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Introduction

The suprasegmental phonemes frequently reveals the traits of a language more distinctively
than its segmental phonemes. Therefore if anyone were to walk into a room full of talkative people,
he could tell whether they were speaking his own native tongue or some other language, even if he
couldn’t comprehend the words they were saying. Our language is spoken in certain patterned
melodies, and there are instances where the melody we use carries almost as much meaning as the
words themselves. There is a structure to the language melodies we use, and the different pitches
and the connectives between them are not random and haphazard, but quite definite and
discriminating from other melodic forms. These variations, or contours, of melody are combinations
of different phonemic pitches and terminal inflections. As such, they are morphemes of our
language, just as are other meaningful combinations of phonemes.

It is an unavoidable tendency that the native language frequently plays a critical, declining role
in hearing and speaking a foreign language. This is clearly demonstrated by the fact that the
spoken message of a non-native speaker almost always reveals the traits of the speaker’s own
language in the prosodic features. This is what is called “prosodic transfer” which causes various
problems as “negative transfer”. .

I conducted the comparative analysis of English and Japanese in the branches of ‘syllables’ and
‘rhythms’ in the previous bulletins No. 13 and 14 each. In this paper the ‘intonation’ of both
languages is compared, and is also formed my wish that some students of this college may develop a
fresh interest in the rudimentary phonology of English, because some of the contents are explained
on the comprehension level of beginners.

Intonation Language versus Tone Language

Intonation is defined as a contour of melody consisting of the suprasegmental phonemes of
stress, pitch and juncture. In Japanese, pitch accents are specified in the lexicon. Phrasal tones are
assigned in a determinate way on the basis of prosodic structure. In English, by contrast, pitch
accents are not part of the lexical specification of words. Instead, they are elements in an inventory
of intonational morphemes, which also includes the high or low phrase accent and the high or low
boundary tone. The tones make up intonational “sentences” that carry information about how the
utterance is related to the mutual beliefs of the speaker and hearer and to other sentences in the
discourse. In other words of the above-mentioned, Japanese uses pitch as part of the word. English,
on the other hand, uses pitch as part of the sentence and phrase but not as part of the word. The



pitch, or tone, is as much a part of a Japanese word as are the sound segments; changing the tone
can change one word into another word. The pitch of a word in English is not part of the word; the
pitch in English changes to meet the needs of the phrase and sentence, and the word remains the
same. When pitch is used to identify and differentiate words, it is called ‘tone’. When pitch is used
with phrases and sentences it is called ‘intonation’. Therefore Japanese is a ‘tone language’ and
English is an ‘intonation language’. Although this contrast in the source of tones is an important
difference between the linguistic systems of English and Japanese, it is not in itself a phonological
difference. However, one phonological difference does appear to be related to this contrast, namely,
the extent of the paradigmatic contents in tone.

English Intonation and Japanese Tone

English intonation is defined as a contour of melody consisting of the suprasegmental
phonemes of stress ( primary, secondary, tertiary, weak ), pitch ( extra high, high, mid, low ) and
juncture ( plus, single bar, double bar, double cross ). As English is an intonation language, it is not
necessary to mark pitch in order to describe isolated words, but several degrees of stress must be
distinguished; ‘precedence’, for example, with a louder stress on the first syllable, is different in
pronunciation from ‘precedence' with a louder stress on the second syllable, but either of these
words means the same whether pronounced with a rising or falling pitch. It is usually said that a
hearer can distinguish by ear four or five degrees of stress in English words. For example, the stress
contour of the word “opportunity” will be represented as / 2-4-1-5-3 /, if stress levels are indicated by
numerals, with “1” showing primary stress. Strictly speaking, however, such levels of stress ought
to be revised as levels of prominence, since here the audibility of syllables depends not only upon
the stress level but also upon the pitch level.

The English pitch phonemes are not four fixed points on a musical scale but four relative levels.
The intervals between them change in amplitude from speaker to speaker and from situation to
situation even for the same speaker. In order to describe Japanese words we need to distinguish
only a higher and a lower pitch, but no differences in stress. For instance, ‘hash? with higher pitch
on the first syllable means ‘chopsticks’, with higher pitch on the second syllable, ‘bridge’, with even
pitch, ‘edge’. In other words, English has a stress accent whereas Japanese has a pitch accent.

