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Lubov Kozub
INTONATION PECULIARITIES OF THE ENGLISH ACADEMIC STYLE

Speech intonation is a conglomeration of the phonetic factors of a language which have the
following functions: to organize connected speech phonetically by means of breaking it up, in
accordance with the sense elements, into phrases and into their significant segments — syntagms; to
establish semantic relations between parts of phrases; to endow phrases of their significant segments
with declarative, interrogative or imperative meanings, or with shades of these meanings; to express
different emotions [1, 9].

No language that we know of is spoken on a monotone; in all languages there are variations of
pitch, though not all languages use these pitch variations in the same way. When we talk about English
intonation we mean the pitch patterns of spoken English, the speech tunes or melodies, the musical
features of English.

Utterances which are different only in respect to intonation may, as a result, differ from each
other in meaning. The same phrase may be said in a downright, or a questioning tone of voice, among
others.

We do not invent the words that we use in speaking, nor do we invent the sounds of which they
are composed; we learn them, mainly in childhood, and spend the rest of our lives using the same
words and the same sounds. Similarly we do not invent tunes as we go along; we use tunes which we
originally learned as children, and we do not choose them or use them at random. There is a limited
number of pitch patterns in any one language, and we use them to produce definite meaningful effects.
It is therefore possible to describe frequently recurring patterns of pitch and to give rules for their use.

The pitch patterns or tunes of English are not necessarily the same in form as those of other
languages, nor do they necessarily produce the same effect as they would in other languages, though
there may be resemblances here and there. This being so, the pitch patterns of any other language may,
and very often do, sound wrong if they are applied to English, and give rise to difficulties in
communication. In the first place, the use of a tune which is not normally used in English will give a
foreign accent to the speech and may make understanding difficult; secondly, and more serious, the
use of a tune which is used in English but in different circumstances will lead to misunderstandings
and possible embarrassment. As an example of this latter type of danger, the sentence "Thank you"
may be said with one tune which makes it sound genuinely grateful, and with a different tune which
makes it sound rather casual. Now if the foreign learner unintentionally uses the casual form when an
English listener feels entitled to the other one, then the listener may get a very bad impression, since
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he will probably assume that the casual effect given by the tune was the one which the speaker
deliberately set out to give. This is very important — English speakers are able to make a good deal of
allowance for imperfect sound-making, but being for the most part unaware of the far-reaching effects
of intonation in their own language, they are much less able to make the same allowance for
mistakenly used tunes. The result is that they may hold the foreigner responsible for what his
intonation seems to say — as they would rightly hold an Englishman responsible in a similar case —
even though the tune does not faithfully reflect his intention.

Having seen that utterances differing only in tune may produce quite different reactions in the
listener we can fairly conclude that the tune contributes considerably to the total meaning of an
utterance. Yet pitch patterns do not, in English, alter the basic meanings of words, the meanings we
find defined in a dictionary. Whatever tune is used with the word "Yes" it remains the same
affirmative. The contribution that intonation makes is to express, in addition to and beyond the bare
words and grammatical constructions used, the speaker’s attitude to the situation in which he is placed
[2, 3]

If we consider how intonation may be studied in relation to discourse, we can identify two main
areas: one of them is the use of intonation to focus the listener’s attention on aspects of the message
that are most important, and the other is concerned with the regulation of conversational behaviour.

In case of "attention focussing", the most obvious use is the placing of tonic stress on the
appropriate syllable of one particular word in the tone-unit. In many cases it is easy to demonstrate
that the tonic stress is placed on the word that is in some sense the "most important”. Sometimes it
seems more appropriate to describe tonic stress placement in terms of "information content": the more
predictable is a word’s occurrence in a given context, the lower is its information content, and tonic
stress will tend to be placed on words with high information content. The chosen tone can also indicate
whether the tone-unit in which it occurs is being used to present new information or to refer to
information which is felt to be already possessed by speaker and hearer [6, 177].

Another use of intonation connected with the focussing of attention is infonational
subordination. Intonationally subordinate tone-units are marked by the following characteristics: a
drop to a lower part of the pitch range, increased speed, narrower range of pitch, lower loudness,
relative to the non-subordinate tone-units [6, 178].

