Did you ever write any upset words before your father left?

Beat
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Cole: I dorftreme血 (励p. 78)

(39) INT. SCHOOL CORRIDOR -AFTERNOON

Cole andMalcolm walkゐIm a打功′hn

Cole: Did you think the play sucked big time?

Malcolm: What?

Cole: Tommy Tammisimo acted in a cough syrup commercial. He thought

everybody was sell-conscious and unrealistic. He said the play sucked big time.

(jfea p. i34)

(40) Cole: I don'tlike people looking atme like that.

Mr. Conningham (Cole's school teacher): Like what?

Cole: Stopit!

Mr. Conmngham: I don't know how else to look-

Cole: You're a stuttering Stanley!

Mr. Connigham: Excuse me? (jfotf p. 88)

The speakers pronounce sentences underlined in (37)-(40) with the following

intonations :
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(41)

Ⅹ

Ⅹ　　　　　　　Ⅹ

Ⅹ　　　　Ⅹ　　Ⅹ

X X X X

2　　　　3　　3　　　　1

Ⅹ

Ⅹ　　　　　　　　　　　　　　　　　　　Ⅹ

X X

X X

Witha mine cut diamond and[actual color Burmese Sapphire]
w w w

:-=　三

(42)

・
Ⅹ
豊

Ⅹ
Ⅹ
豊

u

*
R
」

・

Ⅹ

m

w

凸

Us

'
.
~
J
血
Ⅹ
Ⅷ

Ⅹ
　
e
tS

x
叩

x
 
r
t 肘

K
 
X
　
*
　
X
 
X
^

Ⅹ
Ⅹ
触u

r

s
,
7
>

・
如
b



(42 ')

2　　4　　3

Ⅹ

Ⅹ　　　　　　　　　　　　　　　Ⅹ

Ⅹ　　　　　　　Ⅹ　　　　　　Ⅹ

X X X X

X X X X X X X X

Ⅹ

Ⅹ

Ⅹ

Ⅹ

Ⅹ　　　　　Ⅹ

X X X

(43)

Ⅹ

Ⅹ　　　　　　　Ⅹ　　　　　　　　　Ⅹ

X       X         X

Tommy Tammisimo acted in

w w w w

Ⅹ

Ⅹ　　　　　　　　　　　　　　　Ⅹ

Ⅹ　　　　　Ⅹ　　　　　　　　X

X  X     X        X

a [ cough syrup Jc0mmだcial

w w
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Fht, since [cough syrup] is compound noun, Compound Rules (s.w) is applied to it

in (43). Second, if beat addition is applied to the sentence, then the word "Tommy" has

more群id than "cough".

(44)

Ⅹ

Ⅹ　　　　　　　　　Ⅹ

Ⅹ　　　　　　　Ⅹ　　　　　　　　　Ⅹ

X X

I don't [know howelse] to look

w w w w s w

Ⅹ

Ⅹ　　　　　　　　Ⅹ

Ⅹ　　Ⅹ　Ⅹ

[know how else]

W S

∴

Ⅹ

Ⅹ　　　　　　　Ⅹ

Ⅹ　Ⅹ　Ⅹ

[know how else]

*^^^Kv^^^^H?

¥v

First,血e intona丘on (41) indicates 2 3 3 1 stress pattern, which we have seen in 3.4.2,

and also the intonation (42) indicates 2 4 3 1 stress pattern. Moreover, the intonations

(43), and (44) are applied to phrase rules.
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CONCLUSION

In this paper we addressed three questions: first, we mentioned that speech sounds,

intonation and rhythm, which are unintentionally produced in languages by human

beings actually have rules, second, we indicated how and why the structure of sound伝ns

into patterns and how and why they change in different circumstances.

A speech sound, which is so familiar in our daily life that we rarely pause to define, is

an actual utterance of a sentence which consists of words and phrases. A speech sound

in a discourse is derived by the rules discussed so far.

What we have to confirm is that when we speak something in English, there exist

stress rules. We have seen before what English stress is and what pattern has, and what is

different from Japanese language. And the second is that there is importance concerned

with stress and rhythm. When we speak some血g in English, we have to remember

that there is not only stress but also rhythm. When we communicate with someone in

English, there exist not only stress and rhythm but also intonation.

The theories of LP (1977), Hayes (1984), Selkirk (1984)and Kobayashi(1996), who

mentioned Grid Construction, Stress Clash, Beat Addition, Rhythm Rule, Focused

Elelment Prominence Rule, Downed Li丘and Phrasal stress and Compound stress Rule,

led the present writer to a successful way to describe the derivation of intonation of

speech sound produced by human beings in their daily life. However, only thing the

writer could not describe is the derivation of intonation where speaker's strong emotion,

mood, personality, and attitude, etc are included. The writer couldn't de血ethe
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exceptional intonation by app抄ing the theo血above because坤s strong emotion,

mood, personality, and attitude bring an irregular intonation: monotonous inton誠on

wiぬmutter, high flat intona由on of strong emotion, or petered intonadon with no

confidence, etc.

As a future study, the w血would like to mention the de血誠on of every inton,don

by applying也e rules of Human language.

To sum up, I will ske虹h the derivation of inton誠on, which I have mentioned in this

paper in figure 1. There are actually rules for甲配ch sounds although we甲eak sentence

unconsaou鋤and aho we don't notice how and why speech sounds別1 into a pat紐n.

The essential derivation of等妃ech sounds which the wi血has discussed in this paper is

pictorially represented in the following鞄ure l.
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AmAL. SpEECH S°UNDS INTONATION)

sentence:

し

A. Statements, B.Wh-questions,

C. Yes-No questions, D. Tag-questions,
E.Commands, F. E血mations,
G. Alterative questions, H. Series, I. Vc血,
J. Emphasis, K. Contrast

l
II

rising/弧ing/ falling-rising/ rising-plus-Ming
intonation

sen紐neestress,蜘l:2t U_

phrase; Rhy也m 1.

十

2

Sentence:

e岬OnS
of intonation

堅司

speaker's strong

emotion,　m∝血,

personality,

attitude, etc. 2.5

i i

!　　　　　」

十

word: Stress 1.1

一Cr

描きく㌫ヨSSM蒜i;㍍ gi}げl描;a 糊だ呂mSS 一隅H;捌 ウJ=琵rJ㌫*」&]芸"こきsis指蒜宍許諾:iョ訂深i

SENTENCE :

n
Grid Cons打uction 3. 1

R氾used Element Prominence Rule 3.3

Down Drift 3.3

Beat Addition 1.4.2

S加ss Clash 1.4. 1

Phrase :

Stress pattern in Phrase 3.4

Rhythm Rule 1.4
Stress Clash 1.41

Beat Addi血n l A

Grid Construction 3. 1

Phrasal stress and Compound stress Rules 1.4.3

Ⅵ/ORD:

I
t
事
_
H
_
-
上
米
一
~

St陀ss l.1

* The nu由玩邪put a蝕r the terms indicate chapters and sections I have ever men血ned

Figi肥1.
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Tape

乃e血痕5(gase(video tape). 1999. Pony Canyon.
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