As for sentences a woman would normally render the same sentence at a higher general pitch
than a man. And both would raise or reduce the level of the pitches and widen or narrow the height
of the intervals under various circumstances. The attitudinal implications of pitch variations
should also be considered. Frequently, the tunes used in English to distinguish sentence types will,
in their broad pattern, be similar to those of Japanese. In addition to such points of comparison, it is
known that a number of languages, including English and Japanese, can express excitement with a
wide range and depression with a narrow range of pitch; sorrow, sympathy and awe with slow, and
impatience with fast delivery.

In both languages, ‘colorless’ statements made in a matter-of-fact way are uttered with a falling
intonation. But they may be changed to questions merely by the sxiperimposition of a rising
intonation; “Nanika okita” ( Something happened.) “Nanika okita?” ( Something happened?).
Unless actually pronounced, it would not be possible to determine without a proper context to
supplement its meaning, whether the expression is a question or a statement. The addition of the
particle ‘k4 (in informal speech this ‘ka’ is frequently dispensed with ) usually turns this into a
question, with its accompanying falling intonation. However, it is equally true that “Nanika



okitaka” could be pronounced with a rising intonation as a normal question of this type. So it may
safely be assumed that intonation has a value of its own as an emotional pitch curve. This seems to
be also true of English.

With reference to imperative sentences, similar phenomena are observable in Japanese and
English intonation. < Shizukani shitekudasai.’( Be quiet, please. ) This may be pronounced with
either a falling or a rising intonation. The falling intonation would range from a frank, informal
request to even a rude, emphatic command. A genuine command that calls for immediate obedience
is invariably pronounced with a falling intonation. The rising intonation, on the other hand, would
sound less informal or would often afford a feeling of courteous request. An exclamatory expression
such as ‘Nante suteki.’( How wonderful! ) also ends with a falling intonation in both languages.

As stated so far there would appear in many points certain similarities in the way intonation
curves are employed in English and Japanese. But this does not imply that parallel expressions in
these languages would sound alike when actually pronounced. English has a wide range of four
pitches from ‘extra high’ to ‘low’, contrary to Japanese consisting of a narrow range of only two
pitches ‘high’ and ‘low’. This pitch difference constitutes one of the fundamentals of intonation. The
wide range of English gives an impression of musical rhythm and briskness, and on the other hand
as for Japanese the narrow range gives in a way an impression of monotony and inertness.

Though Japanese, a tone language, is said to have, in general, no intonation contour, this is
only a rough approximation. In fact, Japanese does seem to have intonation of its own in spite of the
narrow range of pitch. For instance, suppose “Suzukisanwa kireida to iimashita.” is pronounced in
two ways regarding pitch accent; that is, the one pitch accent is on ‘Suzukisanwa' and the other on
‘kireidd. This position change of pitch makes a great difference in the meaning of this sentence.

When the pitch accent falls on ‘Suzukisanws, there could be a case where the speaker who said
‘kireidd is not ‘Suzukisan’ Or rather it could be more normal that the third person said,
“Tanakasanwa kireidewanaiga Suzukisanwa kireida” On the other hand, the pitch accent on
‘kireidd must mean that the speaker who said ‘kireidd is absolutely ‘Suzukisan herself. The
difference between the preceding examples can also be made by means of ‘pause’ instead of ‘pitch’ as
follows. “Suzukisanwa kireida ( pause ) to iimashita” And “Suzukisanwa ( pause ) kireida to
iimashita.” Some more Japanese ‘pause’ examples are as follows.

Niwatori ga (pause ) iru. (There is a hen. )

Niwa (pause ) tori ga iru. (There are two birds.)