As the result of the usage of these components the subordinate tone-units are less easy to hear.
Native speakers can usually still understand what is said, if necessary by guessing inaudible or
unrecognizable words on the basis of their knowledge of what the speaker is talking about; foreign
learners of English, on the other hand, having in general less "common ground" or shared knowledge
with the speaker, often find that these subordinate tone-units, with their "throw-away", parenthetic
style, cause serious difficulties in understanding.

The academic style is often described by phonostylists as both intellectual and volitional. It is
frequently manifested in academic and educational lectures, scientific discussions, at the conferences,
seminars, and in classes. The most vivid manifestation of the academic intonational style is realized in
a lecture.

According to Erving Goffman a lecture "is an extended holding of the floor in which one
speaker imparts his views on a subject, these thoughts comprising what can be called his "text""
[5, 58]. The style of a lecture is typically serious and slightly impersonal, the controlling intent is to
generate calmly considered understanding, not mere entertainment, emotional impact, or immediate
action.

A person who lectures about lectures does not have a special excuse for lecturing badly; his
description of delivery faults will be judged according to how well the description is organized and
delivered. Those who present themselves before an audience are said to be "performers" and to
provide a "performance” — in the peculiar, theatrical sense of the term. Certainly the listeners are to be
carried away so that time slips by, but because of the speaker’s subject matter, not his antics; the
subject matter is meant to have its own enduring claims upon the listeners apart from the felicities or
infelicities of the presentation. A lecturer by virtue of reputation is assumed to have knowledge and
experience in textual matters. He does not have to hold the floor — the floor is his but, attention may
not be. To maintain the attention of the listeners a lecturer should use photographic, taped and textual
records. Besides, a competent lecturer must "possess” his voice: to read a remark with a twinkle in his

53



QOHETHKA

voice, or to stand off from an utterance by slightly raising his voice. On the contrary, when he enters a
particular passage he can collapse the distance he has been maintaining, and allow his voice to
resonate with feeling, conviction, and even passion. Sensing that time is running short, a speaker may
change voice and let hearers understand the fact that the pages he is now turning over are ones he has
now decided to summarize in fresh talk or even skip.

The lecturer’s purpose is threefold:

¢ to get the "message"” of the lecture across to his audience;
e to attract the attention of the audience and direct it to the "message";
¢ to establish contact with his audience and maintain it throughout the lecture.

To achieve these goals he makes recourse to a specific set of intonational means. The most
common pre-nuclear pattern used in lectures is Low Pre-Head+Stepping Head. The Stepping Head
makes the whole intonation group sound weighty and it has a greater persuasive appeal than the
Falling Head. Occasionally the High Head may occur as a less emphatic variant of the Stepping Head.
This enables the lecturer sound categoric, judicial, considered and persuasive.

As far as the terminal tone is concerned, both simple and compound tunes occur here. The High-
Fall and the Fall-Rise; are the most conspicuous tunes. They are widely used as means of both logical
emphasis and emphasis for contrast. A succession of several high falling tones also makes an utterance
expressive enough, they help a lecturer to impress on his audience what he is dealing with, something
that he is quite sure of, something that requires neither argument nor discussion [3, 222].

We recognize three main modes of spoken words: memorization, aloud reading and fresh talk.
In the case of fresh talk, the text is formulated by the speaker from moment to moment, or at least from
clause to clause. This conveys the impression that the formulation is responsive to the current situation
in which the words are delivered. Memorization is sometimes employed in lectures, but not
admittedly. In lectures, aloud reading is a frequent mode of delivery. Fresh talk is perhaps the general
ideal and (with the assistance of notes) quite common. The difference between the text as such and the
verbal delivery of the text not only supports a sense of preferential access to the speaker, but also gives
weight to the uniqueness. When a lecture is given in fresh talk or a simulation of fresh talk, then
responsiveness to the current scene seems apparent. Brackening comments and parenthetical remarks
delivered in fresh talk can be used to give a coloration of freshness to the whole script (where these
remarks are not actually in fresh talk, fresh talk can easily be simulated out of memorized bits, simply
because only shortt strips are necessary). Another method, standard in aloud reading, is to scan a small
passage and then address the audience with one’s eyes while reciting what has just been scanned.
Besides an effective speaker is someone who has written his reading text in the spoken register. To
write a text in spoken prose and to read it "expertly"” is, then, to foster the feeling that something like
fresh talk is occurring. The prosodic shaping a fresh talker gives to a phrase, clause, or brief sentence
is closely guided by his knowing the general drift or of the argument to follow. So although he may
botch a word, or lose one, he remains pointed in the right direction.