Rusuban ni(pause ) koi. ( Come to take care of the house during my absence. )
Rusu( pause ) banni koi. (I'm away from home. Come in the evening. )

We use in our daily life different non-segmental phonemes ( pitch, loudness, pause, tempo, etc.)
for different purposes. Among the tone languages, Chinese and Japanese are different in the use of
pitch accent. Chinese has four variations of pitch in the only one syllable. For example, (ma) high
level pitch means ‘4%, (ma) rising pitch means ‘#F, (m4a) falling and rising pitch means ‘f&’, and

(ma) high beginning and abrupt falling pitch means ‘f&’. In Japanese, on the other hand, the
meaning of a word or a phrase is changed by the relative height difference of two high and low
pitches between the syllables.

In each of the following pairs of Japanese, ‘pitch’ is the only minimally different factor.

(daiku) O\o_o carpenter: o Beethoven’s Ninth Symphony



(denkl) oo electricity: o °
(tenki) %_o weather: o})—o
Uishin) O\o_o oneself: o)—o
(yakusha) O\o_o translator: o/o_o
(meishi) O\o._o celebrity: A0
(ninki) O\o_o term of office: o}>_o
(yooi1) O\o_o preparation: o)D_o
(koord) O\o_o high interest: o/o_O
(Airoo) O\o_o display: o)—0
(tooji) Q\a_o in those days: o)_O

biography
transcription
earthquake
actor
name card
popularity
ease

ice

fatigue

winter solstice

(kakd) 0\0 oister: o/c> persimmon

(asa) Q\o morning: o/o linen
(aka) c\o red: o/O dirt
(kame) O\o tortoise: o/o jar
(ashi) (\o reed: o/0 foot

(kami) o\o God: o/o paper

(sumi) O\o corner* o/o

(kau) o\o raise (animals): o0—o0 buy

(kairu) o\o cut: 0—0

(oku) O\o hundred million: 0—0

(yome) 0\\0 Read it!: 0—o0

(hawa) o\o as for the tooth:
(but (ha) both ‘leaf’ and ‘tooth’)

put
bride

!

wear

as for the leaf

(shita)l o—o the place beneath: o/o tongue

(kyuuryoo) C\O_a_o wages: o hill

(mainichi) o\)_o_o every day: o Mainichi (newspaper)

(kyoodai) O\o_o_o brother: o dresser
(toosan) cKo_o_o father: o bankruptsy



(kanchoo) c)\o_o_.o government office: ¢ enema

(atsusa) o—o0—o thickness: o\o_o heat

(itsuka) o—o—o five days: O\o_o some time
(kaeru) 0—0—0O change: O\o_.o return

(atsui) o0—0—0 thick: o/o\o hot

(mikata) o—o—o allies: o/o\o way of looking
(omoi) 0—0—o0 heavy: (o\o a thought
(hanawa) 0—o0—o as for the nose: o/o\o as for the flower

(but (hana) both ‘nose’ and ‘flower’)

(katai ishi) o/o a hard stone: Q\o a determined will

(na g tsukeru) o/o give a name: o\o pickle greens

(yama kara higa deta) o/o The sun rose above the mountain.
0\0 A fire broke out in the mountain.

(kare wa kakushijgoto o shiteiru) o He is keeping something from me,
He lives by his pen.

English pitch phonemes have no lexical meaning in themselves, but any one of them can
change an intonation phrase into another, just as any one of the segmental phonemes of English can
change one word into another word. The meaning of a word or phrase may be, and often is, changed
by the use of the special melodic features that indicate the attitude of the speaker at the moment,
and the particular situation in which he finds himself. Sometimes the pitch shifts merely enhance
the lexical meaning of the word. At other times, they may convey an emphatic, questioning, or even
the opposite concept of the word or phrase.

In English, there are very few instances of a sentence which has only one possible intonation
pattern. There are some idioms and fixed phrases which have their own inherent tone, and a few of
these are complete sentences, like ‘Far from it But in the vast majority of cases, there are always
various possible intonation patterns, and all these will carry different meanings even where the
words remain the same.

Here are various practical examples given below, which should be paid close attention to by
students, because intonation faults in English have twice as much influence as incorrect sounds in
producing incomprehensibility.

O 1 féd her dog|biscuits. (her dog=I.0., biscuits=D.0.)