It is almost certainly true that no public lecture is ever spontaneous, since all of them, even
those in which no notes are used, will have been to some extent prepared in advance and therefore
represent the written variety of the language read aloud. So lecturers either read the whole of what
they wish to say from a script or speak with the aid of the notes; and as reliance upon a written version
increases the impression of spontaneity will decrease.

The American researcher Arthur Bronstein wrote in his "Pronunciation of American English":
"If you were to walk into a room full of talkative people you could tell whether they were speaking
English or some other language even if you couldn’t hear the words they were speaking” [4, 63]. Each
language is spoken in certain patterned melodies and there are instances where the melody a speaker
uses carries as much meaning as the words themselves. The study of intonation is necessary to avoid
misunderstanding. The pitch patterns of any language may, and very often do, sound wrong if they are
applied to English, and give rise to difficulties in communication.
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Ipuna Hepodenro

AHANI3 IHBEHTAPA ®OHETUYMHWUX 3ACOBIB ®OPMYBAHHA
XYOQOXHBOIO OBPA3Y

Y Tpolleci BHRUeHHT (JOHETHUHHUX 3acoliB, fAKi QOPMYIOTH XyAOXKHIH o0pa3, oco0IHBY pONb
Biflirpae PKIFOUEHHA POHOCEMAHTHUHHX XapaKTePHCTHK /IO UHCIA THTBICTHUHO pelleBaHTHHX, dKe, Ha
IyMKY TIPOBIHHX WHTBICcTIB [1, 22; 2, 180; 3, 15; 4, 24; 5, 20; 6, 30-92], mo3ponde pO3MMPHTH Ta
TIOTTTHOHTH JHXOTOMIUHY TeOopito AudepeHINTHIX 03HAK doHeM, AKa 0a3yeThCA, K BiJIOMO, JTHIIE HA
APTHKYIATOPHUX, aKYCTHUHHX 1 NEPUENTHBHUX XapaKTepHCTHKAX 3BYKOBHX ONHHHIE. TaKuil IHmxifg
OpIEHTYE AOCTITHUKA HAa BHBUEHHA 3B'A3KIE He JHINE MiXK (OHeMAMH CIIOBA Ta O3HAKOK 00'eKTa-
JeHoTara, a W TAaKOE MiX OJHMHHI[AMH INaHy BHpaKeHHA i MMaHy 3MICTY MOBHOI CHCTEMH, TOOTO
3B'M3KIB OJTHHHIL CETMEHTHOTO Ta HAJICETMeHTHOT O piBHIB [1, 23].

PezynwTarH pAmy TeOpeTHUHHX MAOCTiTEeH®s [5, 20; 6, 31 TaiH.] J03BONHIH BCTAHOBHTH
CEMAHTHUHY 3HAUYINICTH VCiX KOMIOHEeHTiE (QoHeTHUHOI OYMOBH MOBH 1 MOBIEHHA, fAKi
MaHiecTYIOThCA B aliTepallii, pHTMi, aKIeHTyaIlii, may3arii, TPONOHTYBAHHI Ta iHIIMX (OHAIITHO-
TPOCOJNYHHX ABMINAX. BigzHaueHa [5, 20] TakoXk ceMAHTHUHA 3HAUYINICTE (oHeM i iX cHcTeMHa
doHOZHAUYTIICTE. [IpH IBOMY, (OHETHUHA 2HAUVINICTH ITPOABIAETHCA MEPEBAXKHO V BiIIOBITHOMY
eMOINHHOMY UH IIHIIE eKCITPECHBHOMY e(eKTi BiJi JAHOTO 3BYKA YUH 3BYKOPALY, AKHH CYIIPOBOIEYE
KOJOBAaHO iX BIacHe aKyCTHUHHI CKIaA. BapTo yearm IpH UBOMY Te, INO [7, 125] papiaTHBHICTE
(oHeM IK CKIAfOBHX MOBIEHHEBOTO CHTHATY MOITA O XapaKTepH3YBaTH IIeBHY CHTYAI[I0 i cTaryc
TMApTHEPIE MO CINIKYBaHHIO (TOOTO BKAa3aTH MPAaKTHUHO COIANBHY TPAfAIlifo YUAcCHHKIBR
KOMVHIKATHBHOTO aKTY), OCKUTHKH 3BYKOBA pealizallii OJHOTO i TOTO X TIOBiIOMIEHHS ITiJIATaE
3HAUHIM MOTH(IKAIAM ¥ 3aTeKHOCTI BiJ] allelAIlii 1o pi3HHX aJpecaTiB.

Sk GaummMo, caMe CBOEPIJHICTE 3BYKOBOI OpraHizallii XyAOXHBOTO TEKCTY € BaXIHBHM
IEEepeloM ecTeTHUHOTO BILIMBY Ta OJHHM 3 BHpPA3HHX 3aco0iB, fKi CIPHAOTE CTBOPEHHID
XyAOKHROTO 00pazy B TBOpi [8, 3-4].

3 IBOTO TOTHAAY I[KARO IPOAHAN3YBATH BHKOPHCTAHHA TpadoHiE ANA XapaKTepHCTHEH
TIepcOHAXKY, 0 YTOUHIOITE HOTO cOTiansHIH mopTpeT. Hamprkman, Ow, eezye —ooa son, is e 7 Wal,
fewd dan y 'deooty a mother should eed now bettern to spawl a pore gel's flahrzn than ran awy at
halt pyvin [9, 12].

JiamexTHa pumMora CepeJHBOI AHTMII, AKa MepelacThcd ¥ MPHKIAML, cTIpAMOBaHA Ha Te, I00
CyXau 3a AacoIliallielo BH3HAUNE TIOXOJKEHHI MOBIL, CINBBITHOCAYUH IeH [iadekT 3 IeBHOI0
3araIbHOOCBITHEO i COIlAThHON INMKAN0H, AK Pe3yIbTaToM KIACOBOTO POLEAPYBAHHS CYCINIBCTRE,
fKe 3aKPITIIOETHC A CHCTEMOI) OCBITH.

3a3HaunMo, 10 OKA310HANHHI TpadOHH BHKOPHCTOBVIOTH JIA Iepeladi BCiei TaMM JTROICHKIX
HACTPOIB i CTaHiB MOBIIA Ta CTABIEeHHA apTopa A0 HhOro. Ha BiMIHY Bil HUX peKypeHTHi TpadoHH
JAT0Th MOKIHBICTh 30CePeIHTHC Ha 1H/IHEI Ty anizalii mepcoHAXY Uepe3 MOCTiHHI ocoOIHBOCTI HOTO
MOBIIEHHI 1 Ilg, JK ITPABHIO, BHMOBA, IIOB’A3aHA 3 MANEKTHOK HOPMOI YH Je(eKTOM MOBIEHHS
[10, 21]. Came ToMy peKypeHTHHI TrpadoH HafJacTillle YiTKO BHTPHMAHHH ¥ BChOMY MOBJIEHHI
TEpPCOHAXEA.

Jo HafGImeI Hac TOTHIX 3aco0iB TpadiuHOTO BHAIMEHHS CIOBA BifHOCATH TAKOXK BapifoBaHHA
mpuTiB, Aedicariito, MOMBOEHHA / IOTPOEHHA OoKpeMHX rpadem. Taki 3aco0H, CIIPHAROUH Iepeadi
eMOI[IHHOTO CTaHy MOBIA, TMOKIHMKAHI BifoOpaxkaTH 3MiHY iHTOHAIH Ta JOTiUHHX HATOIOCIE ¥ HOTO
MOBIIEHHI. 3aBIAKH IHOMY OCOONHBOCTI BHMOBH VCHOTO MOBIEHHHI (HAa HOrO ceIMEHTHOMY Ta
HaJlceTMeHTHOMY PiBHAX), BCi 3aco0H ¢oHorpadiuHOTO BHCYBAHHA XapaKTePH3VIOTh IMEePCOHAXK "3
cepepHH", 2 OOKY caMoro IepcoHaka, IIPH BIABAHOMY HEBTPYUAHHI aBTOPA, IO CIIPHAE CTBOPEHHED
He TiTBKH 300pakanbHoi, ane H BiporigHoi posmosimi [11, 23].

DOHeTHUHHMH 3ac00aMH aKTyamizallii KOMYHIKaTHBHOTO 3MICTY TeKCTY-OITHCY Xy IOXKHBOTO
o0pazy MOXKYTh CITYKHTH TaKOXK amiTepalfid i/albo acoHaHC, AKi MOKYThH BHKIHKATH ¥ UYHTada abo
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