I £8d her[ddg|biscuits. (her=I.0., dog biscuits=D.0.)



O Heis a|c@' al lawyer. (a lawyer specializing in criminal cases)

He is a criminal er. (alawyer who is guilty of a crime )

O Whi]don’t you mbve to Cali@? ( question )

Why don’t you move to Califénia? ( suggestion )

O You |g0tta be kidding. (to an inveterate joker )
N
You gotta be[kidding. ( No way. You must be joking. )
O It'smg, Nangd. (direct address)

It’slm‘g, W ( apposition )

O Would you like t84 orcoffee? (alternative )

Would you like téa or|coffee? (yesor no)

Ol pr'éferlcé%ee. (normal )
I pr@ferlwﬁegz' (if it isn’t too much trouble )

O He didn’t leave hémé|bechuse he was afrid of his%

( The fact is that he didn’t leave home. )
He didn’t leave héme becAuse he was afrhid of his@her/‘

( He left home for some other reason. )

O T6m bought ala{'4 dfql_]’t he? (I believe Tom bought a car. Am I right?)

T6m bGught alagdfdn’t b® (yesorno)

O She doesn’t speak tolén;'lyy. ( She speaks to no one. )

She doesn’t speak to'g;'hmdy/ ( She speaks to only some people. )

O Ibégyour|pardon. (Please excuse me.)
I bég your|pardon. ( Will you please say it again?)

O 1 thbught it wouldh_ﬁ’gx. ( But it didn’t. )

II thouéht it would rain{»)( And it rained. )
O The téacher sayg}the pupil could not sdlve theﬁ)_rqm&)’.

The béache;lsays the pﬁ@lcould not solve theﬁ)%'n.
O Héve a nicela-}g. (to a person leaving for a trip )

Have a nice tq'[f (to a person who came back from a trip )

@) W (Talking of Mary Brown, she is a teacher. )
Mlis a| té';]t_:her;\ (Talking of teachers, she’s one. )




O How did you like the film? It wﬁsn’tlba%. ( very good )
It wasn’t bﬁd.f ( pretty awful)

O Géorge has|plans|to 18ave. (plans ( for a building ) which he intends to put (on the table))

—
Géorge has plans tollea:}?. (intends to go away )
_~

@) _Vﬂljyﬁu drive to the dffice tomorrow? ( rather than someone else )

A
Will zouldrive to the office tomorrow? ( rather than going some other way )

~
Will you drive|[td the office tomorrow? ( rather than from the office )

A
Will you drive to the|dffice tomorrow? ( rather than somewhere else )

Will you drive to the ‘office toEﬁrrow? ( rather than some other day )

O I think I can|dol it. (normal)
I think I canldolijz (ill at ease)

O Where’s thefcchrew? In_tlg@b_o%mll. ( Probably you don’t know. )
R
W. (in the usual place )
In the cfipboard. (Why are you so forgettable? )

O I'm|sbrry. (apology)
I'm|sdrry. (asking somebody to repeat himself)

A —7
O Sally has an‘egm@igg. Who? Sally.

O I admired his pictures.

What did you[shy?

I admired his pictures.

What did Xoul sa;‘x?

I said they were very brilliant and entrancing

» w2 ® »

The following appropriate model of English intonation is the opening narration of the movie
“Sabrina” starring Audrey Hepburn. I put in the prosodic contour based on the recitation by
Hepburn.

NARRATOR: Once upon_aﬁﬁgel on the ndrth shbre of Long[fdlandzlsome thirty miles from|Néw
Y(‘)rlg, there lived a‘-s_n?ai'g‘ul on a large @g. The estate was Eeryllﬁrge, indeed,
MM ” There werelgz'lrdeners|to take cére of the|gardens; and a[




There was a/bbatman,to take cre of the[bdats,|to pht

A
treejsurgeon on a rqghe&r.

them in the water in thelsprmgl and scrt'tpe their bdttoms in the|winter. || There
were|spélialists to take care of the grﬁunﬁg.” Thelougb.oor ténnis cour;and the[

1’x_n|door ténnis court.” Thel 5ualoor swfmming poohand the Hr_r!door swfmming Eool,”
pY

and there was a[mén|of no pa.lfa}:ular titlg.lwho took ere of a smAll pbol in the

Géorgg.

NARRATOR: _Al_s{) on the quéte, there was al-craqﬁ“eur by the nime oflmphild, 'who had been

M from England,l ye;.)gs agg,'tog'éther with a new R?Jllisoyég

was algn_e]clﬁuﬂ'eur of consfderable[l_aa‘liigI like the eight cdrs in his cérQJand he

|
had a|d£ughterlbz the name Q;I%'

NARRATOR: It was the| eve Iof the annual six- meterl yacht |r‘aceg |and as hadlb@enltraﬁ&ional on
Il)ng fsland for the past thirty yearg,lthe@rrabees were giving a[panty. It nSverI

71
r:;ineal on the night of the Iﬁrrabeelpﬁrty. " The h;rrabees wouldn’t have stﬁodlfér'

"
Y]

NARRATOR: There are|four [Lirrabees inlﬁl;

gardenlfor a ;g_(')ldﬁsh fish named

Fairchild

Father, méther and thI sc’nig.

61iver Lirrabee were married in nineteen hiindred and|sik|and among their
wédling présentg|was a townhouse in Néw Yérkland this estate forlweeﬂends. “
7 ——N
NARRATOR: The téwnhouse has since been convérted into Saks Fifth|Avenue. I—.‘ihxg

Larrabee, the[&lHer sop graduated fromf?alg,'where MBW the

mmm:ely to 1éave hislﬂna mater, fifty mfl]ion[(m];l%s. His brathe;, ‘M’i
wént through|séveral|of the bést Sastern cSlleges for shbrt périads of mg’laig

Wmﬁrﬁageg for even|shorter périods of Elrm\gl n He is now a

succéssfu!l smmon Linus’s]?ﬁxjretﬁm\as a six handred

Mg“ Life was pléasant among themrrabeeg, for this was asm
héaven as one couldl-g_éﬂon L?nlg_[qgi. n

Maude and

Conclusion

In making a comparison of the systems of a tone and an intonation language we will have
to consider not only differences in pitch but entirely different systems of distribution of pitch. In
English, pitch is distributed over phrases and sentences. In Japanese, on the other hand, it is
over morphemes and words. Japanese has also a qualitative distinction that the mora is the



minimal prosodic constituent that can be associated to a segment in the phoneme. For example,
the words ‘kaki’ ( persimmon ) and ‘kaki’( oyster ) differ only in which mora is accented. We can
conclude from this that at least the high tone of the pitch accent is phonologically associated
with a mora.

A high-mid sequence in the middle of a sentence in English does not attach to a particular
word as such, but to the position in which that word occurs. Similarly, a high-low sequence at
the end of a sentence does not belong to the word at the end of that sentence but to that position
itself. The very same words will have different pitch elsewhere. In Japanese, however, the high
tone of a given word belongs to that particular word, that is, the tone serves to identify the
particular word, to distinguish it from other words.

Consequently, a Japanese speaker learning English expects pitch to attach to morphemes
and words, and he is lost because English to him keeps changing the tones hopelessly as far as
the individual word is concerned. Similarly, an English speaker learning Japanese does not
perceive tone as part of morphemes and words, and of course he cannot produce it as such. He
is thoroughly confused by the seemingly unpredictable changes in the “intonation” of the
sentences.

Stress and pitch are important constituents of intonation, and it has often been observed
that English has dynamic stress and that Japanese does not. In English, pitch accents fall on
syllables that are also strong rhythmically. The rhythmic strength is revealed in these syllables’
longer durations and more complete articulation of phonemes. In Japanese, accent is almost
purely a tonal phenomenon. This contrast shows that amplitude and duration patterns in
production are far more strongly related to accent in English than in Japanese and that this
difference carries through to a difference in how accent is perceived in the two languages.

I would like to conclude this paper with a famous line in the very last scene of the immortal
long movie “ Gone with the Wind ”, spoken with the intonation in a fit of passion by Vivien

Leigh.

T | dteron
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